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INTRODUCTION.

The earliest evolution of Hindu-Javanese art is almost entirely
wrapped in darkness: the Hindu art in Java from which it must have
arisen is only a hypothetical quantity, all monuments and sculptures
known to us belonging to later times. The Indian elements of Hindu-
Javanese culture, however, were certainly not introduced exclusively
by the first Hindus who settled in the Archipelago. More than once
there existed relations on an equal footing between kingdoms in India
and regions of South-East Asia. The interchange in the sphere of
culture was promoted especially by commercial intercourse, pilgrim-
ages and visits of learned priests, not only between India and the
countries of the Far East, but also between the Indian Archipelago
and Further India. With regard to the artistic influence in
later days we may speak with greater confidence, for here we know
more about the schools which we have to compare. The subject of
the present work bears upon an important phase of the later relations,
the period of Nalanda, the famous monastery in Bihar which was
the centre of the Mahayanist world in the centuries preceding the
downfall of Buddhism in India proper.

The importance of Nalanda has been the subject of more or less
detailed discussions in English as well as in Dutch *); a few words
will therefore suffice. Tradition associates the name of Nalanda with
an episode in the life of the Buddha and with some of his disciples.

i) V. A. Smith in Hastings' Enc. Religion and Ethics, IX, 1917, pp. 126a—
127b; F. D. K. Bosch, T. B. G., 65, 1925, pp. 509—88, 3 pi.; J. N. Samaddar,
The Glories of Magadha, 2 nd cd., 1927, pp. 119—44, 2 ill.; (B. M. Agarval.
Vi?al-Bharat, II, pt. I, pp. 233—8); H. N. Shastri, Xalanda in Ancient Lite-
rature, Proc. 5th Oriental Conference, I, 1930, pp. 386—400; J. Ph. Vogel,
De cosmopolitische beteekenis van het Buddhisme, 1931, pp. 23—5, 33—4.
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2 THE BKO.W.ES OF NaLANDfl AND III.N'DU-JAVAN'ESE ART.

Probably a monastery existed there already at a very early date, but
it was only in the days of the famous Chinese pilgrims Hsüan-tsang
and I-tsing that it appears to have become the centre of Buddhism,
— a position which it continued to hold until the twelfth century.
Pilgrims, especially scholars, from the entire Buddhist world came
to the 'Mine of Learning' and stayed there often for a long time;
I-tsing, for instance, studied not less than ten years at this place.
According to Hsüan-tsang the monks, either belonging to the convent
or strangers residing therein, always reached the total number of ten
thousand. "Within the Temple they arrange every day about 100 pul-
pits, and the students attend these courses without any fail, even for
a minute" *). To render shelter to all those people, the outside courts,
in which were the priests' chambers, were of four stories. The remains
of those buildings have lately been excavated by the Archaeological
Survey at the Nalanda site which is now called after Bargaon or
Bargav, a little village not far from Rajagrha, the early capital of
Magadha"). "Its characteristic features are a long range of monas-
teries on the east side, a similar range of stüpas on the west, and a
short range of monasteries to bound the area on the south. Down
the centre of the site runs an approach avenue, entered, it would
seem, from the north"*). The site shows a succession of structures,
erected one over the other on the same spot. To none of those levels
can be ascribed a date prior to the 6th century A.D.

During its golden age Nalanda formed part of the realm of the
Pala kings of Bengal who were the patrons of the Monastery. The
founder of the dynasty, Gopala, reigned in the middle of the eighth
century, his next successors were the famous kings Dharmapala
(c. 800) and Devapala (c. 840). The later art of Nalanda belongs to
the art of the Pala Empire.

i) S. Beal, The Life of Hiuen-tsiang, 1914, p. 112.
*) Bosch, I.e. pp. 568—88, with bibliography, add: Ann. A. S. I., 1921—22,

pp. 19—22, 73—4, 11—2, 126; 1922—23, pp. 28—30, 104—7, ISO, 173, pi. XV, d,
XVIII—XX; 1923—24, pp. 23—S, 70-4, 92, 109, pi. IX—X; 1924—25, pp.
23—8, 82—6, 135—6, pi. XXIX—XXX; 1925—26, pp. 26—30, 100—7, 158—9,
pi. XLVII—XLIX; 1926—27, pp. 25—9, 127—35, 218—9, pi. VI—VIII;
1927—28, pp. 24—30, 97—101, 159—61, pi. VII—X, XL—XLIV; J. A. Page,
J. B. & O. R. S., IX, 1923, pp. 1—22, 5 ill.; Sir John Marshall, 111. London
News, May 5, 1928, p. 781; Ann. Bibl. I. A, 1926, pp. 12—3; 1928, pp. 19—20,
pi. VII ; M. H. Kuraishi, Short Guide Nalanda, 1931, with 6 pi. and a map;
List of Ancient Monuments protected under Act VII of 1904 in the Province
of Bihar and Orissa, 1931, pp. 67—94, ill.

3) Page, Ann. A. S. I., 1926—27, p. 127.
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THE HRO.NZES OF N'aLANOa AND HINDU-JAVANESE ART. 3

It is only lately that the name of Nalanda was mentioned for the
first time in connexion with the history of Hindu-Javanese civiliza-
tion. It was known, indeed, from the works of Chinese pilgrims that
the Monastery played an important part at the time of the Central-
Javanese kingdoms, and also that it entertained relations with South-
East Asia, but only in 1924 Dr. W. F. Stutterheim pointed out the
great importance which this centre of Buddhist culture may have
had also for the Malay Archipelago. In later publications he repeat-
edly reverted to the subject'). In the meantime discoveries made
at Nalandfi have brought the affirmation of the previous surmises.
Dr. Hirananda Shastri published the Nalanda copper-plate of Deva-
paladeva-), which induced Dr. F. D. K. Bosch, Director of the Ar-
chaeological Survey of Netherlands India, to write his well-known
article. "Een Oorkonde van het Groote Klooster te Nalanda", con-
taining a detailed discussion of the importance of the Monastery in
general and for the Archipelago in particular^). Almost at the same
time the first edition of Professor N. J. Krom's "Hindoe-Javaansche
Geschiedenis" appeared, in which ample attention was paid to our
question'*). Since then, Nalanda has acquired a place in Hindu-
Javanese history as one of the most important centres from which
Indonesia has received its Indian cultural elements.

Among the constituent parts of Hindu-Javanese culture one of
its most essential features, Mahayana Buddhism, originates from
Nalanda. Very little is known about the earliest form of Buddhism
in Java, but I-tsing informs us that even at the time of his stay in
C,rïvijaya (Palembang) Hïnayana prevailed in the Archipelago").
The pilgrim, however, adds that in Malayu (Djambi) "there are a
few who belong to the Mahayana". I-tsing wrote his book in 691—2,
but Mahayana Buddhism must have entered Qrivijaya itself some
time before. For in the Malay inscription of Qrivijaya found at
Talang Toewo, and dated in the year 684 A.D. there occur some
terms and ideas which are of a distinctly Mahayanist character. M.

1) Rama-Iegenden und Rama-reliefs in Indonesien, 1924, ('25), pp. 211—5;
Oudheden van Bali, I, 1929, pp. 36, 52. 105—6, 107 n. 1., 108, 195; cf. infra
p. 7, n. 3.

2) Epigraphia Indica, XVII, no. VII, July 1924, pp. 310—27, with pi.
3) Cf. supra p. 1, n. 1.
*) 1926; if not otherwise stated we quote from the second edition, 1931,

abbreviated: Gesch.
*) Record, pp. 10—1; cf. Krom, Sumatraansche periode, 1919, pp. 23—5;

Barabudur, I, 1920, p. 737; Gesch., pp. 117—9.
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4 THE BRONZES OF Nai.ANDa AND HINDU-JAVANESE ART.

G. Coedès has proved that they belong to the sphere of the Vajrayana
or Tantrayana which arose at Nalanda from the Yogacara school at
a time not long anterior to that of the inscription of Talang Toewo *).
Prof. Krom arrives at the same conclusion with regard to Javanese
Buddhism: "Unless all the signs deceive us", he remarks, "it may be
stated as the result of our examination, that the Buddhism of Bara-
budur does not differ in its essentials from that of East Java. The
Javanese Mahayana, from the Qailendras, who erected Kalasan, to
the downfall of Majapahit, is one and the same thing, it is a
Yogacarya creed imbued with the spirit of Tantrism, otherwise a
Tantrism founded on the Yogacaryas"-). So we may take it for
established that Nalanda has exercised a great influence on the
religious life in the Malay Archipelago. This fact alone would suffice
to justify a detailed inquiry concerning points of contact. There are
yet some other data.

The inscription of Talang Toewo and some other epigraphical
records of (Jrïvijaya are written in Pallava script, but the characters
of the Buddhist inscriptions of Central Java of the same period
belong to a different class of alphabets, the so-called Pre-Nagari*).
The same script is found on some other objects which are associated
with Mahayana: the Buddhist creed or ye-te-mantra on the back or
on the pedestal of metal images*), on clay tablets^) and in some
other cases ").

Dr. Bosch (1. c.) has made the Pre-Nagari the subject of an
inquiry which is of special importance for our question. The Javanese
character represents no provincial type at all, but is entirely up to date.
It is clear, therefore, that the relations between the Nalanda monas-
tery and the Archipelago must have been continuous, a surmise

1) Coedès, B.E.F.E.O, XXX, 1930, pp. 38—44, 54—8; Krom, Gesch., 1st
ed., p. 119; 2nd ed., pp. 131—2. — It is not quite clear how we have to coor-
dinate both data.

2) Barabudur monograph, I, p. 762, quoted from the English translation,
II, 1927, p. 326; cf. the second volume of the same work, 1931, Suppl., pp.
74—S and Gesch, p. 152.

") Bosch, T. B. G, 68, 1928, pp. 1—64, pi. I—IV; Krom, Gesch., pp. 135—9.
*) Burnell, Elements of South Indian Palaeography, 1878, pi. XXII, c;

infra, p. 00.
") Stutterheim, Oudheden van Bali, I, pp. 34—5, 104—5, fig. 2; Mede-

deelingen Kirtya Liefrinck-van der Tuuk, 3, 1931, pp. 55—6; N. I. O. N., X,
1925, ill. on p. 209; Coedès in Etudes Asiatiques, I, 1925, pp. 152, 157—8,
pi. VIII—IX (English translation in J. Siam Soc, XX, pp. 1—23). '

o) Cf. Brandes, T. B. G., XXXI, 1886, p. 244, n.; coins with the syllable
ma (?) cf. Krom, Gesch., p. 52.
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THE BRONZES OF NaLANDa AND HINDU-JAVANESE ART. 5

which is supported by other facts *). Nay, it is quite probable that
the Javanese Pre-Nagari even had an independent evolution, for it
exhibits certain peculiarities which the same script in India does not
show or only in an embryonic form. The closest parallels to the
Javanese characters Dr. Bosch found in the inscriptions of the Pala
Empire and of Nepal of the 9th and 10th centuries. We may ascribe
this resemblance to the influence of Nalanda which reached the
Malay Archipalago as well as Nepal *).

In the domain of letters we may mention the occurrence of a
stanza from Bhatta Narayana's Venlsamhara in the Old-Javanese
Adiparvan. The author of the drama lived in Bengal during the 8th
century; it is possible that his work was studied in Java. On the
other hand, an innovation of the Qailendra period in the range of
music, the introduction of the pentatonic sléndro-scale (sléndro =
Qailendra) seems to have no connexion whatever with Bengal^).

Before touching upon the artistic influence, left so far out
of the discussion, we must examine the nature of the relations which
gave rise to the influence of Nalanda on the Malay Archipelago.
Have the commercial intercourse and the pilgrimages been the sole
causes or has Bengal been the source of part of the population of
the Hindu-Javanese kingdoms ? As Brandes stated in 1902 it is very
probable that the Indian element in Hindu-Javanese society at the
beginning of the Central-Javanese period has been reinforced by a
new influx''). It is not necessary to assume that the new-comers
came in large numbers, as a relatively small band of highly civilized
people can have had an important cultural influence. Probably there
were South Indians among them, but also people from Bengal, al-
though it is not certain that the latter actually settled in the Archi-
pelago. In almost all the cases known to us the teachers from

1) Coedès, B. E. F. E. O., XXX, 1930, p. 56.
2) Bosch, I.e. p. 16, Stutterheim, Tj. Bara-boedoer, p. 66; for previous

opinions concerning the origin of (Prc-) Nagari, cf. Brandes, Enc. Ned. Indie,
1st ed., Ill , pp. 129—30; Burnell, I.e. pp. 23—4; Bhandarkar, J. Bo. Br. R. A. S.,
XVII, pt. I, 1887—9, pp. 1—10; Krom, Inleiding tot de H. J. Kunst,* 1923,
I, pp. 130—2; Gesch., 1st ed., 1923, p. 135; 2 nd ed., pp. 138—9. For the
Pre-Nagari of Cambodia, cf. B. R. Chatterji, Ind. Cultural Influence in
Cambodia, 1928, pp. 109—15, 255.

•*) S. Lévi, Actes XVIIIe Congres Intern. Orientalistes, 1932, pp. 130—1;
Krom, Gesch., p. 505; cf. M. Winternitz, Gesch. ind. Litt., I l l , 1922, p. 51.

•*) J. Kunst and C. J. A. Kunst-van Wely, De toonkunst van Bali, 1925,
pp. 170—5; Stutterheim, Bijdr. K. I.. 89, 1932, pp. 110—6; Actes XVIIIe
Congres, pp. 126—7 (abstract of the same paper).

•>) Enc. Ned. Indie, 1st ed., Ill, p. 129; cf. Krom, Gesch., pp. 95—105.
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6 THE BRONZES OF NaLANDa AND HINDU-JAVANESE ART.

Northern India only v i s i t e d this country, e.g. Dharmapala (?),
Vajrabodhi, Amoghavarsa and Atïc,a *) ; I-tsing relates by the way
that Indian monks visited the Islands. We know the name of only
one Bengalese guru who must have lived in Java, viz. Kumara-
ghosa from Gaudïdvïpa''). The contact was strengthened further
by the circumstance that Chinese pilgrims often made a prolonged
stay in Cxïvijaya on their way to India or on their return voyage.
"In the fortified city of Crivijaya", I-tsing says, "Buddhist priests
number more than 1.000, whose minds are bent on learning and good
practices. They investigate and study all the subjects that exist just
as in the Middle Kingdom (Madhyadeca, India); the rules and cere-
monies are not at all different. If a Chinese priest wishes to go to
the West in order to hear (lectures) and read (the original), he had
better stay here one or two years and practise the proper rules and
then proceed to Central India" ^). Here we get one more proof of
the conformity of religious life in Northern India and the Archi-
pelago ; over and over again I-tsing mentions India and the Archi-
pelago in one breath''). It is evident that this conformity is not to
be explained only by the visits of Indian priests and Chinese pil-
grims ; Buddhists from Indonesia itself, indeed, visited the Sacred
Sites in India and the famous monasteries, first of all Nalanda.
Fortunately, this is no mere supposition, since it is proved by an
inscription, the Nalanda copper-plate of Devapaladeva.

The inscription in question is dated in the 39th year of Devapala,
the third ruler of the Pala dynasty, which corresponds to c. 850—860
A.D. *). It records the foundation of a monastery at Nalanda by
Balaputra, king of Sumatra. At the same time Devapala himself
made a gift of five villages for the maintenance of the monastery").

*) Krom, I.e. pp. 118—9, 122, 248.
2) Inscr. of Këloerak: Bosch, T. B. G., 68, 1928, pp. 18—9, 21, 29—30.
") Record, p. XXXIV.
*) L.c. pp. 60—1, 102, 105, 112, 113, 163, 166.
5) It is not possible to mention here the arguments for this date, I hope

to do this elsewhere. For the inscription see: Ann. Progress Rep. C. C,
1920—21, pp. 37—8; Ann. A. S. I., 1920—21, p. 27; (Banerji, Bariglar Itihas,
2nd ed., I, pp. 208—10); Hirananda Shastri, Ep. Indica, XVII, pt. VII, 1924,
pp. 310—27, with pi.; Bosch, T. B. G., 65, 1925, pp. 509—88, 3 pi.; N. G.
Majumdar, Nalanda Copperplate of D. (Mon. V. R. S., I, 1926); Stutterheim,
Javanese Period, 1929; Bosch, T. B. G., 69, 1929, pp. 135—44; Krom, Gesch.
pp. 142—3.

") Concerning the difficulties of the interpretation, see: Bosch, I.e., and for
the allotment of villages: Bosch, p. 530; I-tsine;, Record, pp. 193—4; Mémoire,
p. 83.
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THE BRONZES OF NaLANDa AND HINDU-JAVANESE ART. /

We may safely assume that Balaputra founded this monastery in
the first place for the use of pilgrims from his own country.

So far we have been able to state that the Hindu-Javanese
Mahayana originated from Nalanda and that also the Pre-Nagari,
which has a close connexion with the Mahayana, corresponds to the
characters of the inscriptions of Bengal. Now it is a well-known
fact that all Buddhist temples of Java are Mahayanist; we have,
therefore, good reason to surmise that in those buildings too there
must be a stylistic influence of Nalanda and the art of the Pala
Empire. As early as 1909 Dr. Ananda K. Coomaraswamy noticed the
close resemblance between a bronze figure from Java and a stone
sculpture from Magadha of the Pala period *). Afterwards Indian
scholars have advanced the same view; Dr. N. G. Majumdar e.g.
says: "The resemblance between the Buddhist images of the Pala
period and those of Java cannot be easily ignored and is possibly
to be ascribed to the fact that Java derived its Buddhism from
Northern India""). Among Dutch scholars it was especially Dr.
Stutterheim who laid stress on the artistic influence derived from
Nalanda *).

The similarity of certain Hindu-Javanese bronzes and Pala
sculptures or metal images is striking indeed, but are these figures
representative of Hindu-Javanese art or do they occupy an except-
ional position ? In the following chapters we will try to get more
certainty about one section of Hindu-Javanese art: the bronzes.
The starting-point for our research is the collection of bronzes
which has been brought to light at Nalanda.

With the aid of a collection of photographs (see p. 78) we have
attempted to establish the particular school of art to which the bronzes
of Nalanda belong. My conclusion is that, while partly exhibiting a
distinct resemblance to some bronzes from Java, they belong to
Pala art. I have tried to determine which peculiar features are
typical for Pala bronzes, and where they are found outside Bengal.
After an introduction concerning the bronzes in general the subject
matter is divided into two sections: first the bronzes of Nalanda

i) J. R. A. S., 1909, p. 291, pi. II, S: cf. Foucher, Iconographie bouddhique,
II, p. 43, fig. 3.

*) L.c. p. 9; Bhattacharyya, Ind. Buddh. Iconography, p. XXIII; French,
The Art of the Pal Empire, p. 23; R. Grousset, L'art pala et sena dans
1'Inde extérieure, Etudes d'Orientalisme . . . . Linossier, 1932, pp. 277—85, pi.

•') Rama-Iegenden, pp. 211—5; Oudheden van Bali, I. p. 106: Tj. Bara-
boedoer, pp. 18, 61—3, 66; A Javanese Period in Sumatran History, 1929.
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a THE .BRONZES OF NaLANDa AND HINDU-JAVANESE ART.

will be discussed according to the various classes of divine beings
represented and then the various details (dress, halos, pedestals, etc.)
will be described and compared with the corresponding details of
bronzes of the Pala school and of Java. The main conclusions will
be summarized in the last chapter.

In the present work I have confined myself to the bronzes, but
it is hoped that afterwards an inquiry will be made concerning the
influence of Nalanda and Pala art on the architecture and on the
sculpture in stone. This extensive study would demand a long time,
and, besides, the study of Pala art is still in its beginning; it is
useless to begin with a comparison of the images without much pre-
paratory work having been accomplished beforehand. Probably the
detailed publication by the late R. D. Banerji, which has been an-
nounced some time ago, will improve the situation. The first thing
necessary is a great number of photographs and data about dated
sculptures. But apart from these considerations there exist other-
reasons for separating the figures in bronze from those in stone. In
the first place the use of different materials must lead to a certain
extent to a different technique and style; moreover, bronzes are light
and easily carried, so they will influence other schools far more
easily than heavy stone sculptures. Even where we expect results
from the stylistic comparison of stone and bronze images of one and
the same school it is, therefore, preferable to deal with them
separately when questions of influence are concerned.

CHAPTER I.

The Bronzes in general.

The 'Monastery of Balaputra', the foundation of which is recorded
in the inscription of Devapala, is not merely a name; its remains
form one of the levels of Monastery I, the first to be exposed at
the beginning of the excavations of the Archaeological Survey in
1915. On this site no. I no less than nine strata have been discovered;
the record was found among the ruins of the third building erected
here. "The Monastery consists, as usual, of a number of monks'
cells with wide verandahs in front set round an open quadrangular
court, the main shrine being placed centrally in the east side directly
opposite the main entrance. It was originally a structure of at least
two storeys, probably more, as is apparent from the existence of a
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THE BRONZES OF NaLANDa AND HINDU-JAVANESE ART. 9

stair in the southwest corner. Several of the cells have been
excavated" *). Flanking the main entrance traces were found of
stucco figures which, having been badly damaged by fire, fell to pieces
as soon as they were exposed. Similar figures were also found
in the large niches in the north and south walls of the portico. In
the north-west corner of the antechamber to this entrance the cop-
per-plate inscription of Devapala (cf. I.e. p. 3) was discovered.
A great number of antiquities have come to light from this
stratum: seals, stone images and statuettes in metal. "On getting
on into the northern verandah", the discoverer, Dr. D. B. Spooner
says, "we came upon a surprising number of metal images on stands,
of various sizes. Some of these are small and seemingly of merely
ordinary type; others are larger and more elaborate. The latter are
in some instances inscribed, and give promise of considerable
interest"*). The Annual Progress Report C.C., 1920-21 mentions
no less than 203 metal objects. Later excavations have brought
to light more statuettes, but almost exclusively from the same level
of Monastery I, whereas bronze finds are very scarce in the other
monasteries at Nalanda. All minor antiquities have been placed in
the local museum at Nalanda.

One of the first questions to be answered is: Must we regard
these bronzes as belonging together, as forming a single group or
mandala, or is the constitution of the collection more or less
fortuitous ? The former alternative would imply an entire conformity
in style, ornamentation, pedestals, etc., in short, a much greater
similarity than the images of Nalanda actually exhibit. Besides,
there appear to be too many examples of one and the same figure,
whilst deities as Visnu und Sürya can hardly have belonged to a
Buddhist mandala. It seems more probable, therefore, that the
bronzes have gradually been assembled as pious gifts of different
individuals (see pp. 14 and 29). All the same, we may safely
assume that the bronzes belong to one and the same school

i) Kuraishi, Guide, p. 4.
~) Ann. Progress Rep. E. C, 1917—18. p. 41; cf. 1919—20, pp. 35, 38;

C. C, 1920—21, pp. 34, 39, 42—7, pi. I l l , V—VI: Ann. A. S. I.. 1917—18,
p. 26, pi. XIV, a; 1919—20, p. 28: 1920—21, p. 27; 1921—22, p. 112; 1922—23,
p. 150; 1924—25, pp. 135—6; 1925—26, p. 158; 1926—27, pp. 132, n. 1., 218—9;
1927—28, pp. 98, 159—61, pi. XLIV, c and f; 111. London News, May 5, 1928,
P. 781, ill.; Bosch, T. B. G., 1925, pp. 576f.; 584—8; O. V.. 1926, pp. 4. 29—31.
pl. 3; Coomaraswaray, History, p. 113, fig. 233 on pi. LXXII. cf. p. 245;
Stutterheim, Tj. Bara-boedoer, pp. 62—3; French, pl. IV, X—XIII; M. M.
H. Kuraishi, List of Ancient Monuments, 1931, pp. 89—90. 92, ill.
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10 THE BRONV.ES OF NaLANDa AND HINDU-JAVANESE ART.

of art, the similarity in the more important features of the dress,
for instance, affording sufficient proof for this assumption.
Nor do I think that there is a considerable difference in date
between them. Yet it cannot be denied that the skill of the casters
is very much divergent, as will be apparent from the illustrations.
The badly executed images having been left out, most of the statuettes
reproduced show a high level of artistic execution.

It is a very curious circumstance in fact that the bronzes have been
found almost exclusively in a monastery which is associated with
a king of Sumatra and in a contemporary building. It should be
remembered that bronze finds are rather scarce in India proper,
whereas the art of bronze-casting reached a remarkable height in
Indonesia. Besides, the resemblance between the bronzes of Nalanda
and specimens from Java seems to be very close.

In his article on Nalanda in T.B.G., 65, 1925, pp. 584-8, Dr.
Bosch suggests two alternatives: 1. The art of bronze-casting, which
had developed at Nalanda, was studied there by the pilgrims from
Java and Sumatra, and brought back to the Archipelago; the bronzes
of Nalanda and those of Java and Sumatra originate from one
and the same source; 2. The objects found in the Monastery of
Balaputra are purely Hindu-Javanese bronzework; they have either
been made on the spot or been brought over from Qrïvijaya or Java.
— In the next year, after having received a collection of ca. 80
photographs from the Archaeological Survey of India, Dr. Bosch came
to the following conclusion: "Among those 80 specimens", he says
in O.V. 1926, p. 29, "ten at the utmost show continental influences,
t h e c h a r a c t e r of t h e r e s t b e i n g p u r e l y H i n d u -
J a v a n e s e " . To Dr. Stutterheim he wrote d.d. 25.6.1926: "The
conformity is even more striking than I had anticipated; the whole
set could have been found in Central Java"*).

Dr. R. von Heine-Geldern in a letter dated the 5th August 1926
expresses himself much in the same manner : "Uebrigens habe ich . . . .
einige Abbildungen von Funden aus Nalanda zu Gesicht bekommen
und muss gestehen, dass die Aehnlichkeit mit Javanischen
ausserordentlich ist und dass auch ich einen Zusammenhang fiir
wahrscheinlich halte" (ibid. p. 62).

On the other hand, I may mention the opinion given by Professor
Krom and by Dr. Stutterheim after 'having examined the
photographs which I had received from Batavia. The former said

Stutterheim, Tj. Bara-boetjoer, pp. 62—3.
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THE BRONZES OF NaLANDa AND HINDU-JAVANESE ART. 11

that, if the collection had been sent to him without stating the
findspot, he would have selected a few images which could be
Hindu-Javanese, but that these would have been by far in the
minority. Dr. Stutterheim also considered the number of those
images to be small. In the publications of English and Indian
archaeologists the bronzes are treated as belonging to Pala art.

Before deciding which view is the correct one by comparing the
details, it will be advisible to survey the arguments adduced by Dr.
Bosch. They can be summarized thus:

I. Innumerable images in bronze have been found in the Monastery
of Balaputra, Ib and in the Monastery la which is closely related
to it, whereas objects wrought in this metal are absent in other
levels of the same site or elsewhere at Nalanda. Besides, bronze
images are extremely rare in the Buddhist art of Northern India;
in fact only a single case is known to Dr. Bosch. Brass, on the
other hand, was used frequently, and it is very probable that the
casters of the Pala period — according to Taranatha the disciples
of Dhïman and Bitpalo — employed this material. Dr. Bosch takes
it for granted that the art of b r o n z e-casting in Northern India
was of very slight importance as compared to that of working in
stone or with the production of metal images in Java, where bronze
was regularly used (T.B.G., 65, pp. 584-5).

II. The religious sphere represented by the bronzes of Nalanda
is the same as that prevailing in the Java of the Hindu period. The
very deities who were especially revered and most frequently
represented in Java are most prominent among the bronzes of
Nalanda. This is only natural, for the inhabitants of the monastery
were Hindu-Javanese or Hindu-Sumatran pilgrims! (I.e. p. 585;
O.V., 1926, pp. 30-1).

III. The very first bronze image of Nalanda which became
known to Dr. Bosch (see fig. 2) convinced him that it was either
Hindu-Javanese, or, at least, an object very closely related to Hindu-
Javanese art. "The style of the Buddha figure, the treatment of
the pedestal, the ornamentation of the seat or rather the whole of
the qualities embodied in this image reflect purely and faithfully
the character which is peculiar to Hindu-Javanese bronzes, in spite
of all the existing differences" (T.B.G., 65, pp. 585-6; O.V., 1926,
pp. 29-30 *)). — This conformity is rather surprising, indeed, as

*) Dr. Bosch here mentions the conformity of detail in the backings,
dress, etc. I will explain my reasons to differ from this opinion in Chapter III.
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12 THE HFONZES OF NaLANDa AND HINDU-JAVANESE ART.

Professor Krom says in his "Inleiding tot de Hindoe-Javaansche
kunst" (II. - 1923, p. 439) : "When visiting the collections of bronzes
in the great museums of India, one is not for a moment inclined to
think that any of these images could just as well have been made
in Java".

Of course. Dr. Bosch does not adduce his second and third argu-
ments as conclusive proof of the Hindu-Javanese character of
the bronzes. If the style of both groups is the same, may we not
assume that the Indian art of the Pala period has exerted a strong
influence on the art of Java? The seats with vyalakas, etc., certainly
are originally not Indonesian, but Indian elements. The conformity
of the pantheon can be very well explained from the similarity
between the Mahayana of Nalanda and that of the Archipelago,
to which we have referred in our Introduction. The main objection
which prevents Dr. Bosch from ascribing the bronzes to Pala art is
the fact that they were found in the monastery of Balaputra,
together with the circumstance that b r o n z e objects, according to that
scholar, are very rare in Northern India. But is it possible to make
a clear distinction between bronze, copper or the like? This can
only be established by means of a careful analysis of the material. The
colour of the images supplies no reliable evidence, it changes
completely when the objects have been buried in the earth, and
then they seem to be made from a material different from that of
images which have been sheltered by a temple. Without a chemical
analysis it is impossible to rely on the information in the published
accounts. In South India, for instance, an alloy of five metals was
used, called in the archaeological litterature 'bronze', 'copper' or
'pancaloha' *). For the casting of Khmer bronzes alloys of 5, 7
or 9 metals were used, all of them called 'bronze' in litterature^).
Dr. Coomaraswamv. in his "History of Indian and Indonesian
Art", fig. 230. reproduces an image which is called 'copper' on
p. 244 and 'bronze' on pi. LXXI ; the statue of fig. 233 is spoken
of as 'bronze or copper'. This is one of the images from Nalanda P) .
The designations 'bronze' and 'copper', as used in works on Indian

*) Gangoly, South Indian Bronzes, p. 29; Hadaway, Illustrations of Metal-
work . . . . 1913, pp. 11—2.

2) G. Gcedès, Ars as., V, pp. 13—6; for Burma see: H. L. Tilly in Upper
Burma Gazetteer, I, 2, p. 406.

•<) In Ann. A. S. I., 1926—27, p. 158 thé Nalanda images are called 'copper';
Kuraishi, List of Ancient Monuments, 1931, pp. 89—90, 92, distinguishes bronze,
copper and brass images of Nalanda.
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archaeology, seem to be rather arbitrary and cannot, therefore, form a
solid basis for speculations. As far as I know, the material of the
'bronzes' of Nalanda has not been ascertained by analysis*). It
would be equally necessary to analyze the material of the bronzes
from Java.

These are some theoretical objections to the conclusions of Dr.
Bosch with regard to the material of the bronzes of Nalanda, but
there are less abstract arguments in favour of our view. Dr. Bosch
thinks it probable that the metal-casters of the Pala period used brass
in stead of bronze. Since he wrote his article more has become known
about the art of this period. In the excellent Catalogue of the Archaeo-
logical Museum at Dacca by Mr. N. K. Bhattasali we find the fol-
lowing passage regarding the material used for metal images during
the Pala period (pp. XX—XXI):

"There is no doubt that gold and silver were used as material to
manufacture images.... but the metal, which was the standard
material for the purpose and was held sacred by the caster, is an
alloy and has been traditionally known as the asta-dhatu, for which
I have coined a designation — Octo-alloy. It was mostly like brass,
but tradition appears to be right in holding that it was not a simple
alloy like brass, but a mixture of many metals. The metal of an image
of this material found in Rarigpur District was analysed, and the
analyst found in it large proportions of copper, lead and tin, with
traces of antimony, zinc and iron. The late Dr. Spooner appears to
be right in holding that the analysis seemed clearly to indicate that
the actual composition consisted of the so-called Asta-dhatu (eight-
metals), though no trace of gold or silver could be detected" *). From
this quotation we may conclude that, even if the images of Nalanda
are real 'bronzes', this is no reason to look upon them as separated
from Pala art.

Be that as it may, we have still to account for the curious circum-
stance that the bronzes have been found exclusively in the Monas-
tery of Balaputra and scarcely in other buildings at Nalanda. This
circumstance, in my opinion, is satisfactorily explained by Mr. J. A.
Page in Ann. A. S. I., 1927—28, p. 98 (cf. Ann. Progress Rep.
C. C, 1920—21, pp. 40—1): "The reason for the abundant yield of

i) My question concerning the material has not yet been answered by the
Archaeological Survey.

*) Professor Vogel informs me that up to the present day the material of
metal images in Kulü is called astadhatu.
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14 THE BRONZES OF NaLANDa AND HINDU-JAVANESE ART.

fine antiquities of the Devapala period lies in the sudden destruction
of the monastery in a great conflagration, as is evidenced by the
masses of vitrified concrete debris and the fused brick wall-surfaces
that were revealed at this level. The fleeing occupants were in too
great a hurry to think about their possessions, and these were left
behind. With the earlier monasteries, however, the ruin was not
accompanied by any such disaster, and the monks were able to
retrieve their belongings; their gain has been our loss" *). It is one
example more of the well-known fact that our knowledge of the
past is largely dependent on chance. Fortunately Nalanda is not the
only place in India, where bronzes have been found.

The fact that some of the bronzes of Nalanda show an inscription,
in which the name of the Pala king Devapala is mentioned, is an
indication that they have been made by casters of the Pala Empire.
The existence of Pala bronzes in a monastery which gave shelter to
pilgrims from abroad can be explained from the habit of pious laymen
of endowing tbe monks with images, which is still observed in Buddhist
countries^). Several bronzes of Nalanda show a small figure in front
of the pedestal; it probably represents the donor who presented the
monks with the image (cf. 'pp. 55—6). Besides, one of the images
bears an inscription in which a gift is mentioned (see p. 29).

So there seems to be no reason to reject a priori the idea that the
bronzes of Nalanda belong to Pala art. A comparison of the repre-
sentations and of the details of the bronzes of Nalanda with those of
Pala metal images and of kindred schools on the one side, with
Hindu-Javanese art on the other side will be necessary to a decision.

As remarked above we know the names of two metal-casters
from a passage of Taranatha's "History of Buddhism": "In the
time of the kings Devapala and Dharmapala a highly talented artist,
Dhïman by name, lived in Varendra (Northern Bengal); the name
of his son was Bitpalo. Both of them made several works of art in
metal and stone and also paintings"*). Mr. S. Mitra (Indian

*) The conflagration has had another consequence: many of the bronzes
have been defaced by fire and fragments of the debris in which they have
been found still adhered to them. Part of the photographs were taken before
the cleaning and it was of course in those cases not possible to discern all the
details.

*) E.g. L. Scherman, Festgabe Garbe, 1927, p. 122.
=») Transl. Schiefner, pp. 279—80; cf. H. Goetz, Ostas. Zeitschr., N. F., Ill ,

pp. 180—1. The Tibetan work Pag Sam Jon Zang (Ann. A. S. I., 1921—22,
p. 104) has Nalendra (variant name of Nalanda) in stead of Varendra.
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Historical Quarterly, I, 1925, pp. 72—9) assumes that it is possible to
recognize a number of works of both artists. This may be rather
sanguine, but at any rate there are more material remains of
the work of the metal-casters of the Pala-period in general than the
information of Taranatha, who only completed his work in 1608
A.D. "Of the four materials, viz. stone, metal, wood and clay", says
Mr. Bhattasali (1. c. p. XXI), "the first was very widely used, while
the second was also no less popular". The Catalogue of the Museum
at Rajshahi describes more than twenty metal images, and several
works on Pala art contain reproductions of bronzes, for the greater
part works belonging to the later period when technical skill had
reached its culminating-point'). A very interesting collection is
formed by the bronzes of Chittagong, described in Ann. A. S. I.,
1921—22, pp. 81—3, without illustrations. Probably the images
were brought to this place from Nalanda, unless they were manu-
factured locally in imitation of models obtained from the Magadha
country.

Lately a very important collection of Pala bronzes has been found
at Kurkihar in the District of Gaya. The find includes as many as
218 antiquities, mostly large and miniature bronze images, discovered
in a room, about 25 feet below the surface. "Some of the images bear
inscriptions and others are gold-plated with inlaid work of a whitish
substance like silver, but probably platinum. There have also been
found a crystal stüpa, bronze stüpas, gongs, conches and potteries"
(The Statesman, Jan. 12, 1932). The name of the place Kurkihar has
been identified by Sir Alexander Cunningham with the Kukkuta-
pada-giri referred to by the Chinese pilgrims as one of the famous
places of Buddhism *). I have received the photographs C. C. 3574—7,
reproducing a great number of the images, from the Archaeological
Survey of India. They seem to belong to different periods, and it
is therefore not always possible to utilize them for a comparison
with the bronzes of Nalanda. Unfortunately the images had not yet
been acquired by the Government of India, and so I could not get
the permission to reproduce the photographs.

As the data concerning the bronze images of the Pala period are

1) Bhattasali, pi. IV; XIII, a; XVIII ; XXIX; XLIX, b; L; LI, b; LIX;
LXVII; LXX; French, pi. II, III, XVI; Kramrisch, fig. 24; Ann. A. S. I.,
1923—24, pi. XXX, d, pp. 79—80; 1924—25, p. 156 and pi. XXXIX, a—b;
XL, e—f.

2) A. S. I. Report, I, pp. 14—6.
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16 THE BRONZES OF Nal.ANDÜ AND HINDU-JAVANESE ART.

scarce, it will be well to supplement our materials with the aid of
the bronzes of kindred schools of art and the Pala images in stone.
I was allowed to use the photographs in possession of the Kern
Institute, but for easy reference I shall mainly refer the reader to
sculptures which have been published*).

Both the Buddhism and Buddhist 'art of the Pala period have
exerted a far-reaching influence on the culture of Nepal and Tibet.
These contries will provide some materials for comparison as well as
Burma which has also profited by the relations entertained with
Magadha and Bengal. Even Siam can be of some use. The Mahayana
of Ceylon, too, has had relations with Magadha, as appears by the
close resemblance of a number of bronzes from both countries. They
wil be mentioned in the next chapters"). As regards the bronzes of
Java, I have used the photographs, as far as they have been reproduced
in books and articles, and, besides, the photographic material of the
Archaeological Survey of Netherlands India (abbreviated: Photo
O.D.) placed at the disposition of Professor Krom and partly pre-
served in the Kern Institute. A very welcome aid was offered by
the bronzes in the Leyden Museum, because it is only possible to
study minute details by handling the images themselves.

*) Beside the general manuals on Indian Art I mention:
R. Basak and D. C. Bhattacharyya, A Catalogue of the Archaeological

relics in the Museum of the Varendra Research Society, Rajshahi, 1919, ill.
R. Chanda, Ann. A. S. I., 1921—22, pp. 105 ff.
A. K. Coomaraswamy, Catalogue of the Indian Collections in the Museum

of Fine Arts, Boston, II, 1923, pp. 75—81, pi. XXXIV—XXXIX.
R. D. Banerji, Ann. A. S. I., 1924—25, pp. 154—7, pi. XXXIX, a—b, XL.
B. Bhattacharyya, The Indian Buddhist Iconography, 1924 (abbreviated Bhat-

tacharyya).
S. Mitra, Ind. Hist. Quarterly, I, 1925, pp. 69—79.
J. C. French, The Art of the Pal Empire, 1928, 32 pi. (abb.: French).
N. K. Bhattasali, Iconography of Buddhist and Brahmanical Sculptures in

the Dacca Museum, 1929, ill. (abbr.: Bhattasali).
Stella Kramrisch, Pala and Sena Sculpture, Rüpam, no. 40, Oct. 1929,

pp. 107—26, 56 figs, (abb.: Kramrisch).
S. K. Chatterji, The Pala Art of Gauda and Magadha, Modern Review,

Jan. 1930, pp. 82—90, 5 ill.
*) Cf. R. Grousset in Etudes d'Orientalisme.... Linossier, 1932, pp. 281—2.
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CHAPTER II.

Iconography.

It is not our intention to give in this chapter an exhaustive or even
a minute description of all the bronzes of Nalanda. This task can
only be accomplished by some one able to examine the originals. The
different types will be discussed as accurately as will appear necessary
to determine their meaning, whilst special attention will be paid to
points of comparison with the arts of Northern India and Java. This
will at the same time afford an opportunity to discuss certain features
in the representation. In many cases, however, the conclusions con-
cerning the style had better be reserved for the third chapter. If not
otherwise stated, the materials for comparison refer to the images
in metal. Only in the case of the bronzes from Java has it been
possible to attain a certain degree of completeness.

The Buddlias.

The standing Buddhas. — Our collection comprises two standing
Buddha images, but one of these will be better left out of discussion,
as it is badly damaged, both hands being missing (52) *). The other
specimen on the contrary is in an almost perfect state of preser-
vation (88—89, fig. 1; ht. 11"). The figure is standing on a lotus,
without a nimbus or an aureole"). The right hand is raised in the.
abhaya-mudra, the left holding the hem of the upper garment. The
robe covers both shoulders and ends on both sides of the body in a
fold in the shape of a swallow's tail. The usual marks: ürna, elongated
ears, etc., are present; the hair is arranged in little curls, the usnïsa
is rather high. For the identification of this figure we must pay
special attention to the position of the hands. Four Buddhas with
the hem of the robe in the left hand, and the right either in vara-
mudra (an image from Java) or in abhaya-mudra (two images from
Ceylon and one from Java) are depicted in the Nepalese miniatures
discussed by M. Foucher^); according to the inscriptions they re-

1) The bronzes of Nalanda are quoted by the numbers of the list on pp. 00—00,
which supplies further particulars. For the sake of clearness those numbers
are printed in italics.

2) In imitation of Foucher, Etude sur 1'Iconographie bouddhique (further
abbreviated: Ic), II, p. 67, n. 1. we indicate by nimbus the halo which surrounds,
exclusively the head, whereas the aureole surrounds the whole figure.

^) Ic., I, pp. 77—84, pi. II, 2—3; p. 189, nos. 1, 3; p. 209, nos. 10, 12.

Dl. 90. 2
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18 THE BROXZES OF XÜLANDa AND HINDU-JAVANESE ART.

present Dïparikara. Two more figures with the same characteristics
are represented as standing- in a "great ocean", and show the legend
"Abhayapani", which possibly indicates a manifestation of Dïparikara
as the patron of sailors *). Dr. Krom has, on account of the Java-
nese Dïparikaras of the miniatures, suggested the possibility that
several of the Buddhas in the Batavia Museum represent this special
figure. The Museum possesses thirteen Buddhas holding the hem of
the garment in the left hand, the right being in abhaya-mudra, once
in vara-, and further in a mudra between vitarka and abhaya (perhaps
vitarka). As it is not clear when (Jakyamuni and when Dïparikara is
meant, Dr. Krom treats the Buddhas according to the mudras, without
further determination'-*). Yet he seems to regard the holding of the
hem of the garment as a characteristic of Dïparikara, since he iden-
tifies the Buddha in the Vienna Museum (vitarka and the hem of
the robe) as Dïparikara^). Other authors, too, consider the attitude in
question as a distinguishing mark of Dïparikara. This peculiarity,
however, occurs very frequently in Buddha images, as early as
the time of Kaniska (on a coin)"). We notice it also in
representations of scenes from the life of Qakyamuni; according to
Dr. Bosch in the relievos of Barabudur the hem of the robe is
characteristic for Qakyamuni, and in sculptures of the Pala
period we also find Qlkyamuni represented in the same manner®). It
seems, .therefore, that this position of the left hand is quite natural
for figures clad in a monk's robe"), and does not form a foundation
for conclusions concerning the identification. The mudra furnishes
no better criterion, for Dïparikara is represented in the miniatures
with the abhaya- as well as with the vara-mudra. A Buddha, therefore,
with the right hand in the abhaya-mudra and with the hem of the
robe in the left hand cannot be defined more distinctly than as 'a
Buddha'. This conclusion agrees with the instruction contained in
the ManjuQrimülakalpa which mentions these features among the
general marks of Buddhas^).

Buddha images in bronze with the same iconographic characteristics

*) Ibid. pp. 80—2, pi. II, 4—5; p. 190, no. 7; p. 208, no. 5.
2) R. O. C, 1912, p. 15.
») N. I. O. N., X, 1925, p. 94; Heine-Geldern, Altjavanische Bronzen, 1925,

p. 18, pi. 2.
*) Coomaraswamy, History of Indian and Indonesian Art, fig. 123.
5) Kramrisch, figs. 9, 10, 20.
*) Cf. Krom, Barabudur, I, pp. 710—3.
*) M. Lalou, Iconographie des étoffes peintes, 1930, p. 15.
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occur among the bronzes of Kurkihar and also among the Buddhas
from Java, but from a stylistic point of view there are many points
of difference in the execution of the precepts. When looking for
kindred or similar representations, we must keep in mind that both
shoulders are covered, that the draping of the robe round the neck
is marked by folds resembling a necklace on the body and by a swal-
low's tail at both lower ends of the garment*). Besides, the figure
should be standing on a lotus, without any backing.

Starting from this, we find Buddhas of the Nalanda type among
the bronzes of Kurkihar. Here they not only stand on a lotus, but
moreover on a pedestal; probably we must add these pedestals in
the images found at Nalanda. Further the images of Kurkihar
are adorned with detachable garlands of metal flowers. For the
rest the similarity is unmistakable. The conclusion that this type
of Buddha image is peculiar to the art of the Pala Empire is
confirmed by the occurrence of the same type in countries influenced
by Magadha, whereas it is absent elsewhere. We may recognize
the type, for instance, in Burma*) and in a standing Buddha image
bearing a Tamil inscription of the 12th - 13th century, which was
discovered at Negapatam, and is now preserved in the Indian
Museum at Calcutta (Ann. A.S.I., 1927-28, pi. XXXVIII, 1). Mr.
R. Chanda identifies the building in which the image has
been found with the vihara founded by the Sumatran king
Maravijayottuiigavarman, known through the Charter of Leydcn.
"The foundation of the Chudamanivihara at Nagapattana (Nega-
patam) early in the twelfth cent, must have given a new lease
of life to declining Buddhism of the south, and the large number
of bronze images so far accidentally discovered indicates that the
faithful flocked to the Vihara from far and near with votive
offerings" (I.e. pp. 150—1). A sitting Buddha image from Negapa-
tam, reproduced on the same plate, reminds one of Magadha, as
does the standing figure. It is, therefore, tempting to associate these
facts with the emigration of monks who fled from Magadha far
to the South"). The foundation of a monastery at Negapatam by

*) The prototype of the swallow's tail is found in images like the Buddha
from Sultanganj (Coomaraswamy, I.e. fig. 160; Sth cent.).

2) Ann. A. S. I , 1913—14, pi. XXXV—XXXVII; W. Cohn, Buddha in
der Kunst der Ostens, pi. on p. 69. Cf. the Buddha images in Ann. Bibl. I. A..
1928, pi. X. c; Ann. A. S. I., 1929—20, pi. XXV, e.

3) Taranatha, transl. by Schiefner, p. 255.
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a king of Sumatra, in this case, can be explained as the continuation
of the relations between Magadha and the Archipelago.

Thus we have found descendants of the standing Buddha of the
Pala period in different countries which maintained relations with
Magadha. Do we meet with this type in Hindu-Javanese art also ?

Dr. Bosch has devoted an article to the Buddha images of Java,
especially with regard to their dress *). As far as the sculptures
in stone are concerned, the general rule is that all sitting images
show an uncovered right shoulder, whereas the standing Buddhas,
if we may judge from the few known examples, have both shoulders
covered. The seated Buddha images in metal do not differ from
those in stone, but the standing images depart from the rule. We
must examine these representations more closely.

Three of the nineteen standing Buddha images in metal in the
Batavia Museum and two of the twenty specimens at Leyden have
both shoulders covered; all the rest have an uncovered right shoulder,
just as the seated images"). Dr. Bosch regards this feature as an
accidental circumstance which does not carry much weight for the
determination (I.e. pp. 114—5). He assumes that originally the
standing Buddhas in metal were represented with covered shoulders
just like those in stone, but that the seated images with one shoulder
bare influenced the standing figures, so that the latter type with
both shoulders covered at last disappeared. Consequently the few
Javanese images which have both shoulders covered must represent
the orthodox Hindu-Javanese type and must belong to an early period.
I agree with Dr. Bosch in considering the arrangement of the
robe as unimportant for the determination; it is also possible that
the representation of the seated Buddha influenced the standing
one, but I believe that this change belonged already to India
proper. The Buddha images with both shoulders covered do not
seem to be the prototype of the other type in Java, the robe is
arranged at the sides of the body in quite a different manner. At
the right side the robe of the type with one shoulder bare fits close
to the body, while at the left side the hem of the upper garment
forms a curve in front and an angle at the back (see fig. 26).

This arrangement of the robe is not very common and forms a
reliable starting-point for comparisons. It occurs, as far as I know,

*) T. B. G, 57, 1915, pp. 97—116; 61, 1922, p. 253; Krom, Barabudur, I,
pp. 710—3; II, Suppl., p. 70. -

2) See also Photos O. D. 6820—1, 7044, a, 8753, a.
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almost exclusively in South-Indian bronzes*). Dr. Coomaraswamy
in his "Catalogue of the Indian Collections of the Museum of Fine
Arts at Boston" reproduces a bronze of the sixth century, probably
from Buddhapad near Bezwada, some twenty miles west of the
right bank of the Kistna river, not far from Amaravatï *) (infra
fig. 27). The bronze image in question resembles metal images from
the last named place, especially the one reproduced on pi. XXVIII,
b. of Ann. A. S. I., 1908—9"). The similarity to the bronzes
of Java, on the other hand, is so striking that I do not hesitate
to locate in this region the origin of the Hindu-Javanese type of
the standing Buddha with one bare shoulder. Starting from this
type, the Hindu-Javanese artist created works among which images
like the bronze statue of Kota Bangoen in Borneo formed the
culminating point.

On the same plate in Ann. A.S.I., 1908—9 two other bronzes
are reproduced which are somewhat different. The bronzes from
Java and Buddhapad mentioned above do not show any folds,
whereas these two bronzes of Amaravatï clearly have this feature.
They also show the peculiar folds on the left side of the body which
are characteristic for the art of Amaravatï and the kindred art
of Ceylon*). The same folds may be observed in a bronze image,
discovered at Buddhavani, Kistna Dist.").

Buddha statues in bronze of the same type as those from
Amaravatï and Ceylon have been found in various regions of
South-East Asia. Some must have been imported; others may be
considered as imitations of imported images. The statues are those
from Dong Duong in Central Annam, now in the Museum of the
Ecole Francaise at Hanoi«), from K'orat in Eastern Siam (National

i) See, however, Kramrisch, figs, 10, 20.
-) II, 1923, pp. 61—3, pi. XXI = History, fig. 159.
3) Cf. also the Buddha image from P'ra-Pat'om in Siam N I O N XVII

1932, fig. on p. 14.
••) Foticher, L'Art gréco-bouddhique, II, pp. 682—3, figs. 585—bis; Cooina-

raswamy. History, figs. 139, 293.
") J. R. A. S., 1895, pi. I, fig. 1; Smith, History of Fine Art, fig. 125.
<•') Bull. Comm. arch. Indoch., 1912, pi. X; Foucher, L'Art gréco-bouddh.,

II. 1922, pp. 682, 761, figs. 586 and -bis.; Leuba, Les Chams et leur art, 1923,
pi. XVII; V. Goloubew in the Influences of Ind. Art, 1925, pp. 121—3, fig. 1;
Coomaraswamy, History, p. 252, fig. 342; Parmentier, Guide Musée E. F.E. O.,
1915, pi. I l l ; Inv. Mon. cams de 1'Annam, II, pp. 435, 583; B. E. F. E. O., XI,
pp. 242, 470, fig. 42; XX, iv. p. 125, n. 1.; XXI, i, p. 72; XXIV, p. 512;
XXV, in—iv, p. 312.
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Museum in Bangkok) *) and lastly from South Djember in Eastern
Java (Museum of Asiatic Art, Amsterdam, loan Broekveldt)-).
The views regarding the date of these images vary from the 2nd
to the 6th century; the origin of the type has been sought in Ceylon
as well as in Amaravatï, since the Buddha images of both regions
show a very close resemblance.

The images mentioned above are standing figures, but there are
also some images of seated Buddhas of this type: no. 1717 of the
Leyden Museum which has been found in Java, but has probably
been imported from Ceylon, as is apparent from a comparison
with images from this island"). Unlike most Buddha images from
Java, this specimen is sitting with folded legs, the 'subactieve hou-
ding' of certain Dutch publications, in which the left foot is placed
under the right knee. The same features are found in Photo O.D.
7046, b.

There is some resemblance between this type of Buddha images
from Amaravatï and Ceylon on the one hand and the specimens
from Java with one bare shoulder on the other hand, but the
similarity of the latter with the type of Buddhapad, etc. is much
more striking.

The rare representations of the standing Buddha with both
shoulders covered must be interpreted in a different way. The
specimens of this type in the Leyden Museum (2464, 2587) show
a distant resemblance to no. 88—89 of Nalanda, for the sides of
the robe are symmetric, but the difference is that the wavy
swallow's tails are absent and that the folds of the garment are
not marked on the body. It seems more probable that the origin
of this type must lie sought in Gupta art, just as in the case of
the early Siamese sculptures of Dvaravatï which show the same
features "*).

To sum up : the usual type of the Hindu-Javanese standing Buddha
originates from the region of the Kistna in Southern India, a couple
of images have probably been imported from Ceylon (or perhaps
from Amaravatï). The prototype of some others again is to be

*) Ccedès, J. Siam Soc, XXI, 1927, pi. 18; lad. Art. & Letters, N. S., IV
1930, p. 28, pi. B ; N. I. O. N., XVII, 1932, fig. on p. IS.

*) Cohn, Buddha, figs, on pp. 29, 31; Keur van Indische Beeldhouwkunst
(Ver. Vr. Az. Kunst), 1923, pi. X—XI.

' ) Coomaraswamy, Bronzes from Ceylon, pi. XVII, fig. 47- Mem A S
Ceylon, I, 1924, pi. 61. . . ' • ' • • '

*) Coedès, Ars as., XII, pi. XX, 2—3.
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found in Gupta art. The type of the standing Buddha of Nalanda,
however, is not represented in Hindu-Javanese art.

Buddha with the bhfimisparqa-mudra. — The majority of the
seated Buddha figures show the bhümisparc,a-mudra (the attitude
of touching the Earth). Usually this type is called Aksobhya, but
it is often uncertain whether this Dhyani-Buddha or Qakyamuni
is meant*). There is, however, in this case good reason to identify
some bronzes as effigies of the latter. For nos. 121 (fig. 2) and 73
show, either above the head on the nimbus or between nimbus
and parasol, some branches of the Bodhi-tree. They must, therefore,
represent Qakyamuni at the moment of calling upon the Earth
to bear witness to his supernatural generosity. The representation
agrees in substance with the precepts in the sadhanas"). Besides,
the seat is supported by lions, the vahana of Cakyamuni, whereas
the vahana of Aksobhya is the elephant''). Perhaps there are more
representations of the same subject (51, 63, 75, 119); they conform
in their composition with 121 and 73, but the tops have been broken
off and so the trees, if originally present, have now disappeared.

The other Buddhas in bhümisparc,a-mudra (44, 66, 67, 92, 94,
104, 118) are also seated in the vajrasana (with crossed legs) on
a lotus which sometimes is placed on a pedestal. The backpiece is
a massive disc or a round, pierced aureole, the latter attached to the
lotus-throne, and also by means of stalks and flowers to the figure.
The Buddha figures themselves are identical with the Qikyamunis,
but on account of the different composition of the seat, it is possible
that they must be identified as Aksobhyas (fig. 3).

In Java, too, the Buddhas in bhümisparqa-mudra are by far in
the majority'*); the right shoulder is bare, the figures are seated
in vajrasana and conform in the main with the figures of Nalanda.
We shall see below whether the other details are also the same.
On the other hand the bronzes of Nalanda conform also to those
of Kurkihar.

1) Bhattacharyya, Indian Buddhist Iconography, 1924, p. 10; Krom, R. O. C,
1912, pp. 3—4.

2) Foucher, la , I, pp. 85—95; II, pp. 15—21; Bhattacharyya, I.e. p. 11,
pi. XIII, a; Bhattasali, pp. 30-4, pi. VIII—X.

3) Bhattacharyya, I.e. p. 4, pi. VII, c. : - . . : ' . : .
•*) Raffles, History of Java, pi. 71, b; 73, c; 76, a, c; Cat. Batavia, pp. 166—9;

Cat. Leyden, pp. 80—3; R. O. C, 1912, pp. 3—6; 0 . V., 1923, p, 139; 1930,
pp. 162-4, 197 (no. 1879), 232, pl._55,b; N. I. O. N./.XV, 1931,.p^377, fig. 1;
Heine-Geldern, I.e. pi. 3, 5, pp. 18—9. • . ' . : ' • .
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Buddha with the dharmacakra-mudra. — Dr. Bosch mentions one
Vairocana among the bronzes (96); the hands are in the dharmacakra-
mudra; the vahanas are presumably the dragons peculiar to
Vairocana*). The seat is similar to that of the Qakyamunis. The
nimbus is pierced, a lotus is visible above the head; there is no
cushion at the back of the figure.

Vairocana is also represented among the bronzes of Java. The
mudra is then either the dharmacakra or the right hand covering
the left 2).

Buddha with the dhyana-mudra. — The composition of no. 101,
(fig. 4), a Buddha in dhyana-mudra, is similar to the Aksobhya
bronzes; this statuette can, therefore, be identified as Amitabha.
The figure is seated in vajrasana against a circular backpiece. This
Dhyani-Buddha, too, is found in Java^).

It is worthy of notice that both shoulders of no. 101 are covered,
a peculiarity which is unknown in sitting images from Java'*),
but which forms a feature of the art of the Pala Empire (Kramrisch,
figs. 12, 16).

Another Amitabha might be recognized in no. 48. It is a figure,
seated in vajrasana on a lotus with an oval band aureole backing.
The position of the hands is not a distinct dhyana-mudra, but it is
impossible to decide how the fingers are folded. The image does
not wear a monk's robe, but the royal dress, found very frequently
in the art of the Pala period"). The same usage may be observed in
the art of Burma and Indochina") and, in a few cases, in Java").

i) Bhattacharyya, I.e. pp. 4—S, pi. VII, d, VIII, a.
*) Cf. Bosch, Mededeelingen Kon. Ak. van Wet., afd. Letterk., 68, B: 3,

p. 8 (with litt.); Vairocana: Raffles, I.e. pi. 73, a—b; Cat. Batavia, pp. 163—6;
Cat. Leyden, pp. 77—80; T. B. G., 48, 1906, pp. 37—56, 6 pi.; R. O. C, 1912,
pp. 9—10; O. V., 1923, pp. 139—40, fig. 1: 1930, pp. 164—8; N. I. O. N., XV,
1931, p. 377, fig. 2; Bosch, I.e. pp. 24—5.

3) Raffles, I.e. pi. 71, a; Cat. Batavia, pp. 170—1; Cat. Leyden, pp. 84—5,
pi. X, 1; R. O. C, 1912, p. 10; O. V, 1923, p. 140.

•*) The sole exception known to me is O. V., 1923, p. 140. Photo O. D. 7044
an image which shows several points of similarity to Pala bronzes, see
infra pp. 69, 70.

°) Ann. A. S. I , 1921—22, pp. 104—6, pi. XXXVI, f; Kramrisch figs. 9,
14, 15, 17, p. 110.

«) Ann. A. S. I., 1913—14, pt. I, pi. XII, b—e; Ccedès, Ars as. V, P- 32;
Mus, B. E. F. E. C , XXVIII, 1928, pp. 160 ff., pi. IX; Scherman, Abh.
Bayer. Ak. der Wiss., Phil.-hist. Abt., N. F., 7, 1932.

*) Cat. Leyden, pp. 82—3, 85, pi. X, 1; R. O. C, 1912, pp. 20—1, pi. 13, a;
O. V., 1920, pi. facing p. 75; 1930, pp. 159—60, pi. 50; Lulius v. Goor, Not.
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According to M. Paul Mus the origin of the Khmer Buddhas with
crown and ornaments must be sought for in the art of the Pala
Empire and must be due to the influence of Nalanda. The same
applies to the occurrence of crowned Buddhas in Java, although from
a stylistic point of view they show no special relationship to the art
of Magadha.

The sitting Buddhas of Nalanda are all seated cross-legged, in
the vajrasana attitude, the classical example of which was the large
'Vajrasana' image of Bodh Gaya which represented the Buddha
in bhümispar^a-mudra. The image itself has not been recovered, but
numerous replicas fill the chapels of the temple (Foucher, Ic, I, pp.
91—4). This representation has exerted a dominating influence on
the type of the seated Buddha, not only on those images the prototype
of which it appears to be, viz. the Buddha in bhümisparga-mudra, but
even on images showing other mudras and belonging to Pala art *),
and, because of the influence of this school, also in Nepal, Burma
and more remote countries -). Even in the art of Xièng Sen in Siam,
the most important school which came into being in that country
after the 13th cent., the influence of the type is distinct''). All images
of this school are in bronze and exclusively Buddhist, they represent
the Buddha in the vajrasana attitude, whereas the images of Sukho-
daya and Ayudhya show the pose with folded legs. A peculiarity of
these images is the short flap of the robe ending in a swallow's tail
on the left shoulder; the usnïsa is crowned by a knob. It is not
probable that the art of the Pala period has influenced this represent-
ation directly; according to M. Ccedès the type reached Siam through
the medium of Burma.

The short flap on the left shoulder is indeed one of the most
characteristic arrangements of the Buddha's robe in the Pala period.
In the following figures the five types found in this school of art
are pictured.

B. G., 58, pp. 81—2; Krom, Aairt. Nagarakrt. pp. 283—4; N. I. O. N., XIV,
fig. p. 322.

*) E.g. Foucher, L'Art gréco-bouddh., II, figs. 557—8.
2) Ann. A. S. I., 1914—15, pi. XX, b—c; 1917—18, pt. I, pi. XVII. 4;

1921—22, XXXVIII, c (p. 106); 1926—27, pi. XXXIX; 1927—28, pi. LUI, b;
L. Adam, Buddhastatuen, 1925, p. 77; Foucher, B. E. F. E. O., III. 1903,
pp. 78—SO; Krom, Barabudur, I, pp. 652—3.

3) Coedès, Ars as., XII, pp. 30—1, pi. XXXI—XXXIII; N. I. O. N., XVII,
1932, pp. 25, 28, fig. on p. 24.
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Fig. a. shows the short flap which in b. is combined with a hem
running to the left hand. The flap may be a little shorter or longer,
but it is clearly distinct from the long flap in images like those of
Siam which have been made under Ceylonese influence (e.g. N. I.
O. N., XVII, 1932, figs on pp. 28—9). In the following figures the
flap is absent: c. shows only the usual line distinguishing the robe from
the body and, besides, a fold on the shoulder; in d. we notice the line
running to the left hand. In all these cases the right shoulder is bare,
but in the last figure, e. both shoulders are covered. The types repre-
sented by the figures are found either with the folds of the robe
marked on the body or not (Bhattasali.pl.VIII ;Kramrisch, figs. 15,17).

The bronzes of Nalanda chiefly show the type which is illustrated
in fig. c (see figs. 2—3), only in one case it is possible to discern the
flap on the shoulder (7.?). In some other images we are in doubt con-
cerning the arrangement of the robe.

With regard to the Hindu-Javanese Buddha images in bronze, it is
very probable that their origin must be sought for in Magadha. All
the Buddha figures of the Leyden Museum which are sitting in the
vajrasana attitude show the short flap ending in a swallow's tail or
in a similar fold; in some cases only the hem which crosses the breast
is present; sometimes the second hem going to the left hand is also
marked. Only one image is different: the Ceylonese Buddha 1717
(cf. p. 22) which, apart from the unusual arrangement of the robe.
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is distinguished by the folds marked on the body and the attitude
with folded legs (cf. also Photo O. D. 7046, b). The similarity of
the usual type of the seated Buddha of Java to the Vajrasana Buddha
of Magadha is unmistakable; but even in the cases where the icono-
graphic and traditional marks are distinctly to be recognized, there
are many purely Hindu-Javanese peculiarities in the backing, pedestal,
etc. So the type has developed independently, in accordance with
the evolution of Hindu-Javanese art.

Thus the type of both the seated Buddha of Nalanda and that
of the Javanese bronzes originate from the art of Magadha. It is
evident that there exists a certain similarity between both groups
of images, but it is all the more striking that the similarity of the
arrangement of the robe in Java to that in Magadha is more distinct
than to that of the bronzes of Nalanda, where the majority of images
does not show the short flap, but the other Pala form.

The Bodhisattvas.

Avalokitcgvara or Lokeqvara, as the Bodhisattva was preferably
called in Java and Indochina *), must be mentioned in the first place
because of his importance which is likewise apparent from the large
number of his images at Nalanda.

Four seated images represent the form which may rightly be
called Padmapani (43, 57, 62, 116) ; the right hand is in the vara-
mudra, the left holds a lotus. Only in one case can the Amitabha
image in the crown be recognized; its absence, however, does not
present a serious difficulty with regard to the identification*). Two of
the images are seated in the lalitasana pose on a lotus against a cir-
cular, massive backpiece; the two remaining figures rest, moreover,
on a quadrangular pedestal; the aureole of no. 116 is formed by a
circular ring in stead of a solid disc.

The nos. 41 and 117 are rather damaged; both hands of 41 are
missing, but part of the lotus-stalk is yet preserved; no. 117 shows
the vara-mudra and a stalk. Probably they represent Padmapani. A
padma can also be distinctly recognized near the left shoulder of
another figure (54), clad in royal dress and provided with a high crown
in which perhaps an Amitabha may be recognized. The hands are in the
dharmacakra-mudra, the stalk of the lotus is twisted round the left

i) L. Finot, Et. as., I, 1925, pp. 227—56; Krom, Barabudur, I, p. 719.
") Foucher, Ic, I, p. 98: Krom, R. O. C, 1912, pp. 23—37; Barabudur,

I, p. 719.
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arm. The figure is seated in the 'European attitude'. As M. Foucher
mentions some examples of Avalokitec,vara figures in the dharmacakra-
mudra, there is no reason to doubt that this Bodhisattva is meant *).

The 'European pose', pralambapadasana, occurs several times more
in the Pala period, e.g. Kramrisch, fig. 12; Coomaraswamy, History,
fig. 228, Bhattasali, pi. XI, b. In the miniatures, published by M.
Foucher, the deities "sont assez souvent représentés assis a 1'Euro-
péenne" (Ic, I, p. 67; pi. Ill, 1, 2, 4; VII, 1, 6; X, 4). It is also
found in schools of sculpture other than the Pala school and especially
in the Gupta period, e. g. in the cave temples of Ajanta KanherT and
Karlï^), and also in other regions: in the clay seals and sculptures
of P'ra Pat'om *) and in some bronzes and stone images from Java.
(With, pi. 41). Well-known examples are the Cakyamuni image of
tj. Mëndut and the bronze 2844 of the Leyden Museum which shows
a certain resemblance to it (Cat., pi. XII, 2; With, pi. 42). The
Leyden Museum possesses two more Buddha bronzes, seated in the
European pose, nos. 3060 and 2845 (O. V., 1930, pi. 51, c—d), Dr.
Krom mentions seven examples in the Batavia Museum (R. O. C,
1912, pp. 3, 13—4), but there exist some more specimens*). The
Buddha images in the 'European pose' often are connected with
Gupta art. Dr. Karl With, for instance, says with regard to the
Mëndut images: "man wird sie unmittelbar an den spateren indischen
Guptastil anschliessen mussen, zu dessen reinsten Werken sie gehören"
(p. 92); Professor Krom has contested this view (N. I. O. N., V,
1920—21, p. 190). Anyhow the 'European pose' is not exclusively
peculiar to Pala art, but it seems that in the Gupta period it is ex-
clusively assosiated with Buddhas, whereas in the 'art of the Pala
Empire we find it also in images of Bodhisattvas a.o.

A representation resembling the Avalokiteqvara no. 54, as far as I
know, is not found in Java, but the Padmapani first mentioned is
very common in this country too*). The specimens of the Leyden

*) Foucher, I.e. p. 98, n. 2; French, pi. XXIII, 2; Kramrisch, fig. 42. The
opinion that the 'European attitude' is peculiar to Maitreya is disproved by
the miniatures, see Foucher, I.e. pp. 67—8.

•-*) Fergusson-Burgess, frontispiece II, pi. XIV, LVI, LXI; Foucher, Ic,
I, figs. 9, 10, 28, 29; Coomaraswamy, History, figs. 154, 189.

») Ccedès, Etudes as., I, 1925, p. 153, pi. I—II.
•*) The stone image of tj. Mërak, Photo O. D. 8149; N. I. O. N., X, fig.

on p. 238; bronzes: Heine-Geldern, pi. I.
5) Raffles, pi. 72, a—c; 75, b, e; 78, d; Cat. Leyden, pp. 97—102, fig. on

p. 98; J. R. A. S., 1909, pi. II, 5; R. O. C, 1912, pp. 23—7, pi. 13; N. I. O. 3ST.,
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Museum are similar to those of Nalanda from an iconographic
point of view, but the stylistic peculiarities of the Nalanda bronzes,
which will be discussed in the next chapter, are absent in Java.

No. 92 b represents a sitting four-armed Avalokiteqvara; the front
hands show the vara-mudra and the padma, whilst the two remaining
hands are broken. On the pedestal we read the Pre-Nagari inscript-
ion "de[ya] dha[r]mo sthavi (?)", "the pious gift (?)"*)•

There is a certain resemblance between this representation and
some bronzes of Java, see e. g. N. I. O. N., XIV, 1930, fig. 3 on
p. 316, which seems to show Pala peculiarities in the headdress; in
general we receive the impression that the art of the Pala period may
have influenced the iconography, but that the style is different"').

In 46 we recognize a four-armed Avalokiteqvara standing on a
lotus and surrounded by a pierced aureole. The hands show: abhaya-
mudra, aksamala (rosary), book and lotusstalk*). These attributes
appear in M. Foucher's miniatures I, 23, 25, 27 (Foucher, Ic,
I, pp. 193—4), though the two first-mentioned show the vara- in
stead of the abhaya-mudra. The usual gesture of Hindu-Javanese
bronzes of the four-armed Avalokitegvara is the vara-mudra. The
head-dress contains a small niche of oval shape; we notice this same
feature in the crown of some Bodhisattva bronzes of the Malay
Peninsula and of Java, as well as in the art of the Pala Empire'*).
The representations of the four-armed Avalokiteqvara figures from
Java do not give cause for further remarks").

The six-armed Avalokiteqvara no. 83 (fig. 5) has vara-mudra,
abhayamudra, aksamala, book (?), vase (?) and padma; the image
of Amitabha is visible in the diadem. On either side of the lotus, on
which the figure is standing, an attendant is seated who will be

I, 1916—17, pp. 387, 389, ill.; Il l , 1918—19, fig. 7 on p. 388; XIV, 1930,
fig. 5 on p. 316; O. V., 1923, pp. 141—2; 1930, pp. 177—9, pi. 52.

1) Cf. Ann. A. S. I., 1903—4, pp. 212—26; 1921—22 pp. 81—3.
2) Raffles, pi. 74, b; Cat. Leyden, pp. 97—S; J. R. A. S., 1909, pi. II, 4;

R. O. C, 1912, pp. 27—32; N. T. O. N., I l l , 1918—19, figs. 8—9 on p. 388;
XIV, 1930, fig. 1 on p. 315; O. V., 1930, pp. 180—1; Heine-Geldern, pi. 7—8.

*) The attributes of many-armed figures are mentioned according to the
pradaksina, clockwise, beginning with the right forehand and ending with
the left forehand.

*) Ars as., V, pi. XLVII; XII, pi. XV—XVII; Stutterheim, Cultuur-
geschiedenis van Java, fig. 53; Bhattasali, pi. XIX (a similar niche with a
small image in it).

5) Cat. Leyden, pp. 95—7; R. O. C, 1912, pp. 27—31; O. V., 1930, pp. 179—
80; Krom, Zeitschr. f. Buddh., VII, 1926, pp. 343—5, fig. 1; With, Java,
pl. 87; Studiën Strzygowski, pi. VII, 1.
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discussed in the paragraphs concerning Tara and Bhrkutï (pp. 40, 42).
Both goddesses appear as the attendants of Avalokiteqvara, both in
the precepts and in the sculptures of the Pala period*). As regards
Java, we may refer the reader to the images of tjandi Djago which
show in their composition a remarkable resemblance to a fragmentary
sculpture of the Pala period (Photo C. C. 2722). In Chapter III we
shall have ample occasion to notice the occurrence of elements derived
from Pala art especially in Eastern Java; we here meet with the first
instance^).

Manjuqfi. — No. 64 (fig. 6) may be regarded as Manjugrl because
of the utpala in the left hand, the right being in the vara-mudra. The
utpala is also the attribute of Vajrapani, but both the absence of the
vajra and the character of the image prove it to be Mafijuqri. The
representation mainly corresponds to the form of this deity which
the sadhanas call Siddhaikavïra^), although there are no Aksobhya
or other Dhyani-Buddha images in the crown.

The figure is clad in the short loin-cloth (dhoti) usual for males;
the upper garment or shawl which is peculiar to the Bodhisattvas is
worn loosely over the right wrist and the left shoulder. The large
necklace with a breast-jewel and pendants in the shape of claws
may be noticed also in the case of other images of the same
Bodhisattva").

No. 50 is a rather doubtful representation; the headdress contains
an image of Aksobhya, the right hand is in the vara-mudra, the left
holding a padma in stead of an utpala. This figure I am unable to
identify.

The type of Manjugrï (64) described in this paragraph is closely
related to the images of Magadha and the miniatures"), as well as
to those of Java"). The agreement with the precepts would be even

*) Foucher, I c , II, pp. 27—8 and min. I, 55 on p. 200 of pt. I ; Bhattacharyya,
pp. 36—8, pi. XX, c; French, pi. XXIII, 2; Kramrisch, fig. 28; Ann. A. S. I.,
1917—18, pt. I, pi. XIV, c.

2) Six-armed Av. from Java: Raffles, pi. 74, c; N. I. O. N., I, 1916—17,
fig. 15 on p. 389; for Av. see further: Cat. Batavia, pp. 177—86; R. O. C,
1910, pp. 14—6; Bijdr. K. I., 52, 1901, pp. 378—9; 69, 1914, pp. 25—6; 74,
1918, pp. 422, 425, 432 ff.; 85, 1929, pp. 503—4.

*) Foucher, Ic , II, p. 44; Bhattacharyya, pp. 20—1, pi. XIII, d.
") Feestbundel Bat. Gen., I, 1929, p. 43, pi.; Ann. Bibl. I. A., 1927, pi.

XII, b ; cf. infra p. 51.
5) Foucher, Ic , I, pp. 114—20; II, pp. 39—48; Bhattacharyya, pp. 15—31,

pi. XI I I ; Bhattasali, pp. 28—9.
6) Raffles, pi. 71, c; 72, d; 78, a—b; R. O. C, 1912, pp. 37—9, pi. 16, 2;

O. V., 1923, pp. 142—3, fig. 6; 1930, ip. 183, pi. 52 e—f.
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greater if we might assume that the utpala originally bore a book,
which is by no means impossible, as the image is rather worn. The
discussion of the dress in Chapter III will show that we must ascribe
this image, too, to the art of the Pala Empire.

In the present section we may also discuss a curious figure (70,
fig. 8) which perhaps is a representation of Manjuqrï, although this
point is not established. It is a somewhat corpulent person of
youthful appearance, seated in the lalitasana pose and adorned with
a shawl. The right hand holds a lemon, the left a book. Presumably
because of the first attrilnite the figure is mentioned in Ann. Progress
Rep. C. C, 1920—21 as "probably Kuvera?", but I think the explan-
ation of the image is to be found in the Manjuqrïmülakalpa: "Les
autres Bodhisattva doivent être représentés sous les traits de jeunes
kumara (kumaradaraka), pares de tous leurs ornements. Us tiennent
a la main le fruit (phala) et le livre (pustaka)" *). Possibly, we must
regard this image as 'a Bodhisattva', but it is not improbable that
Manjuo'i Kumarabhuta must be taken into account in the first place").

Maitrcxa. — A little stüpa inserted in the crown marks two images
(nos. 99, a and 131) as figures of Maitreya. The right hand of both
images is in the vara-mudra, the left of no. 99 being broken, whilst
the left of 131 holds an irrecognizable object, presumably the stalk
of a nagapuspa (see French, pi. XII, 2). The images of Nalanda,
therefore, seem to agree with the representations in Magadha as well
as in Java, both of which correspond to the precepts ").

Samantabhadra or Ksitigarblia. — No. 97 (fig. 9) has been inter-
preted by Dr. Bosch as Samantabhadra. It is a Bodhisattva sitting
with his right leg folded, the left knee being raised and fastened to the
waist by means of the shawl which usually is carried round the upper
part of the body. The right arm is broken at the elbow, the left
holds a stalk or branch with three ramifications ending in buds or

i) M. Lalou, Iconographie des étoffes peintes, p. 14.
-) Foucher, Ic, I, 117, pi. VI, 4: Krom, Barabudur, I, p. 724.
3) Foucher, Ic, I, pp. 111—3; II, p.. 48—9; Bhattacharyya, pp. 13—4,

pi. XIII b.
Java: bronzes, Bijdr. K. I., 52, 1901, pp. 376, 378; Cat. Leyden, pp. 90—1;

Tobi, O. V., 1930, p. 184 is right in saying that the Leyden Museum does
not contain bronzes of M.; R. O. C, 1912, pp. 39—42, pi. 16, 1; O. V., 1923,
p. 143; M. in Javanese sculptures: R. O. C, 1910, pp. 16—7; T. B. G., 54,
1912, pp. 427—57; Bijdr. K. I., 1914, pp. 17—25; 1918, pp. 419—37; Krom,
Barabudur, I, pp. 721—3.
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jewels. It is, therefore, possible that dr. Bosch is right in calling this
figure Samantabhadra *), but it is not impossible that jewels and
no buds are meant and that we must identify the figure as
Ksitigarbha-). In the relievos of Barabudur even Maitreya occurs
once holding the branch with three offshoots (Barab. I l l , B, 84).

Both Samantabhadra and Ksitigarbha are known from Hindu-
Javanese relievos, but their representations in bronze are doubtful.
The images which have been determined by Dr. Krom as Samanta-
bhadra (?) (R. O. C , 1912, p. 46) do not conform to the bronze
of Nalanda, no more than the specimens in the Leyden Museum
(2853, 3006). Can they represent Buddhas in royal dress?

Vajrapani. — Mr. J. A. Page, Ann. A. S. I., 1926—27, p. 219,
mentions a bronze Vajrapani (?) in the Museum at Nalanda, "seated
cross-legged on a lotus; in its hands is a chain with a vajra attached
to each end". Another image of Vajrapani is described by Mr. Page
in the Ann. A. S. I., 1927—28, p. 160: "seated with one leg crossed
before the other on a wide lotus flower; a large vajra is held in his
left hand and a fly-whisk in his right, the tail hanging over his
shoulder".

If the identification with Vajrapani is correct, the images have,
as far as I know, no parallels in Hindu-Javanese art. It is not impos-
sible, however, that the first image must be explained in a different
manner, but in the absence of reproductions I restrict myself to
quoting Mr. Page.

The Hindu-Javanese bronze images of Vajrapani show the
Bodisattva with the utpala and the vajra, almost always combined
in one hand^). The examples in the Leyden Museum bear the vajra
lying or standing on the utpala, and it is interesting to notice that
the images with the vajra l y i n g on the flower show distinct
peculiarities of the Paia style in their composition and dress (nos.
1698, 1909, see infra fig. 31).

Other Bodhisattvas. — Mr. Page mentions one more Bodhisattva
in Ann. A. S. I., 1926—27, p. 219, which has not yet been repro-

1) Cf.: Foucher, Ic , I, pp. 120—1; R. O. C, 1910, pp. 13—4; Bijdr. K. I.,
69, 1914, pp. 29—30; 71, 1916, pp. 579—83; 74, 1918, pp. 419—37, pi. no. 3;
Krom, Barabudur, I, pp. 605—11, 724—5; II, Supplement, pp. 58—62; Bosch,
O. V., 1929, pp. 179—243.

2) See Bijdr. K. I., 74, 1918, no. 4 of pi.
3) Raffles, pi. 78, e; Cat. Leyden, pp. 92—4; R. O. C, 1912, pp. 44—6;

O. V., 1930, pp. 185—6.
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duced and which does not belong to my collection of photographs:
"Bodhisattva seated on a lotusflower, the right hand holding a sword
and the left a lotus; a coin is burned on to the back". I pass this
image without further remarks, and also the image 95 b, probably
a Bodhisattva with a lotus-bud ( ?) in the right hand (varamudra)
and a staff with three ribbons (?) in the left.

We must wait to draw our conclusions with regard to the
Bodhisattvas till after the examination of the details of their dress
and composition. It appears from the above, that the Bodhisattvas
of Nalanda are of the same type as those of Java, but we have
already incidentally observed that the type has been developed in-
dependently in Hindu-Javanese art.

(iods.

Jambhala. — Jambhala or Kuvera is represented by four images,
once in combination with two Qaktis and thrice alone. In the first
case (84) the god is sitting on a broad throne between his two
consorts (3'/4". ht. 4 '4" ) . As the photograph has been taken before
cleaning, we cannot discern all details, but the main points can be
recognized'). The attributes are a lemon in the right hand and
a dish containing some fruits or sweets, placed by his left knee;
he is adorned with an utpala garland, as prescribed in the sadhana
quoted by Foucher, I c . II, p. 51. Kuvera himself and the C,akti
to his right are sitting in Ialitasana. the second Qakti in sukhasana.
the first holding a purse, whilst her left hand rests on the pedestal.
The (,'akti to the left of Jambhala holds a dish containing fruits(?).
At the proper right in front of the pedestal a worshiper is visible.
No similar representation of lambhala exists, as far as we know, in
the art either of Magadha or Java.

Much more common are the images of fambhala without
comjxinions. Two of them are sitting with both legs hanging down
(76. fig. 11. and 78). one is seated in Ialitasana (130. French, pi.
XI) . All of them are big-bellied and richly adorned, the composition
being" different in each case: 76 is sitting on a lotus without
a backpiece and reminds one of bronzes like the unique represent-
ation of this deity from Ceylon (infra p. 35), and no. 3065 of
the Leyden collection. No. 78 is sitting on a square pedestal and
has a circular aureole, whilst the coni]X)sition of no. 130 corresponds

' ) Cf. Ann. Progress Rep. (". C . 1920—21, p. A2
Dl. 90.
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with that of the Hariti no. 93 (fig. 24). All of them have a lemon in
the right hand, the left holding a purse (78) or an ichneumon (76) ;
the left hand of no. 130 is broken. The Jambhala of no. 76 has a vase
under each of his feet (cf. Vasudhara, no. 79, fig. 21); the feet
of the other figures rest on a lotus. Nos. 78 and 130 wear a
garland of utpala flowers; on no. 76 a garland, but not of utpalas,
can be seen. We noticed the same garland of utpalas in the image
of Jambhala with his Caktis (84). and it will further be found on
pi. ,XI, '1) of Mr. lihattasali's Catalogue of the Dacca Museum, in
the image from Ceylon, in the nos. 2390 and 2466 of the Leyden
Museum, etc.

The Jambhala figures of Nalanda follow the precepts and the
representations found in Magadha and the countries culturally akin
to i t ' ) . They also show a certain resemblance to the Javanese
images of Jambhala or Kuvera, but here again it is a resemblance in
type rather than in style"). The similarity of the Hindu-Javanese
images of Kuvera to those from Magadha has been pointed out by
the late Miss M. E. Lulius van Goor who discussed the vase under the
toot of Kuvera''). "No doubt". Miss Van Goor says, ''the Kuvera of
Magadha (see Foucher, Ic , I. fig. 21) is the prototype of the
Hindu-Javanese representations of this deity; as far as we may
conclude from the material brought together by M. Foucher, there
is no proof that the ornamentation of the pedestal with three, five,
seven or more vases has likewise been borrowed from Magadha"
(]). 113). The repetition of the vase, found in almost all the Kuvera
bronzes from Java is. according to Miss Van Goor, a Javanese
peculiarity. Xew data, however, show that it is merely the develop-

') Foucher. Ic, I. pp. 123—7, tics. 20—1. pi. III. 1—2. IX, 2; II, pp. 50—3:
Bhattasali, pp. 34—5; Bhattacharyya, pp. 73—4, 114. 119, 130, pi. XXXIV,
c—e ; Kramrisch, figs. 54—5 ; Scherman, Jahrb. as. Kunst, 1924, pp. 120—36 ;
Oldenburg, Publ. Musée d'anthropol. et d'ethnogr. Ac. imp., St. Petersburg,
4. 1903, pp. 13—5.

-) Raffles, I.e., pi. 75, a, f; 77, c: J. W. Ijzerman, Beschrijving der" oud-
heden . . . . Soerakarta en Djogdjakarta, 1891, pi. facing p. 58; Cat. Batavia.
pp. 144, 155—62: Biidr. K. I., 52, 1901, p. 379: Cat. Leyden, pp. 73—6, 170
(2962); R. O. C, 1911, pi. 186; 1912. pp. 55-62, pi. 19, 1; Krom, Gids
Leeuwarden, p. 41. fig. 9: X. I. O. X„ I, pp. 391—2, figs. 4—7; II, fig. 9
on p. 130; XIV, fig. 8 on p. 318, figs. 21—2 on p. 322; XVII, fig. on p. 159;
O. V„ 1919, pp. 112—24; 1923, p. 143; 1926, pp. 70—4, pi. 5—7; 1930, pp.
191—3, 232, pi. 55. a; Heine-Geldern, I.e. pp. 22—3, pi. 15; Hackin, Sculpture
ind. Musée Guimet. pi. XXXVI—XXXVIII: Handelingen Ie Congres
Java. pp. 325—48.

•') O. V.. 1919. pp. 112—24; cf. Scherman, I.e. p. 127.
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ment of a form which occurs also in India proper, though much
less frequently. Overturned treasure vases appear, for instance, on
the backslab on each side of the head and again on the pedestal
of a Kuvera in stone from the Monastery of Balaputra at
Nalanda'). Of course the findspot in itself supplies no convincing
proof, but there are more examples. Unfortunately I am unable to
refer the reader to photographs which have been published or to the
numbers of the photographs in question, for the back contains no
further indications than the findspot: "Kurkihar, Gaya District, now
Indian Museum, Calcutta" and "Sutna, Rewah State, Baghelkhand".
Both images are in stone. The first photograph shows an image with
four vases under the feet of the deity, the second is the most con-
vincing example: the foot rests on a vase, whilst three treasure vases
of the same form stand to the right of it, and five to the left.
The repetition of the vases under the foot itself may be noticed also
in the image reproduced by Foucher in fig. 20. The image from
Rewah is. besides, interesting in another respect: Miss Van Goor
supposes that the vases on the pedestal are not repetitions of the
vase under the foot, but originate from moneybags. As the authoress
does not reproduce the images on which her hypothesis is founded.
I should not like definitively to deny her view, but the circumstance
that the vases on the pedestal of the image from Rewah are distinctly
repetitions of the vase under the foot seems to contradict it. The
bronzes in the Leyden Museum and elsewhere do not convince
me that their prototype must be sought in bags.

In any case, the origin of the Hindu-Javanese representation of
Kuvera-Jambhala may safely be located in Magadha. The resem-
blance of the Ceylonese Jambhala'-) mentioned above to the images
of both Nalanda and Java can be explained by assuming that it
had been either imported from Magadha or copied from an image
from that country. It shows a vase under the right foot and on the
left in front of the ]>edestal another, with jewels falling into it
from the mouth of the ichneumon. The bronzes of Nalanda do
not show the repetition of the vases on the pedestal and differ in
this respect from the bronzes of Java, among which very few
depart from the general rule.

•) Ann. A. S. I.. 1927—28, p. 160.
••*) Coomaraswamy. J. R. A. S.. 1909, pp. 288—90; Bronzes from Ceylon,

fig. 132 of pi. XXVIII; History, fig. 298; Catalogue Boston. II, p. 83. pi. XL,
d: Goloubew, B. E. F. E. O., XX, iv, p. 126.
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As in the case of the seated Bucldhas we may state in conclusion
that the bronzes of Nalanda as well as the Kuveras of Java show
the Magadha type of the Pala period. But each individual category
represents a different form, the treasure vases of the Nalanda
bronzes, when present, being confined to the supports for
the feet, whereas in Java they are repeated in the ornamentation of
the pedestal. Besides, the details of the dress, the seats, etc., to be
discussed in the next chapter, will show conclusively that the images
of Jambhala from Nalanda belong to the art of the Pala Empire.

Visnu. — Tt is highly interesting that the bronzes of Nalanda
include some Visnuitic representations. The four-armed Visnu him-
self is show in no. 82 (fig. 10) ; his attributes are a lotusbud (?),
the mace, the knob of which rests on the ground, the discus, supported
by a lotusstalk, and the conch. The garland (vanamala) hangs down
from the shoulders as far as the knees. The composition of another
bronze (53) is similar to that of the Visnu. mentioned above, but it is
a rather clumsy piece of work. The style might be compared with a
bronze Visnu from Kumarpur, reproduced in Ann. A. S. I., 1923—
24, pp. 79—80. pi. XXX, d. This no. 53 has apparently the same
attributes in the front hands, but the remaining emblems have changed
places, the upper right hand holding the discus on a stalk, and the
left the mace. A third image {120) may perhaps be determined as
Visnu, on account of the presence of the vanamala, but the remaining
attributes cannot be recognized. One of the attendants is still extant
with Visnu's hand resting on his head; probably he is an ayudhapu-
rusa. the personification of an attribute. Similar attendants are found
in more images of the Pala period, whereas they are almost entirely
absent in representations in metal from Java (see infra, p. 56) *).

No. 39 is a very remarkable image; unfortunately only a photo-
graph taken before cleaning is in our collection, but a somewhat
better reproduction is found in French, pi. X. It is a deity standing
between two attendants; a hood consisting of seven snake-heads
forms a canopy over his head, the attributes are: a small oblong
object (?)""). a mace, a second mace or staff (!) and the discus. The
vanamala hangs down from the shoulders. Of the attendants the
one on the proper right bears a vase, and the other a dish with fruits

i) Ann. A. S. I., 1922—23, pi. V, d: 1923—24, pi. XXX. d; 1927—28,
pi. XXXV, 1.

-) The Visnu of Badami seems to show the same attribute, Rao, I.e. I,
pi. XXV.
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or something similar. We recognize the same figures in 87 a
and c (fig. 23) which must have belonged to another specimen of the
same type.

The presence of the canopy of snake-heads would at first sight
suggest that the image represents a Nagaraja. but the attributes
seem to indicate that it is an image of Yisnu. If the staff in the
upi>er left hand turns out to be a plough we might think of Balarama.
but the shaft seems to be too short for a plough. Tentatively I
associate this figure with images of Visnu sheltered by Ananta.
There exist representations of Visnu, lying, sitting'), and also
standing under the hood of Ananta. Standing images of this type
from Southern India are reproduced in T. A. Gopinatha Rao's
"Elements of Hindu Iconography", I, pi. XXIII, pp. 101—2
(Madhyama Bhogasthanakamürti) and in Dr. Coomaraswamy's
"Bronzes from Ceylon", fig. 11 on pi. VI, p. 17. Ananta is
represented with five as well as seven heads.

Yisnu images occur very frequently in the art of the Pala period,
and it is even possible to mention a second representation in metal of
Visnu sheltered by Ananta which belongs to the bronzes of Kurkihar.
The backpiece seems to be somewhat broader, the image is better
preserved and the attendants have changed places, but otherwise
the representations are perfectly alike.

In Java, on the other hand, the worship of Visnu has never
been of great importance"). I reserve the discussion of a number
of Visnu images from Java for the next chapter, and confine
myself to stating that among the Visnu bronzes in the Leyden
collection three of the five described on pp. 62—3 of the Catalogue
show Pala features (fig. 33) *).

Sürya. — No. 103 (fig. 12) is the image of a deity holding in each
of his two hands a full-blown lotusflower. A long garland hangs
down from his shoulders. Only one of the two attendants is
preserved, viz. the satellite to the left of the god, holding a
staff in his hand. Between the god and the attendant we notice
a sword.

The only deity holding two lotusflowers is Sürya. His seven

') Vogel, Serpent-lore, pi. XIX—XX.
2) Juynboll, Bijdr. K. I., 60, 1908, pp. 412—20.
*) The five numbers 1652/1 ff. are forgeries, see Stutterheim, Bijdr. K. I.,

60, 1924, pp. 29S—6; Bosch, O. V, 1926, pp. 67—8.
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horses are absent in 103, but this is not unusual*). Besides, the
figure wears the boots which are peculiar to the Solar Deity"). The
attendant with the staff is also met with in other representations of
the same god (e.g. Kramrisch, fig. 4).

Images of Sürya are very numerous in Bengal"), but they are
almost exclusively in stone. Mr. Bhattasali reproduces one image
in octo-alloy metal which represents the god sitting cross-legged
(pi. LIX) ; besides, a metal image of Sürya standing and the detached
figure of an attendant are mentioned in the Catalogue of the Museum
at Rajshahi (p. 25).

I remember only one bronze of Sürya from Java, Photo O.D.
2148. "bronze god between two attendants, dated: 1486C?)". in the
collection Th. Steinmetz (fig. 32). This bronze will be discussed
in the next chapter as far as the style is concerned, and it will be
apparent from certain details that the image belongs to the group
of bronzes which is closely related to Pala art. Of course the alleged
date 1486 is rather surprising, but the query-mark seems to be
justified.

In this case Sürya is shown standing between two satellites, one
of which, at the right of the god, presumably holds a pen and
a writing-book, the usual attributes of the attendant Pingala, whilst
we notice behind the left hand of the other figure a shield and a
spear; he is Danda. the leader of the heavenly hosts. We also
recognize the boots and the sword to the left of Sürya. The nature
of the object to the right is not clear to me. These facts prove
that the deity represented is no other than Sürya — a statement
which is of special interest as here too the horses are absent. We
are, therefore, convinced that there is no reason to doubt the
identification of Nalanda no. 103 as Sürya.

A Nagaraja. — In the case of no. 102 (fig. 19) we meet again
a personage whose head is overshadowed by the hood of a naga.
The deity is sitting in lalitasana; the right hand is raised and holds
a rosary (?). while the left contains an object resembling a vase
or perhaps a fruit. On both sides of the body we notice the coils of
a snake the head of which appears beside the large hood.

i) E.g. Ann. A. S. I., 1922—23, pi. V, a, and infra fig. 33.
-) Ann. A. S. I.. 1923—24, pi. XXXVII, a.
••') Bhattasali, pp. 148—73, pi. LVII, b—LXI; Catalogue Rajshahi. pp. 23—5,

1 pi.; Kramrisch, pi. and figs. A—5, 7.
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This figure has been described by Dr. Bosch as "a Bodhisattva
sitting in lalitasana under the hood of a seven-headed naga (cf.
the bronze image of Oedjoeng Sampoeng, Karo plateau, O.V., 1920,
p. 75 and the stone image from Malaka. B.E.F.E.O., XVIII )" . —
The Sumatran image is a crowned Buddha seated on the coils of
a snake and overshadowed by its hood. It represents the Buddha
sheltered by Mucilinda. a subject well-known from Buddhist litter-
ature and art, and one especially favoured by the artists of Further
India ' ) . Dr. Van Stein Callenfels and Dr. Bosch point out the simi-
larity of the Sumatran image to pi. I l l in B.E.F.E.O., XVIII, 1918,
vi, but we may refer to another example which seems to be even
more closely related and which is reproduced in Professor Vogel's
"Indian Serpent-lore", pi. XVII (cf. Ars as., V, pi. XXI—XXIII) .
The image in question shows likewise a crowned Buddha and the
same mudra as the bronze figure from Sumatra.

All the same [ do not think that these images can be of any
use to us for the identification of our no. 102; the person represented
is not a Buddha, and, besides, he is evidently not sitting on a naga.
I take the figure to be a naga itself, and should like to associate
it with representations such as the naga image in stone of Nalanda ')
and the Nagaraja in the Indian Museum at Calcutta, no. 3960, with
a rosary in the right hand and a fruit (?) in the left ' ) . The image
of Nalanda. too. holds a rosary in the right hand, the left holding
a jar. The statue in the Indian Museum is called 'Nagaraja', and
this denomination seems to be correct. The Naga of Nalanda has
been tentatively identified by Dr. Hirananda Shastri with the
Buddhist Saint Nagarjuna"'). but I think Professor Vogel is right
in declining this interpretation.

The evident similarity of the bronze image no. 102 with the
representation of the Nagarajas. as well as the fact that one of
them has been found in Nalanda lead to the conclusion that the
metal image, too. is a Nagaraja. though it is impossible to tell
exactly which. Probably both Niigas of Nalanda represent one and
the same being, presumably a tutelary deity of the monastery. In

i) O. V., 1926. p. 30, cf. Ann. Progress Rep. C. C , 1920—21. p. 42. no. 2.
-') Vogel, I.e. pp. 102—5.
••*) Vogel, I.e. pi. X I V ; Ann. Progress Rep. E. C , 1919—20, p. 38, pi. I l l , a :

C. C . 1920—21, p. 38; Ann. A. S. I., 1919—20, pt. I, p. 29, pi. XX. h.
*) Th. Bloch. Suppl. Cat. Ind. Museum, p. 93.
*) Ann. (Progress Rep.) A. S. I., E. C , 1919—20, p. 38, pi. I l l , a.
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this connexion we may call to mind the tradition that Nalanda derived
its name from a Naga.

Analogous representations from Java are not known to me.

Goddesses.

Tara. — The Nalanda bronzes include a number of female figures
with a flower-stalk in the left hand, the right being in the vara-mudra.
As the flowers have in some cases disappeared, it is not always pos-
sible to decide which particular species is meant; nos. 61, 65, 77 and
95, a are doubtful cases. Nos. 49, a, 55, 80 and 95, c show the utpala
in the left hand which either is in the vitarka-mudra or reposes on
the seat behind the knee (figs. 13, 20). Of the first series no. 61
is standing, the other figures are sitting, 77 in vajrasana, 65 and
95, a in lalitasana. Of the second series 80 (fig. 20) is seated in
lalitasana. 49, a in vajrasana and 95, c in sukhasana, whilst 55 is
standing (fig. 13).

The vara-mudra and the utpala characterize the figures in question
as images of Cyamatara'). It will be remembered that we have
met this goddess already as one of the attending figures of
Avalokitecvara (no. 83, supra pp. 29 f). The right hand in this case
is not in the vara-mudra, but raised in adoration (fig. 5).

Tara. especially Cyamatara, occupies a prominent place among
the miniatures from Nepal, published by M. Foucher; she is in
fact the most important deity next to Avalokiteqvara. The bronzes
of Nalanda, as regards their general character and also in the details,
agree with the images of the Pala period )̂ and with the bronzes
from Kurkihar and elsewhere (e.g. French, pi. XVI).

On the other hand, images of this well-beloved goddess are very
scarce in Hindu-Javanese bronze collections. The Batavia Museum
contains only one figure which shows the vara-mudra and the
utpala; the flower of another image is broken and so the determin-
ation is not quite certain. The same marks are to be noticed in an
image from tjandi Djago, now in the British Museum^), which
is provided with the inscription ..Bharalï MamakI", so that Dr. Krom
identifies the bronze figure at Batavia as Tara or MamakhT
(R.O.C.. 1912, pp. 65—6). Dr. Tobi (O.V., 1930, p. 195) follows

1) Foucher, Ic, I, pp. 131—9; II, pp. 64—6; Bhattacharyya, p. 13S; Krom,
O. V., 1915, pp. 48—9.

2) Bhattasali, pp. 56—8: French, pi. IX, XIV, XX.
3) Brandes, Djago inon, 1904, p. 103, pi. 18.

Downloaded from Brill.com05/22/2023 06:58:09AM
via free access



THE BRONZES OF NaLANDa AND HINDU-JAVANESE ART. 41

this example with regard to the only bronze of Tara. in the Leyden
Museum, reproduced infra in fig. 30 (cf. With, pi. 84). I must
once more refer the reader to the next chapter, from which will
appear that the Tara of the Leyden Museum, the only specimen
which I have seen myself, shows a very close relation to Pala art*).

Another standing female figure in the Nalanda collection (74)
holds a flower in the left hand, the right being in the vara-mudra
(fig. 14). The nature of the flower is not clear to me, probably the
figure is another form of Tara. The same flower is met with in the
ornamentation of the aureole.

Bhrkutl or Gaurl. — One of the most interesting female deities
represented in the Nalanda collection, is a four-armed goddess por-
trayed in nos. 40 and 85 of the photographs (fig. 15). The hands of
no. 40 show: (broken), rosary, a staff with three offshoots and a
jar. The goddess has a third eye and a jatamukuta. In the nimbus
we notice at the right of her head a moon, at the left a sun. On the
pedestal near the right foot of the goddess lies an alligator, in front
of the pedestal at the proper right a lion, at the left a deer. On the
four corners of the pedestal we notice dishes with pinnacle-shaped
offerings( ?) -).

No. 85 (fig. 15; ht. .5?4") corresponds on the whole to the first
image. The lower right hand is in the vara-mudra and contains
a fruit; the attributes are the same. The nimbus is partly broken,
and so only the sun is preserved. We notice branches rising on both
sides of the legs, and on the pedestal at the proper right a lion, at
the left a deer, in front of the pedestal an alligator, and in the right
corner the kneeling figurine of a worshipper. At the corners we
find the same dishes as in the case of no. 40.

The identification of these images has caused some difficulty.
In Ann. Progress Report C.C., 1920—21, p. 47, no. 40 is described
as "some unknown goddess", and in the list of the photographs as

Vasudhara"; no. 85 is likewise mentioned in the same Report as
"some goddess".

The attributes of the two figures do not correspond to the repre-
sentations of Vasudhara, but they are found in the hands of another
Buddhist goddess, viz. Bhrkutl Tara' '); in the mukuta, it is true,

i) See also: Raffles, I.e. pi. 75, d.
-) Cf. Bhattasali. pi. XXI, p. xxxv.
=•) Foucher, Ic, I, pp. 141—2; II, pp. 28, 68—9; Bhattacharyya, pp. 38, 59.
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there ought to be an image of Amitabha, but this is absent in other
cases too, see e.g. the well-known BhrkutI from tjandi Djago (With,
I.e. pi. 125). The same goddess occurs as an attendant figure of the
Avalokiteqvara no. 83 (fig. 5 ) ; her front hands show the anjall;
the upper left hand holds the staff with three ramifications, the
attribute in the fourth hand cannot be made out.

One more goddess has the same attributes; she is represented by
a number of images described and partly reproduced in the Cata-
logue of Mr. Bhattasali (pp. 199—200, 273, pi. LXVII, f.). They
show an even closer resemblance to our bronzes than BhrkutI. The
bronze image on pi. LXVII was published before by the late R. D.
Banerji in Ann. A.S. I.. 1924—25. p. 156, pi. XL, f, but this scholar
could not offer a satisfactory interpretation. Mr. Bhattasali, however,
has identified the images with Gaurl, the consort of Qiva, and
adduces convincing arguments in favour of his view, viz. quotations
from Mr. Rao's "Elements of Hindu Iconography"*). The distin-
guishing marks of Gauri mentioned by him are the following: The
goddess is four-armed, has a third eye, and is covered with orna-
ments. The images from Bengal show almost in every case the
rosary and the trident in the shape of a branch with three offshoots
in the upper hands. The further emblems are not always the same;
the four images, described by Mr. Bhattasali, show the vara-mudra
(in one case a fruit) and a jar. The vahana is an alligator, and in one
instance there are two deer besides. The resemblance to our bronzes
is very striking indeed; the lion, too, suits Gauri very well. The
meaning of the effigies of the sun and the moon is uncertain;
probably they do not, in this case, symbolize the formula "As long as
the sun and the moon will exist", which in later times the same em-
blems are believed to denote in the art of Eastern Java. It is not
impossible that they are Qivaitic symbols^), although they occur also
on Buddha images and e.g. on an image of Jambhala in the Leyden
Museum, which bears the Buddhist creed on the back (2466).

We may safely assume that the goddess Gauri was actually wor-
shipped at Nalanda. Yet we venture to propose another interpretation
which perhaps is preferable. BhrkutI is a form of Tara, and this

*) II, pp. 113—20, cf. I, pp. 360 ff. See also: Bloch, Suppl. Cat. Ind.
Museum, p. 87.

2) Kern, Verspreide Geschr., II, p. SO; T. B. G., 1904, pi. 1; Coedès in
Maspero, L'Indochine, 1929. p. 258; Stobaeus in Me Crindle, Ancient India,
p. 173.
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goddess, according- to M. Foucher (Ic, I, p. 173). is nothing but the
Buddhist counterpart of Devi. Devï-Gaurï and Bhrkutï-Tara have
their attributes in common : is it impossible or even improbable that
these circumstances have led to a yet more striking similarity?
In any case, the Civaitic elements in the representation are prominent
and we must assume that either Gaiiri or Bhrkutï, in a form which
was strongly influenced by the former, has been shown in this image.

We do not know of any Hindu-Javanese representations in bronze
of this deity, but from an iconographical point of view the above men-
tioned stone image from tjandi Djago might be compared; with
regard to the style, there is a certain similarity with the bronze figure
shown in Photo O. D. 470 (fig. 16). This bronze figure as well as
the stone image from tjandi Djago shows features peculiar to the
Pala period, as will be apparent from the next chapter.

Prajnaparamita and Citnda. — Dr. Bosch recognized seven figures
of Prajnaparamita among the female deities: "Ordinarily she is
four-armed ; the upper hands hold the rosary and the padma on which
the book rests, the lower hands being in the vara- and the dhyana-
mudra" (O. V., 1926. p. 31). Besides, Dr. Bosch mentions a twelve-
armed form of the same goddess (56, fig. 18). Our list of bronzes
comprises even an eighteen-armed PVajna (128), originating from
site 4 at Nalanda ; the central pair of hands is in the dharmacakra-
mudra. "one other hand in the attitude of protection, and the remain-
der holding a symbol; behind the image is a detachable circular back-
ground inscribed on the reverse" (Ann. A. S. I.. 1926—27. p. 219).
Finally we notice a two-armed goddess in the dharmacakra-mudra.
with, on each side, a lotus-stalk twisted round her arms, a book
resting on each of the flowers (69, fig. 17). This figure, too, must
he identified with Prajfia *).

The usual gesture of Prajnaparamita is the dharmacakra-mudra -);
it seems, therefore, probable that the six figures which show the
vara- and dhvana-mudra (68, 72. 91, 98, 90, J].f) do not represent
I'rajna. but another goddess, presumably Cunda (fig. 7) '). This god-
dess has the same attributes as our bronzes in the upper hands, but
the front hands are in dhyana-mudra. The bronzes of Nalanda do

i) Foucher, I c . I. p. 152; II, p. 83; Bhattacharyya. p. 126, pi. X X X V I . c.
'-) Foucher. I.e. I. pp. 152—3: II . pp. 82—4; Bhattacharyya, pp. 84—6. 126;

Bhattasali. pp. 42—3.
*) Foucher. I.e. I. pp. 142—6: figs. 2A—5; II, pp. 80—2: Bhattacharyya.

pp. 131—2, pi. XXXVII, b.
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not quite conform to this rule, but in identifying the six images with
Cunda we follow Professor Krom. An eight-armed goddess in the
Batavia Museum who has the front right hand in the vara-mudra
was identified by him as a representation of this goddess (R. O. C ,
1912, p. 69. cf. N. I. O. N., I, p. 385, fig. 19 and p. 394).

Prajiiaparamita in her two-armed form occurs in the Batavia
Museum *) and also in one example in the Leyclen collection (1697)~).
The Catalogue mentions one more specimen (2467), but in this case
the right hand is in the vara-mudra, and so we are faced by the same
question as with the bronzes of Nalanda. The style of the images
shows no resemblance to that of the Nalanda bronzes. A different type
of Prajna has been discussed by Professor Krom in N. I. O. N., I,
1916—17, p. 394 and fig. 18. Here the right hand holds a rosary (?),
the left a book, without the lotus, and a Buddha image is visible in the
crown. An eighteen-armed Prajna is reproduced by Professor Heine-
Geldern on pi. 12 of his "Altjavanische Bronzen"'^). Dr. K. C. Crucq
(O. V., 1930, pp. 215—7) regards the six-armed goddess no. 31 of
the Sriwedari collection. Solo, as a form of Prajna. This identification
is not quite certain, for the lower hands show the vara-mudra and
the padma.

Cunda occurs in the Batavia collection in two-armed and more-
armed forms •*). Among the reproductions of bronzes in other col-
lections °) we mention especially an image which shows a distinct
affinity to the Nalanda bronzes and which is reproduced in N. I.
O. N., III. 1919, p. 394 and fig. 13. It is, however, impossible to
make out the details of the dress; so we can only call attention to
the composition in which the figure conforms to the style of images
characterized by more distinct Pala features.

Vasudhara. — In our no. 79 (fig. 21) we notice a two-armed
goddess in lalitasana, one foot resting on a vase. The right hand is
in vara-mudra. the left holds a stalk on which a vase is placed with an
ear of corn projecting from it. At the side of the right arm we see a
branch which somewhat resembles a snake; but it is quite possible
that it is an optic delusion produced by the cleaning of the image.

1) R. O. C. 1912, pp. 20—1, 70—1, pi. 13, a, 18, a.
2) Cat., p. 105, ill.; Pleyte, Bijdr. K. I., 52, 1901. p. 375; Tobi, O. V., 1930,

pp. 196, 198.
3) Cf. Krom. N. I. O. N., X, 1925, p. 94 and ill.
*) R. O. C. 1912, pp. 67—9.
5) N. I. O. N., I, pp. 394—5, fig. 19; II, fig. on p. 249; O. V., 1923, p. 144.
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The goddess who carries an ear of corn and a vase combined in
one hand, the other being in vara-mudra must be Vasudhara *). The
attributes in the left hand are blended into one object, just as in
the 'HaritI' (better: Vasudhara) reproduced in Ann. A. S. I.,
1907—8. pi. XIX, d and in the TanV (id.) in Bhattasali. pi. L, b,
facing p. 270. We have already noticed the vase under the foot of
Jambhala who is a wealth giving deity, like Vasudhara.

Images of Vasudhara seem to be scarce in India"), and Java too
has yielded till now only one bronze image of this goddess, a four-
armed representation''). It is not impossible, however, that we can
recognize some more images of this deity. In N. I. O. X., I, 1916—17,
fig. 17 on p. 393, Professor Krom has published the photo of a small
bronze image which he identifies as Marïcï. The figure holds a stalk
in the left hand which Professor Krom explains as a branch of the
aqoka t ree ' ) , but it seems probable that it is an ear of corn, in
which case the goddess would be a two-armed Vasudhara. The vase
under the foot confirms this identification.

There are some more images from Java which have been identified
as Marïcï. Dr. Tobi describes four bronzes in the Leyden Museum
under this name, because of the flower in the left hand which has
been defined by Dr. Tuynboll (Cat., p. 106) as "a lotus-stalk ending
in a racemose flower", and which, according to Dr. Tobi, cannot be
anything but the ac,oka flower (O. V.. 1930. pp. 19-1—5. pi. 53. c.
b, a, 50. a). The stalk is identical with that in the left hand of the
well-known C,r! image of the collection Resink Wilkens, reproduced
e.g. in Ars as., VIII, pi. XX. If the determination as Cxï is right —
and there seems to be no reason to doubt it — this stalk is undoubtedly
an ear of rice, and the object in the left hand of the Leyden
figures must likewise be an ear of rice. Consequently the images are
representations of Q"ri. It is a priori far more probable that Qri
has been pictured so frequently than Marïcï. But if this is correct
there exist more images of Qri among the bronzes from Java: the
'Marïcï' of R. O. C, 1912. pi. 18, c which conforms exactly to
Leyden no. 3007 I], c. and With. pi. 83), presumably the other

1) Foucher, I c , I, pp. 151—2; II, pp. 84—5; Ehattacharvya. pp. 89—90.
117—8.

*) E.g. Ann. A. S. I., 1904—5. pi. XXX, a; 1927—28, p. I l l , pi. XLIX, c
and e; Sahni, Cat. Sarnath, p. 147, pi. 15.

••') Krom, O. V., 1915, pp. 33—6, 1 pi.
••) Foucher. I c , I. pp. 146—50. pi. VI I I . 5; II, pp. 90—8; Bosch. O. V.. 1923,

pp. 144, 152—3, fig. 9.
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'Marias ' of Batavia and the image in the Sriwedari Museum, repro-
duced in O. V,, 1923, fig. 9, too.

These representations of Qrï lead us back to Vasudhara, for one
of the images in the Leyclen collection shows an interesting feature
which we have hitherto left unnoticed. The pedestal of no. 3027 is
decorated with "vajras in relievo", as Dr. Juynboll describes the
ornament; upon closer examination the objects represented appear
to be three vases of wealth, the central one standing and the other
two lying on the ground (cf. O. V., 1923, pi. 53, c). Besides we then
notice that there is one more vase of wealth on each of the two corners
of the front of the pedestal. It is possible that these attributes are here
associated with the goddess Qn, but it is equally possible that it is
Vasudhara, the ear of corn of this deity having been changed into
an ear of rice.

This Leyclen image, whether Vasudhara or not, does not exhibit
Pala features, any more than does the four-armed representation, but
the image of N. I. O. N., I, fig. 17 on p. 393 shows a close resemblance
to Pala and Nalanda bronzes in the backpiece, the lalitasana pose,
the headdress, etc. It must have been imported from the Indian con-
tinent, or in any case the inspiration for its composition was borrowed
from Pala works.

Hariti. — This goddess, too, was worshipped by the Buddhists, as
may appear from the information of I-tsing that the image of Hariti
is found either in the porch or in a corner of the dining-hall of all
Indian monasteries (Record, p. 37). We may recognize her in no. 93
(fig. 24; ht. 7 ¥/') of Nalanda, an image which agrees exactly with
the Jambhala-Kuvera no. 130, reproduced by French, pi. XI. The god-
dess is sitting in the lalitasana on a seat, adorned with the vyalaka
motif : a worshipper is pictured to the proper right. In front of the
pedestal we notice a mirror, a dish with offerings (?) and a vase.
The attributes of the goddess are a lemon in the right hand, the left
holding a child which is sitting on her left knee; the lemon reminds
us of Kuvera-Jambhala and this applies also to the garland of utpala-
flowers. According to Mr. French the image bears an inscription
stating that it was made in the reign of Devapala. This fact and the
Pala features in the dress (see Ch. I l l ) form sufficient proof for the
Pala character of the image *).

i) For Hariti see: Bhattasali. pp. 63—7; she is not mentioned in Foucher,
Ic. and Bhattacharyya.
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The statuettes from Java which have been identified as Haritï do
not resemble our image ^).

Sarasiutl. — Under this name, no. 42 (ht. 6/4 ") has been entered
with a querymark in Ann. Progress Report C. C , 1920—21, p. 28 (cf.
p. 43, s. 40). It is not possible to distinguish all the details, as the
photograph was taken before cleaning, but the musical instrument is
clearly visible. Probably it is a harp; an instrument of the same shape
can be recognized in the hands of a Sarasvati on a sculpture from
Laksmanakati, reproduced in the Catalogue of the Dacca Museum,
pi. XXXII (cf. pp. XXIV, 87. 185). The usual emblem of Sarasvati
is the vina'-). The goddess shown in the bronze under discussion is
seated in the lalitasana between two small figures, one of which
is playing either a vina or a monochord.

Sarasvati was regarded by her Buddhist worshippers as the C.akti
of Manjuqri. but usually she is considered to be the consort of
Visnu. She then occupies the place to his left, whilst Laksmi is
standing at his right hand. This sort of representation of Sarasvati
is to be seen on no. 87', b (fig. 23), a figure which must have belonged
originally to a large Yisnu image (cf. Kramrisch, figs. 39, 49—50).
It is a standing figure of the goddess of learning in the tribhanga
attitude. She plays the instrument, which the Dutch musicologist Mr.
J. Kunst calls 'staafcither', a kind of monochord'').

Images of this goddess are very scarce in Java. Professor Krom
describes her as riding on a peacock. She is two- or four-armed,
but her attributes, if present, are irrecognizable. Perhaps figures of
a goddess with a lute, but without the peacock are also representations
of Sarasvati •*'). We must not forget, however, that there also exist
representations of Taras with musical instruments").

The Levden Museum contains two Sarasvati bronzes, viz. no. 2580.

') Krom, R. O. C, 1912, pp. 71—2: Tobi, O. V., 1930, p. 196: Heine-Geldern,
pi. 16, cf. Krom, N. I. O. N., X, p. 94.

-) Foucher, Ic, II, pp. 89—90; Bhattacharyya, pp. 150—2: Bhattasali, pp.
181—90, pi. LXIII: Kramrisch, fig. 31.

•') Kunst, Hindoe-Javaansche muziekinstrumenten, 1927, pp. 24—9; C. Sachs,
Die Musikinstrumente Indiens und Indonenens, - 1923, pp. 83 ff., figs. 60 ff.:
Geist und Werden der Musikinstrumente, 1929, pp. 181—3, figs. 157, 212, 214;
Prince Damrong, N. I. O. N., XIV. 1929, p. 82 and fig. 2: Van Erp, Bara-
budur. II, pp. 168, 172, 365.

•*) Krom. Inleiding H.-Jav. kunst. I. p. 100: cf. Heine-Geldern, p. 23, pi. 14;
X. I. O. N., X, 1925, fig. on p. 264.

») Bosch, Meded. Xon. Ak. van Wet., Afd. Letterk. 68, B : 3, 1929.
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which shows no relation to the Nalanda bronzes, and no. 1630/7
which is a forgery originating from the collection Dieduksman ^).

A group of Qaktis. — No. 86 (fig. 22; 9?4 ", ht. 4% ") is de-
scribed as "three pieces of a metallic 'slab' with representations of
possibly seven mothers of which only four, two on each end, are
preserved. The middle portion is missing"-). The figure at the
proper right end is distinctly marked as Vaisnavi by the attributes,
a lotus, a mace, a discus and a conch''). The right foot rests on
Garuda and also the vanamala of Visnu is visible. The three other
Qaktis are not clear, the attributes do not correspond to those of the
saptamatrkas. but we may probably judge from the vahanas and
identify the second figure from the proper right with Brahmam on
the goose, the third on the peacock as Kaumari. The object under
the left foot of the fourth Cakti is not clear. Vaisnavi and Kaumari
have a conical object in the right hand (vara-mudra), the left arm
of Brahmani is raised, but the hand is broken, the left of Kaumari
holds a (now headless) child which is sitting on her knee, whilst the
Cakti at the left holds a lotusstalk with three offshoots. Mr. Rao (I.e.
I, p. 389) remarks that the saptamatrkas sometimes are each provided
with a child, as in the case of Kaumari on 86. Another example of
the Qakti at the proper left end, detached from a similar group, may
be recognized in no. 113.

The present group reminds us of the stone sculpture from Nalanda
representing C,iva and seven Caktis which was reproduced by Pro-
fessor Vogel in Ann. A. S. I., 1903—4. pp. 218—9. pi. LXIII . 1.
It seems not impossible, however, that in the case of the Nalanda
bronze a different group is meant, as the collection of bronzes from
Kurkihar comprises a group of f o u r C,aktis which seems to be
complete. The photograph is ver)" indistinct, but all the same we may
notice the com fortuity to our no. 86; the four-armed Vaisnavi,
however, is here the third figure from the right.

Ganga. — Finally we have to discuss the goddess of fig. 25. no.
100 (ht. 3'/2 ") who is shown standing on an animal which looks like
a blend of elephant and makara. Her right hand is hanging down,
whilst on the palm of her left hand she lifts a vase to the height of
her shoulder.

1) Fig. on p. 62 of the Cat.; Bosch, O. V., 1926, pi. 8 and p. 74.
2) Ann. Progress Rep. C. C, 1920—21, no. 121.
•') Cf. B. C. Bhattacharyya, Indian Images, I, 1921, pi. XXVII.
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Dr. Hirananda Shastri (Ann. Progress Rep. C. C, 1920—21, p.
39) speaks of "Ganga standing on makara or Indranï on an elephant"
(cf. Dr. Bosch, O. V.. 1926, p. 30: Indranï?). The data concerning
Indrani supplied in Rao's "Elements" ') give no cause to determine
the image as this goddess. If the vahana is an elephant, it is by no
means a very fine example of the species, but as a makara it is one
of the usual type in later Indian art. Besides, the representation agrees
with the figures placed on the left side of the entrance of many
Indian temples, especially with those found at Kharod and Bajaura.
These images picture Ganga standing on a makara and holding the
purnakumbha or pot full of water'').

Ganga images do not occur among the bronzes from Java. Dr.
Bosch, too, is of opinion that the image no. 100 is of Indian origin.

CHAPTER III.

Details.

In the preceding chapter we have discussed a number of deities
represented among the Nalanda bronzes, part of which are also found
among the bronzes from Java: but there is a certain number which
have no parallels in Hindu-Javanese art. On the other hand we have
been able in almost every caje to find similar representations in the
art of the Pala period, and it is, therefore, much more probable that
the bronzes of Nalanda belong to the latter than to the Hindu-
Javanese school. As regards those types which both arts have in
common, we must try to determine to which culture the details of
the dress and the composition of the images belong. We have already
made an inquiry in this connexion regarding the Buddha image with
the result that the standing Buddha of Java was found to have no
stylistic affinity to the examples from Nalanda which are similar
to the standing Buddha of Pala art. The Vajrasana Buddha of the
Pala period has, on the other hand, developed into the standard type
for the seated Buddha from Java. The seated Buddhas of Nalanda
are of the same general type as those of Piila art, but they represent
another form of it than the bronzes of Java. Moreover, there exists an

1) I, 2, pp. 380—1, 385; II, 2, pp. 519—20; cf. Bhattacharyya, Indian images,
pi. XXVIII.

2) Ann. A. S. I., 1909—10, pp. 15—6, pi. IV; pp. 22—3, pi. V I I I ; Vogel,
Etudes as., II, pp. 388—90, pi. 52—4; Rao, I.e. II, 2, pp. 531—2, pi. CLVI;
Bhattacharyya. I.e. pi. XXX ; cf. also Ind. Art and Letters. I. 1925, pi. facing
p. 49.

Dl. 90. 4
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undeniable similarity between the images of Nalanda and those of
Java with regard to the iconography, of course with the exception
of images which have no parallels in Java.

In this chapter we must now try to fix the nationality of the
Xfilanda bronzes by means of details which sometimes may turn out
to be trifles, but in some cases can be very useful. As M. Foucher
says in a similar case, "1'accessoire en apparence le plus insignifiant
— le genre d'un siege, la forme dun arbre, etc peut être pour
nous tin trait de lumière".

The dress of the Bodliisattz>as gives no cause for special remarks.
It consists of a long or short loin-cloth and a shawl thrown over the
upper part of the body. In the case of no. 64 (fig- 6) the shawl
hangs loosely over the arms, as in the images of some goddesses.
The shawl of the sitting Samantabhadra or Ksitigarbha (97, fig. 9)
serves as a support of the knee. The upavlta cannot always be
recognized: it is certainly absent in the Manjuqri image 64 (fig. 6).
The ornaments in general correspond to those of the female figures
to be discussed later on. Not all of them show anklets, and the
second necklace which is usually worn by the goddesses is omitted.
These observations agree with Mr. Bhattasali's description of the
ornaments (pp. XXXIV f.). The headdress is the mukuta or diadem,
as worn by the female deities. We notice the mukuta especially in
images of Avalokiteqvara. Maitreya and Sfirya. The vanamala in
some images and the necklace of Manjuqrï (64) have already been
mentioned in the preceding chapter.

So far the dress of the male deities of Nalanda agrees with that
found in Pala art in general as well as-with the bronzes from
Java. This does not necessarily mean that one school has influenced
the other, for it is not certain whether these features occur exclu-
sively in the art of the Pala Empire and of Java. But we must
draw special attention to one detail in the headgear of male and
female deities which seems to be peculiar to the art of the Pala
period and of the countries culturally akin to Magadha. By far
the majority of the bronzes — except the Buddhas — show, beside
the cars, the loops of a fillet with which the crown is tied fast or
which is merely an ornament. The same loops may be noticed in the
Pala bronzes of Kurkihar and in those reproduced by French, pi.
I l l and XVI. In stone sculptures we find the same ornament, often
combined with long floating fillets ('taeniae'). Apparently the fillets
and loops were the fashion for the royal headgear in Bengal and
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adjacent countries. We find the same features in Nepal, Kaqmir and
in some images from Ceylon; the Pala influence in these represent-
ations cannot be denied *).

In the art of Java, except in that of Eastern Java, the'loops are very
scarce, the crown showing no projecting parts by the ears. I mention
the following bronze images: Leyden nos. 3052, 1698, 1909, 2861,
3322. 2836. 2839 (figs. 30. 31, ?,3). The loops of nos. 3322 and 2839
are somewhat different. Furthermore, I refer to Raffles' "History of
Java", pi. 72, 75 and 78, to Dr. Coomaraswamy's "History of Indian
and Indonesian Art", fig. 363, to X. I. O. N., I, fig. 17 on p. 393,
to Photo O. 1). 9310 and finally to the Manjuqrï (,"ikhadhara,
published by Dr. Bosch (cf. supra p. 30). Our figs. 30—1 and 32—3
will show that the bronzes with the loops above the ears are of
two types: in the first place seated images with a circular backpiece
on which the)' have been modelled like relievos (as opposed to the
bronzes in which the figures and the aureoles are modelled separately),
seated in lalitasana, and. generally speaking, in an unconstrained
attitude (figs. 30—1). The second group (figs. 32—3) consists of
standing images which also have been modelled together with the
backpiece. which in these cases is formed by a comjwsition of one
horizontal and two vertical bars, supporting a circular nimbus. The
backing is either massive or not. We will have to refer more than once
to these images, almost in every case of 'a Pala feature in Hindu-
Javanese bronzes. For the moment we may notice that they show a
kind of headdress which is peculiar to the art of the Pala Empire.

In the Eastern Javanese stone sculptures of the period of Singha-
sari and afterwards we find the loops by the ears and also the floating
'taeniae' or fillets, sometimes exclusively the latter ornament -).
Brandes remarks in his article "De makara als haartressieraad" (T.
B. G.. 48. 1905, pp. 29—30): "I do not know the origin of these
'wings'. It is very well possible that they were in use in India, too,
and that they have been brought over to Java from the continent,
but I have no sufficient proof for this". It seems now to be certain
that this fashion was imported from India, and more especially from
Bengal. The fillets became very popular and are still to be found
in the headdress of the Javanese sërimpi dancers: they occur
in their purest form in the art of Singhasari. but gradually

i) Coomaraswamy, History, figs. 232. 276—7, 299: J. R. A. S., 1909, pi. I,
2—3; Bronzes from Ceylon, pi. XXVII, fig. 176: XXVIII, fig. 185.

*) With, pi. 142, 150, 153; Brandes, Singasari mon, pi. 40, 43, 46, 52, etc.
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became javanized. We shall meet with more instances of Pala features
in the art of this period.

The usual headdress of the goddesses of Nalanda is a diadem
adorned with a triangular ornament in front and smaller ones on the
sides. The chignon is for the greater part concealed behind this
crown. A high mukuta is worn by Ganga (100, fig. 25). Nos. 55,
68 and 85 show a somewhat different topknot (figs. 13. 15). The
photographs of the bronzes from Kurkihar do not show the details
clearly, but we may compare French, pi. II and XVI, as well as the
stone images of the Pala period which show the same headdress and
chignon, see e.g. ibid. pi. IX representing an image of the 35th year
of Devapala.

The car-ornaments are usually circular pendants of large size,
but in some cases we find different types, e.g. in 56 an ornament in
the shape of a flower (fig. 18). whereas in other images the ear-lobes
are elongated though no ornaments may be noticed. The circular
pendants are fastened by piercing the ear-lobe and weighing it down,
the disc being enclosed within it (see e.g. fig. 14). In no. 55 the ear-
lobe is pierced by a ring (fig. 13). No. 99, b, finally, has a curled
ornament in the right ear-lobe, and a heavy cylinder in the left one.
These different types are represented in the Pala sculptures and
apparently also in the art of Java.

The necklaces of the goddesses are in general comparatively simple :
a string of pearls or beads, or a smooth cord, or both combined ; some-
times the necklace has a bead or knot in the centre, in the case of
the pearl-string, a breast-jewel. No. 68 has a row of discs attached to
a cord; HaritT, 93, fig. 24, and some others wear a flowing long
necklace resembling an upavlta.

The upper arms are adorned with a band, either smooth or embel-
lished with pearls, and with a triangular ornament. Sometimes we
notice two bands, the figures in general exhibiting a great variety
in the ornaments. Round the wrists there are one or more simple
bracelets. Besides, many figures wear anklets.

The girdles, too, are very varied. The most simple type is a plain
band with an ornament in front. Furthermore, as will be apparent
from the plates, we find chains consisting of links of various shapes,
or girdles with loops.

Similar ornaments and girdles may be recognized in the stone
sculptures of about the same period, the later images being more
profusely adorned. The bronzes from Java do not show this divers-
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ity of ornaments, though chain girdles and various other ornaments
are found in Javanese sculpture, too.

A remarkable feature in the dress of the goddesses is the shawl
which is worn by almost all of them over the upper part of the
body (figs. 17. 20—3). It is marked by two lines which might be
mistaken lor a double cord, but which indicate the edges of the shawl,
as appears from some images in which the pattern of the material
is visible (fig. 22). exactly as in the case of the miniatures '). Some
goddesses wear the shawl loosely over their upper arms (figs. 13—\) ;
two others have no shawl at all. but a bodice instead (figs. 24—5)
which also occurs in some other images from Bengal'"). These two
images seemingly show a type of necklace which is absent in the
rest of the Xalanda images. The same ornament is found on pi. XIV
of Bhattasali's Catalogue, representing one of the stone images
with the bodice. In this case the supposed necklace is in reality
the upper rim of the bodice. It seems, therefore, possible that this
holds good also for the images of Xalanda. The edge of the bodice
is snipped out and embellished with pearls or beads.

The shawl over the upper part of the body, covering the left breast
completely and the right only partially, is the usual garment in the
images of goddesses during the Pala period. Its technical name is
uttariya. It occurs in bronzes as well as in stone images. As stated
above, the bodice is also found in Bengal.

In Hindu-Javanese images, on the contrary, the upper part of
the body usually shows the 'crossed cord' which, passing over both
shoulders and under the arms, is fastened by means of a clasp in front
of the chest (see With, pi. 134). This ornament is worn by none of
the figures of Xalanda. Some female figures from Java show a
somewhat broad type of upavita. passing between the breasts. This
band is found, for instance, in the bronze Tara of the Leyden Museum
(fig. 30) which has been mentioned before as wearing the peculiar
Pala headdress, and which shows other Pala features. This circum-
stance leads to the surmise that there may exist some connexion
between the shawl of the Pala period and the broad upavita of some
Javanese images. As the upavita is found also in images which do
not exhibit any Pala features, this i.5 a mere supposition.

We do not know of any bronze images from Java wearing the
uttariya, but with regard to the sculptures in stone we may mention

') Foucher. Ic, I. pi. VII, 3; IX, 1; P.hattasaii, pi. II.
-) Bhattasali, p. xxxi, pi. XIV, XIX.
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the Bhrkutï from tjandi Djago who shows a distinct shawl covering
the right hreast partially, and the left completely, exactly as in the
case of the images of the Pala Empire, which conform also in other
resjiects to the art of Singasari and Djago. It deserves notice that
the only stone image known to me which shows the bodice is the
Durgii from Singasari in the Leyden Museum (With, pi. 130—2;
Singasari mon., pi. 43—5). The same kind of garment is also worn
by the goddess on fig. 16, who was mentioned in connexion with
the Bhrkutï or Gaurï of Nalanda because of the similarity of the
style. The presence of attendants, too, betrays the influence of
Pala art.

On the strength of these data we may conclude that the uttariya
and the bodice are peculiar to Pala art. and that this feature, too,
speaks for the Pala character of the Nalanda images.

The loin-cloth (sari) reaches down to the ankles. Mr. Bhattasali
notices with regard to the stone images of Bengal (pp. XXX f.): "It
will be seen . . . . that the Sari does not cover the front like a flat
piece, but goes round the legs and exhibits their contours. It will
further be observed that while the outer corner of that portion of
the Sari which meets the leg is left at a right angle to the leg, the
inner corner is drawn up, suggesting tucking up between the legs
and fastening of both of the ends behind . . . . This method leaves the
legs much wider freedom of movement than the petticoats or the
Saris as worn in Bengal. With the Saris worn at present, the attitude
of . . . . [follows an enumeration of images sitting in sukhasana or
lalitasana. or standing with the legs wide apart] would have been
difficult, if not impossible of performance retaining the Sari in
position, as required by decency".

Among the bronzes of Nalanda there are four goddesses seated
in lalitasana (65. 79, 80, 93; figs 20, 21, 24). Besides, two of the
four (^aktis of no. 86 (fig. 22) are seated in the same pose, the
remaining two in sukhasana, just like nos. 42 and 113. As there are
no images with the legs wide apart, we confine ourselves to the
seated images.

Female figures in lalitasana or sukhasana are met with very fre-
quently in the bronze and stone images of Magadha and Bengal *).

In the art of Java female figures in lalitasana or sukhasana are
very scarce. The Leyden Museum contains no more than one example,

i) Bhattasali, pi. XVIII, XXI, XXII, etc.; French, pi. IX; Kramrisch, figs.
6, 18, 19, 31, 40, 52, S3; Foucher, Ic, I, figs. 23, 26; pi. VII, 4; VIII, 5; IX, 1.
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viz. the Tani of fig. 30. I further refer to fig. 17 on p. 393 of N. I.
O. N., I. which has a striking resemblance to the Nalanda bronzes.
Some other images have probably been influenced by statuettes of
Pala type modelled on a circular backing (ibid. fig. 19 on p. 385
and Ü. V., 1923. fig. 8 of the Sriwedari coll.).

The usual attitude for seated female figures in Hindu-Javanese
art is the pose with folded legs; the attitudes with one leg hanging
down are exclusively associated with images which are more or less
distinguished by their resemblance to Pala sculpture. Possibly the
explanation is to lie sought in the Javanese manner of wearing the
waist-cloth which does not allow women to adopt the attitudes in
question, as little as in modern Bengal, as Mr. Hhattasali told us.
The cross-legged mode of sitting results in a more constrained attitude
of the whole bod)' which will be apparent when we compare, for
instance our fig. 30 and pi. S?i of Dr. With's "Java". The less relaxed
postures are prevalent in Hindu-Javanese female figures. Effigies of
the goddesses with the legs wide apart are exceptional. Even in a
violent scene like the struggle of Durga and the Buffalo demon Durga
is nearly always shown standing in a completely quiet attitude or
with one knee slightly bent*) The images of this kind from Bengal
or Magadha are entirely different'•). It seems very probable
that, apart from the tendency towards placid representations, the
circumstance that the dress of the Javanese women did not allow a
straddling attitude, has had an important influence in this direction.
Anyhow it is certainly significant that the sole instance of Durga
standing with legs wide apart is the Durga of Singasari !

Among the male deities in the Leyden Museum we notice three
figures seated in lalitasana (fig. 32) which on account of the loops
by the ears must have been influenced by Pala art. Besides, the
images of Kuvera are generally seated in this attitude, and also a
limited number of bronzes which show no distinct Pala features,
though it is quite possible that their makers have been influenced
by representations of the Pala type (see e.g. With, pi. 85).

The other attitudes calling for special remarks, viz. the vajrasana
and the 'European pose' have been discussed in the preceding chapter.

After dealing with the main figures we may now call attention
to the subsidiary personages — the worshippers and the attendants.

i) With, pi. 98. R. O. C. 1901, pi. 1 ; 1908, pi. 101 ; etc.; Cat. Batavia, p. 47.
-) Bhattasali, pi. XIII, b, XIV, XXIII, LXV, LXVI. LXX1; Kramriscli,

figs. 1, 25, 30.
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Kneeling figures of the former category are to be seen on nos.
39, 65, 84—86, 93, 104, 127, 128, 130 (figs. 15, 22, 24). With the
exception of two cases the worshipper is shown kneeling to the right
of the deity, in 130 to the left and in 127 on both sides. The sex of
the figures can only in a few cases be made out. In 86 and 104 they
are certainly females (fig. 22). Generally the worshippers are in the
anjali-attitude, in 93 (fig. 24) the figure carries a dish with offerings
in the hands. Presumably these figurines represent the pious donor
of the bronze images himself. It is, however, not impossible that they
are picture worshippers in general, for I noticed on one of the photo-
graphs in the Kern Institute a nagï as a worshipper.

Both in the bronzes and in the stone sculptures of the Pala period
these adoring figures are very frequent*). I do not remember any
Javanese bronzes with worshippers, but as regards stone sculpture
we may refer to the Civa-Guru in Singasari style in the Leyden
Museum (With, pi. 133) and to an image of tjandi Mërak (Photo
O. D. 8149). The kneeling figures of the Nalanda bronzes can be
regarded as another proof of their belonging to the Pala type of
images.

Parivaras or attendants are found in the standing bronzes nos.
39. 83, 103, 120 (figs. 5 and 12). The three figures of no. 87 (fig.
23) have been recognized as detached attending figures (supra pp.
37. 47). Besides, we have noticed two seated satellites in the Sarasvatï
image no. 42. For metal images with attendants in Pala art we refer
to French, pi. II, III, XVI and to the Kurkihar bronzes*). They are
a very frequent feature in stone images, too. Attendants occur also
in the stone sculptures from Eastern Java (e.g. With, pi. 142), but
there are only a few examples among the bronzes. The bronze
replicas of the group of images of tjandi Djago cannot be regarded
as real bronzes, but two other instances may be quoted, viz.:
Photos O. D. 470 and 2148 (figs. 16 and 33). Both of them have
been mentioned before in connexion with Pala features; no. 470
shows a stylistic resemblance to bronzes of Nalanda in the compos-
ition and in the nimbus, besides the goddess wears the Bengalese
bodice; the Sürya of fig. 33 has the loops by the ears, discussed in
the beginning of this chapter, and the arrangement of the background
to be treated below. The images from Java, therefore, confirm the

1) E.s. French, pi. I l l , X X V I I .
2) Cf. also: Ann. A. S. I., 1911—12, pi. L X X f.; 1923—24, pi. XXX, d;

1927—28, pi. LVII , c.
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supposition that the attendants are peculiar to the art of Northern
Tndia and foreign to Hindu-Javanese bronzes. This conclusion is
important with regard to another bronze image which has been
described by M. Cctdès (Feestbundel Bat. Gen. T, 1929. pp. 53—6,
pi.) as "une statuette bouddhique de style indo-javanais provenant du
Siam Oriental". "Cette image". M. Ccedès says, „n'est pas Poeuvre
(Pun artiste khmer. Ni les traits du Buddha, ni la position des jambes
en vajrasana, ni les motifs décoratifs. ni la composition n'appartien-
nent a Part de la region on elle a étè trouvée.... Par contre, elle
est tout a fait analogue aux ])roductions de Pécole indo-javanaise. et
c'est a celle-ci que je propose de 1'attribuer". The Hindu-Javanese
character of the statuette seems to me rather doubtful, and the
presence of two attendants, too. is a warning. T should rather hold the
image to be influenced by Pala art, though there are many objections
to regarding it as a pure Pala bronze.

We must now proceed to the discussion of the details in the com-
position of the images and will begin with the backings, divided into
nimbuses and aureoles (see p. 17, n. 2). The nimbus and the aureole
are lacking in the Buddha images 52 and 88—9 (fig. 1); among the
standing images. 41 and 120 leave us in doubt with regard to their
backings, because of their damaged state. It is uncertain whether
Ganga (100, fig. 25) had a nimbus. Nos. 40. 53, 85 and 103 (figs.
12, 15) have only a nimbus, though it is possible that they
originally had a backpiece like 82 (fig. 10), consisting of two vertical
and one transverse bars supporting the nimbus. Of these figures
no. 53 has a solid nimbus, whilst the other images have a band,
fastened to the shoulders and connected with the head by means
of metal stalks. The backpiece of 82, just mentioned, is nothing
but the elongated back of a seat of a simple type; another Nalanda
bronze (39) shows a similar transformation of the back of a chair,
adorned with vyalakas. These backpieces will be discussed subse-
quently. The standing figures possess no solid backings, but
pierced aureoles or rings fringed with flames (46. 55, 61, 74, 83, 132;
figs. 5, 13—4). Exactly as in the ornamentation of the bronzes in
general, the string of pearls takes a prominent place in the decoration
of the bands. No. 74 is enclosed by a frame of flowers inside the
aureole (fig. 14). The backing of the Avalokitec,vara no. 83 (fig. 5)
which has the appearance of a plate worked a jour is of a somewhat
divergent type.

Among the seated images we remain in doubt in the case of nos.
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65, 70, 77, 113, 117 (fig. 8). 76 (fig. 11) presumably was fashioned
without any background; the same may apply to 54 and 95. We
further find the nimbus alone, consisting of a band (84, 86, 115 (fig.
22), the circular solid backing (43, 57, 62, 67, 68, 72, 78, 91,
92 a, 94, 98, 101, 118, 128, often badly damaged; figs. 3, 4. 7) and
an oval or circular band as an aureole (42, 44, 48, 49, 50, 66, 69,
79, 95, 97, 99 b, 104, 112, 114, 116; figs. 9. 17, 21) . The ornament-

ation of these solid and open aureoles is the string of pearls
fringed by flames with only a few deviations from this pattern. I
refer especially to the undulating line in nos. 62, 99 b and 104, which
is met with in a number of Pala bronzes (e.g. Ann. A. S. I., 1921—
22, pi. XL. b) and also in certain bronzes from Java which show
distinct peculiarities of the Pala style. For the usual decoration of
the aureoles T refer to early Pala bronzes, e.g. Bhattasali, pi. XVIII
and to the images of Kurkihar. In nos. 80, 92 b and 99 a (fig. 20)
the fragments of the aureoles are so small that it is impossible to
decide whether they were solid or pierced. The last type of the
backgrounds of Nalanda are the backs of the throneseats which are
found in nos. 51, 56, 63, 73, 75. 93, 96, 121, 127, 129 (figs. 2, 18—9);
this series contains seven Buddhas. two Bodhisattvas, Haritl, and
the twelve-armed Prajnaparamita. Six of the Buddhas are in the
bhümisparca-mudra, one is in the dharmacakra-mudra. The seat of
the first six figures consists of a pedestal the upper part of which is
supported by two lions. We notice the end of the throne-cloth hanging
between the animals: in 73 three objects (a.o. a vajra) *) appear
instead, and the front of the pedestal in 51 is formed by three
horizontal mouldings with ornaments. The pedestal supports a lotus
with 'one or two rows of petals; in four cases there is a cushion
against the back. The sides of the backs are adorned with the well-
known ornament consisting of a vyalaka standing on an elephant
which again rests on a lotus (see fig. 2). The elephants are out of
all proportion to the lotus and the vyalakas. A string of pearls
hangs down from the mouth of the vyalaka. The end of
the transverse bar of the back is formed by a grooved knob
(63, 121, fig. 2) or by a makara-like ornament (73) ; it is
broken in some other images. Nos. 121 and 73, besides have an
ornament of flourishes on the corners of the transverse bar. Both
images are the only examples in which the upper part of the backing
is preserved ; the nimbus is solid and framed within a double decor-

i) Cf. Bhattasali, pi. VIII.
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ative band, a string of pearls and a fringe of flames. The branches of
the aqvattha tree rise from behind the head of the Buddha in no. 121
(fig. 2) and from the top of the nimbus and under the parasol in 73.
No. 73 is the only Buddha image in which this last detail is preserved.

It deserves notice that the back of 119 is not supported by ordinary-
bars, but by small pillars, found frequently in the Buddha images
in stone of the Pala period (see e.g. Bhattasali, pi. VIII). The bars
of the other seats are either smooth or adorned with pearls.

The seat of Vairocana (no. 96) corresponds on the whole to the
types discussed above, although the animals are different and the
hanging end of the throne-cloth is rather broad. The nimbus is not
solid, but consists of a ring. For the seats of the Bodhisattvas (127
and 129) we must refer to the illustrations mentioned in the list.
The seat of the twelve-armed Prajnaparamita is supported by lions
(perhaps winged). The end of the transverse bar is formed by the
usual grooved knob, but the upper corners are decorated with stüpas
enclosed within a triangular ornament. Tn the stone sculptures of
the Pala period we very often notice the stüpa either resting on the
transverse bar of the seats or placed above it on the backslab. some-
times only to the right of the figure represented (see e.g. French,
pi. XVII).

Hariri (no. 93, fig. 24) and the corresponding image of Jambhala
(130) are sitting on seats of the usual type. The ornamentation of
the upi>er corners seems to consist of birds, as is not uncommon in
Pala sculptures (see e.g. Bhattasali. pi. VIII, XXI, etc.).

The various types of backings of the Nalanda bronzes correspond
to those of the Pala images in metal, as is apparent even from such
scanty materials as are at our disposal. The data will be summed up
in the following pages, but we may mention at once that among the
bronzes of Kurkihar we find the throne, the circular backing of
seated images, solid as well as open, the open aureole backing, the
back decorated with vyalakas for a standing deity, and the backpiece
consisting of one transverse and two vertical bars, supporting the
nimbus *).

When turning to the Javanese bronzes, we observe that some of
the types of backings of these images correspond to those of the
Pala and Nalanda bronzes, whereas a certain number do not resem-
ble them at all. The last mentioned group (see text-figure)

Cf. French, pi. I l l ; Ann. A. S. I , 1923—24, pi, X X X , d.
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contains e.g. the arch-shaped backing. The Leyden Museum contains
a considerable number of this kind; with a single exception they
are all sitting images. The forms vary a good deal, as the springs
of the arch in some cases rise from the pedestal (fig. a), whereas
in other images there is a smooth part intervening between the
arch and the pedestal (fig. b ; cf. O. V., 1930. pi. 52, a. 53. b, d).
Sometimes the part of the background under the bow is decorated
(fig. c) and then it sometimes shows a certain resemblance to the
back of a throne; when the width of the arch exceeds the height it

develops into the shape of a horse-shoe, so there are many variations.
The arch-shaped backing seems to be peculiar to Hindu-Javanese
bronzes which do not show any Pala features. As far as I know, it
is not met with among the bronzes of Nalanda, Kurkihar or other
places.

Another type of backing which is not found outside Java is the
plate in the shape of a trefoil, resembling the jewel motif in Hindu-
Javanese ornamentations (fig. d; cf. O. V., 1930, pi. 53, a ) . Besides,
there are some backings which have a rather exceptional position.
Some of these have no connexion with Pala bronzes, whereas others
seem to be influenced by them.

The nimbus of the Hindu-Javanese bronzes is not the same as
that of Nalanda. We often find a smooth disc, sometimes with a
decorated border (O. V., 1930, pi. 50, c, 52, e), elsewhere a ring,
fastened to the shoulders and the head by means of a nail or modelled
and cast together with the image itself (I.e. pi. 52, c). The nimbus
can also be modelled by cutting openings into a disc, so that it
assumes the appearance of a wheel with spokes (I.e. pi. 50, e—f).
In this case the nimbus is fringed with flames. There may be certain
points of resemblance, but it is fundamentally different from the
nimbus of Nalanda. Only in such cases where we notice other Pala
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features, as in the image on fig. 16, the nimbus, too, shows the
Nalanda type (cf. Photos O. D. 476 and 479).

The backings which are not exclusively found in Java may be
dividend into the following groups:

Images modelled on a backing the top of which is rounded, re-
presented by nos. 2456 and 3039 of the Leyden Museum (see our
fig. 28) and corresponding to early Pala images; cf. Bhattasali,
pi. IV, XX (see our fig. 29).

A second rather exceptional type of backing for standing figures
is the combination of one transverse and two vertical bars supporting
the nimbus, in the Nalanda collection represented by no. 82 (fig. 10),
and among the bronzes from Java by nos. 2837, 2839 and 3322 of
the Leyden Museum (fig. 33) and by Photos O. D. 476, 479 and
2148 (fig. 32). As stated above, we find the same backing in the case
of metal images of the Pala period, and it is, therefore, interesting
to notice that the Javanese bronzes in question are rather different
from the ordinary Hindu-Javanese metal images. No. 2837 is a Visnu
image and has a striking resemblance to examples like the Pala image
on pi. I l l in the book of Mr. French or Nalanda no. 82 (fig. 10);
the typical fillets looped beside the ears are distinctly marked, the
cakra rests on a lotus, exactly as in 53 and 82, the mace is adorned
with a ribbon, as in 39 and 82, in a Visnu image from Kurkihar or
in Ann. A. S. I., 1923—24, pi. XXX, d; the same feature in shown
by no. 3322 of Leyden (fig. 33, a). The figure has been modelled
together with the backpiece, exactly as 3322 and 2839 and the other
images which show Pala features. In connexion with the Nalanda
bronzes we mention the undulating line decorating the bars. On the
breast of the god is the auspicious mark, Q'rlvatsa, which is also
noticeable in no. 3322 and Photo O. D. 476 (cf. e.g. Ann. A. S. I.,
1923—24, pi. XXX, d).

The two other bronzes of the Leyden Museum, nos. 3322 and
2839 (fig. 33, a, d), represent Visnu and Qiva. and show a remarkable
stylistic resemblance. They differ from the Visnu described above
by the solid backing and by the typical form of the loops beside the
ears. The vahanas of the gods. Garuda and the bull, are pictured
resp. in front of and on the top of the pedestal (cf. Photos O. D.
476 and 479). Though these two images show distinct Pala features,
their relation to the art of the Pala Empire is much less clear than
in the case of 2837, for I do not know an)' images which can be
compared to them in all respects.
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The connexion between Photos O. D. 476 and 2148 (fig. 32) is
also unmistakable. The first image is again a representation of
Visnu which, as far as the composition is concerned, corresponds in
the main to French, pi. III. It bears a long mace, just as the Leyden
nos. 3322 and 2836, and recalls the long trident in the hand of Cjva
(2839 and Photo O. D. 479). The second image, Sürya, has been
mentioned several times before, because of the loops by the ears,
the attendants, the iconographical characteristics, etc. The Pala feat-
ures of all these images are conspicuous; in another image (Photo
O. D. 479) the}' seem to have been more or less javanized. The main
features of the composition in this case are still present, but there are
many alterations. It is rather striking, however, that the type of
backing discussed above is restricted to a very small number of
images showing more or less distinct Pala features. This kind of
backing must have been imported with the images of Visnu, Sürya
and CJva, but with the exception of a small group, it has not in-
fluenced the Hindu-Javanese bronzes.

It deserves notice that some of these images show a certain resem-
blance to crude images like those reproduced in the article of Dr.
Bosch in "Handelingen van het Eerste Congres voor de Taal-,
Land- en Volkenkunde van Java 1919" (1920), p. 153 and pi. 17,
cl. Dr. Bosch regards these images as "the first efforts of the
J a v a n e s e to put into execution the canonic precepts". The
resemblance to the bronzes mainly described above (O. D. 470, 476,
477, 479, 2148) cannot be fortuitous and bears upon details which
do not occur in the prescripts — the headdress, the animals in front
of the pedestal, the background and especially the undulating line in
the nimbus. I, therefore, think it not improbable that all these images
have been influenced by Pala representations and not merely by
canonic precepts.

The backing of standing images described above is nothing but
the elongated back of a throne of the simpler type. There are
also specimens of such elongated backs of seats ornamented
with the vyalaka motif which will be discussed in connexion with
the backpieces of seated figures. We have found this type in no. 39
of Nalanda (French, pi. X) and in the same representation among
the bronzes of Kurkihar. This kind of ornamentation is very common
in the art of the Pala period, especially in images of Visnu; in
some representations the vyalaka on the elephant completely fills
the space between the pedestal and the transverse bar, in other
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cases only the upper part of it*). The elongation of the ornament
is peculiar to Pala art, and is, therefore, a distinct sign of Pala
influence when met outside of Northern India. It occurs in Java only
twice, as far as I know: in the stone image reproduced in R. O. C ,
1902, pi. 24 (Photo O. D. 702, a, b) and in the bronze image 2836
of the Leyden Museum. The stone sculpture shows other Pala
features: the loops by the ears, the decorative birds perched on the
ends of the transverse bar. It seems to be the copy of a Pala image,
just as another stone image from Java, the Visnu in the Chinese
church near Goenoeng Sari. Weltevreden (R. O. C, 1901, pi. 1. 3).
The bronze image too has some resemblance to Pala art and to the
Visnu images described in the preceding pages: the long, rather thin
legs peculiar to Pala art, the long mace, the Garuda in front of
the pedestal, but the typical loops by the ears are lacking and the
figure and the backing have been modelled separately- The influence
of the art of Northern India is unmistakable, but this statuette is
not so exact an imitation as the images discussed before. With the
exception of this piece, this type of Pala backing has not influenced
the bronzes of Java, presumably because of the scarcity of
Visnu images, the kind of bronzes in which it was pre-eminently
used.

We now pass to the backpieces of sitting images which are found
in Pala art as well as in Java. In the first place the throne which
was elongated in the backing of the standing Visnu images. The
seats occur in Hindu-Javanese art with or without the vyalaka
motif as is apparent, for instance, from the relievos of Bara-
budur. It may be useful to follow this motif in the history of
Indian art^).

The vyalaka. a kind of horned lion, appears in the arms of chairs
for the first time in Amaravatï, where it is pictured on the relievos
of seats for one or more j^ersons as in Barabudur. These throne-
seats generally have arms and backs, the sides of the back, sometimes
also the projecting ends of the arms, are decorated with vyalakas *).
Sometimes the vyalaka is absent, in which case the ornamentation

i) Kramrisch, figs. 27, 49; Ann. A. S. I., 1906—7, pi. LXXI, 1; 1911—12,
pi. LXXIV, a.

*) Griinwedel, Budclhistische Kunst in Indien, pp. 52—6; Vogel, La sculpture
de Mathura, Ars as., XV, p. 70; I have also used notes after a lecture of
Professor Vogel.

•') Fergusson, Tree and Serpentworship, 1873, pi. LXX f., LXXIII, 1,
LXXIV. etc.
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consists merely of a makara or a knob (but not a grooved one as
in Bengal).

In the Pala period the motif was changed into a vyalaka mounted
on a lion*), although even then it happens that the vyalaka alone
is present (Bhattasali, pi. XXX, a) or that the motif is completely
absent, in which case the space beside the pillars or pilasters either
remains vacant or is filled up with a ribbon or a string of pearls.
The bronzes of Nalanda as well as those of Kurkihar show the
usual type of the Pala period, viz. the vyalaka raised on the
elephant.

According to Professor Vogel, the elephant being added to the
original vyalaka motif may be simply due to a horror vacui on the
part of the artist, in other words to the circumstance that there was
some space left, but it seems not improbable that the motif was
influenced by the kindred representation of the lion resting on an
elephant, the gaja-simha motif. A similar change can be observed
in the further development of the motif in Tibet. Here we find
the original form of the vyalaka without the elephant, as well as
both animals, but also a combination of an elephant, a lion and a
he-goat mounted by a rider'-). Presumably it originated through the
contamination of the gaja-simha and the mounted vyalaka as found
in certain Gupta sculptures of Sarnath-''). The thin, horned vyalaka
can, indeed, easily be confused with a he-goat. Another transform-
ation is found in the prancing monsters with riders on them
arranged as supports of the facades of South-Indian mandapas (e.g.
Cohn, Ind. Plastik, pi. 93).

The motif has also reached Burma, see e.g. Coomaraswamy,
"History", fig. 315, a bronze image of fthe 12th century which is
obviously derived from the Pala representations of the sitting
Buddha.

In Java, too, the vyalaka is frequently met with, e.g. in the relievos
of Barabudur. We mention in particular la 113, where the seat is
empty and all details can be observed ver)- well in consequence.
We here find a closer resemblance to a lion than to other animals
and the same applies to the ornamentation of the seats in the chamber
of tjandi Mënclut. In tj. Kalasan we find a horned lion mounted

1) A. Getty. The Gods of Northern Buddhism, pi. I l l , d and XIX, b ;
Griinwedel, I.e. fig. 25.

2) Ann. A. S. I., 1904—5, pi. XXXI, b.
3) Cf. Ann. A. S. I., 1911—12, pi. LXVIII, fig. 5.
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on an elephant*). With regard to these representations one is struck
1))- the fact that the elephant is very much larger than in the other
variations of the motif and this is still more accentuated by showing
the lion in full, but the elephant only partially. Here again we notice
that Java has not thoughtlessly adopted the Indian elements.

Among the Hindu-Javanese bronzes there are also a number of
figures which are shown seated on a seat or throne; in some cases
we find the vyalaka, or rather a lion, on both sides of the back.
Dr. Bosch places an Amitabha from Java and the Qakyamuni of
Nalanda no. 121 (fig. 2) side by side, and when comparing these
images we notice the following points: the Javanese image shows
the ordinary pedestal of images which are not seated on a throne,
but the back is that of a throne; the lion-vyalaka is standing on the
head of an elephant, whereas the elephant in the Nalanda statuette
is pictured in full. Nevertheless the resemblance is striking; the
explanation of this similarity is not the dependence of the image
of Nalanda on Hindu-Javanese art, but the contrary: the image
from Java is a free imitation of representations from Magadha.
The vyalaka motif, however, has not always retained its place; in
the Leyden collection, for instance, there is only one bronze statuette
which shows the animals, whereas in many cases the space for the
motif has been left free or is filled up by scrolls or by small pillars.
The statuette in question is the (Jakyamuni 2844, sitting in the
'European pose'"'). It shows an unmistakable resemblance to the
Buddha image of tj. Mëndut and, in general, seems to be a rather
curious mixture of Javanese and Indian elements. For the moment
I refer exclusively to the vyalaka motif, consisting of an elephant
in full, a dwarf-like figure with a dagger in the right hand and a
horned lion. The elephant is reminiscent of the Pala images,
whereas the dwarf occurs in the vyalaka sculptures from Sarnath
mentioned above (p. 64, n. 3). The treatment of the lions, however,
seems to indicate that the maker of the image was of Hindu-
Javanese origin.

In connexion with the vyalaka I have mentioned another decor-
ative device, the gaja-simha motif, consisting of a lion mounted
on an elephant or attacking this animal-'). Although this motif is

i) Krom, Barabudur, I, p. 691; R. O. C, 1904, pi. 64—5, 68—9; with,
pi. 40—1.

-) Cat. Leyden, pi. XII, 2; With, pi. 42.
") D. Ghosh, Modern Review, Febr. 1932, pp. 154—60, 6 figs.

Dl. 90. 5
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not represented in the bronzes of Nalanda we must pay some
attention to it, as it occurs in Pala as well as in Hindu-Javanese art.
The earliest known example is found in Cave XXVI of Ajanta,
where the animals support a throne, just as in later times (Coo-
maraswamy, History, fig. 189, early 7th cent). As the vyalaka
adorns the sides of the back of the same throne-seat, the gaja-simha
is no variant of this motif, but a separate device. The ornament,
besides, is not exclusively Buddhist as we find it also in the Jinistic
Indrasabha Cave at Ellora and elsewhere (Codrington, Ancient India,
pi. 52, a). In the art of the Pala period it appears in the throne
of the Sitatapatra reproduced in Bhattasali, pi. XVIII and Ann.
A. S. I., 1924—25, pi. XL, e, p. 156). The Leyden Museum possesses
two bronze images from Java in which the gaja-simha is represented:
in the (first place the same Cakyamuni 2844 and then the Gane^a
1876, reproduced on pi. X, 2 of the Catalogue. Exactly as in the
case of the vyalaka ornament the proportion of both animals is a
natural one, whereas in the earlier representations the elephant is
excessively small. But now we find the same phenomenon in Bengal;
it is noteworthy that in one and the same Hindu-Javanese statuette
(2844) we find the 'natural' proportion of gaja and simha and the
'unnatural' one of the vyalaka and the elephant *). Both features,
however, remind us of Pala bronzes, and the same applies to the form
of the backing and the grooved knobs at the end of the transverse
bar. Besides, the figure has been modelled together with the back-
piece, although the Hindu-Javanese maker of the statuette has tried
to detach it as far as possible from the back of the throne. The
character of an image modelled together with the backpiece is much
better preserved in the Ganeqa which, besides, shows other Pala
features: the grooved knobs (turned to the front), the undulating
line encircling the nimbus and the parasol with the flat fillets, as
in the bronzes of Kurkihar. When seeing this image one cannot
help feeling that it is the work of a Pala craftsman, so comple-
tely do the details just mentioned and the general character of the
statuette correspond to the art of Magadha and Bengal.

Furthermore we may mention a Kuvera from Java on a throne
supported by the gaja-simha in the Musée Guimet at Paris. The type
and the ornaments are the same as in the Pala Kuveras so that in all

i) According to Professor Vogel it is not right to regard the proportions
of the vyalaka and the elephant as unnatural as possibly the latter animal is
pictured very small to bring out the enormous size of the mythical vyalaka.
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probability the image was imported from Northern India, or the
caster was inspired by Pala models. The statuette was published by
Professor Krom in N. I. O. N., I, 1916—17, fig. 2 on p. 386 and
by M. J. Hackin in „La Sculpture indienne et tibétaine au Musée
Guimet", 1931, pi. XXXVII f.

Finally the gaja-simha motif is found employed in a bronze image
which was excavated at Nalanda and exhibits a certain resemblance
to a stone sculpture from Bubrah, reproduced in R. O. C, 1910,
pi. 153.

One detail of the seat yet remains to be discussed, namely the
ornament at both ends of the transverse bar. The bronzes of Nalanda
as a rule have the grooved knob and in one case the makara (73).
The makara is shown by some of the bronzes of Kurkihar, while
the grooved knob occurs very frequently in Pala images both
standing and seated*). It serves also to crown the mace of Visnu,
the backing of images like the Marie! in Ann. A. S. I., 1903—4,
pi. LXII, 4 and the roof of Northern Indian temples (Cooma-
raswamy, History, figs. 210, 214—7). A similar knob is- used in
Tibet, likewise for the decoration of seats (Getty, I.e. pi. XIX, b
and Griinwedel, fig. 25). It is also found in Javanese bronzes: in
the Kuvera 2466 of the Leyden Museum, Visnu and Civa. 3322
and 2839, Cakyamuni 2844 and Photos O. D. 476 and 2148 (Visnu
and Sürya, fig. 32) ; the knob of the Ganec.a Leyden 1876 is turned
to the front and has more resemblance to a ring of pearls. All of
these images have been discussed before in connexion with various
Pala features and it seems, therefore, very probable that we must
regard the grooved knob, common as it may seem to be, as peculiar
to Pala-like images.

The makara, however, is found in several schools of art: in
AmaravatT, in the cave temples, in Rala art, etc. *). According to
Dr. Brandes this decoration of the throne has developed in Hindu-
Javanese art into the makara ornament of the headdress ^).

The throne without the special Pala features, discussed above,
does not prove Pala influence, as it occurs also in other and earlier
schools of art; there exists, for instance, a remarkable resemblance

1) French, pi. XXVII; Bhattasali, pi. XXI, XXII, a, XXVIII—XXXI,
etc.; Ann. A. S. I., 1923—24, pi. XXX, d.

2) Krom, Barabudur, I, p. 690; Van Erp. ibid. II, p. 398; illustrations to
Brandes' article on the makara ornament in T. B. G., 48. 1904.

•') Brandes, I.e., but cf. Vogel, R. A. A., VI, 1930, p. 145 ("L'usage largement
répandu d'utiliser le makara comme parure du corps")-
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between the thrones of Barabudur of the simple type and the seats in
certain cave temples (cf. Fergusson-Burgess, Cave Temples, pi.
XXXV). Only when the vyalaka mounted on the elephant, the gaja-
simha, the grooved knob or other Pala features are present, or when
the figure has been modelled on the backing, is there good reason
to assume influence of the art of North-eastern India.

The last important type of Hindu-Javanese backing which shows
a close affinity to the bronzes of Nalanda is the circular disc on
which the figures have been modelled. The image, therefore, is more
or less a relievo, whereas Hindu-Javanese bronzes are generally
modelled apart from the background. There is a certain number of
these bronzes in the Leyden Museum and also elsewhere; Figs. 30—
31 represent five bronzes in the Leyden collection*). All these images
show a distinct resemblance to part of the Nalanda bronzes with
regard to the backpiece, but also in other respects^). They very
frequently show the loops beside the ears, the goddesses are seated
in the lalitasana, and the whole character of the figures is freeer
than in the case of the Hindu-Javanese bronzes in general. Anyhow
there is good reason to suppose that the origin of these bronzes or
of the type which they represent, must be sought for in Northern India.
Indeed, apart from Nalanda we find bronzes of this' type among
the images of Kurkihar and also in adjacent countries, e.g. in Tibet
(Getty, I.e.'. pi. XXI, d). Besides, the character of the bronzes
is quite similar to that of stone images of the Pala period, see
e.g. Kramrisch fig. 19 or Bhattasali, pi. XXI, f., and compare with
these pieces our fig. 30.

The method of modelling the figures on the backing seems to be
alien to pure Hindu-Javanese art, and it is, therefore, obvious that
the type changed in Java in the course of time, and that the figures
were detached from the background. Other Pala features, too,
disappeared, in the first place the peculiarities in the dress'which
were unknown in" Java, and'thus bronzes came into being which beat
only a remote resemblance to the images which must have been their
original models 3). Perhaps other changes also took place and produced

*) See further: Raffles. I.e. pi. 71—2, 74—5, 78: Cat. Leyden, fig. on p. 93;
Coomaraswamy, Hist., fig. 363: R. O. C. 1909—10, pi. 161, a; O. V., 1926,
1—2, pi. 6; N. I. O. N., I, p. 393, fig. 17: III, p. 393, fig. 13; XIV, fig. 2
on p. 31S.

2) E.g. nos. 43, 57, 62, 68, 72, 78, 91, 98. ' ' '
•') E.g.: R. O. C, 1912, pi. 15, b; O. V.. 1926, pi. 7; N. I. O. N., I, fig.

19 on p. 385.
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very different types, e.g. the bronzes with backings which are not
quite circular, but may have some relation to the type discussed
above, e.g. the Leydcn numbers 1714 (With, pi. 85), 1779, 1869,
2468, 2860, a.o. It is not, or not yet, possible to classify all Hindu-
lavanese bronzes, and consequently some cases are more or less
exceptional. Among those images there are some which show a certain
resemblance to Pala types, e.g. the ringed aureoles in O. V., 1923,
pi. facing p. 138, no. 3. According to Dr. Bosch, it is perhaps a
forgery, anyhow it is a somewhat curious image, though there exist
some more cases of the kind. A Palatype aureole is also shown by
Photo O. D. 7044 (b), no. 6 of the Museum at Soerakarta; the aureole
is decorated with pearls and flames, and is attached to the body
with stalks and flowers. It is a seated Buddha image, only here
both shoulders are covered. Finally we find an open aureole in no.
3278 of the Leyden Museum and in no. A. 1471 of the Colonial
Institute, Amsterdam; both of them show a very curious pedestal.
The authenticity of the example in the Colonial Institute seems to
be somewhat dubious.

After the backings we must discuss the pedestals of the Nalanda.
bronzes, as far as they can be discerned on the photographs. We can
distinguish the lotus with one or two rows of petals, the same
resting on a pedestal, cushions on a pedestal, broad settees and
further the pedestal alone. The quadrangular pedestals themselves
show various types: some specimens are scalariform, others, show a
smooth middle-piece with a border at the top and at the bottom.
More complicated forms are the throne-seats which have been mainly
discussed above. For the pedestal of no. 128 we refer to the repro-
ductions mentioned in the list. An interesting detail of the pedestal
is formed by the legs which with the exception of five pieces are
present in all cases, where the images rest on a quadrangular pedestal
(figs. 2, 5, 7—8, 10, etc.) Nos. 39 and 119 moreover have a pro-
jecting part in the middle of the front-part, resting on two legs.

The bronzes of Kurkihar show the same or almost the same type
of pedestal; some images, however, date from a later time and,
consequently, have more elaborate forms. Most of the images repro-
duced, dating from later times, show types which may be called
further developments of the early Pala pedestal, represented by
the Nalanda bronzes and e.g. by French, pi. II, III and VI.

The pedestals of Hindu-Javanese bronzes mainly agree with those
of the Nalanda images. It will, therefore, be superfluous to enumerate
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all the different forms. We must only draw attention to one detail:
in almost every case the Hindu-Javanese pedestals appear without
legs, in sharp contrast to many of the Nalanda bronzes. The
occurrence of legs in Hindu-Javanese bronzes is only exceptional,
and even in those cases where they are present we sometimes find
forms quite different from those of Nalanda, e.g. in Photo O. D.
9310, a, a Bodhisattva image showing the loops beside the ears which
are a distinct mark of Pala influence. On the other hand, we notice
the Nalanda type of legs in the metal images of the Pala period, e.g.
in Nepal and in the Palatype bronze figure from Ceylon, reproduced
in Dr. Coomaraswamy's "History", fig. 299. We may, therefore, regard
the legs of the Nalanda pedestals as a feature peculiar to Pala art.

Finally we must briefly discuss a detail which is not visible on
our photographs, but is mentioned in the Reports, viz. the circular
seal on the back of a number of the images. These discs must have
contained the Buddhist creed in Pre-Nagari characters. The same
feature is found in the bronzes from Chittagong and in other Pala
statuettes i). Sometimes there are two seals instead of one.

The Leyden collection contains two examples of the seals, in the
Kuvera no. 2466 and the Buddha in bhümisparc,a-mudra no. 1878.
In both cases the figure has been modelled together with the backing,
whilst moreover the Kuvera shows a closer resemblance to Pala
images than the other bronzes of this deity in the Leyden Museum.
Regarding the seals Dr. Bosch referred me to the statuettes described
in R. O. C, 1912, p. 45 and O. V., 1923, p. 140. The latter image is
reproduced on Photo O. D. 7044, b and 7047, b ; it is a very except-
ional representation as it pictures a seated Amitabha with both
shoulders covered. This reminds us of Pala statues, and the aureole,
too, has a certain resemblance to Nalanda bronzes. These few in-
stances seem to indicate that the employment of seals on the back
of the bronze statuettes was borrowed from Magadha.

CONCLUSIONS.

The iconographical results summed up in the beginning of the
preceding chapter have shown that the bronzes of Nalanda correspond
completely to the representations of the Pala period in North-East
India, and in many respects to the bronzes of Java, though the
Nalanda images include some deities which are not found in Java. In

Ann. A. S. I., 1921—22, p. 82; Bhattasali, pp. 25, 27, 54, pi. V.
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the same chapter we have seen that the details of the composition,
of the dress, etc., as well as the general character of the figures are
the same as in Pala art. Besides we have found affinities with the
art of countries which were culturally dependent on Magadha and
Bengal. Java, however, yielded only few points of agreement, viz.
among the bronzes only in a limited group of images, which show
various Pala features combined, and among the stone sculptures
almost exclusively in the art of Singhasari and later, many centuries
after the reign of Devapala. The only possible conclusion in my
opinion is, that the Nalanda bronzes belong to Pala art.

This conclusion, if correct, precludes the supposition that these
bronzes were made by Hindu-Javanese or Hindu-Sumatran metal-
casters. Their resemblance to Hindu-Javanese bronzes, however, can
be explained in two ways, either by the influence of Java on Nalanda
or of Nalanda on Hindu-Javanese art. Of course the principal reason
to think of the first solution, viz. the supposed purely Hindu-Javanese
character of the images, must now be discarded. It could, however,
be imagined that the following evolution had taken place: Nalanda,
it might be supposed, was influenced by Hindu-Javanese art, local
peculiarities of the dress and of the composition were preserved and
the result was a group of images which undoubtedly show a certain
resemblance to Hindu-Javanese bronzes, but which differ in many
respects from them. The art of Nalanda, developed under the in-
fluence of Java, also produced deities which were unknown or not
popular in Java. From Nalanda these and similar images were brought
over to Burma, Nepal, Ceylon, etc. and also to Java, as is apparent
from the bronzes from that country which show Pala features.

To support this view one could point out that the bronzes of
Nalanda have been manufactured in the middle of the ninth century,
whereas Hindu-Javanese art had reached a remarkable height as
early as the second half of the eighth century. There are reasons to
suppose that the Javanese were acquainted with the art of metal-
casting at a very early date, even before the arrival of the first Hindu
immigrants. Brandes, for instance, thought it probable that the former
worked in brass *), and recently Dr. K. C. Crucq discovered the
fragments of the mould of a kettle-drum in South-Bali. "The Malayo-
Polynesians", Dr. Crucq concludes, "brought with them from their
native country the art of casting these drums, an art which they
continued to apply here, whilst variations in the model arose. The

i) T. B. G., 32, 1889, pp. 125—6; Krom, Gesch, p. 48.
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drums found here in the Archipelago, therefore, will certainly for
the greatest part, if not all, have been cast here"*).

All the same such an evolutionary process, though perhaps not
absolutely impossible, seems to be highly improbable. Not only is the
direction of the influence opposite to the usual course, from India
to Java — an argument in itself not conclusive —, but there must
be weighty reasons to prefer so complicated a solution implying that
India first influenced Java, Java then influenced Nalanda, and
Nalanda influenced Java in return. Now the points of similarity
between Hindu-Javanese and Nalanda bronzes are by no means
features which are typical for Java, but they are partly Indian
elements which both have borrowed from the earlier Indian art, partly
peculiarities of Pala art which are met with only in a few images
from Java. Besides, the date of the Nalanda bronzes as compared
with Hindu-Javanese art need not be emphasized too much, for these
images are not the earliest specimens of the Pala school. North-
east Indian art is not restricted to the Pala period, the art of which
is rooted in the earlier schools, especially in that of the Gupta epoch.
In other respects too Nalanda has influenced the Archipelago long
before the rise of Pala power (see supra p. 3).

In addition to these arguments against the first solution we wish
to emphasize the much greater plausibility of the second one. The
bronzes of Nalanda, then, are purely Pala images, whilst the statuet-
tes from Java which resemble them either likewise belong to Pala
art or at least have been influenced by it. The iconographical points of
agreement afford no conclusive proof of Pala influence, as they can
very well be explained by the use of the same texts and prescripts.
The peculiarities in the composition and in the dress, on the contrary,
can only be accounted for by assuming that the casters knew Pala
representations and took them as their model. Small-size metal
images are light and can easily be transported and we know that they
formed part of the treasures of pilgrims, when returning to their
native country^). Stone sculptures could be conveyed far less easily,
though they are known to have been used also as mementoes ^). One
of the most important types which were carried over from the Sacred

*) In A. N. J. Thomassen a Thuessink van der Hoop, Megalithische Oud-
heden in Zuid-Sumatra, 1932, pp. 8—9, 94 (in English).

2) See e.g. Groeneveldt, Notes, p. 6; Beal, Life of Hiuen Tsiang, pp. 167,
183; I-tsing, Mémoire, pp. 40, 107, 193.

3) E.g. Vogel, J. Proc. A. S. B., N. S., XI, no. 9, 1915. pp. 297—303,
pi. XX—XXIV.
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Sites in Magadha consisted of replicas of the famous Vajrasana
image of Bodh Gaya. It is only natural that these statuettes became
the model and prototype of the sitting Buddhas of Hindu-Javanese
art. Besides, other types were brought over to the Archipelago, e.g.
Jambhala-Kuvera, Visnu, some other gods and goddesses, Bodhi-
sattvas, etc. Java has not only yielded types which occur likewise
among the bronzes of Nalanda, but also deities represented in Pala
art which are known from other localities.

The Pala images were imported into a country which differed in
many respects from their original environment. Tava had already
passed through an evolution of several centuries since the arrival of
the first Hindu colonists; it possessed its own customs, culture and
art. The exact time of the importation of Pala bronzes is unknown,
neither can we gauge the significance of this event for the early
Hindu-Javanese bronze-casting. But from the data supplied by the
later Hindu-Javanese metal images we may conclude that the
representations of the Pala type were not in all cases the only models.
Thus the distinct Pala features, unknown in Hindu-Javanese dress,
the loops by the ears and the shawls, are not met with but in
a limited group of bronzes, and even postures which were not possible
or not decent for deities clad according to the Hindu-Javanese
fashion, like the attitude with the legs wide apart or the lalitasana.
were not rendered in ancient Javanese art except in the same group
of Pala type images. The figures, consequently, are more serene and
distinguished, but at the same time less graceful than on the con-
tinent. Besides, Javanese bronzes are not modelled on the backpiece
like relievos, but detached from it. Sometimes, e.g. in the case of
Kuvera, we may assume that the original Pala type gradually has
been javanized, and in some images we can indeed notice more Pala
features than in others. It is also probable that the images with cir-
cular backpieces have had their own evolution on Javanese soil,
as well as the vyalaka- and the makara-motif which were changed
into scrolls.

Apart from these images, which with more or less probability can
be connected with Pala art, there exist very many Hindu-Javanese
bronzes which exhibit no stylistic relation whatever to the North-
Indian school of art. For the greater part they may safely be call-
ed purely Hindu-Javanese — however relative this term may
be. In part they show connexions with other sections of Indian
art. The second group comprises e.g. some of the statuettes from
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Gëmoeroeh which may be related to South-Indian art *), as well as
the standing Buddhas, discussed above on pp. 20—2, and the bronze
image from Sumatra, described in O. V., 1930, pp. 137—8, pi. 38,
further the Buddha images of the Ceylonese type (pp. 22, 26) and e.g.
the statuette from Oedjoeng Sampoeng which is connected with
Further India (p. 39).

As for the 'purely Hindu-Javanese' images it would be easier to
deal with them, if at least some certainty prevailed about the
chronology and development of ancient Javanese bronzes. We may,
however, examine whether the metal images belonging to the Central-
Javanese period show Pala features. At the time the art of metal-
casting had reached already a high degree of perfection as appears
from the beautiful images from Jaiya on the Malay Peninsula'-)
and from the size of the statues which must once have been enshrined
in the temples of Kalasan and Sevu. Unfortunately these and other
colossal works of art have completely disappeared, with the exception
of a few fragments'*). If the images from Jaiya. and Palembang'*),
or the bronze Avalokitei;vara which was discovered in the great
stüpa of Barabudur ^), are scrutinized in search of Pala features,
it turns out that they show none. Pala influence, therefore, appears
to have had no share in the evolution of Central Javanese art. The
question rises whether the Pala type bronzes from Java must then be
attributed to East-Java, but they conform, not to the later, but to
the earlier Pala style. The only conclusion seems to be that the Pala
and Pala type bronzes in Hindu-Javanese art have had a somewhat
exceptional position, apart from certain cases, such as Jambhala, the
VajnTsana Buddha-type, a.o., which have been taken over by ancient
Javanese art. The Hindu-Javanese bronzes in general have not
developed from Pala art, but the Pala images have enriched the art
of Java with a number of motifs and types. These Pala elements,
once admitted into Hindu-Javanese art, have developed according to
the rules of their new sphere. In this manner we must define the
term 'stylistic Pala influence' in ancient Javanese bronzes.

i) T. B. G., 47, 1904, pp. 552—66, pi.; Krom, Ars as., VIII, p. 47, pi. V.
'-) Coedès, Ars as., V, pi. XLVII, pp. 17. 56: XII, pi. XV—XVII, p. 25;

Ind. Art and Letters. I, 1927, pi. Ill—IV, pp. 64—5; V, 1930, p. 32; N. I. O. N ,
XVII, 1932, p. 22.

3) O. V., 1918, pp. 140—3; Stutterheim, Bijdr. K. I., 85, 1929, pp. 487—91,
pi.

*) O. V., 1930, pi. 45.
5) Krom, Zeitschr. f. Buddhismus, VII, 1926, pp. 343—5, pi.
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The present work deals only with a fraction of the problem of
Pala influence in Hindu-Javanes art. A study of the architecture
and the stone sculpture undoubtedly will provide valuable new data.
We here repeat that his question will require an extensive examin-
ation, but this need not prevent us from summarizing the results of
our inquiry with regard to the sculpture in stone, however incomplete
they may be.

The points of comparison with Pala art discussed in the preceding
chapters could be demonstrated exclusively in Eastern Javanese art
and hardly ever in Central Java. Other peculiar features of early
Pala art, which from a chronological point of view corresponds to
the latter school, e.g. the border in relief of the back slab or of the
nimbus, "looking like a twisted, round, ribbed necklace with a line
of granules between the ribs"*), are not found in Javanese sculpt-
ures. In Eastern Java, on the other hand, we find several Pala
features in the dress and in the composition; we refer to the loops
and ribbons by the ears, the shawl of the Bhrkuti image from tjandi
Djago, the attendants, the bodice of the Durga from tjandi Singasari.
standing with the legs apart, etc. Some of these features, viz. the
loops and ribbons near the ears, have developed into peculiarities of
East-Javanese art.

The Pala features are found in their purest form in the art of
tjandi Singasari and especially of Djago, but exclusively in the images
and not in the relievos which show an essentially different, much
more Javanese style. The sculptures of this period have influenced
later Eastern Javanese images, but we then find Javanized forms,
though the continental elements in the headdress have been preserved.

As early as 1904 Brandes has pointed out the striking difference
between the relievos of tj. Djago and the images of the same
monument as well as the occurrence of Nagari inscriptions on the
statues. He, therefore, ascribed the latter to Indian artists"). His
view was shared by Kern, With, a.o. *). whereas Professor Krom
regards the sculptures as purely Hindu-Javanese work'). "The

1) Bhattasali, p. xxiv, pi. VIII, XIX, XXX.
2) Djago monograph, 1904, pp. 83 -4 ; T. B. G., XLVIII, 1904, pp. 29—30;

afterwards B. recognized continental elements in the ornamentation of tj.
Singasari, but see Krom, Inleiding, II, pp. 83—4.

3) Kern, Verspreide Geschr, IX, pp. 315—6; XV, p. 195; With, Java,
p. 126; cf. also Wolff Schoemaker, Aesthetiek en oorsprong der Hindoe-kunst
op Java, 1924, p. 10; Chatterji, Ind. Cultural Influence, 1928, pp. 266—7.

*) Inleiding, II, pp. 127—9; N. I. O. N , V, p. 190.
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deities from tj. Djago", he remarks, "are very different from many
images and buildings, indeed, but they agree with others, particularly
with those from Singasari which show a close resemblance in several
details of the composition (e.g. the lotuses on both sides) and of
the ornamentation". — This similarity, in our opinion, cannot be
denied, but there are Indian, i.e. Pala elements in the images of
tjandi Singasari too, as was stated previously. Even the lotus plant
on one or both sides of the figure is very frequent in Pala art.
Professor Krom further remarks that in many other buildings there
is a great difference in the aesthetic value of the images and the
relievos. It seems to us, however, that the dissimilarity is a much
more essential one which cannot be accounted for from the greater
or inferior ability of the sculptor, but exclusively from a different
style i).

With regard to the Nagari character on the Djago images Pro-
fessor Krom reminds us the Nagari inscriptions of Central Java
from which it appears, in his opinion, that the use of this writing
was the continuation of an old tradition. Now Dr. Stutterheim has
pointed out that there is a great difference between the script of
Central Java (Pre-Nagari) and that of Eastern Java (Nagari).
The employment of the Nagari. therefore, is not the reversion to
an old, custom, but the introduction of an up to date Indian script -).

Our results, therefore, concerning the influence of Pala art on
Eastern Javanese stone sculpture agree with the data collected
previously. The occurrence of the Nagari and the stylistic difference
between the relievos and the images, combined with the Pala features
in the dress and in the composition, afford sufficient proof of the
influence of Pala art in East Java. But this does not imply that
the images from Singasari and Djago have either been imported
from India or carved in Java by Indian artists. The kind of stone
used and the occurrence of an Old-Javanese cipher written by the
same hand as the Nagari character speak against this surmise^). The
exact nature of the relation of both schools can only be defined by
a stylistic comparison of the images in question with the earlier art

1) This is also the opinion of Mr. T. B. IRoorda, though he explains this
circumstance in a different manner (Verslag, 4e Congres Oostersch Genoot-
schap in Nederland, 1925, pp. 49—50).

2) Oudheden van Bali, I, 1929, pp. 36—7.
•*) Krom, Inleiding, II, p. 128. Pala statues were known in Java as appears

from the images reproduced in R. O. C, 1901, pi. I, 3 ; 1902, pi. 24, which
are mere copies of Pala sculptures.
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of Java on the one hand and with later Pala sculpture on the other.
For the time being we must content ourselves with stating that there
is a certain Pala influence in Eastern Javanese art. Presumably
many features in later Javanese Buddhism will be accounted for in
the same way.

With regard to this new influx of cultural elements from the
continent we may refer to Taranatha's information that the monks
from Magadha spread in all directions after the downfall of
Buddhism in Northern India which took place some time before
the rise of the Singhasari dynasty*). Besides, the Nagarakrtiigama
informs us of. the relations between regions of India, a.o. Goda or
Gauda (Bengal) and Java, whilst other works mention Indian
Brahmans who came to South-East Asia during the Eastern-Javanese
period.^).

The spread of Pala art outside India has recently been made the
subject of an article in the "Etudes d'Orientalisme . . . a la mémoire
de Raymonde Linossier" by M. R. Grousset, who argues that this
school had an influence not inferior to that of the art of Gandhara
and of the Gupta Empire. Our enquiry has brought some materials
to support this thesis with regard to the bronzes as well as to sculpt-
ure in stone. But besides, it shows that the ways in which the indi-
vidual regions have absorbed the cultural elements from the Plala
Empire are essentially different. The art of Nepal and Tibet, on
the one hand, may be regarded as the direct continuation of the
artistic tradition of Magadha. The process of Pala influence in
Hindu-Javanese culture, on the other hand, is much more compli-
cated. The part of Pala art here was apparently much less important
and in particular much less active than in the former case. Our
results, therefore, once again vindicate the vigour and vitality of
Hindu-Javanese art.

*) Transl. Schiefner, p. 255. • • ...
*) Nag. (15 : 1), 83: 2, 4, 93: 1; Pararaton,? pp. 56, 70—1; Krom, Gesch.,

p. 313; Brandes, Singasari mon. pp. 22—3; Ferrand, J. as., 1919, I, p. 255;
Chatterji, Ind. Cultural Influence, pp. 239—40.
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LIST OF PHOTOGRAPHS USED.

This list includes a collection of photographs in the possession of
the Archaeological Survey of Netherlands India. Dr. F. D. K. Bosch
generously sent these important materials to me and relinquished the
further publication and discussion of the bronzes. In this manner
he enabled me to untertake this work of research which otherwise at
the very beginning would have met with serious difficulties of a
practical nature. He had received the photographs from the Archaeo-
logical Survey of India in 1926. Next to Dr. Bosch, I am very much
indebted to Rai Bahadur Daya Ram Sahni, M. A., Director-General
of Archaeology, for his courtesy in permitting me to publish the
photographs, only part of which had previously been reproduced.
Figs. 1—15, 17—25 have been taken from these photographs; figs.
16 and 32 from photographs of the Archaeological Survey of Nether-
lands India (O. D. 470 and 2148) ; fig. 27 from Dr. A. K. Coomara-
swamy, History of Indian and Indonesian Art, fig. 159; fig. 29 from
Mr. Bhattasali's Catalogue of the Dacca Museum, pi. IV ; the bronzes,
reproduced in figs. 26, 28, 30, 31, 33, are in the possession of the
Leyden Museum.

The numbering- of the Nalanda photographs is entirely arbitrary,
as I have retained the arrangement in which I received the collection
from Dr. Bosch. Some of the bronzes have been photographed twice,
viz. before and after cleaning; the photographs of other images
have been partly taken before and partly after cleaning. The numbers,
by which the bronzes are quoted in the text, are printed in italics; the
other numbers refer to the photographs of the Archaeological Surve)
of India, Central Circle (C. C) .

Lastly my sincere thanks are due to Prof. Dr. J. Ph. Vogel for his
constant supervision and correction of my English style.

b.c. before cleaning. a.c. after cleaning,
b.c. see: 61

„ 82
„ 64
„ 121 repr.: Ann. A. S. I., 1917—18, pi.

XIV, a.
„ 56

.. „ 93
„ 63

1
2
.?

4
ï

6

7
S

1643
1645
1646,
1651
1652

1653,
1653,
1657

b

b
a
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9 1658 b.c. see: 62
10 2005, b „ „ 57
11 2007, c „ „ 67
12 2007, b „ „ 60
13 2007, a „ „ 72
14 2007, f „ „ 71
15 2007, e „
16 2007, g „ see: 65
17 2082 „ „70
IS 2084 „ „ 73
19 2086 „ „ 83
20 2091 „ „ 84
21 2091 „ „ 102
22 2092, b „ „ 78
23 2094, b „ „ 33, 86
24 2094, c „ „ 66
25 2093, b „ „ 97
26 2093, c „ „ 85
27 2092, c „ „75 .
28 2107 „ „ 59
29 2124 „ „ 80
30 2125 „ „ 69
31 2126 „ „ 68
32 2127 „ „ 74
33 2130 „ „ 23, 86
34 2137 „ „ 58
35 2136 „ „ 81
36 2133, b „ „ 76
37 2133, a „ „ 79
38 2135, b „ „ 77
39 1650 a.c. „ French, pi. X, Visnu, see pp. 3 6 — 7 , 56,

57, 61, 62, 69.
40 2087 „ Bhrkutt or Gauri, pp. 41—3, 57.
41 2121 b.c. Avalokitcqvara?, pp. 27, 57.
42 2083 „ Sarasvatï (ht. 6*4 " ) , PP- 47, 54, 56. 58.
-« 1647 ., Avalokitccvara, pp. 27, 58, 68.
44 1654 „ Aksobhya, pp. 23, 58.
45 1646, a „
46 1649 „ a.c. see: French, pi. IV. 4-armed AvalokitcQ-

vara (standing), pp. 29, 57.

Downloaded from Brill.com05/22/2023 06:58:09AM
via free access



8 0 THE BRONZES OF NaT.AXDa AND HINDU-JAVANESE ART.

47 1656 b.c.
Amitabha, pp. 24, 58.

,, a. Cyama Tara, pp. 40, 58.
„ (?) pp. 30, 58.
„ Cakyamuni?, pp. 23, 58.
„ standing Buddha, pp. 17, 57.
,, Visnu, pp. 36, 57, 61.
„ Avalokitecvara, pp. 27, 58.

a.c. cf.: 2 Cyama Tara (fig. 13). pp. 40. 50, 57.
,, „ 6 12-anncd Prajna (fig. 18), pp. 43,

52, 58.
,, ,, 10 Avalokiteqvara, pp. 27, 58, 68.
,, „ 34 pinnacle of a metal stüpa.

„ 28 stüpa.
„ 12 see: 99 a.

1 Tara?, pp. 40, 57.
9 Avalokiteqvara, pp. 27, 58, 68.

,, ,, 8 Cakyamuni?, pp. 23, 58.
„ „ 4 Mahjucrl (fig. 6), pp. 30, 50.

„ 16 Tara?, pp. 40, 54, 56, 57.
2-y Aksobhya, pp. 23, 58.

„11 Aksobhya, pp. 23, 58.
„ 31 Cunda, pp. 43, 50, 52, 58, 68.
., 30 Prajiiaparamita (fig. 17), pp. 43, 58.

,, „ 17 kumara (fig. 8), pp. 43, 58.
„ 14 see 92.

„ „ 13 Cunda, pp. 43, 58, 68.
„ 18 Cakyamuni, pp. 23, 26, 58, 59.
„ 32 Tara? (fig. 14), pp. 41, 57.

,, „ 27 Cakyamuni?, pp. 23, 58.
„ 36 Jambhala (fig. 11), pp. 33, 34, 57.
„ 38 Tara?, pp. 40, 57.
„ 22 Jambhala, pp. 33, 34, 58, 68.
„ 37 [/«W/!flra(fig.21),pp.34,44,54,58.
„ 29 Cyamatara (fig. 20), pp. 40. 54, 58.

,, ,, 35 stüpa.
3 Visnu (fig. 10), pp. 36. 57, 61.

„ 19 6-armcd Avalokitcqrara (fig. 5), pp.
29, 40, 42, 56, 57.

48
49
50

51
52

53
54
55

56

57
58
59
60
61

62
63
64
65
66

67
68
69

70

71

72

73
74
75

76
77
78
79

80
81
82

83

1644
1648

1655
2085
2088
2128
2122

2405

2406

2404, b

2564, a
2564, b

2006, a
2571

2403, a
2725
2572

2005, c
2574, c
2005, a
2562, a

2563, a

2726, a
2006, c

2007. c
2575
2567, b
2566, a

2573, b
2561, b
2561, a
2573, a

2573, c
2564, c

2568. c
2568, a

Downloaded from Brill.com05/22/2023 06:58:09AM
via free access



THE BRONZES OF NaLAXDa AND HINDU-JAVANESE ART. 81

84 2129 a.c. c.f.: 20 Jambhala with two Caktis (3*4 " X
434 " ) , pp. 33, 34, 56, 58.

85 2576 „ „ 26 Brkuti or Gaim (ht. 5*4") (fig. 15).
pp. 41—3, 50, 56, 58.

86 2565 „ „ 23, 33 repr. Ann. Progress Rep C. C,
1920—21, pi. V, a; 4 Qaktis (?M "
X 4% ") (fig. 22), pp. 48, 54, 56, 58.

87 2560 „ Sarasvati and two attendants of 1'isnu
(fig. 23), pp. 37, 47, 56.

88 2089 „ „ 89 repr. Ann. Progress Rep C. C, 1920
—21, pi. I l l ; Ann. Rep. A. S. I.,
1920—21, pi. XVIII, c; standing Bud-
dha (ht. 11 ")•

89 2090 „ „ 88 repr. J. B. & O. R. S., IX, 1923, pi.
facing p. 11, fig. 1; cf. French, pi.
VI I I ; Kuraishi, List of Ancient Mo-
numents . . . . Bihar and Orissa, 1931.
fig. 59; standing Buddha (fig. 1), pp.
17—23, 57.

90 2411 „ repr. Ann. A. S. I., 1922—23, pi. XV,
d; Ep. Ind., XVII, pi. facing p. 321.
Top of the Nalanda copper-plate.

91 2563, b „ Cunda, pp. 43, 51, 68.
92 2402, b „ „ 71 a. Aksobhya, b. 4-armed Avalokitec-

vara, pp. 23, 29, 58.
93 2726, b „ „ 7 cf. French, pi. XII, 1. Haritl (ht.

T"/i "), (fig- 24), pp. 34. 46. 52, 54,
56, 58.

94 2566, b „ Aksobhya (fig. 3), pp. 23, 58.
95 2569 „ a. Taraf, b. Bodhisattva?, c. Cyama-

ta.ro,, pp. 40, 58.
96 2095 „ Vairocana and miniature stftpas, pp.

24, 58.
97 2562, b „ Samantabhadra or Ksitigarbha (fig. 9 ) ,

pp. 31 , 50, 58.
98 2404, a „ Cunda (fig. 7 ) , pp. 43, 58, 68.
99, a 2041, b „ „ 12 Maitreya, pp. 31, 43, 58.
99, b 2401, a „ Cunda, pp. 52, 58.

100 2574, b „ b.c. see : Ann. Progress Rep. C. C ,
1920—21. pi. V, b. C. C. 2099) ; Ku-

Dl. 90. <>
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raishi, List of Ancient Monuments . . . .
Bihar and Orissa, 1931, fig. 60.
Ganga (ht. 3 ^ ") (fig. 25), pp. 48,
49, 52, 57.

101 2574, a a.c. Amitabha (fig. 4), pp. 24, 58.
102 2568, b „ cf.: 21 Nagaraja (fig. 19), pp. 38 -40 .
103 2567, a „ Siirya (fig. 12), pp. 37—8, 56, 57.
104 2403, b „ Aksobhya, pp. 23, 56, 58.
105 2103 b.c. Flozver-shaped incense-burner.
106 2102 „ Incense-burner.
107 2138 „ Foot.
108 2104 „ repr. Ann. Progress Rep. C. C , 1920

—21, pi. VI, b.: "Sceptres?"
109 2105 „ repr. ibid. pi. VI, a.: "Horn of

Plenty?"
110 2106 „ Bowl.
111 2407 „ Foot.
112 2007, a p. 58.
113 2092, a „ Cakti, pp. 48, 54, 57.
114 2092, d „ Cunda, pp. 43, 58.
115 2093, a „ p. 58.
116 2093, c „ Avalokilegvara, pp. 27, 58.
117 2093, d „ Avalokitecvara?, pp. 27, 57.
U S 2094, a „ Aksobhya, pp. 23, 58.
119 2135, a „ Qakyamunif, pp. 23, 59, 69.
120 2135, c „ Visnu?, pp. 56, 57.
121 2570 a.c. „ 5 repr.: O. V., 1926, pi. I l l , a; Coo-

maraswamy, History, pi. LXX, fig.
233; Cakyamnni, pp. 11, 23, 58, 59, 65.

122 2109 b.c. Nalanda Copper-plate.
123 2108
124 2410 a.c.
125 2409 „ repr. Kuraishi, List of Ancient Mo-

numents . . . . Bihar and Orissa, 1931,
fig. 39; Nalanda Copper-plate.

126 Annual A. S. I., 1926—27, p. 218;
1927—28, pi. XLIV, a; 111. London
News, May 5, 1928, p. 781.

127 111. London News, May 5, 1928, p. 781,
cf. pp. 56, 58, 59.
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128

129
130

131
132

1643
1644
1646
1647
1648
1649
1645
1650
1651
1652
1653
1654
1655
1656
1657
1658
2005
2006
2007
2082
2083
2084
2085
2086
2087
2088
2089
2090
2091
2092
2093

1
48

3, 45
43
49
46
2
39
4
5

6—7
44
50
47
8
9

10, 65, 67
60, 71—2
11—6, 112

17
42
18
51
19
40
52
88
89

20—1
22, 27, 113

25—6—4, 115—7

ibid.; Guide Nalanda, pi. V I ; Annual
A. S. L, 1927—28, pi. XLIV, b., cf.
pp. 43, 56, 58, 59, 69.
Guide Nalanda, pi. V, cf. pp. 58, 59.
French, pi. XI. Jambhala, pp. 33, 34,
56, 59.
ibid pi. XII, 2. Maitreya, p. 31.
ibid. pi. XV, cf. p. 57.

2094
2095
2102
2103
2104
2105
2106
2107
2108
2109
2121
2122
2124
2125
2126
2127
2128
2129
2130
2133
2135
2136
2137
2138
2401
2402
2403
2404
2405
2406
2407

23—4, 118
96
106
105
108
109
110
28
123
122
41
54
29
30
31
32
53
84
33

36—7
38, 119—20

35
34
107
99
92

62, 104
57, 98

55
56
111
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2409
2410
2411
2560
2561
2562
2563
2564
2565
2566
2568

125
124
90
87

77—8
68, 97
69, 91

58—9, 81
86

79, 94
82—3, 102

2569
2570
2571
2572
2573
2574
2575
2576
2725
2726

95
121
61
64

76, 79—80
66, 100, 101

73
85
63

70, 93

LIST OF BRONZES IN THE LEYDEN MUSEUM
DISCUSSED IN CHAP. II—III.

No.
Series
1697
1698
1714
1717
1779
1780
1869
1876
1878
1879
1909
2390
2456
2463
2464
2466
2467
2468
2580
2587
2836

see
1403:
44.
32, 51,
69.
22, 26.
69.
45.
69.
66, 67.
70.
23, n.
32, 51,
34.
61.
20—2,
22.
34, 42,
44.
69.
47.
22.
51, 62,

Pag-

fig-

4.

fig-

fig.

67,

fig-

31.

31.

26.

70.

33.

2837
2839
2844
2845
2853
2860
2861
2962
3006
3007
3027
3039
3052
3056
3060
3065
3278
3322
Series

61, fig. 33.
51, 61, 67, fig. 33.
28, 65, 66, 67.
28.
32.
69.
51, fig. 31.
34.
32.
45, 55.
45, 46.
61, fig. 28.
51, 53, 55, 68, fig. 30
45.
28.
33.
69.
51, 61, 62, 67, fig. 33
1630:

7 47
Series
1 ff.

1652:
37.
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Ann. A. S. I.

Ann. Bibl. I. A.

Ars as.
B. E. F. E. O.

Bhattacharyya
Bhattasali
Bijdr. K. I.

Foucher, Ic.
French
J. as.
J. Bo. Br. R. A. S.

J. B. & O. R. S.

J. R. A. S.
Kramrisch
Krom, Gesch.
N. I. O. N.
O. V.
Photo O. D.
R. A. A.
R. O. C.

T. B. G.

ABBREVIATIONS.

Annual Report of the Archaeological Survey
of India.

Annual Bibliography of Indian Archaeology
(Kern Institute).

Ars asiatica.
Bulletin de 1'Ecole Franchise d'Extrême-

Orient.
see p. 16, n. 1.
see p. 16, n. 1.
Bijdragen tot de Taal-, Land- en Volkenkunde

van Ned. Indië (Kon. Instituut).
see p. 17, n. 2.
see p. 16, n. 1.
Journal asiatique.
Journal of the Bombay Branch of the Royal

Asiatic Society.
Journal of the Bihar and Orissa Research

Society.
Journal of the Royal Asiatic Society,
see p. 16, n. 1.
see p. 3, n. 4.
Nederlandsch Indië Oud en Nieuw.
Oudheidkundig Verslag,
see p. 16.
Revue des Arts Asiatiques.
Rapporten van de Commissie in Ned. Indië

voor Oudheidkundig Onderzoek op Java en
Madoera.

Tijdschrift voor Indische Taal-, Land- en
Volkenkunde (Bataviaasch Genootschap).
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2. C a k y a m u n i {121).
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3. Aksobhya (94). 4. Amitabha (101).
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5. Avaiokitccvara
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6. Manjuc;rï (64).
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7. Cunda (98), 8. Kumara 9. Samantabhadra
or Ksitigarbha (97).
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10. Visnu (82). 11. Jambhala (76). 12. Sürya (103).
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13. Qyamatara (55).
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14. Tara ?
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15. Gaurï or Rhrkutï (85). 16. Javanese image
(Photo O.D. 470).

17. Prajnaparamitfi (69).Downloaded from Brill.com05/22/2023 06:58:09AM
via free access



18. Prajiïaparainita {56).
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19. Nagaraja {102). 20. gyamatara (80). 21. Vasudhara (79).
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23. Sarasvatï and two attendants of Visnu (c?7).
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24. Haritï (93). 25. Gaiiga {100).
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26. Buddha, Java (Leyden nn. 2463).
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27. Ruddha from Buddhapful.
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28. I .evden no. 3039. 29. Avalokitecvara. Svlhet.
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30. C yamatara. |ava (Lcvden no. 3052).
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31. Hindu-Jav. bronzes showing Pala features (Leyclen nos. 1909, 1698, 1707, 2861).
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32. Sürya, Java (Photo O.D. 2148).
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33. Hindu-Jav. bronzes showing Pala features (Leyden nos. 3322, 2836, 2837, 2839).
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