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Foreword 
by Mischa E .  Jucker 

The publication of this book is due to the recognition on separate occasions by 
our dear and esteemed friend Dr. Pratapaditya Pal, and later by another close 
friend and advisor, Hugo Kreijger, that our collection of Himalayan thangkas, in 
fact contained a rather high proportion of examples from the Kathmandu Val- 
ley. We already had a large collection of Indian tribal bronzes and several hun- 
dred Tibetan tharzgkas, and in view of our friends' comments, my wife Angela 
and I decided to begin focusing on expanding and consolidating our newly dis- 
covered collection of Nepalese par~bha. After several more years of purchasing 
and studying this part of our collection, the idea to publish a catalogue of the 
Kathmandu Valley paintings was born directly out of a discussion with the now 
author of that catalogue, Hugo Kreijger. However, we also owe Pratapaditya 
Pal our gratitude for encouraging us to make this part of our collection better 
known to those who love and admire this fascinating art. 

How do people with no direct cultural connection to the subcontinent or the 
Himalayas start a collection of primarily religious art from these regions? 

It was, in fact, by accident. As a research chemist, I made my first visit to 
India at the end of 1961 as the Swiss delegate to the 49th All India Science Con- 
gress in Bubaneshwar to deliver a lecture on the progress within my specialist 
field, medicinal chemistry. At the dinner which followed, I had the honour to be 
seated next to the then Prime Minister Jawaharlal Nehru and over the course of 
the meal we had a most engaging conversation. 1, on my part, was able to an- 
swer some of his questions concerning drug research and innovation, and he 
made an effort to explain to me the problems of modern India and the complexi- 
ties of his country. In particular, he spoke at length about the aboriginals of In- 
dia who at that time numbered around 37 million. 

My interest was woken and during a subsequent trip to India in 1963 I vis- 
ited many dealers in antiquities hoping to find some tribal objects. The latter I 
did find (but that is another story), but I also stumbled across my first Tibetan 
thangka and I immediately bought it. In the late 1950s and 1960s we had read 
quite a bit about the Chinese i~itrusion into Tibet, but the region was almost 
completely unknown to us. On returning home, 1 showed the painting to a friend 
and publisher, Car1 Einsele-Birkhauser who also admired i t  and encouraged me 
to contact the Tibetologist Dr. Blanche Olschak with whom he was publishing a 
book of Tibetan poems. Dr. Olschak awoke us to Himalayan culture, and under 
her initial guidance I acquired I'rofessor Giuseppe Tucci's three vo l~~mes  on 



thaiigkas and Angela's and my passion for Himalayan art was born. 
Around the time of my second visit to India, the Indian Government decided 

to take certain steps to curb the activities of foreign companies operating in In- 
dia. One of these steps was the introduction of a draft for a new Patent Law, 
abolishing patent protection for chemicals used as medicines. Another was an 
attempt to nationalise the affiliated companies of international pharmaceutical 
firms. Due to the fact that 1 had been to India before and knew it a little, I was 
chosen as the spokesman for the international pharmaceutical industry, and in 
this capacity, had many opportunities to visit India and stay there for a period 
of time over the following years. In my official capacity 1 met the majority of the 
Central Government ministers, including Dr Nehru's daughter, Prime Minister 
Indira Gandhi. Once, having dealt with our problems, we talked of our first 
meeting with her father at Bubaneshwar, and I told her how Dr. Nehru had 
helped to spark my passion for collecting Indian tribal bronzes and how that 
had led to a similar passion for Himalayan painting. She immediately admitted 
to knowing nothing of these arts and asked whether I could publish an illus- 
trated account on both subjects in an Indian paper. 1 undertook her request and 
shortly thereafter my friend the author Kushwant Singh published in the jour- 
nal which he directed, the Ill~tstrnted Weekly, the two articles outlined by Mrs 
Gandhi. The articles were amateurish, but because of them my name became 
known to many dealers in Himalayan and Indian art. From that time onwards, 
I did not have to look for interesting tlioiigkas - they came to me practically by 
themselves, and I was offered more objects than 1 could certainly afford. Those 
days were a great period for finding beautiful and old examples in my areas of 
collecting, as they were at that time relatively unexplored by the art market. 
I must admit to often missing those days when confronted with the situation as 
it exists today. 

Peculiar, and even incredible events, happened to us during this period of 
our collecting. Once, when I was visiting the Sundernagar Market in Dehli, I 
saw a couple of superb old thnngkas in the window of a gallery. When I enquired 
inside about purchasing them, the elderly lady looking after the shop informed 
me that she could not possibly negotiate the sale of such exquisite and expen- 
sive objects and that 1 should return when the owner came back that evening. 
Accordingly I returned and met Shiv Batra, the shop's proprietor. He wanted to 
know, first of all, who I was and why I was visiting the country. Once I told him, 
he suggested that it would be better if we continued our business over dinner at 
his house. His invitation brooked no refusal, and after a most enjoyable meal we 
retired to his study where he began a tale which to a European was very diffi- 
cult to understand or to believe. He recounted the history of his Guru, who had 
died five thousand years previously, but who visited and guided Shiv in his 
dreams. Acouple of nights previous he had dreamt that a foreigner would come 
who had in a former life been Shiv's brother. This foreigner would know quite a 
bit about natural products that could be used as medicines, and could help Shiv 
to realise his project of purchasing a farm near Bombay to grow medicinal plants 
for use in Ayurvedic medicine. Given my professional background, there was 
no doubt in Shiv's mind that I was his long lost brother. Our original business 
could therefore not be discussed as financial transactions between brothers were 
impossible. When a few days later, I arrived at Dehli airport for an early morn- 
ing flight, my driver unloaded with my baggage every item that had interested 
me in Shv's shop. He had the strictest orders not to bring anything back. Thus 
I acquired some of my most cherished Himalayan paintings, a couple of Tibetan 



bronzes and a unique Mughal prayer rug interwoven with precious stones. Shiv 
did become practically a brother, and we travelled several times together around 
the world, and he came to stay with us often in Switzerland. In a way, his Guru 
was right. 

In the years which followed, we continued to systematically collect Tibetan 
and Nepalese paintings, and many of the scholars, collectors and dealers who 
came from all over the world to see our now rather sizeable collection became 
good friends who helped us enormously with their advice. 

First of all 1 should thank my dear wife Angela without whose involvement 
and encouragement in amassing this collection I might well have stopped try- 
ing long ago to enlarge and improve it. She herself undertook several trips to 
India, Nepal and Sikkim, and has made great contributions to the improvement 
of the collection. In her spare time, she devotes a great deal of energy (more than 
I do!) to the study of the different religious practices of India and Nepal. 

Of the many specialists who have visited the collection, I have already men- 
tioned our debt to Dr Pratapaditya Pal and Hugo Kreijger. Both helped enor- 
mously in refining the Tibetan and Nepalese collections and in helping us to 
understand what we possessed. In particular, Hugo has guided us in filling gaps 
in our group of Nepalese paintings. Heather Stoddard and Michael Henss also 
share with us a love of Himalayan painting, and have contributed great insights 
into our collection. Many fellow collectors have also generously offered their 
advice drawn from a profound experience in collecting. We are proud to count 
Berthe and John Ford, Renate and Gerd Essen and Muriel and Jack Zimmerman 
amongst such friends. 

Anthony Aris, proprietor of Serindia and a specialist in his own right, readily 
agreed to undertake this publication and we engaged in a creative dialogue on 
content and photography which has happily grown into friendship. As with his 
other publications in the field, this one bears the mark of his own personal touch 
and devotion to the sacred art of Tibet and the Himalayas. 

For Angela and myself, the Nepalese pai~bhn presented in this catalogue are, 
along with the Tibetan thangkas and Indian bronzes, an inseparable part of our 
lives. We have neither become scholars of these objects nor have we become 
Buddhist or Hindu - we are simply happy to be surrounded by these wonder- 
ful manifestations of an ancient culture, and we cherish them for what they are. 
These images started their existence as an integral part of the religious life of 
their culture of origin, and now in this part of the world they have come to be 
appreciated as beautiful, fascinating and eloquent exponents of the heritage of 
the Kathmandu Valley. 

Mischa E. Jucker 
Basel, January 1999 



Preface 
by Hugo E. Kreijger 

Comparatively speaking, there are few publications devoted to the arts of Ne- 
pal, and fewer still specifically on the arts of the Kathmandu Valley. Books on 
Himalayan art are, on the whole, primarily about things Tibetan. It has been in 
large part to remedy this situation that Mischa and Angela Jucker are present- 
ing this catalogue of painting from the Kathmandu Valley to a larger public. 

For most lovers of Nepalese art, the Jucker collection will come as  a revela- 
tion. Previously unpublished (with a few notable exceptions), the core of the 
collection was assembled during the 1960s in India, with a few well-judged ad- 
ditions in recent years to f i l l  in the remaining stylistic and iconographic lacunae. 
The collection as it stands offers a fascinating tour of the painting tradition in 
the Kathmandu Valley -even taking in several extremely rare scrolls for which 
this author has yet to find comparable pieces in other collections. There are, in 
fact, only a handful of private and public collections consisting of more than a 
few dozen paintings of the Kathmandu Valley. The paintings in these primarily 
Western collections forin the most significant body of reference for the Jucker 
collection. Foremost among the scholars of the arts of the Kathmandu Valley is 
Dr. Pratapaditya Pal, and it is his tremendous work on Kathmandu Valley paint- 
ing that has been the inspiration and invaluable resource for this volume. 

Although previous publications often refer to these scrolls as 'Nepalese', they 
are, in fact, almost all executed by artists of the Newar community, who lived 
and still live in the Kathrnandu Valley. With its three cities of Kathmandu, Patan 
and Bhaktapur (alt. Bhadgaon), the Valley has been the cultural heart of the cen- 
tral Himalayas throughout history. Nepal as we know it today did not exist ear- 
lier than 1769, when the Gorklias conquered the area and set up the reigning 
Shah dynasty. In a sense it is more appropriate to speak of Newari rather than 
Nepalese painting, and in the text I have consistently so referred to them. Through- 
out the text we have abstained from using diacritical marks for the sake of read- 
ability by CI broader audience. For the same reason only Sanskrit names and terms 
are used instead of their Newari and Nepali eclui\ralents. The only exception has 
been made for the well-known Newari term pntrbl~n -or painted scroll. 

When I 11ad the privilege to meet Dr. and Mrs. Jucker some fifteen years ago, 
I hardly expected the occasion would one day lead to me authoring a catalogue 
on their cc>llectio~~ of Newari painting. When the opportunity was offered, how- 
ever, I did not hesitate long. Aside from the exhilarating challenge of working 
on such n relati\.ely  ine explored subject and collection, it also prcividecl a 



marvellous opportunity to collaborate with two enthusiastic, warm and sincere 
collectors, without whose support it would have been difficult to finish this 
project. The fact that Mischa Jucker himself took the photographs further en- 
hanced the pleasure of working on this catalogue. 1 think the reader will agree 
that although he considers himself an amateur, his photographs are of a profes- 
sional standard and level. 

1 would also like to thank Anthony Aris of Serindia Publications, not only for 
supporting this project, but also for the wonderful reproductions of these paint- 
ings. Without his belief in the importance of publishing this catalogue, it would 
have been impossible to share with you the beauty of these paintings. The text 
has been edited into readable English by Donald Dinwiddie to whom I owe 
many thanks. Not only for taking painstaking care with the entire text, but also 
for providing many good suggestions on how to improve this work. My heart- 
felt thanks must also be extended to lan Alsop and Gautarnvajra Vajracharya, 
who translated several of the most important inscriptions on the scrolls, en- 
hancing greatly our research on these pai~itings. 

I t  is our hope that the publication of these scrolls, bookcovers and sketch- 
books will be both of interest and aid to all students of Nepalese art. As more 
and more paintings of the Kathmandu Valley come available for research, we 
hope that this publication will continue to serve as an introductory text on the 
subject - a foundation, as it were, for future volumes on this rich painting 
tradition to build on. 



Introduction 

Flanked by India to the south, Tibet to the north and Sikkim to the east, present- 
day Nepal covers an area of approximately 140,000 square kilomeks. The north- 
ern part of the country is taken up by the high ranges of the Himalayas, while 
the southern area, known as the Tarai, is characterised by a jungle-filled land- 
scape where one can encounter a vast spectrum of sub-tropical flora and fauna. 
Such a strong contrast can also be found in Nepal's human population. The 
Tarai is inhabited by peoples more related to their Indian neighbours, while the 
mountain areas are populated by peoples more related to their Tibetan neigh- 
bours to the north. These mountain peoples include the Newars and the well- :- 

known Sherpas. The multi-racial nature of Nepalese society is clearly visible in ' -'' 
the larger valleys of Pokhra and, of course, Kathmandu. A majority of the present 4; Nepalese population consists of the Gorkhas, who speak the Indo-European 'L 

Gorkhali, which today is the linguafifuonco of Nepal and more often referred to as 
Nepali. However, before the reigning Shah dynasty conquered the Kathmandu 
Valley in 1769, the first language of the region was that of the Newar. Newari is 
related to the Tibeto-Burmese linguistic family, but with a great deal of Sanskrit 
vocabulary. It remains very much a living language amongst the Newar, who to 
this day principally reside in the Kathmandu Valley. 

The Valley is the political, economic and cultural centre of Nepal today, and 
the Newars still form fully half of its population. Deep and saucer-shaped, the 
Valley comprises approximately 400 square kilometres of fertile farmland in the 
midst of the Himalayas. Set within this miniature universe are the three cites of 
Kathmandu, Patan and Bhaktapur (alt. Bhadgaon), around which the events of 
the Valley's, and to a great extent Nepal's, history revolve. Two rivers, the Bagmati 
and Vishnumati, provide not only irrigation for farming, but, ~msurprisingly, 
also play central roles in the religious life of the Valley's inhabitants. Guarding 
and isolating the Valley is a ring of some of the Himalayas most formidable 
peaks. Nevertheless, the Valley has always been a key link on the India-Tibet 
trade route, serving as a resting place for pilgrims and merchants. Its mild cli- 
mate made it a refuge for travellers, especially considering that during the win- 
ter its northern passes were closed off by snow, and in the summer the steaming 
jungles of the Tarai were a soup of malaria and other such tropical diseases. This 
could often enforce on the traveller a six month stay in the Valley, to avoid either 
obstacle to north or south. The economy of the Valley had for this reason always 
prospered until this century when other trade routes and trading partners 



replaced it. In accordance with its economic importance, it always claimed a 
political and cultural prominence in the region. In this way, even given its small 
size, the Valley was able to maintain three cities with their attendant merchants 
and artisans, as  well as, during periods of its history, three different royal fami- 
lies and their courts. 

We still d o  not know much about the prehistory of Nepal or the Katlimandu 
Valley. According to tradition and legend, the history of the Valley begins with 
the Gopala kings around the sixth century BC and continues with the Kirati dY- 
nasty in the fourth century BC. Although whether or riot the Gopala kings were 
Newari in origin is not known, recently Mary Shephard Slusser has discussed 
the possibility that the descendants of the Kirati are the Newar.' Of these first 
two dynasties there exist only legends, and true historical evidence only dates 
from the arrival of the Licchavis from Vaisali in Northern India. This dynasty 
established itself as  the ruling elite of the Valley in the fourth century AD and 
remained as such until circo 880. The reasons for their departure from Northern 
India are now unknown, but they did not forget where they came from. During 
their rule, Sanskrit became the court language. All extant Licchavi inscriptions 
are in this language written with the Brahmi script, which was also widely used 
in Northern India during this period. The oldest written proof of Licchavi rule is 
a Sanskrit Brahmi inscription on a pillar dating to AD 386. Although both Hindu- 
ism and Buddhism were well established in the Valley by tlie time the Liccha\-is 
arrived, it is with this dynasty that a great influx of Indian literature, mythology 
and arts related to these religions came into the Valley, and the Newars with 
great ingenuity adapted these influences into the Valley's indigenous culture. 

During the sixth and seventh centuries another tribe, the Abhira Guptas, in- 
vaded the Valley and fought with the Licchavis for control of the area. One 
Licchavi ruler, Narendravarman, sought aid from the Tibetan kings of the Yarlung 
dynasty (c. 600-866), resulting in the Licchavi dynasty becoming vassals of tlie 
Yarlung kings for some time.' Although the precise political situation during 
the late seventh and early eighth centuries is still rather unclear, we d o  know 
that the Valley was of pivotal political arid economic importance to both India 
and Tibet due  to its key position on the trade route connecting the two. 

According to tradition, the Licchavi period ended in R79 or 880. The new era, 
which lasted until the advent of the Malla dynasty in ]zoo, has been known as 
the Thakuri period. However, new evidence brought forward by Mary Slusser 
has made it clear that this period would be better called the Transitional Period.' 
All we  know of the politics of this phase is that they were unstable. We d o  not 
even know i f  control of the Valley was contended over by kings of the Licchavi 
lineage, or whether they were, in fact, replaced by a new dynasty. These three 
centuries, however, were an extremely important phase in the de\,elopment of 
tlie religious arts, to which tlie many surviving palm leaf manuscripts and bronze 
and stone sculptures bear witness. In particular, the twelfth century, the last 
before the advent of the Mallas, is regarded as the classical period of the reli- 
gious arts of the Kathmanclu Valley, a l t l io~~gh  no known pnrrblrnl; of this time 
have survived to the p r twnt  day. 

Historians consider 1200 as the beginning of the Mall,i period, which lasted 
until the Gorklia conquest in 1769 Ne\~ertheless, as with thc, ~rilnsitional pc- 
riod, i t  is not even sure i f  n new dyn'isty took control. Tlit- only certain fact is 
that sud~lenly the Valley's rulers had tlie rrrnlln (warrior) suffix appe~ided to their 
~ iame.  The period bctwcvn ,zoo and ,482 is regarde~i ,is the Early Mdlla period, 
while the years after. until 1769 art- seen as tlic, Late Mall,~ period. The earliest Of 



thc paintings in the Jucker Collection dates from approximately 1200, and more 
than half of the works under consideration date to either the early or late eras of 
the Malla period (Plates 1-21). It is a period marked by both centralised political 
control and complete factional collapse. It is also, perhaps paradoxically, a pe- 
riod in which the Valley's painting tradition flourished. 

The first 180 years of the Malla period are not well documented by inscrip- 
tion, and its history is speculative. Ne\,ertheless, it does secm certain that the 
political situation in the Kathmandu Valley was marked by the same political 
turbulence that was the hallmark of the Transitional period - internal anarchy, 
many different rulers and several foreign raids. Indeed, in many ways, it was to 
prove a worse period than the previous three hundred years. As no one king 
was able to establish a lasting centralised authority, several families fought for 
and temporarily won control of the region. Given this instability, the Valley ap- 
peared an easy target for plunder. One of the most devastating raids took place 
in 1349/50 when the muslim Sultan Shamud-din llyas of Bengal looted the en- 
tire Valley. The Valley's three cities were put  to flame and celebrated monu- 
ments like the Hindu Pashupatinath and the Buddhist Svayambunath stupa 
were desecrated and, at least in part, destroyed. Although Shamud-din Ilyas 
stayed only briefly, as  did the other invaders, these raids coupled with the in- 
fighting amongst the Valley's own nobility brought society very near total col- 
lapse. It is due to the upheavals of this period that no known painting and al- 
most no architecture dating from before the Malla period has survived to the 
present day. The fact that only two of the twenty-one Malla period paintings in 
this catalogue (Plates I and 2) actually date from these 180 years, accurately . , 

L .  

reflects the number of such early paintings extant in comparison to those pro- - .  . . . .  
. ?  duced later in the Malla period. Fortunately, however, the Valley was about to =.L 

enjoy a series of strong rulers who would bring centralised rule to the Valley +. 
and a century of peace. 

It was under king Stithimalla (r. 1382-1395) that the Valley was united into 
one kingdom. Although he came to power shortly after 1370, he was only 
crowned in 1382.4 His capital was at Bhaktapur, as  had been those of the other 
contenders for the Valley's leadership in the preceding centuries. The ruling 
families of the other two cities of Kathmandu and Patan remained in control of 
their domains, but were bound as  vassals to Stithimalla. It was during the rule 
of this king that the Svayambunath was first re-consecrated and restored fol- 
lowing its desecration almost a quarter century before. However, it is Stithimalla's 
grandson Yakshamalla (r. 1428-1482) who is regarded as the real pacifier of the 
Valley. During his long reign, all three cities of the Valley flourished, although 
the city of Bhaktapur remained the most prominent as  the seat of government. 
The prosperity of Yakshamalla's reign is attested to by the abundant inscrip- 
tions of the period. Many temples and shrines were founded, and civil works 
were undertaken. Both the Hindu and Buddhist faithful commissioned many 
sacred images and paintings (Plates h and 7). Drama and literature also flour- 
ished, although they were no longer written in Sanskrit but in the Newari lan- 
guage. This idiom would remain the principal language of court and city until 
the late eighteenth century when it was replaced by Gorkhali/Nepali. 

Aftcr Yakshamalla's death, the Early Malla period also came to a close as  the 
Valley was clivided amongst his three sons, each of whose kingdoms were cen- 
trcd on one of the three cities of the Valley - Patan, Kathmandu and Bhaktapur. 
Thcir ri\,alrv and that of their descendants over the fertile valley and control of 
the Tibet/lnclia trade during the next two and half centuries led ~~l t imate ly  to 



the political demise of the Valley. However, as with the Transitional period, this 
proved a fertile time for the arts. Unlike the first two centuries of the Malla 
period, the political instability did not seem to have been of such a destructive 
nahre,  and much more of the material culture of this period has come down to 
us. The political rivalry of the three cities was matched only by their artistic 
rivalry, and all three strove to build the most beautiful palaces, temples and 
shrines. It is especially the carved woodwork of these buildings that provides 
such a feast for the eye and can still be admired today in the old sections of the 
cities. The painting ateliers of each city also entered into this three-way compe- 
tition, and the Jucker collection contains many beautiful examples of their ef- 
forts (Plates 8-21). 

The artistic acme of this period falls within the consecutive reigns of three 
enlightened kings, Siddhinarasimha of Patan (r. 1619-166i), Pratapamalla of 
Kathmandu (r. 1637-1671) and Bhupatindramalla of Bhaktapur (r. 1696-1721). 
The patronage of Siddhinarasimha can still be seen in the many palaces and 
temples he comnlissioned in Patan's old centre. His interests were reportedly 
more spiritual than worldly, and most of his time and resources were spent on 
religious matters.; Likewise, Pratapamalla was a great builder and i t  was he 
who gave Kathrnandu's centre its present form, commissioning the construc- 
tion of many shrines, temples and monasteries as well as the paintings and sculp- 
tures which adorned them. He is perhaps most renowned as a patron of poetry 
and dance, and his own poetry forms not a small contribution to Nepal's liter- 
ary heritage. Like his two earlier counterparts, Bhupatindramalla was a great 
builder, erecting several temples in Bhaktapur's main square and completely 
renovating tlie ancient palace of the Malla kings. His portrait can still be seen in 
a mural in the palaceh, as well as in several pnlrbhn, including one in this collec- 
tion (Plate 18). 

Although most of the Late Malla period kings were followers of the Hindu 
faith, they were tolerant towards their Buddhist subjects, a policy also followed 
by the succeeding and also primarily Hindu Shah dynasty (1769-present). This 
tolerance has always been an important characteristic of the Kathrnandu Valley, 
and an important factor within the development of the Valley's painting atel- 
iers. Although their leaders and many of their fellow Newars were Hindu, i t  
seems that most Newarpntrbhn painters were Buddhist in faith. And as the Jucker 
collection helps to demonstrate, many Buddhist scrolls (Plates 8-11, 13-16, 19 
and 21) as well as bronzes were still made during these centuries. 

The political instability endemic to the Valley during the Late Malla period 
facilitated its usurpation by the Gorkhas. Their leader Prithivi Narayan Shah 
(1722-1774) reunified the Valley and made Kathrnandu his capital in defiance of 
the traditional choice of Bhaktapur. With the Valley in their hands, the Gorkhas 
controlled the very profitable India-Tibet trade route, and the revenue accrued 
from this allowed them to go on to conquer a large portion of the central Hima- 
layas, and to create the present day kingdom of Nepal. Prithivi and his descend- 
ants proved to be as interested in patronising the arts of the Valley as were the 
three 'enlightened' Malla kings. It is also ob\~ious, that at least in the beginning, 
they looked to Newar cultural precedents in at least their public works. The 
temples and other public structures they had built tie in completely with the 
architectural traditions that had existed under the Malla. However, their Hindu 
faith was of perhaps a more exclusi\~e n a t ~ ~ r e  than their Malla predecessors, and 
state patronage of Buddhist establishments declined sharply. They did not im- 
pose any restrictions on pri\,ate patronage, howe\ler, and the painting ateliers 



still remained very active in producing Buddhist images (Plates 22-2325-28,jo- 

37 and 39). 
At the beginning of the nineteenth century, the Shah rulers came into contact 

with the region's other rising power, the British East India Company. The Gorkhas 
were interested in extending their southern border even further, while the Brit- 
ish were not uninterested in gaining more direct access to Tibet. This aspect of 
the conflict also brought the Shahs into conflict with the de  facto rulers of Tibet, 
the Manchu Qing dynasty (1644-1911) of China. The short war of 1814 to 1816 
ended in a British victory in the sense that Corkha expansion was successfully 
halted, and the present-day borders of Nepal established. However, the India- 
Tibet trade route was simply closed, to the ultimate satisfaction of neither the 
British, Shahs, Tibetans nor Manchu. The now much weakened position of the 
Shahs brought a new party, the Rana family, into power, although the Shah fam- 
ily remained as titular kings. 

The Ranas would control the economic and political life of the Kathmandu 
Valley for over a century. Although the kingdom's borders were technically 
closed, several of the Rana family travelled abroad, and returned to Nepal with 
new, mainly Western, ideas. Their most visible patronage of the arts, therefore, 
is Western in character, as testified by the several palaces and mansions in the 
Valley on the model of nineteenth century European villas. Western influences 
can also begin to be seen in painting, and are particularly evident in two paint- 
ings in the Jucker collection (Plates 38 and 39). 

Only in the early 1950s did the Ranas' power wane sufficiently for the Shah 
rulers to reassert their power, and under international pressure introduce a form 
of democracy. The borders of Nepal were opened to foreigners and at the same 
time many religious objects found their way to India. This facilitated our under- 
standing of their culture and many of these sacred images and paintings were 
acquired by European and American collectors. The core of the Jucker collection 
was thus established. 

It is unfortunate that we d o  not know much about the history of the artists of the 
Kathmandu Valley and in particular of its painters during the period covered 
by the Jucker collection. In general, one can say that they would have belonged 
to the Buddhist Newari community and that they belonged to the lowest strata 
of society, forming a kind of hereditary caste. Licchavi inscriptions prove that at 
least by the early centuries AD, the society of the Valley was already hierarchi- 
cally stratified by a caste system obviously adopted from the Indian plains. One 
can reasonably assume, therefore, that the low caste status presently held by the 
painting profession in Nepal has been ever so. 

That both Hindu and Buddhist paintings were executed by artists of a Bud- 
dhist persuasion is very likely the reason that both groups of icons are so similar 
in conception and composition. An excellent example of this is the similarities 
between the enshrined images of Vishnu (Plate 18) and Padmapani (Plate 30). 
Not only is the lay out almost identical, but also the stylised rendering of the 
deities' bodies is very similar - stiff, elongated forms with feet turned out- 
wards, almost identical costumes and similar amounts of jewellery. If it were 
not for their quite distinct iconographies, it would have been difficult to deter- 
mine the paintings' religious contexts. 



The painters of these scrolls used mainly sketclibooks and religious texts as 
their iconographic sources, and the collection contains a few e ~ a m p l t . ~  of 
former (Plates 48-51). Some of these drawings contain both Hindu and Buddhist 
deities on the same page (Plate 49); 

It is not clear whether the painters were formally organised into painting 
schools or academies, or whether they worked only for one patron or for se\,- 
eral. It would seem, however, that the patrons were either rich merchants, noble 
families, the royal court or members of the Hindit and Buddhist clergy. Another 
important source of patronage were the Tibetans, whether resident in the Valley 
or in Tibet proper. At least by the seventh and eighth centuries, during the pe- 
riod of Licchavi vassalage to the Tibetan Yarlung kings, skilled Newari artists 
were asked to work in Tibet, and their continued presence until recent times has 
been very influential in the shaping of Tibetan religious art. The oldest Buddhist 
f~nrrblrn in the Jucker Collection is in our  opinion an example of a pnublm by a 
Newari artist for a Tibetan patron (Plate 1). Although the representations of the 
clerical and spiritual lineage would seem to be a distinctively Tibetan subject 
and is similar to many such examples found in Tibet, pure Newari features can 
be found in the representation of the b ~ d l ~ i s ~ l t t i ~ ~ ~  and in the flower garlanding of 
the stupa. The fact that no inscriptions are visible on the reverse of the painting 
emphasises a Newari origin, as  Tibetan paintings of this period normally ha1.e 
inscriptions 011 the reverse. 

Newari dated inscriptions are normally located at  the lower border of the 
painting. The date generally appears at the beginning of the colophon, and indi- 
cates the date of the icon's consecration. However in some cases, the inscription 
indicates that the present painting is a copy of a now damaged or perished origi- 
nal. As far as  is known, the oldest dated Newari fmrrblln is from the mid-four- 
teenth ~ e n t u r y , ~ a n d  the earliest such example in the Jucker Collection has a date 
equivalent to 1409 (Plate 5). All dated paintings in the Jucker Collection are ac- 
cording to the Newari or snrir7at dating system, which begins with the end of the 
Licchavi period in 880. The snr~rzmt calendar can be interpreted by either the 
lunar or solar calendar. For our purposes, the lunar calendar is the most rel- 
evant as  the religious and ceremonial year was plotted according to its seasons. 
Therefore, the snr,r~lat dates on the paintings in the collection relate to a lunar 
rather than a solar year.q 

Many of these inscriptions also provide the names of the patrons, sometimes 
even the occasion of its creation, but almost never d o  they bear the name of the 
painter. As the creation o f  a painting was and still is considered an act of devo- 
tion on  the part of the patron, the name of the artist is obviously of  less impor- 
tance than that of the patron. The artist is merely 'in instrument to \risualise the 
deity. There are a few exceptions to this, however, one of which is the painting 
dated 1409 mentioned above. It bears the signature Citakara (artist) Kesa Raja 
(Plate 5). The painting belongs to a small corpus of mediaeval Newari examples 
with such signatures. Another signed scroll, dated 1420, is in the I,os Angeles 
County Museum of Art.'" 

From the fourteenth century onwards, portraits of thc patrons begin to ay- 
pear in the lower border of the scroll, usu'illy just below thc inscription. The 
patron is almost always accompanied by their family , ~ n d  priest ( i lnjr .~~clrnr!/ f l )  
offering a sacrifice to the sacred fire. The family of the donor is usually divided 
into a row of male and female members with the young childrtm seatecl with 
their mothers. The oldcst example of SLICII portraiture in this collection is datable 
to the mid-fourtec~ntli ccntury (I'late 2). 



Given this precedent, it is tempting to assume that the presence of a royal 
portrait indicates that the painting was therefore commissioned by that mon- 
arch. However, in most cases these royal portraits are entirely unconnected with 
painting's patronage, and are placed there by the actual patron as a mark of 
respect to the royal personage. There is only one scroll known with any cer- 
tainty to have been royally commissioned, and it is presently in the Los Angeles 
C o u ~ ~ t y  Museum of Art." In the Jucker Collection, the enshrined image of Vishnu 
discussed above (Plate 18) has a portrait of Bhupatindramalla, the 'enlightened' 
king of Bhaktapur, together with his son and heir in the lower right corner. 

Although sometimes inscriptions indicate that an icon was created for a par- 
ticular ritual, it is usually unknown why a patron commissions the image of a 
particular deity. It seems likely, however, that the greater percentage of such 
paintings were made according to the patron's particular devotion to a cult or 
deity. The artist was expected to paint the requested icon strictly according to its 
iconographic precedents. While technical skill was admired, artistic imagina- 
tion and stylistic interpretations are usually only seen in elements of landscape 
or the garments of the patron and his family. The latter being the most subjec- 
tive element of a painting due to the propensity for clothing fashions to change. 

Of the many Newari artists who travelled to Tibet, from the mid-seventeenth 
century onwards a large proportion of them settled among the monasteries of 
Tashilhunpo. In this case, the patrons were not always their Tibetan hosts, but 
occasionally were Newari merchants on business in the area. They would bring 
back to the Valley icons painted by their ex-patriot fellow countrymen in a X- 
betan style, but with Newari dedications and inscriptions (see Plate 32). 

As mentioned, public and private art patronage continued unabated after 
the enthronement of the Shah dynasty and the creation of the kingdom of Ne- 
pal, and the role of patron and artist continued as it had done in the cenh~ries 
before. With the closure of Nepal's borders after the 1814-1816 war, official con- 
tact with the Indian plains, and more importantly for Newari artists, with Tibet, 
became more difficult although from the existence of paintings like Plate 32, 
obviously not entirely impossible. However, with the loss of its pivotal position 
on an important trade route and an accompanying loss of revenue, funds for 
patronising religious paintings were necessarily reduced, and the ateliers fell 
into a decline from which they have never recovered and which is reflected 
particularly in the quality of this later painting. The situation has continued to 
deteriorate until today when many ateliers produce religious icons primarily 
for the Valley's tourist market, although a certain, though small, percentage of 
their output are works commissioned for religious use. 

As with many such traditions, religious painting in the Kathmandu Valley was 
essentially conservative in technique and style. However, over the course of 
centuries, small changes do occur in composition, palette and miscellaneous 
details. These are primarily due to influences adopted and adapted from the 
artistic traditions of the Valley's neighbours. 

The country which has contributed most tcl the Valley's religious painting 
has, obviously, been India. Ne\.ertheless, although the Hindu and Buddhist sub- 
jects of all of the icons of the Kathmandu Valley painting tradition originated in 
India, there has always been, from at least the Licchavi period onwards, 



substantial differences between the depiction of divinities in the subcontinent 
and within the Valley. As very few Valley paintings have survived from before 
the thirteenth century," many of these differences are evidenced only through 
sculpture and manuscript illustration - a subject thoroughly and expertly stud- 
ied by Pratapaditya Pal, among others1'. 

Perhaps the most surprising phenomena is that, unlike Tibet, almost no In- 
dian sculptures or illustrated manuscripts have been found in the Buddhist 
monastic repositories of the Kathmandu Valley. One possible explanation of the 
profound influence of Indian iconography in the Valley, therefore, is that i t  ar- 
rived predominantly in the form of textual and verbal description rather than as 
visual image.'4 Tlus would certainly explain the distinct visualisation to be found 
in both Hindu and Buddhist icons produced in the Valley in comparison to their 
Indian counterparts. 

From the beginning of the Early Malla period, from whence the earliest group 
of extant parlbha date, through the mid-sixteenth century, the Valley's painting 
tradition seemed to be one of internal development with one notable exception. 
Although n o  great stores of imagery from the Pala kingdom of northeastern 
India (8th-12th century) have been found in the Valley as  they have in Tibet, it is 
obvious that Pala influence in the Valley was far greater than any coming from 
elsewhere in India. Our knowledge of pre-thirteenth century Newar painting 
styles as  well as  those of the Pala is unfortunately too limited to be able to deter- 
mine the exact extent of influence on the Valley's painting. However, in thir- 
teenth to mid-sixteenth century polrbha, the well-defined aquiline noses, long 
eyelashes and elongated eyes, and decorative elements like jewellery, including 
bracelets, armlets and crowns, have a great deal of resonance with Pala sculp- 
tures and manuscript illustrations. 

With the final collapse of the Palas at  the end of the twelfth century, and the 
completion of the Islamicisation of northern India, Pala Buddhism's most de- 
voted disciples, the Buddhist communities of Central Tibet, turned in part to the 
Valley for spiritual and artistic guidance. In terms of painting what occurred 
was the appearance of images in the Pala style by Valley artists for the Tibetan 
market. This 'export' art continued to be produced until the sixteenth century, 
by which date the Tibetans became confident enough in their own artistic styles 
to be no longer dependant on Pala or Newari tutelage. It was also at this point 
that patronage of Buddhism by the Valley's predominantly Hindu rulers went 
into a sharp decline. This began a slower decline in the Valley's Buddhist com- 
munity and its activities which continues to this day. 

Although the earliest scroll in the Jucker collection (Plate I) was made for a 
Tibetan Buddhist patron - and therefore largely to a Tibetan, Pala-influenced 
taste- there are ten other Buddhist images in the collection dating frr)nl the four- 
teenth to mid-sixteenth century paintings that are purely in the style of the Valley 
(Plates 2 to 1 1 ) .  Although these ten also betray Pala influences in their depiction 
of facial features and jewellery, they are manifestly different from the Tibetan image 
in Plate I .  Thc most obvious distinction is that the purely Newar image's lower 
register contains an image of a priest (7~0jr.c1clrar,1~n) offering an oblation to a sacred 
fire. He is normally flanked by the principal donor, and on the other side of  the 
register would be additional members of the donor's family. Usually these two 
sets of donor portraits are separated by a central cartouche containing thc Treas- 
ures of the Chakralrartin, a crntral guardian deity such as Acala or Mal~~lkdln, or a 
dancing figure flanked by musicians. Thesc ten images alr  part of the earliest 
representcd school of Valley painting, while the image in Plate I rrprcscnts an 



important sub-school of paintings for libetan patrons by Newar artists either resi- 
dent in Tibet or painting for export from their Valley atelier. 

In none of these first eleven images is perspective or any spatial depth per- 
ceptible, and there is a signal lack of landscape elements. One possible excep- 
tion of this is the depiction of two palm trees behind the deities Bhrkuti and Tara 
in Plate 2, a not uncommon feature in early Valley painting. However, they do 
not, properly speaking, compose a landscape. Another common feature, and 
one which will run throughout the stylistic history of Newar painting contained 
within the Jucker collection, is the artist's utilisation of a bold and vivid palette, 
showing a strong preference for blue and red. The donor portraits, depicting as 
they do secular rather than religious figures, are the part of a Kathmandu Valley 
religious painting which will have the most frequent changes with the passage 
of time. For example, in these early paintings the female members of the do- 
nor's family are often depicted in short skirts and close-fitting tops that end just 
below the breasts (Plates 4 and 6). Already by the sixteenth century both the 
skirts and tops have lengthened (Plates 9 and 10) and beginning in the seven- 
teenth century ladies' fashions follow increasingly those to be found on contem- 
porary Indian painting (Plate I 5). 

Paintings created from the late sixteenth century onwards are much more 
numerous among museum and private collections, and the Jucker collection 
has a healthy representation of such works from the later Malla and Shah peri- 
ods (Plates 12 to 39). They represent what can be called the second painting 
hadition in the Valley. In general, one can say that the seventeenth century rep- 
resents the single biggest stylistic watershed in the Newari painting tradition. 
Painters start now to emphasise further the importance of an icon's central de- 
ity by surrounding it with ever more elaborate thrones, which ultimately be- 
come multi-storied shrines. The deities are even more richly bejewelled and the 
palette even brighter and with a greater variety of colours (see Plates 24 and 25 
for both a Hindu and a Buddhist example). With this increased emphasis on 
colour, architecture and jewellery, the modelling of the figures becomes flatter 
and more stylised. With time, the ever more crowded compositions detract from 
the articulation of individual detail, resulting in works that seem increasingly 
less refined and delicate in their execution. 

In large part these changes are due to an influx of new influences from India, 
particularly in the elaboration of surface detail and the love of contemporary 
fashion. However, these images remain distinctly Newari in their naive enthu- 
siasm in interpreting these influences. Although i t  is so far not possible to locate 
its exact source of introduction, it seems obvious that the Valley's painters be- 
came familiar with the works of both Islamic and Hindu painters of the Mughal 
and Rajput courts. Although the rulers of the Kathmandu Valley had no par- 
ticularly close relationships with either the Mughals or Rajputs, Mahendramalla 
(r. 1560-1574) did make a state visit to the Mughal court. His retinue could, there- 
fore, have been the first to carry to the Valley these Indian influences." Simi- 
larly, new iconographic influences such as the increase in the architectural frame- 
work around a central image could have come from the Mithila kingdom of 
East Bengal, which was the centre during the seventeenth century for mystical 
Vaishnavism. A princess of Mithila was married to Pratapamalla (r. 1637-167i), 
and it is possible that this marriage is the source of the increased popularity of 
Vishnu cults within the Valley. Another noteworthy stylistic feature of this new 
Vaishnava imagery is its much stronger sense of naive rigidity (Plate 18) than 
can be found in either Saivite (Plate 19) or Buddhist (Plate 20) examples. 



The Valley, however, was not only receiving influences from their southern 
neighbours. Artistic influences were for the first time coming from the paintings 
being produced on  the Tibetan plateau. From their northern neighbours the 
Newar painter adopted an interest in landscape and cloud formations as a deco- 
rative element, which the Tibetans themselves had adopted from Chinese paint- 
ing and decorative arts. Nature begins to play a prominent role in Newari paublms 
from this point onwards. At first there are cursorily rendered green mountains 
with snowy peaks (Plate 24), which develop into increasingly realistic landscapes 
with identifiable flora and fauna (Plate 39). 

From the late nineteenth century, a new source of influence, and the last dis- 
cernible in the Jucker paintings, enters the ateliers of the Kathmandu Valley. The 
Ranas, d e  facto rulers of the kingdom of Nepal, became like many Asian poten- 
tates of the period interested in Western architecture and arts in general. Conse- 
quently, Valley artists begin trying to apply European one-point perspective and 
chiaroscuro techniques of modelling figures (Plates 38 and 39). 

An interesting facet of the Kathrnandu Valley tradition is, that given the proud 
and separate identities of its three cities, it has been so far impossible to estab- 
lish stylistic features unique to the painting ateliers of each. Our knowledge of 
where a painting was produced can only be deduced from explicit statement in 
an inscription, such as  that in Plate 18 where the artist and his city of residence, 
Bhaktapur, are mentioned. Plate 18 also provides another clue to the painting's 
urban provenance by having a tributary image of Bhaktapur's reigning mon- 
arch King Bhupatindrarnalla (r. 1696-1721). Given such a stylistic homogeneity 
between the ateliers of the different cities, one must assume that either the cit- 
ies' ateliers had more harmonious communication than did their rulers, or paint- 
ers were actually fairly itinerant in their work, moving from city to city. 

As this collection amply demonstrates, the main religions of the Kathmandu 
Valley were and still are Hinduism and Buddhism. The third of India's great 
religious traditions, Jainism, appears to have never found its way to the Valley, 
although the Licchavis came from an area of India where this faith was popular. 
Likewise, Islam, which made great conversions in Northern India, never achieved 
a political or religious influence in the Kathmandu Valley. Although the raid by 
Sultan Sham-ud-din Ilyas of Bengal in 1349-50 ransacked and burnt all three 
cities of the Valley creating the scarcity of sacred images, paintings and build- 
ings dating from before that event, it made no lasting impact on either the cul- 
ture or practice of Hinduism and Buddhism in the Valley. Elements from the 
Islamic decorative arts did find their way into the Valley's painting tradition 
after the seventeenth century, but this was due  largely to the secular culture 
developed and exported by Northern India's Mughal rulers, and which was in 
large part shared by the Hindu princes of Rajasthan. In the Jucker Collection, 
these features are most noticeable in the clothing fashions of the donor portraits 
and z~idyndlraras, and in some cases in the architectural detailing (Plates 16, 18, 
21-28,3o, 32.33.38 and 39). 

The majority of Newari painting, and particularly in this collection, is Bud- 
dhist in context. Considering that Hinduism has been the domindnt religion of 
the Valley since the late fifteenth century, and that almost all sur\riving paint- 
ings were made after this date, this is a rather remarkable circumstance. Only a 



very few early Hindu paintings of the fourteenth and fifteenth century have 
survived compared to the relatively numerous Buddhist images surviving from 
this period. Most surprising, however, is that almost no mention has been made 
of this phenomenon in writings on Nepalese art. Dr. Pal has pointed out its 
existence in his publications, and very early proposed a theory that the Valley's 
Buddhists were simply more interested in painted icons than their Hindu neigh- 
bours, unless 'we assume that the Hindus were particularly prone in destroying 
their paubhas.' '' 

It is also remarkable, given the humid, potentially claustrophoic environ- 
ment of the Valley and its long history of political upheaval, that both religions 
have lived relatively peacefully together. According to Pal this was in fact facili- 
tated by the Valley's small size and geograpl~ical isolation. He further suggests 
that, although the Newaris were religiously divided, they were united by a sense 
of ethnic and social solidarity.'' To this I might add that the many Hindu and 
Buddhist divinities making up the Valley's crowded pantheon are often wor- 
shipped in the hopes of gaining specific benefits (whether material or spiritual). 
Therefore a Hindu might supplicate a Buddhist deity in the hopes of insuring, 
for example, long life, and the Buddhist might do the same with a Hindu deity. 
In essence, for many Hindus and Buddhists in the Valley the deity's denomina- 
tion is of little concern as long as that deity is considered helpful in granting the 
worshipper's prayers. 

Doubtless, the latter is likely rooted in the religious practice that existed 
amongst the Newaris before their conversion to Hinduism and Buddhism. Al- 
though traces of this original faith are extremely fugitive today, it is possible to 
pinpoint in them a commonality that is at the root of what binds Newari society 
together. Certain forms of worship are part of the daily life of all Newaris in the 
Valley, independent of religious background. For example, one can find both 
Hindu and Buddhist icons placed within a number of sacred sites that predate 
the introduction of either religion to the Valley, such as those by springs near the 
foot of hills or mountains. Holy water plays a very important role in the Bud- 
dhist creation story of the Valley itself," and with the Hindu Saiva tradition 
water plays a similarly significant role. It is said that beyond the mountains 
ringing the Valley is a holy lake where devotees of Shiva bathe, and that two 
rocks there are worshipped as representing Shiva's body.'v Scattered across the 
Valley, and including sites consecrated to a Hindu or Buddhist deity, are unhewn 
stones marking sacred spots which have a particular power in warding off evil 
spirits. These places are worshipped by all Newars on occasions related to fam- 
ily, district or even village affairs, in which event the stone is coloured red. Also 
found throughout the Valley in both Hindu and Buddhist contexts are small 
cavities in rocks and walls, which are worshipped as sacred spaces into which a 
deity can descend and inhabit. 

Many festi\fals colour the life of the inhabitants of the Kathmandu Valley in 
which the entire population participates. These can be agricultural, lunar or sea- 
sonal celebrations and even commemorations of mythological or historical events 
and personalities. One of the most well-known, especially to the West, revolves 
around the veneration of Kumari, or the 'Living Goddess'. Kumari is a prepu- 
bescent girl chosen from the neighbourhood of the royal palace in Kathmandu. 
After a particular Kumari's first menstruation, she must return to 'normal' life 
and another girl is chosen to take on the goddess's mantle. Although she is con- 
sidered to be an incarnation of the Hindu deity Durga, she is always chosen from 
a leading Buddhist family and actually lives in a former Buddhist mona~tery. '~ 



It is not known with any certainty when Hinduism and Buddhism arrived in 
the Vallev, but we  d o  know from inscriptions that both faiths were already active 
in the fifth century under the Licchavis. Tradition claims that Buddhism was 
introduced to the Valley during the reign of the Indian king Ashoka in the third 
century BC. It is believed that Patan was founded at this time with four stupas 
surrounding it. Although these stupas are still extant and are indeed reminiscent 
of Indian examples, it seems unlikely that they were indeed founded in the third 
century BC. In terms of Hinduism, the first concwte evidence we have is a Licchavi 
inscription mentioning one of that dynasty's kings commisioiiing Vaishna\,a 
sculptures. In addition the Saivite complex of Pasupatinath, located in the out- 
skirts of Kathmandu, was already a place of worship by the fifth century, al- 
though the present complex dates from the seventeenth century. Pasupati is one 
of Shiva's aspects whose name literally means 'Lord of the Animals', and his 
devotees are ascetics covered with ashes and practicing yoga and meditation. 

Hindu practice in the Valley is largely centred around temples where priests 
perform rites and act as  intermediaries between the deity and the worshipper. 
Although this also forms a significant part of Buddhist practice, equally impor- 
tant has been the concept of the monastic community. It is perhaps the relatively 
unchanging nature of such institutions that has contributed to the preservation 
of a greater number of Buddhist icons in the Valley. 

Both Hinduism and Buddhism in India became influenced from circn the sev- 
enth century onwards by a new movement which propagated a quicker way to 
spiritual liberation or enlightenment. The movement in both religions centres 
on a type of text called the tnirtrn which delineates a 'quicker path' through a 
system of rituals, yogic exercises, and psychological techniques, including medi- 
tation and visualisation of an ever expanding pantheon of divinities. Tantric 
Buddhism or Vajrayana supposedly arrived in the eleventh century with the 
Indian teacher Atisha, who made a brief sojourn in the Valley on his way to 
Tibet. There is no particular name or event attached to the introduction of the 
Hindu t o ~ ~ t r n s  in the Valley, and it is the Saivite cults that have been more influ- 
enced than the Vaishnava sects. The result of the heavy tantric influence on both 
Buddhism and Shavism has been that these two systems of belief developed 
many similarities not shared by the Vaishnava cults. The key words within both 
forms of tantrism became 'wisdom' and 'compassion'. In Buddhism, the male 
deity symbolises compassion and plays the active role, while the female divin- 
ity exercises wisdom and is considered to play a passive role. In tantric Hindu- 
ism, the opposite is true. 

Both systems developed a large variety o f  divinities, rituals and mystical dia- 
grams (yni i t ro in Hinduism, and mandala in Buddhism) as  guides and instru- 
ments leading towards spiritual liberation. In both Saivism and Buddhism, a 
specific deity in many respects became less important than the knowledge of 
correct instruction in the rituals, yogic practice or meditation. As with the more 
p o p ~ ~ l i s t  elements of religious practice, a specific tantric deity was supplicated 
for the particular aid they could offer, but in this case along the path to spiritual 
liberation. In essence, this meant that all of the many different deities in both the 
Hindu and Buddhist pantheons now had more or less thc same importance in 
aiding the devotee, and this might have facilitated the fact that the deities of 
both religions started to resemble cach other. Although the iconography specific 
to a cicity, was, ob\.iously, still unique to each, their icnnometrv became very 
similar. For a particularly cogent \,isual demonstration of this rcfer to the Vishnu 
shrine in Plate 1 8  and the P a d ~ n a p ~ ~ n i  shrine in I'late 30. 



Until circa the twelfth century, both Buddhism and Hinduism are thought to 
have claimed equal parts of the Valley's population, but hereafter the position 
of Buddhism weakened. One reason for this may be the appearance of a new 
and dynamic ascetic movement in Saivism. During the reign of Stithimalla (1382- 
1395). Hindu courts were well established amongst the elite of the cities of 
Kathniandu, Bhaktapur and even Patan. At the same time as this decline of Bud- 
dhism in the Valley, their neighbour Tibet became stronger and more confident 
in its practise of Buddhism and came to depend less on the Valley for direction 
in religious matters. Until the seventeenth century, the followers of Saivite cults 
were predominant amongst the Valley's Hindus. However, towards the end of 
this century, a new influx of Vaishnava ideology from Mithila in eastern India 
reached the Valley resulting in a revival of Vaishnava cults and imagery (cf. 
Plate 18). A further weakening of Buddhism occurred with the establishment of 
the Shah dynasty in 1768, who have been more exclusively Hindu in their out- 
look than their Malla predecessors. In the Valley's 1971 census only 7.5 per cent 
of the population remained Buddhist. " 

As mentioned, the majority of the Valley's surviving icon's are Buddhist in 
context, and only seven of the thirty-nine paintings presented here are Hindu 
icons (Plates 12,17,18,2o, 24,29 and 38). In contrast, three out of the four manu- 
script covers (Plates 45,46 and 47) and three out the four illustrations on paper .h, . .  . 
(Plates 41,42 and 43) in the Jucker collection are Hindu in context. The sketch- y ' "  

2 .  books, like the paintings, are mainly of Buddhist figures. ,i ic  

Although relatively few of the vast number of deities in the Hindu pantheon 
are the primary subject of an icon in the Jucker collection, many more are repre- 
sented as subsidiary figures in both the Hindu and Buddhist paintings. How- 
ever, the presence of Hindu deities on Buddhist paintings is almost always meant 
to express Buddhism's and the particular Buddhist deity's spiritual superiority. 
In Plate 21, an emanation of Avalokiteshvara is ringed by miniature figures of 
the major Hindu deities, all in attitudes of veneration and 'chained' to the 
bndhisnttva by a golden thread. Their other alternative in Buddhist painting is to 
be trampled by a wrathful deity as is the fate of an emanation of Shiva and his 
consort Kalaratri in Plate 13. Interestingly, no Hindu paintings are known where 
Buddhist deities are so explicitly 'subdued' or 'humiliated'. 

Of the holy trinity of Hinduism: Brahma (the creator), Shiva (the destroyer) 
and Vishnu (the preserver), only the latter is the subject of one of the collection's 
icons, which significantly was made for one of the major rites in the Vaishnava 
cult, the Anantavrata (Plate 18). In this painting, the god of preservation is rep- 
resented in one of his most popular visualisations, stiff of st'mce, four-armed 
and holding the attributes of the conch, lotus, wheel and club. In the upper 
register are represented his ten incarnations, each of which he assumed to save 
the world from destruction. Below these are twenty-four further incarnations of 
the deity. His central image is flanked by both his spouses Lakshmi and Sarasvati. 
Vishnu's depiction united in one body with Lakshmi as half man, half woman 
(Lakshminarayana) can be found on the bookcover in Plate 47. In all but one of 
the other Hindu images, Vishnu and/or  his incarnations Krishna and Narasirnha 
figure as subsidiary characters associated with or assisting the icon's primary 
subject. As the subject of one of the Valley's most important Hindu cults, Vishnu 
and his incarnations d o  not escape depiction eithcr being trampled by or vener- 
ating Buddhist deities (Plates 19, 21, 22, 25 and 26). 

Although in the Valley he is the most venerated within the Hindu trinity, 
there are no icons of Shiva in the collection. Nevertheless, he does feature as the 



central figure on two sets of manuscript covers (Plates 46 and 47). In the former 
he also appears in his aniconic form of the lir1,ya (phallus) and in his wrathful 
form as Bhairava. He appears as a subsidiary figure either in his more peaceful 
aspect or as  Bhairava in several of the Hindu scrolls (Plates 12,17,18,z0 and 24), 
but he  appears frequently as  the focus of Buddhist domination, most often by 
trampling (Plates 13, 19, 22,25 and 30). 

Multi-faceted and popular is the concept o f  the Mother Goddess amongst 
the Hindus of the Valley. They are worshipped both as  an individual entity and 
as a group (the Ashtamatrika; Plate 12), in simple, two-armed forms, or in more 
complex, multi-featured visualisations. As often happens in the Valley, the Mother 
Goddess can be identified with the spouse of  Shiva, Parvati (or Uma). As such 
she is the focus of two icons in the collection (Plates 20 and 24). As the symbol of 
the active principle within Saivite tantrism, she is shown in both images seated 
on the prone body of Shiva. More terrifying depictions of Parvati are also popu- 
lar within the Valley's painting tradition and include Durga (Plates 17, 41 and 
45), Chamunda (Plate 41), Kali (Plate 17 and 38) and Siddhilakshmi (Plate 17). 
When the Mother Goddess is identified according to a Vaishnava bias, she is 
that god's primary consort, Lakshmi. She is the subject of one highly unusual 
icon in the collectio~i, that of Lakshmi bathed by elephants ( Plate 29). 

Although one part of the Hindu trinity, Brahma has never attracted the number 
of devotees as have Shiva and Vishnu, and this author is aware of no paintings 
from the Kathmandu Valley that take him as  the principal subject of an icon. He 
does, however, appear with a fair amount of frequency in a subsidiary role in 
both Hindu and Buddhist paintings, including several in this collection (Plates 
17,zo,z1,~4-26, 30,41,46,47). Always identifiable by his yellow colour and four 
heads and niultiple arms, Brahma's role in the Buddhist paintings is the same as 
that of Vishnu and Shiva, either as a trampled 'evil' or as  an adorant. 

An unusual aspect of Hinduism in the Valley is the popularity of the Vedic 
deity Indra. There are many examples of this deity in wooden sculpture, but lie 
is rarely depicted in painting and then, like Brahma, only in a subsidiary role 
(Plates 18, 20, 21 and 26). He is identifiable by his crown and the vertical eye 
placed in his forehead. Another Vedic deity present in the Valley's Hindu pan- 
theon is the Fire god Agni, but once again only in a subsidiary role. He is seen 
together with other gods in the retinues of Vishnu (Plate t8), Parvati (Plate 24) 
and the Buddhist Avalokiteshvara (Plate 21). 

Not all Hindu deities are meted out in Buddhist painting with the rather minor or 
demeaned roles described thus far; several have been adopted fully into the Buddhist 
pantheon and are subjects of Buddhist icons in their own right. The collection contains a 
few icons of this kind of adopted deity. The first of thesc is Shiva's son, the elephant- 
headed Ganesha (Plate H). Remover of obstacles and granter of prosperity, he is better 
known in the Valley by his cognomen Vinayaka. He also appears in se\,eral Hindu im- 
ages in the collection, but altvays in a subsidiary role (Plates iH,24 and 46). Thc second of 
these deities is the moon god Chandra, and his cult was particularly popular amongst 
theValley's Buddhist community during the fifteenth and sixteenth centuries. TIicJucker 
collection contains three Chandramandalas (Plates 4,7 and 15), all dating to this period. 

There are a certain number of minor deities tlicit arc common to both Hindu 
and Buddhist painting in the Valley. Of these, three groups, the Dikpalas, 
Navagrahas and Nakshatras, are of especial significance to the paintings from 
the Jucker collection. In the V,illey, the Dikpnlns (gu.irdians) arc, invoked for 
rituals pertaining tc? building. The" arc eight in n~rniber and each is associated 
with a clirection: Indra (East), Agni (Southeast), Yci~iin (So~~t l i ) ,  Nirmitti (south- 



west), Varuna (West), Vayu (Northwest), Kubera (North) and lshana (North- 
east). As Dikpala, they are never depicted in painting singly and even as a p u p  
they never form the subject of an icon. They occur only in a protective and at- 
tendant role in both Hindu (Plate 18) and Buddhist (Plate 8) paintings. 

The Navagraha, or Nine Planets, play, naturally enough, an important role in 
the Valley's system of astrology, and therefore in the daily Lives of the Valley's 
inhabitants. Like the Dikpala they appear in painting only in a subsidiary role 
and as a group (Plate 18), except for Chandra the moon god whom we have 
discussed above, and Surya, the Sun god. The last group is that of the Nakshatras 
(stars) who once again are always depicted as a group and in a subsidiary role. 
They are commonly interpreted as the wives of Chandra and can be found in 
the Jucker collection both in his Buddhist mandala (Plate 4) and in Vishnu's 
retinue (Plate 18). 

Among the Buddhist paintings in the Jucker collection, the iconography of 
most of the depicted deities can be traced directly back to northern Indian prec- 
edents for tantric deities, and their forms mirror descriptions found in iconographic 
texts such as the Nispai~r~nyo~avoli and the Sadhailniilnla. Of the countless divinities 
named in these texts, however, only a relatively small cmwd made it onto the 
painted cloth. Principally, subjects are the Historical Buddha, the Five Transcen- F >  , 

dental Buddhas, the bodllisattz~as, and a selection of female and tutelary deities. %%>\I. ..,, 
. '  

Three paintings in this collection are icons of the Historical Buddha, Shakya- G #  

muni (Plates 11, I h and 34). Two iconographic forms are particularly popular in . 2 ' .. ,-t,,f:.$.:*\ ~ 

the Valley for the depiction of Shakyamuni. The first is the Buddha seated at  the 
(. ' , h : . ; , :  , v 

moment of his enlightenment with his right hand reaching down to call the .. , . t g., i .  

earth to witness and repel the forces of Mara intent on preventing him from l \  -l .**- D%&,;.: e2.?$ 
reaching spiritual liberation. This type of image can frequently be found in the >,.!, G, -L.-: ,,iy+a -- 
Valley's sculptural tradition, particularly carved above doorways, but its instance ;ut . . - , 
in painting is somewhat rarer. Fortunately, the Jucker collection has a dated ex- !' h'- '- * '.t<+i 

~ \, ;q:,,. < . 
ample (1559)~ and one can only marvel at the Newari artist's ability in describ- ! l ,  :-,' - , . f  , /  ,: . ,  , . . . 
ing the unsuccessful assault of Mara's troops (Plate 11).  The other iconographic - , ,,L, . , <A 5 '  

type popular for the Buddha is to depict him standing erect on a lotus dais. The 
collection does have one example of this type, although it is likely to have been 
made in Tibet by a Newari artist (Plate 34). 

The Five Transcendental Buddhas: Vairochana, Ratnasambhava, Akshobhya, 
Amitabha and Amoghasiddhi represent the cosmic aspects of Buddhahood, and 
are very popular in Newari painting although only as a subsidiary group and 
never as the principal subject. They d o  appear once in the collection as the pri- 
mary subject on a pair of wooden manuscript covers (Plate 44). 

An important role of the Fi1.e Transcendental Buddhas is to represent the 
four main cardinal directions and their centre. They are often placed as such 
around the image of a stupa, the symbol par excellence of Buddhism. In this 
event, Vairochana is depicted within the stupa itself, while the other four are 
place at the cardinal points. Indeed the eyes often found painted on Newari 
stupa represent Vairochana gazing out at the universe in all four directions. From 
this concept there developed the idea of another Buddha who resides over and 
above Vairochana. He is the Primordial or Adi Buddha, and is worshipped un- 
der a variety of names, but often as Vajrasattva. He holds the attributes of a bell 
(yllnirtn) and diamond sceptre (zv1jr.n); the former represents wisdom and the lat- 
ter compassion. The Primordial Buddha plays an important role together with 
the l~odl~isnt t r~~~ Manjushri in the Valley's founding legend, and he is identified 
partici~larly with the S\,ayambunath stupa. 



The Five Transcendental Buddhas also came to take on a more protective role 
in the Valley's practice, a role explicitly referred to in the D l ~ n s r ~ r ~ i s n r r r ~ ~ ~  text, 2 ,  

In this capacity, one can find them often in the Jucker collection seated i n  the 
uppermost register of  a painting (for example Plate g). Often this group is paired 
with five protective female deities, the Pancharakshas, who are depicted in the 
painting's lower border (Plates 10, 13 and 28). 

Finally, there are the Buddhas of the Past. They are frequently found in the 
upper register of Newari Buddhist scrolls (Plates 2, 4 and 16). They consist of 
seven Buddhas, each of  whom presides over an aeon of time. Six of them, 
Vipashiyin, Slikin, Vishvabu, Krakucchanda, Kanakamuni and Kasyapa reigned 
over past aeons, while tlie Buddha Shakyamuni reigns over the present one. 

Bodlrisnffi~os are, as  throughout most of the Buddhist world, immensely popu- 
lar in the Valley, and in particular the l~odl~isaffvns Manjushri and A\falokiteshvara 
who together symbolise the concepts of wisdom (the latter) and compassion 
(the former). Ten of the paintings in this collections are images of some aspect of 
one or the other of these deities (Plates 2, 5,6,9, 10, 21, 25,26,30 and 33). 

Avalokiteshvara is probably the single most popular Buddhist deity in the 
Valley, and likely for his reputation as  the bodlrisnftnn of compassion for helping 
those in danger. H e  is even supposed to help souls in torment, and one painting 
in the Jucker collection depicts the deity surrounded by various scenes of hell. 
Avalokiteshvara is worshipped in many forms, although the most popular is 
the simplest form of the deity known as  Padmapani where he is shown two- 
armed, standing and holding a lotus (Plates 25 and 30). In the Valley this form is 
coloured red. 

More esoteric forms of the bitdlrisnttz~n also enjoy a certain popularity, particu- 
larly the eight-armed Amoghapasha, and two paintings in the collection take 
him as their principal subject (Plates 2 and 6). Perhaps the main reason for his 
importance is his identification with the Ashtamivrata, a rite to help secure plen- 
tiful rainfall, and for which the painting in Plate 2 was created. A unique exam- 
ple of a multiple-headed and armed manifestation of Avalokiteshvara can be 
found in Plate 21. Paintings of the Ekadashamukha (eleven-headed) form of the 
deity are well known in many Buddhist traditions, but to this author's knowl- 
edge no other thousand-headed example has come down to us. 

Due to his role in the Valley's creation legend, in which he cut a path in the 
mountains in order to drain the Valley of water in order to better worship the 
manifestation of the Primordial Buddha, Manjushri has an importance in the 
Valley that can never q ~ ~ i t e  be eclipsed by Avalokiteshvara. Aspecial form of the 
ltodhisotf7rn of wisdom expressing his role in the Valley's creation, Manjuvajra, is 
not infrequently found in Newari painting and two s ~ ~ c h  images are included in 
this catalogue (Plates 5 and  10). Another  more esoteric form is that of 
Dl~armadhatuvagishvara. Like Manjuvajra, he is considered to be related to the 
worship of the Primordial Buddha, and can be found as  tlie principal subject of 
two of the collection's paintings (Plates 26 and 3 3 ) .  

Although other bodlrisntti~os such as Maitreya and Vajrapani are well known 
to the Valley's B ~ ~ d d h i s t  community, there are very few icons of them, but they 
can sometimes be found in subsidiary roles. 

Like Hinduism, Buddhism has Mother Goddesses, and they were particu- 
larly taken u p  in Newari Buddhism. Most o f  these goddesses represent the wis- 
dom (prnjrra) aspect. Foremost 'lmong these is Pr,ijnapar~lmita. She is considered 
to be the mother of all fernale dc,itirs and the p~~soni t i ca t ion  of wisdonl." AI- 
though no painting in the Juck?~. collection takes her as the, principLll subject, she 



is often present as a subsidiary figure (Plates 4,6, 1o,30 and 32). 
Goddesses such as Tara, Vasudhara and Ushnishavijaya are meant to aid 

worshippers in their pursuit of wealth, health and long life. 'Tara is considered 
to be the counterpart to Avalokiteshvara and as such is greatly venerated in the 
Valley. She helps to ward off evil and danger in all its aspects. She is often de- 
picted as two-armed and holding a lotus flower, but can take on many-headed 
and -armed forms like Avalokiteshvara. Like Prajnaparamita, she is not the sub- 
ject of any icon in this collection, but she does appear in subsidiary roles. Plate I 
depicts her green form in its upper register, a form that can be seen again flank- 
ing Amoghapasha in Plate 6. Again in her green form, but this time four-armed, 
she flanks Amoghapasha in Plate 2. When flanking this form of Avalokiteshvara, 
she is normally accompanied by another female deity, Bhrkuti. 

The goddess of abundance and wealth, Vasudhara, is not only popular in the 
Valley, but very well represented in the Jucker collection (Plates 3,23,32 and 39). 
Her main attributes are a n  ear of corn and a strand of jewels, which reflect well 
the main occupations of the Valley's people, agriculture and trade. Usually she 
is depicted yellow with six arms. She can be depicted either as a central deity 
seated on a throne flanked by a pair of bodllisottvns (Plate 3), or as the central 
figure of a mandala (Plates 23, 32 and 39). One painting in this collection is de- 
voted to the goddess Ushnishavijaya, the female emanation of Vairochana (Plate 
28). She is worshipped actively for long life and wisdom. The painting in the 
Jucker collection was painted for one such rite, the Bhimaratha, which is per- 
formed upon a man reaching an advanced age of seventy-seven years, seven 
months, seven days and seven hours. 

A very unusual appearance in the Jucker collection is the painting of the god- 
dess Sitatapatra, and this painting may, in fact, be the only known icon of her 
(Plate 27). More familiar in painting, although never as the primary subject, are 
the Pancharakshas discussed above with the Five Transcendental Buddhas. These 
five female divinities are invoked to ward off evil, destroy enemies, and to pre- 
vent and cure illnesses (Plates 4, 6, 10, 13, 16, 21, 23. and 32). Originally they 
were simply spells to ward off evil, but in the seventh to eighth centuries they 
came to be personified and deified," and are thought to have arrived in the 
Kathmandu Valley some time in the eleventh century." They are often depicted 
with the Five Transcendental Buddhas, and in some cases can even be inter- 
preted a s  their spouses.  Thus  Mahaprat isara  is linked to Vairochana, 
Mahasahasrapramardini to Akshobhya, Mahamantranushrarini to Amitabha, 
Mahamayuri to Ratnasambhava and Mahasitavati to Amoghasiddhi. 

There are also a group of deities in Vajrayana Buddhism who are seen as 
personal meditation gods given by one's teacher. The Jucker collection contains 
a few examples, each presiding over a tairtro text. The most venerated in the 
Valley is Chakrasamvara (Plate 13).~; Two other tutelary deities are the subject 
of an icon in the collection: Acala, or Chandamaharoshana (Plate lg), and Hevajra 
(Plate 31). One of the most interesting paintings in this collection with reference 
to tantric deities is Plate 22, showing nine tutelary and protective deities. As this 
painting bears a date equivalent to 1775, it is one of the most important existing 
examples of later esoteric Buddhism. 

The last painting to be briefly discussed here is of the Cosmic Man, or Purusha 
(Plate 37). Worshipped by both tantric Buddhists and Hindus, this particular 
example is Buddhist in context. On a microcosmic scale, he represents our own 
temporarily unpure self, which can be 'cured' through yoga and meditation, 
culminating in spiritual liberation, the ultimate goal of both religions. 
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1 
Stupa 

Cirrn lzoo 
Distemper on cloth 
42" 36.5 cni 

The centre of this painting is dominated by a white stupa with the 
image of a deceased lama seated within the dome of the structure, 
while the portrait within the base is probably one of his disciples. 
The dome is surmounted by a thirteen-tiered finial topped by an 
umbrella and festooned with garlands. The yellow Maitreya and 
the white Padmapani flanking the stupa are identifiable by, in the 
first case, the miniature stupa in the headdress, and in the second 
case by the lotus held in the right hand. Both are rendered in a 
fluent and elegant poshlre characteristic of this early period. Within 
the upper, stepped border of this central section are six vidyadlrarns 
ensconced in dark blue, green and light blue swirling clouds. The 
uppermost pair hold umbrellas, while the two below hold ban- 
ners. The two lowest carry rosaries and strew flower garlands. 

The space surrounding the central image is filled with rows of 
seated figures each placed on a lotus dais with a red aureole. The 
topmost row contains at its centre what is likely to be a portrait of 
the deceased lama's teacher, flanked on his right by the yellow 
Manjuvajra and three other lamas. To the centre figure's left is an 
image of Buddha Shakyamuni in bhun~isparshamudra (earth-touch- 
ing gesture) followed by an image of green Tara and two 
rrrnhnsiddhas. The row below depicts several nlahasiddhns, a blue 
lama, white and green manifestations of Vajrasattva, a white form 
of Padmapani and a red Manjushri seated on his vehicle the lion. 
The next eight rows show us many lamas, novices and mahasiddhas, 
but as none of the names of these clergy are clearly inscribed it is 
impossible to identify them. The lowest register shows a monk 
on the left, followed by five Taras (White, Blue, Red, Green and 
probably Yellow), Jambhala - the God of Wealth - holding a 
mongoose, and Vasudhara holding an ear of corn in her left hand. 

Without inscriptions, it is impossible to identify the clerical 
figures with any certainty, but a guess can be made at the lineage 
with which they are associated. In the early thirteenth century 
the only major schools in Tibet were the Kagyu, Sakya and 
Kadampa. Of these three possible sources for the painting's line- 
age, two are unlikely candidates due to the absence of highly iden- 
tifiable figures which appear in their lineage portraits. In the case 
of the Kagyu, the missing image is that of Vajradhara, the celes- 
tial progenitor of this school, who is usually depicted in the up- 
per left corner of Kagyu lineages. In the case of the Kadampa, the 
missing figure is that of the Indian teacher Atisha, whose disci- 

ples founded this Tibetan school. This leaves the Sakya, which 
seems all the more likely a candidate as this school was particu- 
larly renowned at the period for fostering relations with Newar 
artists. In addition, the white outer robes worn by several of the 
unordained novices in this painting were an important distinc- 
tion within the Sakya community.' 

Although the scroll depicts nlnhasiddhas, lamas and other per- 
sonages from the Tibetan realm, a Newari attribution is still more 
likely on stylistic grounds. The fact that this painting lacks riratitros 
and inscriptions on the reverse also argues against its manufac- 
ture in a Tibetan context. Only inscriptions at the front are known 
in Newari art, as far as  this author is aware, opposite to the prac- 
tice employed on early Tibetan examples where inscriptions were 
normally added to the r e ~ e r s e . ~ M o s t  likely the painting was ex- 
ecuted for a Tibetan donor by a Newari artist. In stylistic terms, 
the form of the stupa with a relatively large dome and festooned 
with garlands is more common in the Newari than in the Tibetan 
painting tradition, although sometimes one can find these stylis- 
tic elements also on Tibetan scrolls. For a more or less similarly 
depicted stupa see an example in the Fournier Collection dated 
to the second half of the fourteenth century. In addition, the 
Maitreya, the Padmapani (although heavily re-painted at a later 
date) and the six vidyndharas are more Newari than Tibetan in their 
suave and fluid rendering. Newari images of heavenly beings in 
this period seem to have a more 'human' than 'divine' aspect to 
their depiction, unlike the native Tibetan equivalents. 

This Jucker portrait is stylistically slightly later than two 
Prajnaparamita book covers in the Los Angeles County Museum 
of Art and dated to the twelfth century' However, the Jucker paint- 
ing is slightly earlier than the famous Ratnasambhava example, 
dated to the early thirteenth century and also in the Los Angeles 
County Museum of Art.' The latter is now considered a possibly 
Nepalese work for a Sakya patron.'In comparing the Jucker paint- 
ing to the Ratnasambhava, it is obvious that the bodlzisnttzms in the 
Jucker example arc not only more fluid in their execution, but 
also have more nat~~ralistically rendered dhotis and less elaborate 
crowns. Even the dhotis of the seated male figures of the Jucker 
scroll are still depicted at knee level, while on the Ratnasambhava 
painting they extend below the knee, thereby indicating a slightly 
later fashion and therefore a later date. 





Amoghapashalokeshvara 
Mid 14th century 
Distemper on cloth 
60 X 47 cm 

This is the earliest yn~rblra in the Jucker Collection painted for a 
Newari patron, and is, therefore, purely within the Newari tradi- 
tion of religious icons. 'Illis eight-armed manifestation of the 
bodliisnttun Avalokiteshvara stands firmly on a lotus dais on a 
stepped lion throne. He is simply apparelled in a diaphanous dlloti 
and is adorned with bracelets at each wrist and upper arm, in 
addition to a necklace and earrings. His hair is piled u p  in a sim- 
ple chignon. Behind Amoghapasha is depicted a red backing with 
a mustard yellow border topped by an intricate floral arabesque 
arch. He is flanked by both the green, four-armed Tara and the 
four-armed Bhrkuti. Each has a palm tree behind them, which is 
a common aspect of the early Newari painting tradition. Below 
Bhrkuti is depicted a kneeling Sudhanakumara, while beneath 
Tara is a genuflecting Hayagriva with his identifying horse's head 
secreted within his headdress. In the upper section of the central 
panel are depicted three mandalas representing the Buddha, 
Dharma and Sangha, the three jewels of Buddhism. Unfortunately 
the condition of these three mandalas is rather poor and therefore 
it is impossible to identify all their constituent deities. 

The uppermost register of the painting depicts the Six Bud- 
dhas of the Past (Vipashiyin, Shikin, Vishvabu, Krakucchanda, 
Kanakamuni and Kasyapa) and the historical Buddha Shakya- 
muni. When these Buddhas are thus grouped together they are 
sometimes known as the Seven Buddhas of the Past, although 
this term is fairly anomalous. The bottom-most register is divided 
into three sections with depictions of the Chakravartin (Univer- 
sal Monarch) surrounded by his Treasures (Minister, Queen, El- 
ephant, Horse, Wheel of the Law and Jewel) in the centre, and 
flanked to the left by a priest making a sacrificial offering 
(ualrncharyn) and to the right by donors. This is a typical triptych 
to find at the bottom of Newari painting, and we will come across 
it repeatedly on many of thepnublras in the Jucker Collection. 

The remainder of the images surrounding the central panel 
narrate the legend of the rite of Ashtami (Ashtamivrata-katha). 
According to this history, the Buddha one day encountered an 
emaciated Brahman by the name of Vashistha. Upon question- 
ing, the brahman revealed that he had fasted for a hundred years 
in an effort to reach spiritual liberation. The Buddha then advised 
him to worship Avalokiteshvara according to the Ashtami rite as 

a quicker and easier method of attaining enlightenment. To dem- 
onstrate theefficacy of this rite, the Buddha then related the story 
of King Dharmapala and his spouse Kirki who lived in the era of 
the Buddha Kasyapa. This royal couple acquired much merit by 
their annual offerings to Avalokiteshvara on the eighth (ashtami) 
day of the lunar month. On one of these occasions they were ac- 
companied in the rite by two young brahmans. The latter died 
soon afterwards. One of them was reborn as the son of the royal 
couple, but the other, who had not performed the rite properly, 
was reborn as a serpent. Upon ascending the throne, the Breh- 
man/Prince took pity on his erstwhile friend the Brahman/Ser- 
pent and decided to devise a perfect instruction to the Ashtami 
rite to make it impossible to perform it incorrectly. When this in- 
struction was achieved, it was related to the serpent who then 
performed the rite without fault and was reborn into the celestial 
world." Since this time it has been the custom to commission on 
the day of the rite an image or sculpture of Avalokiteshvara as 
Amoghapashalokeshvara. The cartouches showing various 
scenes, including those of torture, are meant to convey the effec- 
tiveness of the rite. 

Rituals for worshipping Amoghapasha brought rain, which is 
important for an agricultural society like that of the Valley. Con- 
sidering its high quality of execution and the abundant use of 
yellow, it is possible that this pa~rbl~n was executed for a member 
of the royal family, who would, given the rite's rain-making prop- 
erties, have played a prominent role in its annual enactment. 

Stylistically, the scroll can be dated to the mid-fourteenth cen- 
tury. Elements which support this date are the donors depicted 
with naked upper bodies and the palm trees immediately behind 
the spouses of the principal deity. These palm trees can also be 
seen on a scroll dated circa 1300 in the Fournier Collection.' Also, 
the face of Amoghap.lsha is similar to one on a painting in the 
Zimmerman Collection and also dated to rircn 13oo.Woth images 
even share thr simply rendered golden earrings. The Jucker 
Amoghapasha is definitely earlier in execution than a similar rep- 
resentation of the deity dated by Dr. Pal to ~ ~ o o - ~ ~ z ~ . " T h e  whole 
composition of the Jucker painting is done in a more natural way, 
giving it, at the latest, a mid-fourtrcnth crntu1.y date. 
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Vasudhara 

I ~ t c  i 4th c e ~ i t ~ ~ r \ l  
Dihtenipcr o n  cloth 
70 \ 5 ;  cm 

The goddess o f  Abundance and  Mrealtli, Vasudhara, is popu la r  
amongst bo th  H i n d u  and  Duddl i i s t  bclie\,ers o f  tl ie Ka t l i n i andu  
\'.1llcy. H(~\ \ - t . \ ,~ r ,  Ilir dep ic t ion  in tlie uppe r  reg~s te r  o f  the Fi1.r 
Transcendental Buddhas f lanked a t  one end b y  Mai t rcya ho ld ing  
a Iotus,ind M a n j ~ t s h r i  h o l d i n g  a sword  places this pa in t ing  i n  t l i r  
Buddhis t  rcsalm. The  Io\vcr wgistcr o f  the pa in t ing  is  d i v i d r d  1ntc1 
t l i rcc panels sep.iratcd b y  a pa i r  of fanci ful  co lumns.  As in I'lcitc 
2 ,  the central panel depicts t l ic C l iakravar t in  and h is  Trcasilt-vs, 
w h i l e  at one side is  t l ic z~c~/rn~-lr i~r! l~~, o r  priest, o f fe r ing obl' it ion tc) 
the sacred fire w i t h  thr. dono r  seated beh ind him, and a t  t l ic ot l icr  
side arc t w o  rotvs nf t l ic donor 's  fami ly  members. 

In the painttng's ma in  panel, Vasudhnra i s  seated in i-(i~(ilrl~7.~1111ir 
(posi t ion o f  r o y i l  case) on a lotus placed w i t h ~ n  anclaboratc~r. l i~-~nc. 
supportcci on a l i o n  t l i ronc. Thc  shrinc's co lumns sport  '1 P.II~ o f  
roar ing l ions surn iounted b y  a n  arch f o rmed  f r o m  the cntwincr l  
tails o f  two rr~nk~irn (myth ica l  scn creatures). The apex o f  t l ic ,ircIi 
1s formctd by a kir l l r rrr~rkl~n ('face o f  glory ')  r is ing f r om the vnJ\ o f  
the ~r ic ik(~r- i i '  tails and  suppol- t ing a t i ny  o rb  containing t l ic f igurc 
o f  lZatnasambIia\-,r. Th is  Uuddha is  the head o f  Vasudli.ir,i's s1~1l.- 
l tua l  fanill\; thC I<atna o r  Jclvcl  Family.  H e  l io ldz  a ~ c ~ ~ . c l  .is .in 

attr~hutcx and  I\ coloured y c l l o ~ ,  as is  Vasudhara. 
\'azudlia~-a'z \ cllrl\vlsh complc~xion is t conog rdp I i ~c , i l ~  I n  hcc.13- 

in): w l t l i  lic'r m a n l f ~ z t a ~ ~ o t i  .I\ goddcsr. o f  abundanct-, , ~ n d  lht, 

li.inds o i  het- \I\ ,irm\ e ~ t l i r r  h o l d  o r  gc\ture ( f r om c l o c k \ v ~ w ~ )  t l ~ t .  
c~i t( i rk( i i~i i i i i r i~ ( g c > z l ~ ~ t - ~ o f  d~\cour \c ) ,  I.II~IIII ( l ~ ~ v e l ) ,  ~>~I~I~~~I~I I I I I~~ICI  lst,,- 
t ~ ~ r c ,  o l ' \v~z l i  g r , i ~ i t i ~ i g ) ,  /i~i,t(ik(~ ( \c r ip t~ l re \ ) ,  <in c>.ii- t ) t  cor l i ,  c l ~ i t l  l l~c ,  
vasc o f  abuncl.incc. She i z  f lanked h y  the red I.ohcsli\ ,~r.i Iir~lellnl: 
a fl!.wIii\k and Iot~12a1ici  the green V C ~ l r ~ i p a t i ~  ho le i~ l ig  I l l s  I i l l r ~ l ~ l ~ l ~ ,  
the i1(i/rii ( t I i ~ ~ n d c ~ ~ - b r ~ l t ) ,  \ v l t I i ~ n  tl ic b l oom of  '1 Io tu \  -1 ~1011p 0 1  

1lnk.111~5 c-arry t r a y  o i  lewcls .ind cnipt!r b.igs o f  ~ ~ 1 1 1 ~  r l \  <.I I l ~ r ,  
goddc5z I lir ha\c' 01 t l ic t l i ronc is  i l ankcd  h!. ,i r~iiyciriijti (',<\I ~ i t ~ 1 1 1  

k ing ' )  .~nei ,in .idol-,int, ~ v h l l c  ,inotIic~r, i ~ n l c i c n ~ ~ i l ~ d  I lgurc~ I, I~I,IC (,cl 

in Imnl of l i v r  t l i ronc. 
Sty l is t i ra l l \ ,  t l i r  p. i lnt l l ig r c ]n  be* pl.iccd h c l \ \ c ~ . n  ,I l'1.1111.i 

p ' i ra~n i t ' i  i t ~ i~ i gc ,  cl.itvti I ~ ~ y ~ " ~ 1 1 i e l  ~i \ ' c i ~ ~ ~ c i l i c ~ r c i  /1111il~/io c i ~ i l ~ ~ t l  I 

F:sprr.~,ill\, \ l rnl l ,~t-  ,ir(, tlics orn.lrncnlz hc*Iilncl 1Iic. tlirclnc. 111 1Iit. 
13i1ddli.i ,incl llii. I ~ o ~ l l i i ~ i i l l ~ ' i i ~  01 lhi ,  I 37y p,111i111ig c ~ ~ i d  t l i ov .  o l  II it, 

J u c k r r  \ ' ~ \ l ~ d l i ~ ~ t - ~ i  I lo th  O i~ i i l ~ i s i i l t , ~ i i ~  I l C ~ n h ~ n g  \ ' ~ ~ z ~ ~ d l i , > ~ . i  1.111 l ~ l v l  

hc c ~ l r n p . l r ~ d  \v l l I i  ~hc,  rc ,n~r ,~ l  1 1 ~ u r c  0 1  SLII-! a In .I m , ~ n t l , ~ l . ~  111  ~IIL, 
/ l n i r n ~ ~ ~ . m , ~ n  C oIIcc 11011 ~i,itc>rl I 179, 01 \\ I~ILII I l l<' hit( '- .111~1 c 1e11\ 11, 

,ire m u (  l1 ,111 h(, 
I l i c  \CI.OII 11.1s t ~ c l i .  \ \ ~ ~ l l - l ~ , ~ l . ~ n ~ c x i  1011)11r1, l i l l l i t ~ ~ ~ ~ l i  \ \ 1 1 1 1  ,I 

~ n ~ i r k c ~ c i  p r c~ I<~ t t~ l i , c~  l o r  red l l i e ,  1 1 1 l r 1 ~ ~ 1 l r ~  } % ~ t I ~ * r n \  0 1  ill(, \,l] I<>II, 

I t .x( l lc>s, t l i<, l u \ u r \  ( 1 1  l l i t .  ~r, \ \~, l l ( , l . \  , ~ n d  l l i c~  , i r 1 1 ~ 1 ' ~  c , \ ( ,  1 0 1  t i ( ,1~111 

~ i i ~ i h ~ ~ \  l l i t \  II~IIII~II,I '1 p l v , i \ ~ ~ r ~ ,  It11 l l i c ~  <,\ c ,  





Chandramandala 

Circn 1400 
Distemper on cloth 
62 X 53 C I ~  

The moon god Chandra is majestically seated on his chariot drawn 
by seven geese. Bedecked in jewels befitting his status and de- 
picted with a slight smile, the deity holds a pair of lotus stems 
with both hands, which curl around both arms to open in blos- 
soms at either side of the head. In front of Chandra is seated his 
charioteer Ambara, while his consorts Kanti and Shobha flank 
him. This scene is set within a multi-coloured circular frame at 
the centre of an eight-pointed mandala. The white scrolled detail 
of this octahedron contrasts strongly with the deep blue and red 
backgrounds of the rest of the mandala. 

Immediately surrounding the central scene are a stupa and 
fifteen similar forms of Chandra. The latter represent the knlos, or 
aspects of the waxing and waning of the moon. Those on the white 
ground represent the waxing moon, while the ones against the 
dark blue background represent the waning moon. The first reg- 
ister beyond this depicts the Nakshatras (Twenty-eight Stars) and 
are supposed in this instance to represent the wives of Chandra. 
The next register is divided into eight sections separated by palm 
kees. Each section stands for a directional point with the Dikyala 
associated with that direction standing at centre flanked by vari- 
ous figures including rlognrnjns and other scmi-divine beings. From 
the bottom of the circle the Dikpalas are (from clockwise) lndra 
(on an elephant), Agni (on a goat), Yama (on a buffalo), Nirmitti 
(on a corpse), Varuna (on a tiinkarn), Vayu (on deer), Kubera (on a 
horse) and lshana (on a cow). The four corners outside the flam- 
ing rim of the mandala each have a vase from which issues scroll- 
ing vines that sprout orbs containing the Eight Auspicious Sym- 
bols (parasol, pair of golden fish, conch, banner, endless knot, vase, 
lotus, chakra) and Buddhist figures including the Buddha 
Shakyamuni, Shadaksharilokeshvara, possibly Prajnaparamita 
and Mahakarunalokeshvara flanked by bodhisa!trlns. 

The uppermost, horizontal register of the painting depicts the 
Seven Buddhas of the Past flanked by a white Manjushri holding 
a sword and, at the other end, by a possible representation of 
Padmapani. The horizontal register at the bottom has in its cen- 
tral panel  the Pancharakshas with the  Treasures of the 
Chakravartin interspersed between them. The vnjrncharyn giving 
oblation to the fire is in the panel to the left and the donors are 
depicted in the panel to the right. 

Paintings with representations of the moon god were very 
popular throughout the fifteenth and sixteenth centuries. It is 
unknown why interest waned after this period. Chandra was ex- 
pected to exercise profound influence on human destiny. There- 
fore these paintings were commissioned for important events in 
one's life, and many examples have survived to the present. The 
Jucker painting is an extremely good example of its type and is 
well preserved. It is noteworthy that while Chandra was revered 
by both the Hindu and Buddhist community most surviving icons 
are Buddhist in context. 

The ya~lbhn can be stylistically dated to the beginning of the 
fifteenth century, and shares many elements with a painting dated 
to 1420 in the Los Angeles County M ~ ~ s e u m  of Art." It can also be 
compared to another Chandramandala in the same museum dated 
to circn 1425.'' In particular, the female figures flanking Chandra 
are very similar to the 1425 image. However, these figures in the 
Jucker pnrrblrn are slightly better rendered, being less stiff, and 
making a slightly earlier date plausible. One can compare the 
present mandala with a Chandra example in the Zimmerman Col- 
lection dated 137y.I' Especially the chariots of both paintings re- 
semble each other strongly, having a similarly painted chevron 
and multi-coloured striped design. Therefore, thc date of the Jucker 
Chandramandala can be placed some time between 137yand 1425. 





Illanju\vajra and Vajradhatish\.ari 

L3.iteJ 1.+11y 

T l ~ ~ t c m p c r  and gulcl (in cloth 

;h \ h2 cm 

According to tlie inscr~pt ion aho\,c the loiver l ior irontal register, 

Ihi.; p . i in t~ng \\..is Jcdicated i n  ;n~r/i~rlt 529 (1409). U~iforti~natcl!: 

the i~ptx,r rvgihtcr of this 1110st h c c i ~ ~ t i f ~ ~ l  }1fl!1111111 is niissing. The 

paint ing \v, isc\c~cutt~I \\.it11 '1 ivcll-balanced palcttc'ind pcrfcrt ly 

~~cnd'rcd details. OnCc.inncit hut  admire tlic ski l l  of tlie artist whci 

irc.itcd this m,istrrpi~~cc,. 

The slirinc~ r i l  hl,1nju\.,ljrCl .inci his consort dominates the rr im- 

po \ i t i on .  A t o r m  cif h . lan ju~hr i ,  the I l ~ ~ i f l ~ i ~ n l t i ~ n  o f  W ~ s d o l n ,  

Manju\.ajr,i .iIbo displ,iys clcmcnts belonging to V,ijras.itt\-,l - '1 
term of thc Primordi.il U~tddha.  Both deities arc, cxtrcmcl!. poplc- 

lar .lmongst thct \'alItt!.'5 Buddhists, .ind both p l ~ y  an important 

roIc i n  the creation Icgcnd of thc Vallc!r.", 

Manlu\.~jra's slx li,i~ids al-c I n  (from rlockivisc) the i'nrniiirrrr~,iir-ir 

(gcS.stllrc of iv ish grant111g). ~lrrorv, sword, b lue lotus, boxr l i ~ i d  

m,inu.script, iv l i ic l i  fit w i t h  this manifcstat iol~ of the l ~ ~ ~ l i l r r ~ i i l t i r i .  

13c is bcdrckcd i n  jc\rcls befi t t ing h is  status, and a scarf draped 

,lround hi5 5houldc1-s has ends that seen1 to float on .I gcntlc hrc.r/c. 

E\  cry &tall l i t  his 1n111ti-coloured rilio/! i.scxccuted withgrc,iI c~i-c. 

HIS grecn-, ivhitc- ,incl red-coloured f'ices support ,in , is lon~\h- 

ingly eict.i~lrd cro i rn .  

\'alradhat15h\ . i r~ 's  ivl i i te complrx ion contrast5 \ \ - ~ t h  the* rcei 

, ~ s p c ~ t  of  hcl- consol-t. I i c r  leaturrs, garments ci~nd jcrz,rllrr\- h,i\ t, 

hccw p.l~ntcd In  thv salnc dvt.iilc~d \<,a\, and a grc.it di.al tit golei 

h,i> hccn applied to c.nli.incc~ tlic 5pli.ndour o l  tlir p ' i in t~nj i  I lie, 

s h r 1 1 1 ~  t r d ~ n ~ n g  botl i  ~ l c ~ t i c b  1s co \ .~ rcd  w i t h  fine srrol lwork, . i ~ i c i  1 1  

\vcrul~I .i~;lpi~dr t11at tlic dl-ttbt 11<id a strong .se'~isc of  /!III.I.O~ ,.iii 11 ) .  

. i d d ~ n ~ ,  tlrirrcrs aho\c. \ ' . i~rCidhat~sh\~ar~ '5 hctLicl to 1111  In lhc. g.113 

I c ~ f ~  h \  Iicl- d ~ r n ~ n u t i \ . c  si/cx. l hc h,i\c. 1it Lhc shrine,'\ d,i15 c-onl.iln\ 

t111y Images oC t\vci I ~ o n s  , in~I  tivo c~lcpli,inl\, thc dc>p~ct~crn 111 lit, 11 
1s prc~si~rn.ihl\ ;In ~nfcl-cncc tli'it tlic!. .ire. 5upp[11-lln): the. c,nlllr, 

\ t r ~ ~ r t ~ ~ r c , .  ' l . l i~, \ l i ~ - ~ ~ i c ' \  !rrrik[iri~ c-~i~icipy p ~ ~ ~ i k s  \v1111 '111 ~ ~ i i ' i c ~ ,  01 

C;dri~cIa, c i i  \ v l i o~n ,  t ~ ~ i f ~ i r t i ~ ~ i ~ i t c l \ ,  o ~ i l \  llic* l o \ r c ~  p i r l  I, 1 t i 1 ' 1 ~  \ 

~ C I I ~  o f  rri~,qirr.ii/ir~ <ircS 1i~Ie1 111 1115 ~ l , i r \  s ,i~i~i l l 1 ~ 1 r  sc*rll~.ll l '* I,llls i 111 1 
d o r v ~ i r v a ~ - ~ i \  to ~ i ~ \ a p ~ i e . i ~ -  Intcl tl ic t c ~ t l i c r s  ot  tlic rr~iih~l!ii '* I . i ~ i \  

'r'lic h,ickgrrlunci l i c \ r r n j  tl ic h r ~ n c  1s f~llc,ci \ \~I l i  ILII<IIIOI~L.- 

r o l o i ~ r c d  \ c - ro I l~~ ig  \ IIIC>\, , i r i c i  111 ~ I ~ L S  tr\,o ~ ~ p p c ~  exir11c1,\ ~11.1, I I ~ ~ C I ~ C . ,  

ot M t i l i ~ i k c i I ~ l  (011 tlic lc,ll) ,111ei / \cs i l~ i  [o l i  Il lc r ~ g l l l )  l lie, lor\ C,I 1101 I 

/ c i ~ i t , i l  rvgl\tvr I i ' i5 c111 tlic, l c s l l  tlic, ~ t ~ i ~ i g t *  01 tlic, ,,~III,!L /!,I! II~I, \ \  IIII~, 

t l i t t  CIL~I~OI- ,11i~i l,i11111\ arc, t r , ~ ~ i g c ~ i  l i ~  I l i v  r ~ g l i l .  111~. 1e.g1\1(,1 

I io i \c~\ .~~t- ,  15 ~ l o r n l n ~ i l c ~ i  '11 lhc. c.csnl~-c, h! I l i ~ .  cie'p~t Iton 0 1  CI 1'.111 111 

l ~ ~ ~ i i ~ i l c c i ~ i t i c ~ ~ r ~  tl,itikc~cI l>\ ~ l ~ c - S c ~ \ ~ ~ ~ i  lr~,,i\111-~~\cil lli<,C I ~ , ~ ~ I ~ , I \ ~ I ~ ~ I I I  

n.1 I.I~IIIII<~ Llr \,l11 \ , \ . , I !  IC><.I. 1 1 1  111~. \C,.II ,.<I I L I I ~ , ~  li~11 \L(:;)I-1 1 1 " )  
AIII. L ~ I I  ~ I I ~ . < I ~ ~ , I \ I I ~ I I  01 l l ~ \ ~ ~ ~ g  111(.~:1.1111 1 0  1111, 1 ~ ) 1 < l  ~ . ~ ~ \ . I I I ~ I I I ~ I  111, Jt, 
,1,,r, 11r<1.,11.1 111,l ( i~1,lh.i 1.1 ,111,l Ill, \ \  I IC.  I<.\\ ,l 111,1,1,. 1111. ,11~11 .1111111  ! i l l  llll, 
11.11111111g1 51 I ~ I J c ~ I I I I I I . I ~ ~ ~ ~ I -  1 1  ,111cl ~ V \ . I I I I  I,II,, ,I. 1,.51111 1 1 1  l l l ~  t l h l 1 1 . 1  

111111 1l!,l\ 1 1 1 1 < ~ 1 1 1 ~ 1 1 1 1 1 ' 1  ,171 1 1 1 ~ 1 1 1 , . 1  1 1 1 ,  1 1 1 1 . 1 ~  \ i l l  \ilCll,i, ,111 I111\,.- i . , I  I . 1 1 ' ~ l  

1111 t,~,l','111 1.111111 \  l ' ) , , ,  1 1 , 1 1 1 1 1 , . , i l l l 1 . 1 1 1 , 1  l111lI1, 11, \ l  1 1 1 ,  1 1 1 \ . . 1 \  I'I', 1 I I II ' I I. 

\l.,\ Il.lll<l,rl .Illll 5111,., I,t, l .,.l , \ , 1 1 I , ~ - 1  I,' Ill,. I I I . 1 l l 1 1  I l l , .  l ' l l l l ' l l  I 
I ~ ~ , I I I I ~ I I ~ : I ~ I  cl . ( I  .I. !\ I 1 1 1 ~  1 1  I ,.IIIII< ,l l\! \ ,  v, , I  h111 t l'l!.~ I ' , , : \ , l  
l ,IIII.IL,I~I,~ ! c  , I I , I L ,>  I , , ,  h,,,) I<,tl,> ' , ! I )  IIII..' I ,  ,I \ \  j .  t t ,~,ul, l~ 1 ,  5 1  ) ; , , !  

C , I , , \ C . L  , , l I ,~~ l  l \ l , l \  , l  l), l , l l l.~,l~ l h , , l .  





Amoghapashalokeshvara 
Mid-15th century 
Distemper on cloth 

91 X 73 Cm 

The eight-armed Amoghapasha stands on a lotus and his eight 
hands are either held in identifying rrrrrdra or hold identifying at- 
tributes, including (from clockwise) the abhaynrnrrdra (gesture of 
protection), rwrndarrrlrdrn (gesture of wish granting), noose, 
kntnknrnudra," trident, manuscript, lotus and flask. His multi-col- 
oured dhoti cascades in pleated folds. His half-open eyes reveal 
his meditative character. Behind him are blood-red coloured 
aureoles which contrast markedly to the white outer mandorla 
decorated with finely executed scrollwork. The entire composi- 
tion is placed against a dark-blue background. As in Plate z, he is 
flanked by the green Tara and the four-armed Bhrkuti (but this 
time in reversed positions), and also the kneeling Hayagriva and 
Sudhanakumara. Below and to the sides of this central grouping 
a scrolling vine creates a series of roundels containing images of 
small seated figures. As they bear no name labels and are all simi- 
larly executed, it is impossible to identify them. Surmounting this 
are depictions of seven mountain-shapes framing images of the 
Pancharakshas, Prajnaparamita and Vasudhara. Along both sides 
arc five 'rocky' cartouches containing adorants and two uniden- 
tified deities. This framing theme possibly indicates that the im- 
age of Amoghapashalokeshvara himself is meant to be viewed as 
being in a cave. Above the peaks of the seven 'mountains' are 
depicted various types of trees, and the narrow strip of sky con- 
tains the sun, moon and a pair of boat-shaped roundels contain- 
ing uidyadlmr(~s. The boat-shaped roundels are simply executed, 
three-pointed shapes, indicating an early stage in the develop- 
ment of this motif. The uppermost horizontal register has nine 
Buddhas, who, as they are not labelled cannot be properly identi- 
fied. However, it seems likely that the Buddha seated directly 
above the figure of Amoghapasha is Amitabha, who is the 
bodl~isaftz~n's spiritual father. The bottom horizontal register has a 
dancing scene in the centre panel flanked by the Treasures of the 
Chakravartin, and beyond them the unjraclinryn, donor and mem- 
bers of his family. 

Based on its style, this pnrrbha can be dated to around the mid- 
fifteenth century. The same rock motifs can be found on two other 
paintings, both dated circa 1450 by Dr. Pal." A scroll in the British 
Museum has the same crowded surface with scrolling vines con- 
taining deities and figures, and is also datcd 1450.''' If one com- 
pares this painting with a similar subject in the Zirnnlerman Col- 
lection, dated 1525, it is obvious that the Jucker example is defi- 
nitely much earlier than the latter,"' as it is much better painted 
and less stiff. 





L-ivc17 I#O-14So 
Distcniper on cloth 
55 \ 3 5  Cnl 

r h ~ s  second c\aniplc ot  the Cli.indr.irnandaIn in tlic lucker collcr- 
tion has '1 li\.cl\ palette of \.ivid .ind contrasting colours, giving it 
,l grrat deal uf cliarni. Tlir ni.indala is shapcci like a Iot~ls,  \\,itIi 
C'handra dcpictcd a t  it:. ccntrr, once again sc.ittd in 111s ch.iriot 
driven by Anibara and drawn by S(.\-cn geese. Both thcsc fig111.c~ 
are depicted in cirmcli~rcd jackcts. ~nulti-coloured ~flrolr~ ,inJ a n  
cl.iborate crotvn. In ,iciditic)n, Chandr.i wears a pair of yellow 
boots. Thc ti\,u green fernal~, figures shooting arrows into tlic>d'~~-k- 
ness are  likcly to be tlic moon god's consorts K a n t ~  and Sliobh,i. 

The lotus/mandala's \vliitc perlcarp IS cncirclrd by ciglit pcl- 
als \\rliich arc t r i~n rnc~ l  \\,it11 iiw-coloured flames. E<icIi of thc pc+ 
als contains the image of one of the ~rrrirl,~r~i/~rls (nine pl,inrts) !v~tli 
C1iandl.a in the centre rcprescnting the ninth planet. A.; tlic ico- 
nograph\  of tlic ~lili~n,gr~~lrn.\ is subject to .l grrat deal of \ .ari , i l~on, 
it 1s only possible to make a tcntati\.c idcntihcation. tio\vc,\ c9r. 
they arc likcly to be San.iischara (Sat i~rn)  on a torto~se, tlic hluc. 
IZ.ihu ( thc  waning moon)  s tanding n ~ n i d s t  flamcs, tlic ni.in!.- 
licadcd Kctu (the \\-.ixing moon)  dcpictcd with a srrpcnt 's 1,111. 
Surya (sun)  on a horsp, Angara (Mars) on a bull, I3i1~ilia ( I l c r -  
cury) on a lotus, Briha4ipati (Jupitcr) on an  elephant ,lnd JCinn~, i  
(Vc3nus) on a lotus. 

In cacli ot the four cornrrs beyond tht* rnandala ,ire rc.pl-c.\c~n- 
tations of tlir 011r~l11~11lli~i1 M.injusIir~. Each of tlirsc rn,in1f~~ht,lt1o11~ 
is flankcd h\ t\vo of the l!ight Auspicious S\mhols .  Thc ~ \ . l l < > l c ,  

issvt .lgainst '1 h,ickground of grccn scroll~n): \.lncs t!.1>1- 
c.11 of thc sc*cond half of the tlftc.cntI1 ccntury. l ' h r  uppcr L>orcics~ 
1 1 ~ 1 ~  sinill.ir scrolling fo l~agc  a s  a backgrotcnd to thc I I \  L, Ir.ln- 
~cendcntal  I3uddhas f1.inkc.d h>, tivo la)rllrr.~iitli~il~. Thv I.lttcl- Ixrlh 
hold lotus blossoms, hut that, i~nfortunatcl!: Jocs  no1 help \ \  1 1 1 1  

their i d c n t i f ~ c a t ~ o n .  1-hc lower  b o r d r r  i \  di\.idcci 11110 tl1rc.c. 
cartouchos, \ \ ,~ th  a t  thc ccntrc Ar.il,l hrandlsh~n):  '1 orci , ~ n , l  
flanked by ti\,o f~~m, i l c~  dritivs .ind I l i r  c~lcpI1,inl .lnd I('\, ('1 01 1 1 1 ~ .  

Ircasures of thr  CliCikra\-.irt~n. Io the, left arc tlic i ' i l l l t r i  I I ~ I I  loi . ~ n ~ i  
donor, w l i i l ~  t l i ~  r1gli1 ~,irLoucIic conId111s dcidit~c)~i<il 1 n c ~ 1 1 1 I ~ ~ r ~  ( 11  

the donor ' s  t,ini~l!.. 
ThC 41glitly lntirc n.ii\c, r i g ~ d  and Ics5 cirta~lc.ci L , \ ( Y I I ~ I O ~  c 1 1  

t h ~ s  p a ~ n t ~ n g  15 In contr~is l  111 t h r  C'liclndram,l~icillIIi In l'I.11,. 1 

paintcd lust s ~ ~ t ! ,  yi*~)r\  L I ~  so ~ ~ i r I ~ ( - r  (11. ~li(> C ~ l i c i ~ l ~ l ~ ~ ~ ~ l i ~ ~ ~ ~ I i I ~ I I ~  I I I  

tlic %inuiic5rni.in collc-c(~on d.itcd I 770 ' l lo\z.c\ 1.1.. 11  15 01,\ 1011\1\ 

m u i h  c a ~ - l ~ c * r  Ihan .lnotli(,r \troll 01 t h ~ .  rnt1l111 goti 1 1 1  1 1 1 1  

Z1nimt~1~1i1~i1i col1~~-(101i  ~ i ~ l t ( ~ i  l v  1''iI 117 c 1 1 ~ ~ 1  I 570 ,  J I I L I  1 1 1  11 111, 11 
tlic F1\.ct Jr'insccndcnt,il IIucidh.li '11-c clc,ck(scl \\ i l l1 l < , \ \  c.1. - ,I ,I, 
!]stir dc.1 ~ ~ l r ~ p n i c ~ n t  \.r.h~cIi ~..1111(~ ~ n t o  \ 11):uc. 11-on- lhc. I ~ I L I - L ~ I \ I ~ Y , I ~ I I I  

ccnturv onw,.i~-d\ ' 





I atc I ;th ccmtury 
Lli>tc~mpi~r 1111 c l ~ t l i  
;?\h;cm 

(;c~~it 'sl i . i ,  11i0rc c01i11iio111\ hnrii\,n  is \'~nayak'i amongbt thc pco- 
plc, 11i the K,ilhm,indu \'allc?, ih  peipular \\,it11 holh H111du and 
I3uddhlst bc.licvcr\ 1~11~~ god o i  .ii~hpiclo~lsncbs and rc.lno\.c3r of 
cibzt'iclcsi I* s~>'itcd 1111 ,l p,iir lit r'its, his \ chlclcs Thih p . i r t ~ ~ ~ ~ l ~ i ~ .  
ic~in~igraplilc phcnomcnon ol dcplcting .I dclty's chlclc as a p d ~ r  
i h  hnci~vn only in Nc~~v,i~-i art. Anotlicr r\,implc in thcJuckc~r C'11I- 
I t ~ t i ~ n  i.; tlic IJIII~IJII,~ 1~1th tlircc d tlic lTiglit Meitlirr Go~iJcszcs 
(I'latc 12).  Ilic. ~ i \ - ~ ~ r r n ~ d ,  \vhltc (;.inc.sh.l Ii,~h red p.ilni\ In the 
~~,I~II~~II ( \ v i > l ~ - ~ r , ~ ~ i t ~ ~ i g )  c i ~ i c i  ~II~IIIIII (pc i i ~ i t ~~ ig  e i ~ ~ t  error) IIII~~III~, c i ~ i c i  

,ilsri hold\ .I I-os.iry, st ' i i t  ,ind dish ivitli s\vctsts. H r  1s lvcarlng l?\ \ -  
cll~.r!: <relit n .ind .i r i d  ~11111ti \ v~ th  ~nu l t i - r .~ i l~ i i~ r '~ i  htripcs. I3chind 
,lnd aho\,c\ liiln i 5  thr scvcn-hcadc~~i hn.ikc, c,inopy. ThC rvd scrcill 
\vorh t1i the-,111rcolc (1intr.istz \ t -~ th  tlic prcxiominantl\ ivl i~tc~cc~rn- 
p l c x l ~ n  cif thc. ciclt\.. I lc 15 pl.ircd on a largc ,ind c~laho~atc Ihront., 
tlu. c,inrip\ 01 ~vhlch 15 supported by a p d ~ r  (if CIIIUIIIII~, c~,ie.l1 01 

1.ittc1 ~ i l ppo r l  ,I ~r\vcl-spoilt~ng rrriik~irir with a Icing curlln): 1.11I 
7 h c  .ipcx lit tlit, ,lrc.h 15 t ~cc~~p lcd  h>. C;,irudn I\ ~ t l i  ~iuthLrcl~1ic.d 
arm.. ,~nd ivlngs. A P.~II- 01 II(ISIII.IIIII., i~,icIi dcsp~ctc-d \\,lth ,l hl~rn .~n 
iIppeBr Lx~ci!, ,Ire licld 111 <;,I~LIL~,I'\  cl^\\^\. 1111s \ iL~r,~nIl> ~ e ~ l o i ~ r ~ , ~ i  
sc-lSnc 15 p l . lc~d .ig.iln\l .I dark-bluc h.irkgroi~nd v . i t tc~r~ ,~ i  I\ IIII 

~ l l l c l l l  t l o \ ~ c l - ~ ,  t l l ~ ,  I..tgl1t ~ ' l ~ l 5 } 1 1 c ~ l c l l l s  sy11111~11~ ' l l l c i  ,~l,/l/tl,/ll~fl,l. 
sc,ilc,cl \v l t l i~n tlic h ~ ~ i t - s l ~ d p c ~ ~ i  r o ~ ~ n d e ~ l ~  51'1'11 111 I'l,il~~ h, hul \vI11< 11 

noit h.i\ c. hccn plciiccl on Iotu\ hlos5oms 
I3<ith Lhc uppcr ,inJ IorvC1- rcglstc,r\ ot this (;,incsh,i Irn,lgC, , i t ( ,  

i~nfortun~l tc~l \  mlwng. It i s  onlv the, I.ight Ausp11 111115 S\ 11111011 

pl.iccJ In rexi roundc~l+ on rlthcl. sldc cif tlw t l iro~ic~ 111.11 c~l l ,>\ \  u. 

to iict~~rn111ic~ 111~~ l 3 ~ 1 c l c i l i 1 ~ l  c-rinlc8xt (it tlic, ICC~II l IOI\.~Y c,!, [lit, 111 

t.lc( \~dc, hordcr5 dttp~cl clg1itcc.n dc,~tic,\ ~nclucilng, ~i1-~1h,i1~1\, th,, 
l ) ~ k } ~ ~ i l ' > \  ~ n e i  olli~xr p,~~'ircil'in t~gilrvs 

Ill<' ~ ~ ' l l l ~ ~ s l l c l  ~l~llfl~llll c'ln 131, \l\ ll~tlc-'lll\ ~3l'lCc~<l \llglltl\ , l l l ~ , l  ,l 
1 1r111 l~~~ l }3 ' l l l l l l l lp ,  of \l,lll~lg,lll~l}3<lll l lie% l'lttc>l- 11'15 l~lYt~llt l \  I>e,c,11 
re~-c\'iluatc~d h! Koss.ih .~nd 5 l n g ~ ~ 1  05 ~iclu,lll\ hc,lns c~111ic,r 111~.  

\ t o~ -h  ot 'I l~L~c> l~ in  } 3 ~ 1 1 1 i l c ~  01. <I( '1 \ L > \ \ C ~ I . I  1 3 ~ 1 1 i l t . 1 -  1iorh111g lot ,I 
I~hc.t~in p.itron, ~nstc~lci 11f hc,lng the. l'rod~~c,t (11 111(> K,1111111,111~1~1 
\'clllc\ 'l\ 1"ll I1,1ci p1-c>\ l l l i l ~ I \  \ i l~gc~\lccl , \ c \  <,rlll<~lc,s., l1 15 .Ill1 

undcnlCi1~lc, tI1.1l tht, Juc  her 0.111c~sIi.i 15 ,~~Itc,r 111 c,\171c5551~111 (11,111 
tile, ~lcl l l~lg' l l l ' l~3'l l l ,  111e> <l<llc 111 l \ l l lc~ll \\,l\ 11111 ~~ l lc~ . . l l , l l l~~< l  I l l  Ill<, 
r~,-t,\.iludtlo11 111 c i ~ l ~ l ~ l ~ o ~ i ,  1 1 1 1 3  t,111\ 111 1111' I~I,IA,II,I-, 1111, LOIIII~~II. 
<lll<i lllc, tI1l\\cT\ I l l  \cl.,,, < l I C ,  ,lI5,1 '111 C l l l l l~~ , l r~ l l l \ l~ l \  l(,\. ,>l 11, 1 1 ~  

I c i l ~ ~ ~ l  In ~iel.111 





Shadaksharilokeshvara 

Circa 1525-1550 
Distemper on cloth 

This small scroll has a rather unusual design of a large kalnslln 
vase holding three stems, the central of which terminates in a large 
lotus blossom supporting an image of a white Shadakshari- 
lokeshvara whose four hands hold the rosary, lotus, trident and 
flask of the elixir of life. He wears simple jewellery and a pleated 
rlhoti. The two other stems meander into vines each framing a 
series of four roundels containing images of a pair of rin~ora;ns 
and six unidentified deities. One of the latter is probably the white 
Tara, while the others might represent other bodhisnttnns. As none 
of them bear distinctive attributes their identities remain unclear. 
The entire composition is placed against a green background, and 
the upper horizontal register contains the Five Transcendental 
Buddhas while the lower has cartouches with the aa;rflcllnr,yn and 
donor portraits. 

Stylistically, the scroll can be compared with a 1533 painting 
published by Dr. Pal." Both works share the register of Five Tran- 
scendental Buddhas depicted with small finial-like flames issu- 
ing from the inner layer of their aureoles, and the lotus bases on 
which they are seated arc similarly shaped. Furthermore, the fe- 
male donors in both paintings wear s~milarly draped scarves over 
their shoulders, and the jewr.llery of the Five Transcendental Bud- 
dhas in the 1533 painting is comparable to that of the white Tara 
and bodhisattr~ns of the Jucker painting. AnotIier}inlrblr~l dated 1542 
in the Los Angeles Coimty Museum of Art shares with the Juckcr 
image the as-yet un-pointed haloes, scarves draping over the 
thrones, and donor portraits divided into two registers one on 
top of the othcr."' Although the design of the Jucker i ~ n a g ~  is rathcr 
naively executed, the scroll retains a kind ot simplc chartn. 
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Manjul~ajra and Vajradl~atish\.ari 

Cr11.11 1525-1 550 
D~stemper on cloth 
1~16 X ;t cm 

Unfort~lnatcly, the I.ist two numerals of the dedicatory inscrip- 
tio~i nedr the button1 of thc painting are illegible. The first figure, 
however, is a h, which indicates a .<rlrrrint date between 1480 and 
i 579. And, indeed, stylistic considerations suggest a date in tlie 
second quarter of tlic sixteenth century. 

As usual, tlie Im.r~er register contains to the left a -;~fl]rflc/~flr!lrr 
lvith donor and two family members ranked behind him. Other 
faniilv nienmbers arc depicteci to tlie right, while at the centre is a 
variation of tlie dancing bcene first secn in I'late 6 of a dancing 
man beating a drum and flanked by a pair of dancing girls. On 
either side of  this scene .ire panrls with the Sc\.en Treasures of tlic 
Chakra\,artin. Tlie register at tlie top of the painting contains )m- 
agesof the Five Tr,inscendcntal Buddhas flanked by Images of 
the b~dltr.;iittinz A\~,ilokiteslivara and Manjushri. 

The rectangular central field is occupied by an elaborate shrinr 
framing the Iiolp couple. The stepped base is supputted at either 
end by a wliitc lion with a raised claw standing on a red cleph,lnt, 
\vith depictions of tlie Pancharakshas in betwcen. TWO small rncin- 
keys climb up the dais on  either side of two cartouches contain- 
ing peacocks, giving a light-liearted touch to the image. The p.lir 
of columns supporting the canopy Iiave a chequered background 
and the rrrnki~ril arch also features kilirrflris and geese ~ z ~ t l i  o r ~ i , ~ t ~  
interlocked tailb. Tlic apex has Garuda clasping two ~irig~lr~i/ri>. ,ZI\o 
present arc i'rrl~/i~rll~flrr~~ once again borne on boa t-shaped roi~ndc~l\ 
Tlie latter arc by thix time xostyliscd that thelotus flo\vcr bca~.ing 
thrm can hardl!. be rccognlsed as sucli. This represents the, tin'il 
phase in the dc\-elopmcnt of this motif, and a century latrr the\ 
1 1 ~ \ , ~  dis'lppearcd entirely from Newari painting. 

Seated in the meditation posture, Manjushri holds In 111s ~ I X  

hands tlie prescribed attributes and gestures seen in I'l,itc ; 1115 

three-faced lj~aad is painted green, red and white, with .l gt-cc~n~sh 
halo behind. HIS  c ~ n s o r t  is again of a white complex~on .lnd hoili 
hands are this time held in tlie d h i ~ r r r ~ r l ~ . l r r ~ k r ( ~ ~ ~ ~ ~ ~ ~ f r ~ ~  (gcstul-c ot in- 
struction), \.r,liilc also holding the stems of lotus wl~icli hlos\om 10 

either s ~ d r  of her sliouldrrs. Flanking the base of thr blirlnc ,ire 

images of Gancsha (left) and Mahakala (right), whllc abo\ c h11tl7 
of them are ranged four roundcls, racli of which c.clnt.l~n a tour- 
armed represc~ntatlon of a deity. Above thew onc c,in f~ncl rcprc.- 
s rn ta t i c~ i i s  of a grc>en VajradIi.ira (Icft) a n d  the, 1vl111t. 
S l i a d a k s l ~ a r ~ l o k c ~ I i \ ~ ~ i r a  (right). Abovr thc (orme-r 15 .l nicinJ,iI,l (11 

Sliakyarnun~ Buddha, wliile abo\.c the. Iattrr is a ~n,ind.ll.i of thc 
p,clddc\s r ~ f  r.r.isdorn, I'rajnapar,~mita Abo\.c thr. mandala\ ,ind 
c x t c n d ~ n g  down lli~y Ic~np,tli of the pLi in t~ng  JI-c, iorl) squ,ll-c. 
cartouches, scvcral of ~vhlcli pal-tray tornicnts idcnt~t~txi  h In- 
scr ipt~r~n a Lhc p ~ ~ n ~ z h m c - n t s  a\v. i~t~ng In hrll I (  (Inc. I.1115 to L I I I  
suflic~c~nt good dcrdh cii~l-~ng 11tc. 

The Icss i l u ~ d  ~ ~ x e - c ~ ~ l ~ o n  of the f~gurcs in Ih15 5croll ~nd ic . i l c~~  
l l ~ ~ i t  11  I \  d e l ~ n ~ l c ~ l \ ~  of .i much Iatcr nianuf,lclurc~ Ili,in ~ I i c ~  

M.lnji~v,ijra and Valr.idl~.lt~sli\~,~r~ doted I.+IIL) in l'l'itc ;, I\ 2'1-,111 

zl,ili.d 1488 In lhc? 'Llu%c~e~ ( , I I I ~ C > ~  lh,i, ~.hcquc>rcci column5 '15 dot\ 
t h ~ s  paint~ng, ,lnd ~ l ~ l i \ t ~ c . i l l !  hoIh \cl-oll\ ,lrcs r.ilhc~- 51rn1l.11; 111~. 

41l in~,ss  of c u > c u t ~ o n  of 11115 J~ lckc ,~  21.1111u\ ,ilrd \II-V+C\ 1111 I , ~ I L ' I  

i g f .3 ; :a  
.yi;.,. " ., 

X.,. ._. . 
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Temptation of Shakyamuni 

I3ated 1559 
[)istemper on  cloth 
74.5 A (71 cm 

Tlie Historical Buddha's temptation by Mara to desist frci~n his 
pursuit of mlightenment is tlic subject of this second dated ~~nrrblrn 
in the Jucker collection." A rarely depicted episode in Nrwari  
painting, this vivid and spra\vling composition IS dominated by 
the typical Neivari palette of red and dark blue. Shakyamuni him- 
wl f  is shown scated within a large shrine, his right hand in the 
bIr~ir~ris~!nrshn~~~~~dr~i (earth touching gesture) calling the goddess 
Earth a s  witness c i f  his unselfish search for spiritual liberation. 
The goddess is, in fact, depicted kneeling and  with her  right hand 
raised just below the Buddha's lotus base. The shrine is adorned 
with five s tupas  containing four of the Fi\,e Transcendental Bud- 
dhas  and  in the, uppermost stupa an  image of the goddess  nf ~ v i s -  
do111 Prajnaparamita. Sliakyamuni himself is shown wcarlng the 
k~i l ; ! /n}~n (patchwork) robe of a monk, a crown and large carring\.  
His face reflects 111s peaceful meditation eLren in the face of Mar'i's 
ferocious attack. 

Tlie army of the lattcr is shown all around the s l i r~nc .  H c ~ c  \vr 
s ec  d e m o n s ,  ogresseb, s e d u c t i v e  s i r ens ,  t r u m p c t r r s  (nccl r  
Shakyamuni's ears) and descending spirits, all attempting tci prc- 
\ v n t  Shakyamuni from reaching enl ightcnmen~.  Mara Ir.1ds h15 
troops from a chariot depicted b r low the shrine, and he is almlng 
an  arro\%, a1 the Historical Buddha. This im.igc has a c o i ~ n t c r p ( ~ ~ n t  
in the defeated Mara's chariot Icaving, the horse'\ h c ~ d  h,ingln;: 
down,  and the two seductive sirens transformed Into ufil!; rrn.1- 
ciated d rmons .  Ilc\pitr  zomc areas of wear, it is O ~ \ . I O L I ~  thC1t 1 1 1 ~  

artist took great c,irc In thc execution and detailing of c,ich t~gul-1. 
in this multitude,. 

Small cartouches border tlic painting, snlnc cif \vli~ch L C ~ I , I I ~  
scenes of torment, each w ~ t h  their own  dcscriptii L- ~ n s c r ~ p t ~ o n  I I h c ,  

upper  hordrr contains two lal-gc sccmcs of cicmon~c. t ig l~rcs  l 1 ~ h 1 -  
ingcelestial being5 Sadly, d u e  to Ihc poor c o n d ~ l ~ o n  rit th15 Il(>n 
of the painting, tIic,zc wcncs are d l f f i c~~ l t  to id~mtify MOI-c t \ l>~cdl  
of Ncwari /inrrlilrir arc  tlic Ihl-cc. 5cc.nc.5 In tlic Iowrr horci(,r 1 l i t ,  

central on(% dcp1ct5 tlic l',incIi,iraksh~is fl,]nkcd h\ (,,int~4i,i ,ind ,I 
hluc Maliakaln. In thc cC~rtouclirs t t )  citlicr s~dc. ,)rc* rn,ill, .inci I( . -  

~ i ia lc  donors cl~lci ,] rl~ilri!cl~~rr~/ir gt\ , ing obl ' i t~o~i  to ( 1 1 ~ ~  \ , I c .~cx~  I I ~ c ,  

Altl ioi~gh Ilic subjc,rt (it thr Icmptat ion of SliC~k\.1munt 15 t , \  

l~-c>~ncly rarc3 in NL% ' i r~  'irl, tlit,rc, 15 one, [iillcsr t i C ~ ~ ~ 1 l ~ n g  c i l  I I I ~ ,  5 ~ 1 1 7  

~"ct  d.1tcd 1 i h 1  ~n Ihc Llusci~m cif  I:i11c /'\rt\, I3o\lon 





Bral~niani, Maheslivari and Vaishnavi 

T l i ~ s  is tl ie oldest H i n d u  scroll in the lucker  Col lect ion. The paint-  
i n g  is sadl!, merely a fragment o f  a longer scroll dep ic t ing  three 
of the Aslitarnatrika (Eight Mother  Goddesses)." This g roup  is 
especially i\.orsIi ipped b y  womrn i n  the V,illev for the protect ion 
o f  their chi ldren and families, and also for the increase of fecun- 
di ty.  M a n y  temples t l i r o i~ghou t  the Valley are dedicated to this 
g roup ing  and  '31-c pa t ro l i ~sed  h!' Buddhis ts  and  H i n d u s .  The  
Mat r ika  group was established in Ind ia  a r o ~ l n d  tl ie f i f th  century, 
and then consisted on l y  o f  six goddesses: Brahmani, Mal icsl i \ ,ar~, 
Vaishnavi, Varalii, K a u ~ n ~ i r i  and Indral i i .  They were or iginal ly scen 
as the pr inc ipa l  energy o f  the most  impor tant  male deitics. Later 
a hc\-enth goddesb, Chamunda, was added, and the Vallcy'5 h l r -  
ther contr ibut ion has hccn the goddess Maha laks l im~ .  

The three dcities here depicted arc the most  impor tant  o t  tl ic 
r igh t ,  and, indccd. in t l ic H i n d u  panthcbnn i n  general. They arc 
the consorts respectively o f  Brahnia, Shiva and  Vishnu. 13ralini,in1 
is sho\z,n standing o n  a pa i r  o f  geesc and ho lds  the a t t r~bu tcs  of 
her  consort Brahnia. N r x t  to her stands the w h i t r  Mahcs l i \ .a r~  o n  
a pa i r  o t  hu l ls  w i t h  Shi\.a's attr ibutcs fol lo ived b y  Vaishn.l\-i o n  ,l 
p.iir o f  pcacocLs w i t h  \fishnu's ,lttributcs. T l ico t l i c r  and  no iv  m ls i -  
l n g  goddc.;scs are Var'lhi, Kaumari ,  Indrani,  Chamunda (or K.111) 
anci Mci l ia laksl ini i  

Thc. three sur\.I\. lng niot l icrs are placed w i t h i n  I ~ n k r d  shl-~ncs 
w i t h  l ions facing o i l t  to the \ , iewcr f r om the base o f  each plll'11. ,\L 

the top ( ~ i e a c h  p i l la r  is a seated f o rm  of  thc four-arnicd 1311,11r,1\ CI 

Tliesc~ Rliaira\,a i igures, c ight  i n  total, arc often seen t o g c t h c ~  \\-l lh 
the Ashtam,~t r~ka and s o m c t ~ m r s  ,Ire r \ .cn  dcp ic tcd as t h c ~ r  ccln- 
sorts. Thc~ apcxx o f  c.icli arch consists o f  a k r r t t r i i ~ r~k l~n  I io ld lng .I 

pair  o f  scrpcnts. Interspersed hctivecn thc arches al-c r o i ~ n d c l \  i z  1111 

svated l igurcs 'Two o f  Lhcsctarc ~ ~ n ~ d c n t i f i . i b l r ,  h u t  the (rnc trn thv 
r ~ g h t  ~ lppca rs  to h(' '1 1.1.1 (yogin).  

The scroll r a n  s ty l is t~cd l ly  b r  placed bc>tw~ren .In cx,l~ilplc, III 
thc M u s c u m  o l  I ' inc Arts, Boston datcd I 552 and onc d.ltcd 161 I 
i n  thc Museum tu r  Ind lsc l i r  Kunst,  Bcrlin.' T l i r  front-t,icing 11-  
ons arc ,ilso found o n  Llir I 5 5 2  p. l int~ng, b u t  arc li.irdl) c\-c<~- tounci 
o n  ccir l ic*~- j ~ n ~ ~ l ~ l r i r ~  Tl ic ,lrclics o f  the Jucker scroll arc not  '1s L l i ( r ~ ~  

o f  thc, I h1 j paln l lng .  t i cm the. s imi lar ly cxcc~ctcd ]c\vcl lc~~-y sh,irc~~i 
hcst\vcc~n the, I,ittcr and the, Juckc~ -  pa in t ing  is s t ~ l l  s l ig l i t lv h c t ~ c ~  
p.lintrd I n  t l ic luckcr cx.~mplc, as ,ire the, c o l u ~ n ~ i s  . ~ n d  Lhc I'~rp,c* 
lotus ~vt.' ls. 'I'hcrcfo~-c~, 11 sc*cms p l , ~ i ~ s ~ b l c  to placc I I ic~Juckcr p.llnt- 
l n g  bcli\,c.cn thcsc, t i vo  towd~-ds t lw end o f  t h ~  sixLcvntli CCIIIU~\. 





Chakrasam\.arn and V~ijrci\~aralii 

'Ihr blue ~ l l ~ i r i r r ~  ( t i~ tc l~ i ry  dcity) C ' l ~ , l k t - , i ~ ~ ~ ~ l \ ~ ~ r ~ i  is ~111 ~ ~ i l p o r t a ~ i t  
dcity In thc cwltcrlc Uuddhi5t p.lnthron \ v ~ t h  hi\ <1\vn tir~rtr.ii dc- 
votcd t11 him, thc C' lrr~kr.r i~irr~~;~i~~~r~ti~r~tr. i i~ I lc 15 5hri1l-n hcrc, In sc>xu,il 
c~mhl.,lcc \ v i t l ~  h15 consort \iijr.i\~.1rdl11. ,111~1 togc'th~r tl~~'!. tt-,itnplr 
1117 ,l t l i n d ~ ~  co~~plc', tllc hluc' 131i,iirciva ,~nd 111s r i d  consort K,iI,ir.itr~ 
'l'hc~ s ~ x  pairs nt arms of CIi.lkr,1~am\-,lr.1nvciri lic~lcl 111.; prcscrihrci at- 
tribute,\, and  1115 ~ ~ L I I -  ~ J C C ~  arc' COIULI~CL~ v~I lo\v,  d a r k - g ~ - ~ ~ t i  1111~1 
red. T Iw t i t  cl-,irtncd \ ' i l j ~ - ~ ~ \ . ~ r ~ i l l ~  I i e ~ l ~ i i  in 11~1- 11pr,li5c>ci 1 r 1 ~ 1 i l  l lci~i~l 
a c l ~ o p p v ~  \vhile~ h r ~ .  Icft ,1rm cmhr.lcrs licr conso1.t. 

I h c  rctd . ~ ~ ~ r r o l r  is dccor,ltid \ v ~ t h  f111es 5crollwork , ~ n ~ i  h,i\ '1 

Il'imc belt-dvr. \I ' i th~n thc ,1~1ri*ole~ .1rc pl.le.cc1 thc F~~LII- 011-~c-t1onal 
<;ociJc*\sc~ I ) , i k~n~  (c.ist), I.,lm,l (north), Kll,i~icldt-ol~d ( \ \ ~ > t )  ~ ~ i e l  

I<itpinl ( s o ~ ~ t l ~ )  i \ l th~ i i~gh tlic ci i~t-c~ilc I'lhcs 1117 tl~c, rn'iIclr~l\ 11t thc 
h , i ckg rc~~~~d ,  tlirri, 15 ,l t h ~ n  Ixirdcr ot cl,il-k grccn .ig.linst \vh~ch 
,ire pa~ntcd Imcijicss r i t  cloucls, thr \un, thc n ~ o ~ i n ,  \ ' i i~ rc i~ i l~ ,~r~ i  (to 
1111, lc*ft) atlci '1 gc~t~~~f lc~c- l i~ ig  ,\L.~II<I (to tl~c* r ~ g l ~ t )  l1~1l~li11g ,111 L!}>- 

r.115e~ci s\i-r1r~l I IIC. i~ppcl .  rcSgtsLrr h,1s the, I ~ \ . c  r r c~~n \ccn~ i~~n tc i l  
I ~ u J ~ l l i , ~ ~ ,  who somcstlmcs ,11-c. .11\ci ~nlrrprr tvd ,l\ tlic con\ot-ts of 
Llic I:]\ c, I',incli,ir,1ksl1~1~ dc-p~c Iccl In lhc 111\\.1,1. horeicr 

l Ill> pa111l111g i\ ~ ~ o ~ n p , i r , ~ I ~ l ~ ,  \\ 1111 '111 ! l ~ ~ , i l ~ i  ~ t i l ~ i g ~ ,  ~ i , i I c ~ c l  l>\ l l r  
I'al I11 [ii.iil 10oi1 to th~;, , ~11,11-111,q '15 l I i ~ > \  do ~ I I ~ ~ I I , ~ I I \  1~d1111~~cI 
Il.1mlng ,~UI.~OIC~.. ,ind th[* ~ l ~ ~ L , i 1 1 ~  c l i  h i t  kjirouncl c loucl, 1 IN. 1'11- 

tc,r, \ \ , l i~cl i  ,l!-c I ~ O \ \  tor tlic, t1r51 t i~nc~ ~~i t r r ic l~~c~c~ci  111 I r i  lllc, 'i(w ~ i r ~  
p . i~n l~ng tr.id~Ilr~n, 11.111 h c ~ ~ o ~ n ~ ,  .l ~~r~i11i t t i~ '111 ~(,.~ILII.(. 111 ,111110~1 ,111 

II~IIIIJII~I. i ~ ~ 1 1 1 1  111~. W\  C ~ t ~ t C ~ l ~ ~ ~ t ~ l  <<,III~II \ l>~l~\ J I L I ~  c l ~ t ~ ~ ~ ~ , l t  111s 1 1 1 ~ 3  

111ekc~r p~i t t l l~r l j i  \~ I I I I  ~i w~co~iri ~ \ c ~ i l ~ i  WIOII ~i , i~c~el  l,\ 111 I'<II 111 

i 11, 11 l;;; lo 1hr111, 1 1  15 c 1c,.i1 111. i1  11ic, 1,111~~r 1, ~n~icx~cl  \ I I ~ I I I I \  ~ , , i r l~~, t  
I l l ~ ,  ollc, llll<ic,r <il% 1 1 ~ ~ 1 1 ~ 1 1  





S\,ayambhunatli Stupa 

D.ited l h53 
Distc.~nper on cloth 
49 \ 42 cm 

This small but cliarniing and slightly 11.1ive painting has the most 
wvcred stupa ui the Kathmandu VC1lley as its subject. For the 
Netvari Buddhists i t  marks tlie site of the Shri Svaya~nbhu  
Jyotirupa, a large b c j e ~ ~ l l e d ,  thousand petalled lotus that SLIP- 

portt*d tlie Buddha Vajl-asattva in the middle of a lake during his 
meditations. Manjusliri drained the lake, thus creating the 
K a t h m a n d ~ ~  \'alley, in order to better worship the beam of light 
emitted by tlie lot i~s.  However, thr draining also exposed the 
Jyotirupa to danger .ind Vajrasattva covered it with a stone slab. 
Much later King Sliantikaracharya raised theSvayambunath stupa 
o1.t.r the blab. Thestupa hasindeed suffered repeatedly from wars, 
earthcluakes and ncglect, but h'is each time been rebuilt. One oi  
the set-erest attacks was by the Musli~n sultan of Bengal Sliamu~i- 
din llyas in 1349/1350 when he lootcd the Valley. When i t  was 
initially rebuilt a quarter century later, i t  gained the basic shape 
rcflerted in the prcsc,nt painting. Only tliree decades or so aftcr 
this jiir~iblra ~ v a s  created, liowc\-er, the Svayanibunatli \vas again 
p.irtly dcstroyrd. It was only rrpaired in 1751, when Tibct'in la- 
m.12 suprrviwd it5 rebuilding, with the costs being met by Kin): 
I'r.ik~slianialla of Kathmandu (r. 1736-176H). The large central 
beams of tlie stupa's s t ruc t i~ re  wfCrc, however, provided by 
I'rakashaniall,I's conqueror, I'rithivi Narayan Sh.ih (1;22-1774). 
Tli~rt!--nine kilogrammes of gold ancl tliree thousdnd five liun- 
dred kilogramnirs of copper wert. used in the rc~furbishment.'" 

In tlie Jucker ini.ige, tlie lo\vc,r part of the stupa S ~ O M ' S  tlie red 
enshrined Amitabha Buddha, w~liilt~ a p'iir of eyes is painted on 

thc~rntablature abo\~t- tlie globular-sliapcd dome, which is paintcari 
with a rrd flo\vcr against \vliitr scrollwc>rk. Abo\,c the cntabla- 
turt. is a golden f~ni'il of thirteen ~~mbrt,llas fcstooned with a pair 
ot g.lrlands. The stepped t r rang~~la rcen t r~~l  p n e l  has a background 
of red scrolling, and a monk stdnds ,it c,~tlier sid? of tlic stupa 
niaking offerings. 

C h ~ t s ~ d e  Ilic \tcpped bordrl- ol tlic central p ' i ~ i ~ l  arc several 
rt>g15tcsrs paintcd with \vhite g.irl.indcd min~aturc. s t ~ ~ p , ~  In e ~ t h c r  
uptwr corner arc rcBprcscntations oil~oitl~~strttrni, unidentif~~ible dew 

to tlie amb~gi~iLy of tIi~31r attrihutcs I lo\\,cvcxr, tlic~r \vliitc and rcd 
c o l o ~ ~ r ~ n g c o u l t i  trtit,iti\~t~Iy ~dcntlf?  tlievn a5 tb,alok~tc>sh\.'lra and 
Manjushri lust to tlir sldc. ot tlic l ~ i ~ ~ t l ~ i i i ~ t t ; ~ i ~  ,ire Inl.igvs of I l ro 

i ~ ~ i i , ~ / t ~ i i l ~ t ~ ~ ~ ~  oficritig II~)\ \~ers  to tlic' 5t~1pd. T h ~ y  drc no longer dc- 
picted in a boat-s11.ipcd roundc.1, but .ire shown flying through 
space with only the mcrcst rc3s1duc. of clouci att,ichrd to their legs. 

'The, lo~vcr  rc,gistcr of thc painting has the con\,cntional scrnr 
ci f  .I i'nlroi-/r17r,1l[7 on thc' leit with the principal donor .ind ni~llc 
mc~rnbrrs of his family rangcd brhind h ~ m ;  on the r ~ g h t  are thc 
female family members. The donor\ .ire still clad in local garmcnts 
and not yet 'iccording to Indian fashlon. Tlirsc two p.incls flank a 
central imagct of a dark-blur Mahakala in his protc ,ct~v~ capaclt!: 
holding a chopper .lnd blood-filled skull, a white ~ r ~ d c n t  lednlnl: 
'igainst 1115 shouldcr. 

The date of srrr~rirrl 773 (1653) given in the dedicatc~ry i~~scrlp- 
tion in thr white- strip just abovc thr lower register is confirmed 
by the overall 5tylc of tlie painting. Although slightly naive in its 
execution, ~t is an important scroll .is i t  is 0 1 1 ~  of the' ~xanlt>Ics 

hefore I n d ~ a n  influcnccs in circss ,ind p~ctorlal zl~n\,cntion brcomc 
~ i o t ~ r c ~ i b l c  









Buddha Shakyamuni Shrine 

Cfri11 I 6So-I 7 2 0  

1)istemper on cloth 
11)h h S; cm 

This impressive s x c i l l  offers LIS not only a n  interesting icono- 
graphic p ~ - o ~ r a n i ~ i i c ,  but also .I a,e,iItli o t  late scvt~ntccnth/early 
ciglitt.enth centur). Indian t,l>hion ,lnd architc~cture in the smaller 
scenes d o n g  the borders. It is just un fo r tu~ i~ i t e  that tlie o\.erdll 
cuniiition of the painting is r.1thcr poor. 

Tlie upper  register depicts the S e v c ~  Buddhas of the Past. Tlie 
I~i\\.er rexistcr is now nl issng,  but  tlic images of tlie i~iij~'i~c-l~i~r!/i~, 
donor and his i,imily arc still intact a s  thry have, unusually, been 
placed just be lo~v  the ilppel- register, slid on  either side of a trian- 
gul.ir represt.ntation of tlic s'icrcd flame. 

The m'iin panel is clominatcd by a temple typical of thosr built 
in the Valley during tlie se\~e~iteentIi  century. Unfortunately, this 
author has not been able to ascertain exactly which telnplt. in tlir 
\',1llt,!: ~f any, 11 is meant to represent. Tlie lower portion of tlic 
temple contains threc shrines, the centremost occupied by I3i1d- 
dha Sliakyamuni, flanked by the red Manjusliri and the ~ 2 - h ~ t c  
Sliadak~li . l r i loke~Ii \~arr i l  Two monks and  add i t~ona l ,  mini , l t i~~-c  
temples are placed a t  c ~ t h e r  side of thcsr cnsli~.ined ~ I ~ L I I - v s .  

The sky around the temple is f~llcd with a ~ n u l t i t ~ ~ d c  of gocl5 
and gocldcsse5. On  tlie right are depicted tlic Fi\.c I',inch,i~-,lkzli,ls 
' ~ n d  Va.;udIiara, while on tlic left are the whitc Amoghapash,l ,incl 
tlie I'anchar,ikshci's male counterparts.  In this taw, tlic 1atti.r '11-c 
likely th~Tcitli.igdtas, idcnt~fiable hy their vehicles. In t h ~ s  c.~p,lc- 
ity in relatlon to thv I',incIiarakslias, it is thcrcforc not i ~ n i ~ s u , l l  111 

f ~ n d  a~-mc,d reprcsc,ntatlons of the Tathagatas in tlir ,lrt cit t l i c ,  

KCitlimandu V<lllcy." In addition, C;anchlia and a four-,~rmcd tic,- 

~ t y  'Ire also In a t t ~ n d ~ i n c e .  Just above both tlie miniature tc.~nplci 
in the lo\ver corners arc dcpictrd Manjuvajra and M a n j u \ h ~ - ~ ,  c,lch 
scatrcl on a cloud. Just abo\.c this crowd of dc ,~t i rs  15 a rrg1stc.r t ) t  

eighteen rtiundels conta~ning images of tlic Iluddli,i 
Abo\,c this 15 depicted a second templr,  and tlic s~dcs p,incls 

have stacked wrtouchcs  dcp~c t ing  episode5 from tlic l ~ f c  ( i t  Llic 
Buddh.1 Shaky , l~nun~ .  Most intriguing 1s tlic drcs5 oi  tlicsc ~ I K -  
urt-s, which sccms to li,ivcbcen adapted d~rcc t ly  i r o ~ n  contcmpo- 
rarv I n d ~ a n  pa~n t ing .  In t hew 5cenc5, onlv S l i a k y a n ~ ~ ~ n ~  l i~ni \ i~l t  15 

s t ~ l l  clad In the tl-adition'il way. F\.cn thv pal,icc,s In Ili(,5r 5tcnc.s 
m.lke one think Inorc of India than of thC Kathtn,lncl~~ \',111c\ 

Styli\tically, tlic pa~ntili): 15 comp'ir,iblr with o n c  In the* 1'rlnc.c 
of M'alcs Mu\cum,  M u m b a ~ ,  datcd 1h81 " ,ind ,inotlic~- onc ei,ltcci 
1688 In tlic I.oi A~~gc lc> \  Co~lnL\. Musiwm lit Art ' ,211 Lhri>i, ~ I I J I C ,  
511n11'1rIy r~~nclerc~ci 1roc.k f o r ~ i i ~ i t ~ o n > ,  ~IOLICIS 'IIILI , ~ I ~ I / ~ I ~ / / J ~ J I ~ I . ,  ,iI- 

morr  st!.ll\ed I l l15 scroll 15 prtihabl!, c,irl~c.l- Iti,ln a J ; I ~  c,x,impli, 
In tlic Juckc*r Collcxction J~zcus>c,ei hclo~\r (l'lc>lc 18). 1 hcr i , t~~rc ,  '1 

su):gc.stcd dalt. of ~ I I . I ~ I  1680 to ~ ; z o  for I l l15  ~ i i i i i l~ l~i~ 5ccmi I~kc,l\ 
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Siddhilakshmi 

Da ted I 69.4 
Distemper on cloth 
(11 X 5 1 . 5  cm 

This relati\.ely small and iconographically rare painting is remark- 
able through its si~nplt. but effective c o l o ~ ~ r  combinations. The 
painting is dominated by the eight-armed Siddhilakslin~i, a rare 
form of I'arvati. Her white ccimplexion contrasts well against tlie 
blood-red background o ther  shrine. She is holding (from clock- 
\\rise) a skull, rosar!; t r~dent ,  lasso, sword, trident, club, severed 
head and waterpot in her hands, with lier left principle hand in 
trirjii~rit~rrrtlr~i (gesturt. of pointing out error). Her head cclnsists of 
five differently coloured faces of which three are flanking her prin- 
ciple face, while another is placed on top of lier licad. She wears a 
horizontally stripcd multi-coloured si11.i. 

The goddess is shown seated on the shoulders of a wrathful 
Bhairava, who in his turn is dancing on top of a naked yellow 
~n.ile figure. Tlie ten-armed Rhairava holds his prcscr~bed .it- 
tributes, but his two principle hands also support the right foot of 
his consort. They arc standing within a simple s l i r~nc with arch 
clccoration consisting of a pair of green roaring I ~ o n s  and Caruda 
at tlie .ipex grasping a pair of serpents in his hands. Ucliind tlir 
lions and C;~ruda i h  a background of swirling clouds and flowcrs. 
Beyond tlie shrine in tlie upper corners of the painting arc tht, 5iln 
and moon. 

In the lower corners, two othcr emanations of Pcirvati, thi\ tcn- 
armed Ilurga and '1 two-armed form of Kali holding a \\vo~-d ,ln~i 
\kull cup, flank tlie shrine. Tlie lower regiskr shows thc thrcc 
main godhof tlic Hindu pantheon with, at their centre, '1 ten-'ir~ncd 
nianifestat~on of Sliiva. He is flanked at both sides b!. a g ~ ~ , i r d ~ , i n  
The left corner depicts the yellow coloured and four-faced Br,ihm,i, 
and in the right is the four-armed Vis l in~~ .  The forlner's liands ,lrc, 
(from clockwiw) in the ob/tnynr~rrtdr.cl (gesture of protection) ,inJ 
hold tlir rosary, manuscr~pt  and flask of the clixir of I~fc.. Vi5hnu 
is dcpicted holding the conch, wheel, sceptrr and I o t u .  

Not ninny rcprescntations of Siddliilakshm~ arc, known, hi11 .i 
translation of tlie ~nscription slicds some light as t c ~  thr pu~.pow, 
of this icon: 

'011 ~nothcr  goddc.ss, cast compassionatc eye\ upon m\. cli~l- 
drcn. T l i~s  IS a rcspcctful rcqucst to you from me, Sliri (;ang,ldhar,l 
S'arma. Sn111i11rt Xrq (1(194).' 

S~ddliilak~linii ,~ l so  ,lppc>~lr\ as a subs~di,iry f ~ g t ~ r r  on '1 Ka11 
<troll in the Z i ~ n ~ n v r t n ~ i n  Colli~ction, '  and in .l b r o n / c i ~ x , i ~ n p I ~ ~  In 
thc I'at'ln Mu\c~icrn.'' I<cccntly two cx,1rnplc~ in ,i ikctchhook hl\- 
longing to tlic Aldorf  Collc,ction wi,rc publ~\Iic~d. '  





Vishnu Shrine 
Dated 1716 
Distemper and gold on cloth 
165x 115cni 

Together with a scroll depicting a Padmapani shrine (Plate 28), 
this painting can be regarded as one of the more important eight- 
eenth and nineteenth century paintings from the Newari hadi- 
tion. Unusuallv, we can even discern that it is a product of the 
painting ateliers of Bhaktapur during one of its greatest period of 
patmnage. Its inscriptions in Sanskrit and Newari both give a date 
of sn~rrilnf 836 (1716), and indicate that the painting has been cre- 
ated for the Anantavrata rite to Vishnu. 

The multi-tiered shrine houses on its ground floor Vishnu 
flanked by his consorts Sarasvati and Lakshmi. Vishnu holds in 
his four hands the shell, lotus, wheel and staff, while behind him 
the seven-headed snake canopy of Ananta is visible, and his ve- 
hicle Garuda supports his feet. Sarasvati and Lakshmi are also 
shown on their vehicles of a goose and a tortoise. Above this trin- 
ity rise three upper galleries comprising niches housing a row of 
seated risk followed bv the different manifestations of Vishnu. In 
the pavilion atop the shrine Vishnu flanked by his consorts is once 
again represented, but in this instance he is shown seated on 
Garuda. From the top of the pivilion rises an umbrella from which 
two pairs of intertwined tragarajas are suspended, their tails ex- 
tending down the length of the roof. 

The remaining space of the central panel is taken up by a 
chequerboard of cartouches containing depictions of deities from 
the Hindu pantheon. Starting at the top left, one can identify 
Ganesha and Brahma, followed by the Dikpalas Indra, Agni, 
Nirmitti, Varuna, Vayu, Kubera and Ishana, Adha and Udha. In 
the second row are the Navagrahas with the four-armed Shiva 
riding the bull Nandi at the end. The next four rows contain the 
twenty-eight female Nakshatras, a11 wearing short blouses. Be- 
low this are depicted figures of the zodiac, another twelve m a n -  
festations of Vishnu and twelve female deities near the side bor- 
ders. The Vishnu manifestations probably represent the twelve 
months of the year. All of these images pay hommage to the cen- 
tral, enshrined image of Vishnu. 

Along the top register are depicted the ten incarnations of 
Vishnu: (left to right) Matsya (fish), Kurma (tortoise), Varaha (boar), 
Narasimha (lion), Vamana (dwarf), Parashurama (Rama with an 
axe), Rama, Balarama, Buddha and Kalkin. just below the shrine 
is a strip representing the ocean replete with small green waves 
and eight rlnxas. Serpents (rlaxns) are an important aspect of the 

The inscription reads as follows: 
( 1 . )  in Sanskrit : "C;reetings to S'ri-Ananta. May i t  be auspicious. In the 
year 876, on the fourteenth day of tlic br~ght half of tlic Bha-dra month, 
on Monday, during Garakaran ha and Atigdrird. yoga (this painting was 
consecrated) IHa\,ing properly performed the rite of Avantavrata for four- 
teen years, the Brahm~n named Suvarnade\,.i, the son of Ratnabhadr.1. 
colnmissionrd (this painting). I bow down to Ananta. Learned pcoplc 
consider him S'abda Brahma (but even) yogis do not know him well 
Some regard him as a ~lanie ol the ever-burning lamp of knowledge. Some 
consider him a n  incarnation of M ~ I I U .  Tliosc w h ~  helic\fc in the philosn- 
phy of Mi-ma-msa and Taritra think that hc i %  S'i\,<l (Ib'a). t1ou,e\,~r, ac- 
cording to wise logician5 he is the cre.itor god". 

Anantavrata, as the rite is named after the serpent Ananta depicted 
behind the central image of Vishnu, and whose name means 'eter- 
nity' in reference to his coils representing the neverending cycle of 
time. Vishnu rests upon these coils between his roles of destroy- 
ing and creating the universe. The ceremony of his veneration was 

amongst the Malla kings of the valjey. The Anantavrata is 
always performed on the fourteenth day of the month of Bhadra 
(August/September) as mentioned in the Newari inscription. 
Paintings commemorating this ceremony, like the present image, 
are all consecrated on this day. The lower register gives the con- 
ventional scene of the vnjraclmryn, the donor and his family flank- 
ing a dancing image, possibly that of Shiva. He is red and with a 
third eye, and pays hommage to Vishnu. 

This scene is however more interesting than usual as the in- 
scription just above this register identifies the priest as Suvarna- 
deva, the donor as Ratnabhadra and his wife as Siddheshvara. 
Even more importantly in the right corner is a large seated depic- 
tion of King Bhupatindramalla of Bhaktapur (r. 1696-1721) and 
his young son Ranajitamalla (r. 1722-1769). Anotherpnubha depict- 
ing royal figures is in the Los Angeles County Museum of Art.'J 
This is also a Vishnu scroll dated 1681, and depicts Bhupa- 
tindramalla as a prince together with his father King Jitamitrimalla 
(r. 1673-1696) and his uncle Ugramalla. The royal portraits in the 
Los Angeles painting are executed in a very stylised manner and 
therefore it would be impossible to recognise them without the 
help of the identifying labels. The king on the Jucker scroll, how- 
ever, seems to be executed more naturalistically. If one compares 
him with a portrait on one of the murals of the Bhadgaon palace at 
Bhaktapur, the similarities are rather striking." In both instances, 
Bhupatindramalla sports a dark beard and moustache, has a long 
nose and wears a similar headdress. Both could have been painted 
after a contemporary portrait of the ageing king. Another recently 
published painting is a full-size portrait of Bhupatindrarnalla 
seated below a snake canopy.'* Together with the Los Angeles and 
Juckerexamples, it shares the same facial features and similar head- 
dress. In addition, the youthful Ranajitamalla is once again painted 
by his father's side arguing that this full-sizcd portrait should also 
be dated somewhere in the region of the first two decades of the 
eighteenth century, as Ranajitamalla hadn't even been born at the 
earlier date of 1696-1700 with which it has been publishcd. 

(2.) in Newari. "On Monday, the fourteenth of thc bright hall of Bliadra. 
during the Dhancs. tsha naksa, tra and the Atigan.d.a yoga, during 
the karan.a rnuhurt.~, when thc sun was in V~rgo and the moon in 
Aquarius, in the> year 836 (c. August-September 1716 A D )  Ratnabhadra 
and his wife Siddhc\,ari and thcil. son S~~v~irnadc\,a, along with others. 
cight persons altogether, azr~,mpli~hcd the Andta \,rdta and consecrated 
this paubha (pat~hha-la), Inay i t  br  at~spic~ou%. Each year this paubha 
should be displayed <it ~ I I C  plcicc M , I ~ L > ~ C  th(' An,lta vrat'i is pufor~lled. 
Mav WC .ichic.\,tt tlir ,iffrction of +'ri  s ' r ~  s ' r~ An.it<i \,r,lt.l; m.1). i t  h13 thus'" 





I-. ir l\. 1 8 t h  ccnlul . \  
I ) ~ \ l c rnpc r  .ind gold on c l o t h  

;h \ ;(> cm 





Cll'lll 1727-1750 
l l i s t e~npc r  and  gcild on cloth 
71 X h11 cm 

This in terc t ing ~rr11111lrii h a  n rev-coloured I'al-1-,lti sc%ated rnajrstl- 
cally on  tc~p c ~ f  ,l w ~ h ~ t e  Shiva. Hcr face has  a mcd i t a t~vc  cxprcs- 
slon, and hCr four h'lnds hold a trldcnt, arrow, noosc, .lnd hclr\$. 
Shc \vc,lrs a transparent crrrl and  many body ornamttnts \vhicli 
arc I,lrgcl!~ cx(~cutcd in a r,iised gold relief. She also weclrs a p i r -  
land of sc\,ercd hcads, the facrs of which arc all cxecutcd In con- 
temporary Indian style, a featul-e also visible on the ~ I - C ~ I O U S  paint- 

ing (I'latc 19). l'li~.sc ~nflucncvs arc typical for thc c~gl i tcrnt l i  ccn- 
lur!, p.linting t rad~t ion of thC Kathmandu Vallcy Fncompassing 
11t.r figurc is a flaming 'lurcolc ~vi t l i  the added Ii-aturi\ of an  Inncr 
rim consisting of ~ ' I i i t c  bkulls. 

T-hc, t v h ~ t c  Sh1\..1 \vc,ars ,i tigcr-skin apron, snake cirn,lmc,nt\ 
, ~ n d  .I garland of sc\.crc~d bads. Hc is l y ~ n g  on '1 rcd-p,i~lit id d.lii 
suppor t rd  by tlic four l l i ndu  dcitics: froln thr  Iclt, thr  hluc-col- 
ourc~d Kr~shn'i ,  thc ycllow Brahm.1, thc lour- .~~-mcd In~ir.1 ,lnd 
Sli~\. , i  h~msc l f .  All arc In kncc,l~ng posture. At tlic hottom ccl~tl.{> 15 

,I m u l l ~ - ~ o I o ~ ~ r ( - ~ i  sc111,ir~ I /~ I I I~ I . I I  " Tlic scc.ncx i \  sct amidst ,l xl-t*rn 
l,lndsc,ip{~ w ~ l h  f1o~vr.r~ <lnd ,l pair of sno \v -pc~kcd  1nounL.lln 
'Ihc, >cl-oll w,i\ proh,ibl\. p.11ntc.d In tlic iarnc. p c r ~ o d  ,I> I ' lc~lr I[), 

hul  15 possibly cl~iscr to ~ ; j u  tIi,ln I ~ I I O ,  '15 11 15 \ l~gl i t l \  rnot.c, \c.lir.- 
ln,i l~c In c*hc>cutlon 





Mid-18th cenh~ry  
Distemper and gold on cloth 
108 X 88.5 cm 

The depiction of this thousand-armed and many-headed cniana- 
tinn of Avalokiteslivara is extreniely unusual and is not mentioned 
in De Mallnian's iconographic compendium." Although its many 
heads are, in fact, in eleven layers, i t  seems odd to identify it as 
the EkadasIia~iiukhalokesli\~ara, tlie elcvcn-headed manifestation 
of the h~dlrisnttin. Probably more accurate is the identification of 
Saliasrabhujalokeshvara, a manifestation with a thousand hands." 
However, given that this manifestation does not mention the 
number of heads, this icon's identification as such can only re- 
main tentative, and i t  is likely that this is a depiction of A1.a- 
lokiteshvara unique to the Valley. 

The deity is represented standing on a lot i~s supported by a 
large fish. He wears .l dlroti consisting of various layers of rnulti- 
coloured textiles and gold-painted ornaments. The almost pyrami- 
dal grouping of his 'thousand' heads is built up  of many different 
faces, all of which have a benign expression except for a wr,ithful 
few at the top. What is particularly amazing about this beauti- 
fully and skilfully cxrcuted painting is the artist's lorrr rlcfi~rc.c in 
creating tlie incredible detail required in the arms and hands They 
are depicted in five d~fferent layers, the first of which hold wli~tc 
lotuses, followed by animals, gods and attributes. All of tlir di- 
\.inities are portrayed in wclrshipping postures. 

A\.alokitesh\,ara is surrounded by various Buddhist and t lindu 
gods and gnddesscs srated on cloud platforms. The lower bordc~r 
depicts tlir donor and liis family flanking a trinity of Ganchh,i, 
one of tlic goddessc.~ ot tlie I'ancharaksha and Mahak,il,i Ji15t 

abo\.c is a sccond outing within this collection for the unu\ic,il 
depiction of (;anrslin r~d ing  liis \,chiclc the rat. In thc wrcitcsr t \ \  11 

ranks of I I ~ S I I ~ R I O S  and a red Hayagrka face thc ccmtral Irn,lgc In 
adoration. Anotlirr ~ntcresting aspect is that a11 of tlic t l ~ n d u  del- 
ties are linked to A\-alokitesh\,ara's body through \.i,ry I ~ n r  ~ t ~ l ~ i  
threads, w h ~ l e  thr I3uddhist dcitics arc not, as i f  to cmpli.ii~\c th<. 
latter's superiority The Buddhist dcitirs consist of the, I'.incli,i- 
rakshas and t~.~r, Buddha fig111-vs at t l i ?  upper srction of tl lc* p,i1111- 
ing. Clockwiscaround the central A\.alokitcsh\.,irc~ i rnc i~c~  (Ix~s111- 
ning at the 7:00 pohition) arc T'.~r\.ati, Surya, SLirLi5\.~tl, ( ~ d ~ i g ~ i ,  
Yamuna, A g n ~  and \ '~shnu.  Alho standing In thc \v.itrr '11 1.1thc.l- 
side of his feet arc two ~ncarna l~ons  ot Vislini~. Krl\Iinci ( ( I ~ I I J  .in,l 
Narasirnh.1 (right). T h ~ s  i3ncrgctic and c r o ~ , d c d  5cc.nc 15 pI,i~e,~l 
within d grc'i311 r n o ~ ~ n l d ~ n o ~ ~ \  Idn~iscdp~ i l g ~ i ~ ~ i s l  a hluc \k\ 

T h c p , ~ i n t ~ n g ~ , i n  sl!.list~c.illy bcd,itcd to.iroun~l t l ~ ,  ~n~c i -~ .~gI i t -  
(*c.nth ccntul.!. C o ~ n p a r i n ~  this onc  with '1 1 i iu1-~1  t l i c ,  

t4anurnandliokci In K.itlirn,i~idu c~xcrutrd <i]r)und I;?<, on,, <.in 
ohzcr\,c \c~\,cr,il \~mil , i~.~t lcs .  ~ n c l u d ~ n ~  ~ l i c  shcipc 01 ( I ~ c  I.111,, .11i,i  

tlicir tc.irdrop-5h.iprJ crowns \u rmount~ ,~ i  h! llo\\cr\ :l- ~hc,  
Juckcr p'iint~ng h.i\ hccn rnorc. I r c ~ l \ ,  rc~ndcrc~~i. ,l \l1gh11\ c'.11 I I C , ~  
c i a l ~ ~  ~ s ~ - o ~ i c ~ c ~ ~ \ ~ a h l t ~  I l i c ~ c ~ ~ i t i r c ~ c ~ i ~ ~ i ~ ~ ~ i ~ ~ t ~ o ~ i  15 1101 onI\ li~glil\ ,1111 

111.1tcd, 17111 ti150 licl\ '1 1-1c.11 p ~ l c ~ ~ t i ~  cirici l ~ t ~ ~ i 1 1 1 1  tull\ c ~ c c  L I ~ ~ , C I  ~ i t . 1 ~ 1 1  l 





Nine Tantric Deities 

Dated 1775 
Distemper on cloth 

7.5 x 5 ;  cm 

This most unusual scroll depicts divinities which one rarely comes 
~icross in the Ne\vari painting tradition. Divided over the central 
field in three ro\vs, thc nine deities are each framed by a flaming 
aureole Iiighliglited against a dark-blue field. In addition there is 
the motif of  a flowering plant interspersed between the deities. In 
the upper ro\v are Kalachakra, Dharmadhatuvagishvara and 
Hr\,ajra. Kalacliakra's twenty-four arms are painted white, red 
and dark-blue as arc his three faces. His feet are supported by 
Indra,  Brahma, Vishnu and  Slii\ra. In the second row a re  
Vajrah~cmkara, Yogambara and Samvara. The first and last men- 
tioned are standing on Bhairava and Kalaratri a s  seen In the 
Chakrasamvara painting in Plate 13, while Yogambara is seated 
on a lion, holding the, breast of his consort with liis principle right 
hand according to liis prescribed iconography." The last row con- 
tains Vajrabhaira\,a, Vighnantaka and Vajravarahi. The first .lnd 
I'ist of this rowr are tlie only ones of this group of nlne not dc- 
picted in sexual embrace. Vighnantaka is standing on four dciter- 
ently-colouredelcpliants, an unusual motif to find on Vallc,y paint- 
ings  Unusually, Vajravarahi is depicted with four boar licacls, 
while normally she is depicted only with one. 

The upper rcgister has a miniature garland-festoon~d 1n1,igc 
o I  the Svayambunath at  its centre. To its right 'irr thc r c ~ i  
\'ajra\-ciralii, a \\pliite torn1 of Manjushri  a n d  a dark-blue, 
Vajrasattva. The ot1it.r side has two more forms of Manji15hrl .~nd  
pebrhaph a form of the red Yamari. The lower register cont.iln5 lhc5 
images r ~ f  the donors, \\.it11 tlie male tamily mernhers on the, I e ~ l t  

and the femcile members on the r~ghk. Some of them ha\-C thclr 
name5 inscribed in black. Rrtwcen them IS a manclc~\tat~on o t  

Ganesha - the rccl Vlnayaka, as well as Acala and Mlihc~kcil~i ; \ I 1  
the figures arc, neatly rendered and their d e t . ~ c l i n ~  pc,rtc%ctl\ 
painted. The rlchness of th15 ~~ilrrl~lrir i b  cnhanced by '1 1,i\ 1\11 1 1 5 ~ .  0 1  

gold for all the jc\\~c~llcr-y. 
In 1978, Dr. 1'aI ahtutcly obser\.cd th.it the paintcng undc-r ,115- 

cubsion was 'Onc of thc most striking Buddhist ~iizr~liliir~ ot \i1-,111i- 
ful dir,inltic> ... in \vhlch wc c,ncountctr .l rich p,inthc>on 0 1  \'l~lrcl- 
yana dcrtic,s.'"' I+c M,as, liowc\.cr, not thc first scliol,>r to rccogl1l\cL 
the. ilnportanrc. of th15 5croll. I! haei .ilrc~,ieiy hccn c~hch110~1  In 
1964 at thc~ fcrst rncilol. r~~hib l t ion  (li Nc~palc5c ,lrt org,1nl\c~i h\ 
Stellci Kr,imrcscli " Io \vhoni th15 ~iir~rl~liri ~t one, tlmcs hc~longc~~i 

Indcvd no otlicr Yc\\..irl c ~ ~ i r n p l c ~ s  arc rccordcci In k,rc\ , i t[ ,  \ ) I  

publcc iollcrllc)n~ lIi,lt \lio\i 111 such ,in lntcn\~\  c \ \ J \  L W > ~ < > I  11 I 3 ~ 1 e i  

dh15l dc\ cnltcc\ It5 ct1nlr,i5t1n): ic)lciur i c l i c ~ m ~ ~  crnph.lil\c~i i t \  ,11- 

trarti\cnc*ss'lnJ thcdcdlr.lttlr\ Inscrcptlon g11 Ing thc~~1.11c.~r1 ~ , i ~ r r , , , i f  

Xy; (I?;?) tor rts t'on5e~c1~~llcon ~n,lhc,\ Ihls \<-roll ,In Inlporl.lnl I < , % ~ I  

Inon\ of 1.ite.r csotisl.i<- I3uJdli1~t .irt In tht. K.itIim,in~lu \,IIIL~\ 





\"15~1dll~ir~1, tlli, goclciebs of ~ . t * ~ ~ l t l ~  15 plae-rd , ~ t  the. centre. nt four 
concentric squares. Six-.lrrncd, 11c.r hand5 hold her pr i~sc~-~hc~ei  ,it- 
t r~hutcs ,  lncludlng the \-ahc of ,ibund.lncc Izlanking her.irv sc,.ltcd 
rcprcsent.it~ons c i f  '1 red A\.alcikitcsll\-.~rci and  a green \',i]r,i~ani, 
while in front of the throne is sc,itcd Ila l ) e \ .~  fl.inkcci by a b lur  
J a n ~ b h a l ~ i  and ,I \vhite \ ' a r~~na .  At tlir tci~cr corners (it tlir ~ ~ I L I C I I C  

gallery lust beyond this central im.igc arc seated four t1gurc5 that 
can tent.iti\ c,l!- he identified a s  tlie four !/iikzl~irdlrr~~ii (!/nk~lrir chicf5) 
mentioned in the \ / i rsr i r i l r i7r .o i i i lc~~I111 a5 biting 111 t h ~ s  p,lrt cif tllc 
mandala N.ln~c.ly they arc  C'hiv~kuncl~ili, Kc~lirnalin~, Suklicwd1-,1 
and Chalcndr'l The galler!- beyond this hhow.5 thc I O L I ~  !/irkslriis 
named i l l  thc s a n l ~ ~  text as  gu, i rd~ans  of the, rnandal<i'\ p(i1-t~l5. 
Manibhadra, I ' i~rn~ibhadra, I)h,ln,i 'ind Vvsha\.arn,i ,ire. 5ccitcci 
~ g ~ 1 1 1 i < t  ~ ~ ~ ~ v ~ l - f i l l ~ ~ c i  b.igs and iv~t l i  1,irgc yc*llo\\, ~ ~ t ~ r c ~ c l l c ~ s  Ihc% ~ O L I I -  

deltic5 at t l i r  corni3~-5, althoi1~11 ha\ ing thc 5ame h.1~5, I.ic h thr 
large ~ i t r e o l c \  and could rc~prc5i~nt t l i ~ s  ~/ith-lrir~~ (tcm,llc I I , I ~ . / I ~ I )  

m c n t ~ ~ n c d  In thc l ~ i i ~ ~ i i i l r i i r - ~ l i l i i ~ ~ ~ l ~ ~ i  '15 h c ~ n g  In th15 p,lrt 0 1  lhct 
n ~ ~ i n d a l a  , ~ n d  n,imeJ , i s ( ;upt .~  I)c\  I ,  S . i g ~ ~ p t a  I)c\ i .  S . ~ I - J ~ \  ,1t1 I)<, \  I 

.ind Ch,lnci~.ak,~nt~i II)e\.l." l~urtlic*r ~nformat lon on tlich~. \ i ~ h \ ~ ~ i i -  
'irv f1gurc.5 can h<, glcancci trrim 111- I',~l's d15cu5\1on ( 1 1  .inothc,r 
p ' l~ntrd  \'ci~~~Jh.ir.imclncial,l In the, I < ~ l k s m ~ ~ ~ c * i ~ n l  In . \ n i ~ t c , ~ ~ I , ~ ~ i i  

13c~yo11d th1.5 'ire, t i v ~  c ~ r c t ~ l ~ ~ r  gclI1c~r~c\, o ~ i t ~ o t  I , i l i ~ ~  } ~ , L i l \  c i~i t l  
the otlicr In .l t~\c-ccllri~~rc*d clciuci clk,s~y,n In rhc c o ~ - n ~ , ~ - ~  I~c,\onii  





I ~ t c  ~Hth  crnt i~r) '  
Ilistcnipcr on cloth 
h8 X 57 c n ~  

i5 this J i~ckc r  C o 1 I ~ ~ t i ~ ) n ' s  second cx.lrnplc~ of '1 rCd f o ~ ~ r - ~ l r n l r d  
I',lr\.at~ seated 1117 S I~~va . " 'The  goddess is shown sc,~tcd in Iir11til~i11111 
(ro!.al case) 0 1 1  the whltC prone body of a multi-headed Shiv'l .lnd 
w i t h ~ n  ,l golden s h r ~ n c .  The C;aruda holding two  r r i l ~ i r . :  by thcxir 
tails .lnd thrs pair of 111nhir11 , ~ n d  t h c ~ r  riders seem almost to bc 
,ittachcd to thc shrine's arch in this instance than act i~ .~l lv  c o n -  
posing it. Although the state of the painting does  not allow for 
cc.rta111 idcntif~catlon, I'arvati's four hands  arc  PI-obably holdin): 
.I n~~ lnusc r ip t ,  staff, noose and bow. Around hcr hips is dr.lpc,ci .I 

plc'itcd V I ~ I  anci m.lny goldcn ornaments  adorn lhcr body 
Irn,lgc-s of Shi\,'i scatcd on his bull Nandi,  Vislini~ on C;.lrud,~, 

Agni on hi5 ):oC1t '111d C;,lncsh,l on  the rat, ,lrc3 d r p ~ c t c d  f l ank~ng  
the, sh~- in r .  Abo\,c- t h c ~ n  arc .l p.111- of \vingeci ~ ' I ~ ~ ~ I I / ~ I I ~ ~ I I I I . I I ~  1101d111~ 
garl.lnds. A n  lntcrc>stin): icaturc i5 the i~pturncci trcatmcnt (11 Ihr 
wings oi both t h ~ ,  i ' / ~ l ~ / i ~ d l ~ i l ~ r l ~  and Gal-ud.1 A\ f,ir ,is thc , l i~ thor  1s 
,1i\,,lrc, this 1s Ihr onl\ ,  known cx, l~nplc  c,f  t h ~ s  plicmo~n<,non I lir 
11ppc.r c-ornc1.5 , ~ l \ o  cont.lin rc*prrsr9ntat~onh of ihcs 5un .ind  noon 

In thc~ I ~ \ v ( ~ r  ~rcgicltc~ drr  dc*p~ct ion\  c i f  C;anc'slid, I3rdllriid, 
Vishn~c, tn811 form\ of Sliiv,~ ,ind tlir h l~~r -cc l lou rc~ l  K . i ~ . l l ~ h r \ , . ~  
\ v ~ t I i ~ n  M . I ? I ( c  e i ~ - ~ I 1 ~ [ c ~ ~ t u r d l  I ~ I C I ~ ~ > L I  1 1 1 ~ '  yc'IIo\\ -p , i~n (c>~ i  011l1'1. I )o t . -  

del- 15 ,iJc,rncd \\,it11 , ~ l t c r n ~ i t ~ n g  hluc ,ind t - c d  flo\t c.1.5 ni.ihing tht. 
\t liolc. p.111iI111g p.irt~cul.lrl\ , i ~ ~ ~ r n ~ ~ t c c i  





Zrr ni 1 Xoo 

D i ~ t e m p e r  a n ~ i  gold on cloth 
-- , , \ 6 5 . 5  cm 

ILikc I'latc 2 1 ,  this interesting pa in t~ng  shows .I cclm~ningling 11f 

Uuddli~st and t i ~ n d u  di1,initic.s. I 'admapcin~ zt'incls on  a l o t~ l s  at 
the centres of an  cl,ihorats bh r i l i~  \.cr!. h~lnilar to tli' 01ic just d ~ s -  
cuzscd in T'late 24. In t h ~ s  c\.lmplc, ho\vc\,e~; thc rrrnkiirn.; .lnd Ihcir 
I-idt7r.h arc notv much more. st!-listd In their execut~on and  the rid- 
e r .  hold parab~l ' i .  In acid~tion, there is a p l i r  of croi1cl1ing licrns ,it 
the hasc c)t tlic pillnl-s supporting ~niniaturc. Images of C;ancslia 
and M,ihakala. 

I"idm.ipCini is shotcn holding a pair of lot~lscs.  Fic \vc,irs .I 

blue ~llrotr \\zol-kcd \vith gcild scrolling flo\\~c,rs, and h ~ ~ r n o r o i ~ s  
touch can bc. found in the 11\,cly tlgrr skin and a sn.1ke g,irl,lnd 
dr'lprd at thv \\-'list and across hi5 cliest. M u 4  of his jc\ccllcr!; a \  

lv i t l~  tli.lt of the other deltics dcpictcd in this imagr ,  I \  of gold 
l a ~ \ c d  in ~-c~l~c,t .  Su~-rcrunci~ng I11m rzf~thln thc shr lnr  arc rnin1~1tu1-1% 
I -c~pr i~su~ ta t~c ins  of (from Irit, hottom clock\visr) Sh~\. , i ,  K,lrtt~kc,v,l, 
Dr~ihma, \ ' ~ \ l i n i~ ,  Agni, I.,ikslim~, Ur,lhrnanl, I'.lr\.ati, (;ang.i , ~ n ~ i  
Y.irnuna, cach of \vIlom <ire att ,~clicd to I'cid~n,lp.ln~ b!. ,l Ihln 
g(1ldc.n tlirc,lcl as  'llso w e n  in I'latr 2 I .  F l ank~ng  I',idm.ipcin~'i tt3c,t 
I \  rcprc-\ui t.1 tion t r f  a f i \~~~-he. idcd Sli~\.d Irrr,yi~ (phallu\) pl,~ccd 
(in ,i 1111rrr ( \  1111 a )  a n ~ i  1111 the, cithcr s~clc  a pl'int g r o ~ j s  irc~m ,I sm,ill 
rock. In front o i  I l l c  throne) 15 the' multr-hcadccl and  ,11.1ncJ ILlhu 
\ t , ~ t l i  h15 make b o J \  fh rc r  t ~ ~ t c s l ~ ~ r y  figilr1.s ~ n a k ~  I I ~  1"1cin1~1p~i1i1'\ 
crci\vn   lid arc, In c i s c i*nd~ng  ordel-, Sl1aei,1k\li,l1-1lok~~\li\ , ~ I C I ,  
~ \ ~ n ~ l . l h h a  .ind proh.ihly V,ijr,isatt\.,1 

Thc s h r ~ n c  ha\ L7c.c.n pl<iccd In a grc,c%n rno~lnta~ncru\  I.lnci\r,~pc, 
scp.lr.itc'd fl-urn a hluc. sk!- b\. \no\v\ pc'iks. I'l,ink~n:: tht- h.i\c, 0 1  

L l ~ , s h r ~ n e  ~ i r c S i ~ c l l ~ , i n , ~ k u ~ n a r ~ i  , ~ n d  li,l\.agri\ ,I 5% ~ t h ,  1rnni~~ci1,11~~l! 
aho\.c tlicm, a foul--.~rmcd M,1njusIir1 ,lnd \ ' , i j~ .~p ' i n~  \211t11111 111~' 

,1rc,1 of thr \ky 21-c.pl.lrcd image.\ of iclur 0 1  tlic I I \  I, I ~ - , l ~ i ~ ~ ~ ~ n c l ~ ~ ~ i -  
t,il 13uddIi.1s (th? hfth, Am~t,ibli.i, i5.ilrc~iciy prc%icnl In I ' . l~i~n,ip,in~'\  
cl~O\\,ll) 'ilici <l150 of \"l\~l~ill,1r,l '1ll~i sltat,lr'l s ~ - ' l l t ~ ~ ~ c ~ ~ i  ,11111l11g~l 
thrsc  dc1tic5 arc, Ihc I :~ght  Au\p~c-icru\ Sylnhol\ .inci '1 ptill i l l  

i~r~l,~~iriilri~rir. I h r  l c i \ \  cr rc,gistc,~- 15 ~-cw,r\.cd flrr t l i c ,  ciollo~- dnci 
f'imil!, hut i~nu\i~.ill!, t l ~ c  hordcr i \  f~ l lcd  M-1111 r c~ l i~ -c~ \cn t . i l~~>~i \  0 1  

51xt!\1x . i d ~ ~ r ~ i ~ n t  mcilc anei tc.mtllc d c ~ t ~ c \ ,  \omc 111 \ \ , I I I c  li h,i\ 
.in~m,il Iic~.l~i\ I hc,!. ,]I-c. d~l l lc  ult (1) ~dcn l l f \  \\.~thcrut I.ih~,l\ 111 tlit. 
rlgllt Il~xlu'll 5~lLlrcc 

I h l c ,  10 i t5  111or~~ ~ c . I l c ~ ~ n ~ i ~ ~ \ c t i  c1\cSc L I I I O I ~ ,  Cli15 roll 15 l~hc,l) l c i  

p ( i ~ t - ~ i ~ l c ,  l'l,~ tc, 24, b11t prc--~i'>lt,\, ,~nci prol>sil~l\  111 ,i lc , \<  ~ i c ~  ,rcit,\, 
,I ~it~~ililrir j , i lcd I H I ~  In l l i c ,  I % I . I I I \ I ~  L ~ L I ~ C ~ I I ~  
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U~\trmprr o n  cloth 
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~ Z l t l i o ~ ~ g l i  parl~, i l l \ .  d.lm.1gc.d .ind m l w n g  ~t, l ~ p p c ~ r  hci~-~icl ,  11115 

p.i111t1ng o f f v ~  115 .l ci1\11111\  rt~I.i11\cl\ unkno\ \n ,ind r.~t-cl\ tic- 
plctcd in  thc art ot thc \'.illc,\. S~tdldp.itrd - l i t ~ r ~ i I I \ ~ ' s l i ~  \\.IxI liolcis 
tlic p.ira\cd' - doe*\ ~ n d c c d  I i o l ~ i  p'ir<i\c~l 11 1111 hcr l\\ 11 prlnc~p,iI 
li,inJ\ \\~Iil lc. h r r  man\ others r,icl~.itc~ ' i ro i~t id  111'1.. ~ , i i l i  \ \  1111 ,111 11\ 1, 
~ ~ a ~ n t e d  In  thclr p,illn\ I n  ,icld~tlnn, \ l i e -  h,is multtplc, lic,ld\ ~-,lngt.ci 
In \.c,rtic,il r11\v5 h~I111ici Iicr 111 ,l h c ~ ~ l t l ~ r - l i k i ~  L~~I~PI> ~ 1 1 c i  Iic>r i11111- 

I,II-I\ ~ ~ ~ I I I ~ V ~ O L I ~  tvc1L ~lpl,i\ 0111 hc,lo\v 11~r s i ~ l i .  I I i c ~  IJLIC~ I\ l i i u l t ~ -  
c ~ ~ l ~ i u r c ~ c i  2nd plcalcei \v1111 ,111 I I I I~IC~~C* '111~1 M . c I I - c x ~ - c L I ~ c ~ ~  ~CXII IC 
pattcl-n 111.1- prtnc~p.i l  f.1cc h,is ,l m c d ~ t , l ~ l \ c  cxp~-cs\ton \ \ , ~ l I i   lit, 

I ' L I ~ ~ I \  (11 l icr l,irgcc>\ 1.5 I~ i c  L I \ < ~  on 1ic.r nt,\e> I lch~ncl 111~ 15 .l 11.i11i- 

In:: . i l ~ r t~c~ lc~ .  ,incl t h ~ .  pc~r te~ i r t~  [I( tlic 1ol11\ 011 \\.Iitcd1 111.1 ( I I O L I ~ ~ ~ I ~ ~  
1r.c.l re.\[ h,l\ larps rcc i  ,ind h lu~* -c~~ lou rvc i  p c ~ t . ~ I ~  

I',irtl\ li~cleic~n In rhl~ glc,cn li111\ I.inei~z~ipe~ ,i l -c*  .l Iwlr ot c i l \  Inc 
sidorcir?l\ \ v c > ~ i r ~ t ~ g  c I-o\\ 115 L1 i l~~r11111, i Ic~ l~ tlic>~r 1cic>11111\ 111: I I I ~ L . ~ I ~ ~ -  

l l ~ l l l ~  ,11-c* l l l c~gl l~ lc~ ,111cI 11 l, ~ i l l t l<~1l l t  L 0  '15c-1~1-t<1111 Illc~ll- l c i ~ ~ l l l l l l 1 ~ ~  131 
1hc11 p,ilntcci iim,igc .ilont. Ilc,lu\\ l l ic I,lrgcx Iolu\ ,lrc lhrcc. tcirln\ ot 
\laIi,ik,il,i \ t , l n ~ i ~ n ~  In i t r lc i~ng p o s t l ~ ~ . c . ~ n ~ i  l ~ c ~ l c i l n ~ ~ l , i l t ~ ~ i ~ n ~ i  Aull.. 
Ill tllc~ll- l lCl1l ' i5 l 171, < i ~ l l l O l  *111ci l115 t ' l l l l l l\, \\ l10 ~11.1, cie~plc tcxi 111,10\\. 
1111s tl-lnll\, at-c p~itnlcci ,I\ 1 1  I\ 11h1n tlic I,lnci\z,lpcs. O n  the, Ic,it .lrc, 
LII~ four ln,ilr oncl on the. r ighl ~hc. lour tcrn.ilt. ~ i i cmhc , r~  01 l l i c  

f,imil\, c.irh \\.lth thc.tr n.lmcs In\e~-lhcci .lho\ 1. thcm l i~ . l \vc(~n Ihi%m 
l'. ,l ,llclrt c i c ~ c i l < , l t ~ l l  \ 111\e l l ~ ~ t l ~ l l l  \ \  1111 tIlc% c i , l t c ~  (11 \ f l l l J , , , l l  <)+l1 (18x1) 

Ihc. 1 1 p p ~ 1  l1,iIl 0 1  1111, \<ro l l  li,i, ,l l>luc> i k \  11 1111 111c' 1 )~1~ i c111 .1~  

Sli,ik\ , i l nun~  , l n ~ i  \,l~t.oc 111~~1,1 c,,lcll 111 .I ~or11('1 111~. 11'1i 

lv~rcic,r ~I-,~I~IIIIS L1115 /1,11i1d~,i 1 5  rc,~icic,r~,~i \ \  t(I1 I?l11c, l lo \ \  c,r\ 
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Ushnisli,i\.ija!~,~ Shrinc 

Ilated 18311 
I>istcmye~r .ind gold 1117 clc)th 
X q  x ;X.; cm 

U5Iin1sh,i\.ij,i\.i sheiwn sc.itcd in ,l multi-tic.1-ed z t t ~ p ~ i  i s  '1 \.c%ry 
popi~l.ir im,iges In the. K,lthmanJi~ V,illc\. ,lnd Inan\ c*x,implc\ ,l]-c 
k11c1\\-1?. tic,r ~ L ) ~ L I I ~ I ~ I ~ \  IS lcirgc~l\~ c l ~ ~ c ,  to Iicr gra11t111g (11 Io11g l~fc, 
111 c\ c,]-! Iium.in h c ~ n ~ .  Accord~ng t11 trxtu.11 \ourccS\, shc 15 \lip- 
posed l11 rc,s~dc, In .I stupa, and her mo5t f~inious attr~hules I\ tlic 
small s~,.itccl hgurc of BuddI1.i Shaky,imilni on her I-lght uppcr 
h.ind. Of ivhitc, romplcxion, shc 15 licrc, placed 1117 '1 lotus and 1s 
Hankeri by a p<i i~-  of knrcling figure>\. I ' l i c ~  rntablati~rc .~hovc, tlic 
dome i s  tcsloonrd \\!it11 ~ v h ~ t i t  g.lrl.lnd\ I3clciiv thc~ dome, i \  ,i r,lrc, 
rcprcscnt,itlon cif M' in jushr~ ,is thc \vhitc, t i~n-c~rm'd  
I lhc i rmaJl i~ i t i~ \ -~ i~~~I i \~c i r r7  \ v~ t l i  his I . C ~  C O I ~ ~ O I - ~ .  ,\l L l i ~  Ll,isv ot t l 1 ~  

stupa arc, tlir I',i~icharahsIia. Thc stup.1 i twl f  15 shei\vn rlslng (in '1 
I.irgc I(rt i~s from tlic ()<can and fl'inkcd h \  tcii~r t1111Ju go~ici~sscs 
I.,ikshm~, S,ir.i5\,,lti, Kaumari 'ind I'dl-\.dti. I3~1111iri tli15 15 .l I,ilid- 
sc,1pi3 01 rn<~unt,ilns and \vaIc~~- \ i~~-l-r iundcd hy rn,ln\. diflrrcnt 
I3udrlh1st .inci l l indu r i~\- in l t~c%\ At 1111. uppcr part 0I  the, p,ilntlng. 
Io ic l t *d  in lhc, sk!, .ire tl1c l.']\ L, lr.1n\icnricntcil l3uricil~is H,inhc~ri 
L>\ '1 rc,ii L I ' i ~ i l ~ ~ s l i r ~  c i ~ i c i  '1 \ \ l i~tc> S l~~ i~ i . i k \ l ~ , i r ~ l ohc~~ l i \  ~ir, i .  lk~lo\v 
them I\ .inotlic*r r,i~-C for11i of h l d ~ i j ~ ~ s l i r ~ ,  t l ~ .  red, c~1glit-~11111c~cI 
\ldll.irdgd\d~~~.i, ,iIti11g \vitll l l l ~  ~rc'ci ,\1i111d!.ii\ \v1t11 l'otl1 Ii,illd\ 111 

111, lap .ind l io ld~ng lhc fl.isk (I( the e-llu~r 0 1  1111. :\Iso tIic,~-c 15 

i ~ i i ~ i g ~ t ~  - ,l I..II-c, ((11-m cif A\ , i lok~lc~\ l i \ - , i~-~ - l i ~ i ~ l  t11(, \vliltc, 
c~1g11l-,1r111c~ri !\lllllgll'l}>'l5ll<l Ll'lli'll-'lg,l\ ,l]r'l <lllri sc1111<15,111g111 ,ire, 
410\\ n sc,.ilc-ci on Iton\ 

I ~ L I I  ~ ( , I . I I ~ \ I I I ~  cic~t~c'\, I , l hh~~~~ i l , l ,  \11,i~i,i11cI,i, :\(.11,1 ,111~1 

\l.lll<lL~cll'l, prlllc~c l Ill<> \lelp'l I l l~ \  'ire, ~~'lllltc,,i \~,I lO\\, I>ILI~,, 1e.rl 
,rliJ gr1,e.n .ind liolci ci~ttr~l-(m( .1t1r111111e,~ l , i k h ~ r . ~ ~ ~ i  ,111c1 \ ~ l . i ~ l ~ i ~ ~ ~ i ~ i  

onl!. cSxl\t .is protrctors c ) (  U~linishav~l~i\.a, ,ind ,irr pl.ic~d. rcyrc- 
t ~ \  cl\ t11 Ihc southc,ist .~nd s ~ ~ ~ t l l i i v c ~ l . " '  I3c,t\vccn thcm .i!ld the 
st~cpa ,ire, thc I)lkpnl,i\ sc~tcd In ,l tcmplr o n  thc%lr \-'hlclcs l h r  
othcr \rn,ill tlg~lrcs, t\vrnt!--clglil In t~1t.11, }>roh.ihlv r~yrr \cnt  Ihr 
% a k \ l ~ ~ i t ~ - ~ i \ .  

I he, Io\vrr risgi\trr i\ co~npo\c*ci 11f lour scc>nc\ i l lu~tr , l l~ng thc 
HIi~~n,~r.ilh.i rltc, \vl11cI1 15 ~cr(or111~ci \v l i~11 C) 1111111 rCdclics t l i ~  a j ic  

of sc,\.cntv-\cvcn vc'irs, \c\.c,n month\, se\-cw d'iys and \c\cn 
hour\. Upon ~-e~,ichlng this ,igc, thc rn'in i\ not onl!. nic.int to cntrr 
thc cc~lc~\t~,il ~ .c~, i l~ i i  hut , i l s ~  t,, rcsg,iln lit, c.hilJhooei. I l l is lmpllcs 
t h ~ t  hc 15 n o  I1)11gc%r rc~\pon\~hlv tor pc,rfol-mlng rcllglciu- iunr- 
tlon\ nor 101- ,in\- o l  h15 ,irtlons ',: Ih l \  ~lnyc)rt.lnt ~x,lcmc)n\' \ \ ' c l '  

oitclr cc~mmcmol-atcd ~ v ~ t h  .I p , l~n l~ng I~hc  thc prc.icnl c,x.lmplc 
Although the mc'inlng (11 the, \\,o~-ci 1111i111ii 15 \ t ~ l l  unclc.ir, rill1111 

cr~.t,iilily nic,.in\ ch.1riot I h[. ~-cIc,\ .in<-c, o i  the? c c x ~ n ~ i  \vo~.d 15 11- 
lust~-.i~c~d In the* p,ilnling h\ ,I ! ~ ~ ~ u t I i l u l  c.lluplr In .I ~.h.lric~l sur- 
rouncic~ci h \  Llic~lr l . im~l\ ,  \ \ - I i lc l~ 15 lwl.~t,ci'sei h \  .l szvnc \vlth th~' 
\t.ln~i.il-<l iic,nc,oI .I ,'II/~,I~ 11ii1 I/,I ~ i i , ~ l \ ~ t l g  ,111 11tlv1.111g to tlic' I I ~ C  1 ~ C T C  

'ire l\\ {I l~~r l l i c , r  ~ i t > p l ~  t111g ~lic> c ~jc~plc, 1111 ol\ c ~ i  111 1111' 

~<~l l l l l l l~cl~~l. l  rltc. l<l,lll'dt11 11115 15 ,l I.~'~I\I(.I- 0 1  tile, c 1 e l 1 1 0 ~  dl lci Illc 
I . im~l\  I l .~nh~ng ,I \~x-,irrn~~cl \1,iIiCih,iI.1 5~1rre1~1lldc.d h\' I~H~'III~Z' 

M.in\. (11  tht. c 1 ~ . 1 . 1 1 1 ~  ,ire, 111 1,11~,~1 ~ 0 1 ~ 1  rc'11~.1 llllcl 501111, 01 Ilic'~i('1- 
(I('\ I icl\ 1. Oc,~11i 1rlc~1i1111c~d I>\ 1115, ~ I I ~ I I O I ~  1 11c. It~1igIl1\ ~ lc . l l~( 'd lc) l \  

1115< r l ~ ~ l l o l l  '11 Ill<, l~,~Il,~lll re,\ ,,<ll. ,, ,l,ll,, ,,l ~ , 1 1 1 1 , ~ , 1 1  C l i l l  l K 3 1 1 )  I'IlC 
p.ilnlllix I, i l ~ ~ l ~ i . i I ~ ~ l \  ~ . \ c ~ ~ ~ l r , i l  ,111,I 11. ,iI~1111~i,i11~c~ 01 S L ~ ~ L I  \I l()\\\ 
[lie, c,II<irI\ (11 d<111o1 I t )  r(.,11,, ,l I I I~C, 11 , 3 1 1  1 0  1111. ~ ~ c l e i c , ~ ~  111 Or- 

eic,1 l,> 1,11\111.1, .l 1 0 1 1 ~  Ill<' 1 0 1  111111,,~11 ,111cl I l l <  1<111111\ 
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Gajalakshmi 

C~t. in  I 8011- tHqt 

U~\tcmpc,r 1111 c l r~ th  
Hh x 7y cni 





l ~ c l t c ~ c i  t S < i l  

I ) t \ L c r n t ~ t ~ ~ -  o n  c l u t l i  

I ( l i 1  \ l .{; , Ill 

< i c ~ ~ l c ~ r ,  CI 1 1 ~ 1 1 l c ~  1 5  111.t r ~ l > c , c t  1 0 1  1 ~ 1 , 1 1 i \  o t l i c ~ r  \c roll\ ~ r c ,  h 1 1 o i \ 1 1  ,I( 

p l - l , 5 c ~ l l l  \ \  l i l l  XI lll'lll\ l-O\\,L c11 cI1111c1t- l l g 1 l r l ~ \  o t l c~c~ l l l ,~ t - c~ \ , l l l l~ l l c  

c l l l l < l l l l l l l ~  l l l l l c  rot\ \ e l l  \ \  o r \ l l l ~ ~ ~ l l ~ t - .  , l ~ > p c ~ ' l l c ~ < i  Ill 'Ill ,1L1c~ i l 1~11  

morr, I h , \ n  t 1 . n  c s , i r i  , l c r 1  

1111. 1113111,r 5 ~ ~ 1 1 e 1 1 1  01 0 1 1 ~  l , i r g c ~  I~.III~~II~;: I \  ii~\ I J C ~  111te1 ~C\C,II 

r c , g l 5 l c l \  ~ i ~ , ~ ~ l < t l l l ~  \ ,C~ l l c , \  I r o 1 1 1  111~' 1111 .  (11 5 1 ~ l c l l l c l l - l l l ' 1  I c ~ ' l ~ l l l 1 ~  

t c 1  I l l \  l l l l l ~ l l l c l l l l l 1 ~ l l l  ,111cI t r < l l l \ l , ~ r l l l , l t l 1 1 l l  l l l t ~ l  t11c i  l ~ ~ l c i c l l l ~ l  

SllClk\ ,111111111. !\i < I l l  .i,lgc~, (> l  Ill(, \I,I~\, l I l l l c I L l  ;:cld. } ~ l ~ 1 l t l l l l l c t l l l \  

}>, l \  l 1 , ~ 1 1 1 t 1 1 , 1 ~ 1 .  l c 1  5 l < l c l l l ~ ! l  tll'l, ,111l i  <,<l, l 1  < ~ c , l l l ,  l. , l ~ ) ~ , l r , l t c ~ ~ l  l r~ l l l l  

l l i ~ ,  ~ t l l t , r  l,! ,I c i ~ f l t , r ~ ~ ~ l ( l \  I,,I~LI,,Iv~ ~r,,,, l lit, \ \  ~ ~ l l - h 1 1 ~ 1 \ \  11 \l<lr\ I< 

to l , l I l O \ \  , l t l < i  \ l < l l  l.. & l 1  111,~ ll,>[3c,l l L , l l  111,~ I l l l l ~ i 1 1  ;cl<I\ 'lll~i 

I I~ I  ( \  o g ~ n J  C~I,C u,i 111,, 1 1 1 1 1 1 1 ~ ~  l,11-111 0 1  111~ '  HIIII~~II,~ 111, i ~ l ~ l ~ c ' l ~ l l n l l  

'111<1 111, 111,1111e'l. \1,1\  ,l, .11111,~1111L 1 1 1 s  t l l ' l  ] 1 I ~ ~ g I 1 ' 1 I l ~ \ .  [c, 'l Ir1c,1111. 

l ~ l r l l l  <lll,l r c , C l ~ l \  1 1 1 s  l l 1 e ,  l>( , l lc , I , l ,  l11111.1~1 111e, 1 1 1 1 1 ~ i 1 1  ':OL~S. 1I11"c ' \c ' l l  

5 I c . p  ~ l ~ , ~ t i c l n . I r , ~ ~ ~ ~ i g  l i ~ i  5~,~~.~i~~,i1 1 1 1 1 > c , r 1 ~ 1 1  I ( \  ( I - I ~ ~ I L ~ ~ I ' I ~ I ~ , L ~  h\ 1111' 

X,\ (,n-,lill-~,,~l I c , t t l \  l 1 l o 0 1 1 1  I. \1,1\,1 I'~-(,'.,.IIIIII!; 5 1 ~ l c i I i . 1 1  1 1 1 ~  111 1 1 1 ~  

1 i . 1 ,  n l l c , l r ~ n g .  ,II~LI l>~rll>l,l,, 11,. 0 1  III,, < I ( . , I ~ I I L ~ \ ~  ill I l u i l ~ i h J  

5li.1k\ ,II~ILIIII, \ ~ ~ i ~ j l i , l ~  1 1 1 ~ 1  5 1)) II,L,.~\ 111(,. II~.(.III~: i 1 1 ~ , p . 1 1 . 1 ~ ( . ~ 1 1  111$11[ 

L ~ 1 1 1 1 1 1 ~  0 1 1  111.. 11,111, I l l .  \ \  ,','l'llli: jie,l.(',lll<l ,,,l\ ,1111, l < ) \  I l 1 e . l l  lllllk- 
I I l ~ , l l l r ~ l 1 I 1 ! : ~  I0 Ill,. l l l ,~ , l l l , l l l l~ ! : ' r l< l i i l l . l lL l l , l .  1l1,~,1...111II l'\ I I 1 ( , l ~ l l ~ c . i  

, ) l  \l,ll,l 0 1 1  lll, l ~ l , ~ ~ l l t , l l l l l ! :  5 l , ~ ~ l l l , l l l l 1 , l  ,111,l l l l l , l l l \  \ l \ l l , l  + I J 1 1 ~ 1 1 ~ '  

, 1 1 1 ~ 1  Ilir I.I~-IIIIIL: I I I I > I I , I I I X I I ~  ( ' I  1 I ~ I I : : I I I c ~ I ~ I I ~ < ~ I ~ I  III(,\ L', ]  

I .I, l 1  i l l  I I 1c .11 ,  .(,,l,,'. I. , / , ' / > l ,  l,.<l l11 ,l ,1,~1,111,~11 ,111,l l 1 \ 1 ~ 1 \  l11~111- 

I 1 t . I  l l l i l I \ l l l i :  11 0 1 , ~ ' , 1 1  1 1 1 ~ '  111,~.1 11,11'\'1 1,1111 ,~ \ . 111 ,~~11 . .  i l l  l l l l l < , l ( * ~ , ~ 1 1 ~ '  

c ,~lIlill\ \,.l\ , l l ,  I ~ l l I ~ l I I I 1 ! :  1 / 1 1 .  111.~ 11,'11,'11 !:l\ L,. ,l i l i 1 l < ,  111 * l ' * l , ' , i !  

c,-, l l # l  l l I , , l L  I l l . l l r  l , c  l l l l l l \  I , \ l , . l  111,111 111,. \ 1.111111 ~ ~ \ ~ 1 1 1 1 1 ' ~ ~ '  

I 11 .1 l1  l \  1'111 I l l ,  . L l I l .  11.1 $ 1  111 I l l ,  , . , 1 1 / 1 , ~ 1  ~',11111111; i l l L ,  \ ( ' l ' \  

11111,I l  1 '11 %,.l11 111 1111- , 1 1 1 1 - l $  I h ~ I I I  , l < ,  l i l l i l  
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Kapaladharahe\,ajrd 

D.1tt-d 1x55 

Distemper and gold on cloth 

84 X 611 cm 

Dated by its inscr~ption to sn111i111f y75 ( ~ H j j ) ,  this painting dc-picts 

one of the most important gods of tmtric Buddliisrn. LikcSam\-'ira 

and Ac~la,  Hcvajra is a popular!~~rin~r~ (ti~tcl.~l-y de~tv) \vith a tiiittrir 

deciicatecl to him. O n  this painting, H c ~ v r l j r ~  and his cot1wrt 

Nairatmv.1 arc CXI'CLI~C~ in  two shades of blue and st'ind In sc?xual 

c~nibracc on a yellow, tlircc-headed and four-armed Ur,ihma and 

a w,Iiiti3 foi1r-.1rmed Sliiva. Hcvajra's sccond,iry feet CII-c s~cpportcd 

by a green Vislinu 'ind a red Indra, who arc depicted slightly 

srn,illi>r th,ln the dcitics being trampled. Eight of ffc\..ljra's s~x-  

teen hands hold skull c i~ps bearing an cIeph.int, liorsc, dcmkcxy, 

bull, camc%l, l i~~rn.in, d w r  and cat, ~\,liilc thr otlicr cight support 

skull c i~ps contarning images of the deities rrprc.scnti11g this Flc- 

mcmts: I'rttlii\-i ( larth), V.lruna (Watcr), Vayu (Air), Tcjas (I:irr/ 

I'.issi~rn), Cliandra (Moon), Adit>-a (Sun), Yama (l1r.ith) anci l)h,i- 

n,lncl.i (Wi~,~lth). 

N.i~r,lln~j.,i 1s dcp~ctcd holding a chopper In hcr r~g l i t  h,inci, 

\vhilc~ lhcr othcr 15 s l u ~ ~ g  artrutid the, nrck ot tlc\-,ijrc~. I lit. tl,irnlng 

cl~~t-colc~ has .In ~ntc-rior rlm ot smtl~ng skulls, \vh~ch, . i l t l io~~gh gr-ur- 

sumc in conCc.pt, ,ire3 r,ithr~. l i i~~norous in i ~~c~ l l ng .  l ' l ic rouplc <lrcn 

placed on a I~ght-grccn lotus w t  amidst '1 g!-ccn cxruntr\.z~clc hor- 

c]cbrc.d by pc,~ks. 1-Ihc ,irttst has used tlic pflsto~-,ll w>tt~ng (11 

~ i i > p ~ c I  vtglit ~ r c *~ i~ , i t i o~ i  g r ~ ~ ~ n c i s ,  c,lih of \vhich is fr,imcd hy cloi~ds 

or trerb ,lnJ rcndc,rcd \v~ t l i  mtnutc3 htrds ot prc!., ,lnim,ils, \kr l -  

cton3, 1111,yir.. (ph,illusc*s), stup.1z and p ~ ~ r i f ~ c ~ l t ~ o n  tirc5 In lhc \k\. 

.incl s~tu.itc~i . ~ t  tlir r)~.ik 01 I icv.~~r,~ 's ,ILI~COI~ i s  ,l s111~111 1111,ig~ 01 

V. i l~-~ic i l~ar~~, wh~le, 5t.ind111g 10 c1t1ic.r sldc ot thc I.iLlc~- '11-c '1 p11r 01 

l~luc-c~olou~-c~d .ind trr~1r-.11-mcJ I~II~IIII. At th~. hclttom (11 tllc ccnLr,11 

p' i~icl two rcJ rlirkirrr ciancc~ c117 lot~ts, r~clcl i  I ioIJ~ng ,l choppc~- , i n~ i  

skull cups, \vliilc Ir l~lcnl5 t-t>\t 'igainst thc~r sI1oitlCl(-rs I llr cicplc- 

11on of thc pcr l r~irp (11 thc Ioluscs In tht\ p.ilnllng i \  5llghtly llnu- 

\u,~l, hc~ng  I~glil-green pc,ppc~rccl \ v ~ l h  hl.ic k dot\ 

1~11~- ~~ ' l l l l t ~ l 1g  l5 rlllg<~ci 11v 'l lrlplc~ L ~ ~ l l < i < ~ l -  ot \ >lrl~lLl\ ~ I ~ ~ \ l g l l \ ,  

mcidc .ill thc, more str~king hv th~, Irn.lgL>ot .l ilr<igc>n '11 the, L~t~llurn 

cc1111-v, 1 lic I.1ttc.r I\ \\c.llLkno\\,n Irom I ~hc>t,in ~~\ . i rn t~ lc ,~ .  d l t l l t ~ ~ ~ g l i  

115 or1g111 15, 0 1  ~~lctrsc, C IIIIIC\L~ 
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Although '1 c~~*nlury lalcr tlian the prc~\ ,~e~~s l !  d~szus\rcl Iuckcr 

\ ' c i \ ~ ~ c i h a r a ~ i i l ~ ~ i ~ l a l a  (l'lalr zj), this pa~nting IS s t~ l l  >k~ l fu l l \  'incl 

. in~rn' i t~~l l !~ painted 011 this occablon, Vas~~dh,ira 15 shotz'n sc.ited 

i l l  I n l r l ~ i~ r~ r r~~  (rov.il ca.;c) l v~ th ln  a circular strc~ct~~rc, .ilthough thv 

square tr~rniat of the prc\,lous ~ rn~ igc  1s prc,scnt In thc srcond tc~ 

last outwdrd g'illi~ry of the, rn.i~i~ial,i. Each of t l i ~  t o ~ ~ r  ~or td ls  01 

th~s g.illc~-y al-c- guLirdtxi by a r rd  k ~ r l f ~ ~ ~ i ~ i k l r i i  tlankcd by a pair ot 

rc*d IIIII~II~II~ \Yit l i~n the g.illcr), ,ire add~t~on,i l  gu.lrdian5 In thc 

form trf Ihe eight IlikpalLis. Anothcr foul-gcicis ,ire d c p ~ c t ~ d  In th~. 

cornrrs 'ind although t ~ ~ o  ,ire complrtcly i~nicienttf~~ihlc, the, r,thcr 

t\vo prc~b'ihly rcprescnt Ilr.ihln,i .ind \'ishnu. I l 'ork~ng ~n\v,lrds. 

thc f1r4 of thc central clre-~~lar g,illc,rics s~ l r ro~ rnd~ng  V,~sucihar,i 

cl~nlaln.. the, I ~ ~ g h t  Ausp~cic~us S\-mhols .iltc~rn,iting \\,ith tlo\vcr\, 

wh~ le  thr second g,ille,ry h,~\ Iln~1gc.s of c~ght  goclclc~s>c~s, ~nrluci- 

Ing thc lour 111rks1111ri i c r n  in  llic s.lInc g,illcrv of lhc \'.1su- 

c l i i r i n i ~ ~ i i i  I i t  -(,ul>t,i Ill,\ I,S,~~LIPI,~ 1 ) e ~  I, Srirds\ ,111 

l )c\ I <I I~L~  C l ici~ielt-~ik,i~i~,i l 1 c ~ 1  \:c~s~~dlicir,i's i l k  l i t i ~ i ~ i \  CI~C,  111 tlic~ 

L ~ ~ ~ ~ ~ i ~ / ~ ~ ~ ~ ~ ~ t ~ f r ~ ~  (iv15li g r ~ i ~ i l ~ t i ~  gc*>It~t-r), Iiolci~rig ~i slic,,il 01 IL.\\,~,I~, 111 

l l i r  l ~ i f l ~ r ~ ~ ~ ~ ~ f ~ t ~ ~ ~ ~ ~ ~ ~ i ~ i ~ i ~ i , ' ~  Ii~1lc111ig ,l 12c1[1k, c > ~ r  0 1  c 01-11 ,111ei Ill,, \ , i i~ ,  ( 1 1  

~ ~ l ~ u ~ i c i , i ~ i ~ r .  l l r r  101ig red \ k ~ r t  I\ ~~~~ ic ie~ rc~c l  \v1111 ,I I I ~ I I ~ L I ~ ~ ,  p,11[c,r11 

01 1 1 0 \ \ ( . 1  I l~*~lcls .itid t l 1 ~  111'5 111 1ic .1  i l lc l \ \  1, \\ I l ~ i l i  15 el1.11~c~~I , l r t ~ i t ~ ~ ~ l  

1lr.r i I i o ~ ~ I ~ l ( ~ r i ,  c 111.1 ~~p\v , i rc i i  I leer Ilc'd~i~l~.e,+ c i ~ ~ . l ~ l . ~ \  5 .l iii1111,1111r(* 

l l l l<l~c, l11 1<,1t1l,l\<1111l7l1,1\ .l, 1 1 ~ ~ 1  ~}~l l l l l lc l l  lcllllc~l 

1 1 1 ~ ~  I O \ \ ~ C l  rCGl5tc,l '~1111'111111l~ lllc, ~ l , l l l l l 1  l l i l < i g ~ ~ ~  1, lllll,ll Ill- 

l l ~ l t l ~ l \  ~ ~ ~ l r l l c l l l \  ei~l1ll'lgc<i g1\ l l l g ~ l l l l ~  'l \ 'IglIL, l l l l ~ ~ l ~ ~ ~ ~ l l l l l ~ l l  lllt,5c, 

I I ~ u I ~ , ~  l u ] ~ > I ~ I  ~c,gi\lr,~ IIJ, t 1 1 1 c ~  I~~,IIILI,II,I~ ,I\ 11, L C , I ~ [ I  t ,  IL,]TIL, 

\ r n l~ t i g  the* llirc,c~ ]c\vcls t ~ t '  11~1cic1111sm, Ihc HuJJh,i, I)h,ir~n,i ,ind 

S.ingh,i l'hc. I ' .~nc l~~~r , ik ih .~s  .~nci I'r,~ln,lp~lr.itiitt~i t ~ l l  oul thc rc- 

1ii~111ici~~r <) t  t I i 1 5  rc2pslc,r 

I l ic  mosl ~lltc~-c*sl~ng p<irt o i  Ihc s~.~-cill 15 tlic r r l c s  111 sccnrs 

iurrrlunei~ng the* ~ i i d ~ l c l d l ~ l  of \ 'd\ i~~i I i ' i r~ i ,  ' i ~ i c i  \vIi1cI1 111 ,l i1rci11.1r 

progrv\<io~i ~ i ~ i r r , i t ~ ~ >  the stori, o i  ,4sli\ ~ i g ~ ~ i l ~ , ~ - ~ ~ ~ i r ~ c i ~ ~ i ~ ~ ~ k l ~ ~ i ,  JII 

,iccount of \vhle.h h<i> hc\?n d+ti~tcIy rc*c(~urit~ci b \  1)r I'aI."' The 
>tor! bc,gins .l[ thc top icntrc ~ t l i  K ~ n g  S~cryoci,iya sc.1tc.d In h15 

pi11.1~.~, t o I l ~ \ v ~ c l  111 'I c l o ~ k - ~ ~ \ i ~  c i i r c ~ t ~ ( ~ ~ i  h!. '1 h ~ , i r  runnlnl:d~nok 

In the, p,ilarc, g,irdrn I hc boar 15 acluallv \',~si~cili.ir~l'~ \tc\vdrd 

/4s11\ ,igush,i-n,1nci1,ni1kI1~1, t\-lil~.;r F ~ L I ~ ~ O ~ C  i t  1s to rc-~>t,ihl~sh the 

rltc.5 01 'J'15i1cihara ivl l i th h,i\.c hCcv nc%glcct(~d h! Suryc~~ia!,a. In 

thc 11c.xt sci3nc3 '1 Incsicngc.1- 15 shoivn l-cporting to thc k~ng  thc 

prclhle~ms cai~\c~ci h! thc hc1,11. 1-lic ktng thcrc~upcin Its.lps on Ill\ 
lir~rsc .ind cli.isc\ thc ,in~maI, \vlirr rsc,lpcs I lic nc*xt sccnv sh~\\'s 

the k ~ n g  rcsl~ng tram l i t ,  Iiunt, \vh~lc h15 mc,sscngisr <ctlrcht,s for 
\v.itc~- I h c  1,ltlcr crl>\cr\c%i ~ c l c ~ s t l ~ i l ~  pcr ior ln~ng thc rltcs 11l 

V,isi~clh,lr~i, .111~1 l l ~  ~ . ~ ~ I ~ ~ I ~ ~ L I I ~ I ~ , ~ I ~ ~ ~  111s \ 111011 to 111~ k~ t i g  r'llc\; r('- 

turn ICI thc p,~l,lrc. ,lnei the, k111g .innouncc~\ th<it thc rltc'i e l f  

\ : l ~ ~ ~ ~ i l ~ ~ ~ ~ l  ,ire, 1 0  h? lll~rl,,l~lT1~~l ,1~,1111 111 t l l ~  111~,~111[1111~~, \ d + ~ ~ ~ ~ J l ~ i r ~ l  
h<l, rc\ ~ > . 1 1 c ~ c i  hcl-sc71f l r ,  lhc- k~ng', 1% .I\ .In t~lci \v<,rntItn. \ \  hl~cil~c'5 

110i r c ~  <~gt i~\e* l i t , t  <IIILI L ]i,i,<>, [lie, ~ j l ~ i  1, OIIICII~ ,l\\ ,I\ l\ I~~, IT  tlic'k~ll$ 

llc~,lr, 111% ,1~1~.1~11'5 \t,>r\, ,llt~ l, l~<l l l l , l l<~~l  lr<llli Ill(, psll<l~c, <lllcj c311- 

~ounlc.r\ man\- ,id\ e,111111<3\ 111 (IN, c,~itI.  IN, 1c,~>c,111\ 0 1  1 1 ~ ~  LC?~~[II~\ 

l~c~I lc l \  1,~lIl ,111ci Ic*<<~l\,,, ,, , l\l,~l, < , l  \~ , l~ l r~ l l l ' l l c l  ,111~i t l l l l ~ ~ l ~ , ~  

~ ~ l ~ r l l l r l l l l l l ~  ,l ,)>lY 1,lI e~~rc~ll l l , l l \  ( , l  lllc, ~,l<lLiL,.\ 

\ I l lnn~gh 1111, ,c 11111 IX',II. ,i,~l,.. ,I I I I I~~ IIII~~,IC.<,I~~I~ I(.I~IuI'\ 

.1(11 l l~ i l l l i l l l  I, ~'l.lll,ll'l,. Oil,. i ,ill ,01,1)'.11c' 111,. 1'.11111111): \ \  1111 

,11g1111\ ( ~ ~ 1 1 1 1 ~ ~ 1  IL,~,I(~'.,,I]~,I~IOI~ i l , i l~.i l  ~h-(1 111 111~. I < I ) ~ \ ~ I ~ ~ I I ~ ~ ' ~ I I ~ ~  
l \ I h c l , l l l , , i  l ,l,I,l, I I,,. l ~ l &  kl.1 ,.\,1111,'11~ l i . l l ~ 0  \ ( ' l \  ~1c)+r 

III -11 I<,  \ \  1 1 1 1  ,> I(,I\ \III~~:II.I~I,I-II.~ 1 . i  i ! i , . i -  1, 111, 1 1  ~111,  ,111 ~l~ltc' l l  

< l l l~ l l l i< l  IV7,t 









Buddha Shakyamuni 

Da trd 1897 
Distemper and gold on cloth 

71 X 17 cm 

Without thedcdicatory inscriptions along thcbordcrs of this patnt- 

ing, i t  would ha~re been impossible to distinguish this Ncwari 

painting from a Tibetan example. I n  all likelihood, tlic palnt~ng 

was created by a Ncwari artist living in  Tibet. Many paintings 

done by this group of expatriate are in a Tibctan style and wrrr, 

in this period, m.ide for export to the Kathmandu Valley as wcll 

as for local Tibetan patrons. 

The great standing image of Shakyamuni is placecl on thr white 

pericarp of a lotus rising from thr ocean. His right hand is in  the 

L I I I ~ ~ I I I I I I  (wish-granting grsture), while his left displays tlic 

nblrn!/i~rnrrifr-~ (gesture of protection). He  cars the ~IISYIIIIII (molik's 

patchwork robe) '1s a cape draped o\vr  his sliouldcrs, w,liilr tlic 

lower part of liis body is covrrrd by a long red ifltolr. His gold- 

~,i inted body befits liis iconographic description and '1 sliglitly 

smiling cxprcsston plays across his face. The blue ,ind gold CILII-c- 

cllc and gre1.n and orange l i d l c ~  gi\ze thi5 representatton of I I i c ~  I3~1ci- 

dha a very vivid .ind .lnimatcd fccling. Lotuses at both sidcs of 

the aureole curl L I P W ~ ~ ~ S ,  '1 hlylistic dc\,icr taken iro111 t h ~  l ' ih~li ln 

paint~ng tradition. Abovr the hrad of Ihe Hudd11.l IS .I p.1r.i5ol writ11 

short floating banners e~~nph,isising his status. Hc is fl.lnkcd hy 

~ M ' O  si~nildrly c l o t l ~ ~ d  ~nonks, probably 111s disciplc5 S.1riputr.i ,ind 

Maudgalyayana. Both hold ,~lln.; bowls and tlic monk's s ~ l f f  All 

tlirrc figures arc srt In (1 grctm m o u n t , l i t o ~  IC1ndscclpc \\,it11 red- 
and-blue rcncicrcd Cl~in~sr-sty lc rock5 in tlic forc.ground. Knc3c.l- 

ing amongst the rocks arc t ~ ~ o  g r o ~ ~ p s  of miniatul-C clliO1-lllg fig- 

urcbs. O n  tlir Icft, t ~ ' o  mc2n offcv rice an11 a ~n,lnus~.l-~pl, w l i ~ l c  on 

the right arc thrw lay~nrn  n ~ ~ i k i n g  offc>r~ngs. I'hry all lh,i\~c.i Moll- 

golian appr~lroncc and wcci~- long and hc,ivy fclt g.lrrncant5 In ~~, lc I i  

of thr piinting's upprl-corn121-S 1s '1 group of t l i r c ~  ~~r~l~/irrllrrrrir~ \vtlh 

offerings and scatcd on cloud h.ink5. 
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35 
Deities of the Bardo 

I.atc 19th century 
Dlstenipcr on cloth 
11? \7ocm 

This 1s tlic onl! Ncwar~ \elslon kno\z,n to thls author w h ~ c h  has 
thc. d c ~ t ~ e s  ot tlie Bardo as ~ t s  subject Unfortunately, thls iwr~l~l~n 
 as partlallv damaged and has been rcpa~nted, rnaklng ~t d~ffl-  
cult to d~scern all the orlglnal deta~ls, and therefore to ~literprot 
w ~ t h  'inv certa~ntt tlrr ~conography and date What IS cert'iln, 
li(rwe\~er, 1s that ~t dep~ct, the Uardo, u'hlch IS a Tlbetat~ Buddhlst 
concept to debcr~be the journey of  the deceased to one of the s ~ x  
d~fferent worlds (thosi~ nf the god\, t~tans, tormented splrlts, 11~1- 

mans, an~lnals and hell) Into wlilch they ~ 1 1 1  be reborn Th~s  jot~t- 
ney takes forty-n~nc days and 1s cicscr~bed In the Rook [if fllc, Llcrlri 
and read out by a Ianla w~thln two~ueeks after death The Rook r ) f  

1/rc3 D~.ncl narrates \'lv~dlc thc cncounte~s tlie dcceascd cuprrrcnccs 1 
wltli a serlec of w~athfu l  and benign delhes, w h ~ c h  are, In p1 InLl- 
pal, unreal rrflect~clns nf 111s own sp~r l t  Dep~ctlons of thew cn- 
coi~nters arc reyroduccd on pa~ntlngs Ilke the present cxamplc, 
and M ~ C I C  p~ob~ibly used durlng thc readlngof the Bardo text I ~ k r  
Plate 14,1t 15 \ r r \  T ~ b ~ t a n  In approach, but due  to thc donor pal- 

tra~ts In the bottoni rrg~ster ~ t s  Newar~ ~ d e n t ~ t y  can be establ~slii>~i 
Tlic male arid fc~nalc f n ~ n ~ l y  members are seated at e ~ t h r r  s ~ d r  i l l  

st\ 11zc.d dragon 11kc the one seen In Plate 31 
At the crntrc 5tands a pr~nclpal three-headed and s~x-armc>cl l 

Heruka 1% 1t11 t\vo Herukas rlslng abo\ c \z~~thln the scalloped ,)U- 
rcolc and fl'iunkcd b! .I furtl~cr four Herukas Each ~\cl~.prct'd 51 11Ii 
a p a r  oi w11ig5 and III sexual embrace The a r r a n g ~ ~ ~ n c n t  t ~ t  tlx, 
lJl)ruk,ls I \  \ e r r  unusual, part~cularly the scallripcd ,lurc~c~lt ' ~ n ~ i  
the central threr ~m~iges,cach rtslngoutof the one hclcrn , \ L L < ~ I < I -  I 
Ing to ~cc lnr ig~~~ph~ca l  sourccb, the topmost one could ~ c p ~ c s v n l  
the Hvruka ivho 15 tlie urrathful manlfestatlon of the Ad1 Ilucld11,i 
Samantabl~~idra Tlic other f~\sc Hcrukas are wrathful rn,~nltr\l,l 
t~onsolt l ieI ;~\  cTranscendcntal 8uddIias, but ~t 1s unccl t'i~n \I 1111 1 1  
cif thcm reprc5cnt \z~li~cli RuddIi'1 Unfortunatc.l\, tlic \t,\c,nlh 
H r t i ~ k a  dc9p1ctrd In t h ~ s  palntlng I\, w ~ t h  nur p~r,\cnL \ t . l~c .  c11 

knowlcdgc, ~mposs~hlc  tt) Interpret Flanklng th~l  crvtr.~l l h ~ l ~ ,  
Hrlukds 011 the I o ~ ' ~ r  r~glit ~ \ a n o t h e ~  unusual fi-atlnc., ,I ni,~ntl.il.i 
cont~ilnlng Imagcs ot fn Sar\. , ibi~ddliadak~~~ls,  c a ~ l i  I,II I \ In;: .I 

c h o p p u  '11nd sI.~tt SUI round~ng these Hcrukas ,ire, (c11 I \  -c 1 ~ 1 1 1  

~i,~krrr~\, uhtr f o ~  t i i ~ ,  most part ,ire an~nial-Iic.ldl~d Ill\ ~ t i c ~ r l  Inl ,~ 
ti\o groups ol s ~ x  thv u p p c ~  border, the) alc pl.itcd In I ~ I I ,  

grriup\ crl tciu~ , ~ t  Illc ccntrc and ~ n t o  four groups ol %c,\ cn , ~ t  t111 

bottom ril the p;~ncl 
$t~Il\tlcall\, t h ~ s  ~ l r l i ~ / l l r r r  tan bc placed t<w.,ird+ Ihc c~nd (11 tht* 





Tantric Deities 

Late 19th century 
Distemper and gold on cloth 
24 X 325 cm 

Although many Buddhist narrative examples are known, this type 
of handscroll with a series of 69 images almost exclusively of 
tantric deities is an unusual find. It is unsure whether such a scroll 
was used for display as were its narrative counterparts, or whether 
it was a kind of nidc de t~tc~~noin. for priests or even for painters. 
Each of the deities had their names inscribed in gold beneath them, 
but unfortunately most of these are now illegible, with only the 
suffix snrttrarn being discernible. 

All the deities in the scroll are shown in sexual embrace with 
their consorts, except for a white Ganesha and a bluc, probably 
female, deity at either end of the scroll. All the other deities arc 
ranged in an upper and a lower row on either side of a large fig- 
ure of Heruka. This central figure stands in nlidlmrinsnnn (posture 
of 'drawing the bow') with his four feet rcsting on four figures. 
His three faces and six arms are painted white, red and green, 
while his body is white with one back leg red and the other green. 
He embraces with his two principal arms his blue consort who 
offers up to him a skull cup of blood. His six hands hold, in addi- 
tion to his consort, a ilnjrn, a beaker of red licking flames, two 
staffs, a ~vjrnkiln (a ceremonial dagger) and a skull cup. Although 
he has a pair of blue-and-white painted wings, his body colours 
and attributes are so different from those Herukas of the Bardo 
that it is d o ~ ~ b t f u l  that he belongs to this group, and his name is 
one of those which is largely illegible. Ten of the deities flanking 
this image are also equipped with wings, and several are multi- 
ple-armed and animal headed. Each stands on a lotus and is 
framed by a flaming aureole. Behind the rows a simply rendered 
landscape with stylised clouds is discernible. 

The simple and stylised cxccution of this handscroll places i t  
towards the end of thc nineteenth century. As not only the in- 
scriptions are hard to decipher, but also the details of attributes, a 
more in-depth interpretation of this scroll is as yet impossible. 





37 
Cosmic Purusha 

Clrcn 1yoo 
D~stemper on cloth 
132 k 88 cm 

Newarl Buddhist Images of the C osnilc Pumsha are relatl\'eIy rare, 
lie was more popular amongst the Hlndu community In the Val- 
Ie?," 01 amongst the J a ~ n s  of Ind~a  " The Purusha presents the 
rrlmordlal Bclng from whom the unnrerse was forlned On a ml- 

clocosmlc scale, each ~ n d ~ v ~ d u a l  can become part of the Purusha 
by foUowmgcerta~n mental and physlcal exercises Through medl- 
tahon and yoga, an energy called krrr~dnlrr~r wlll be awakened In 
ones body, and 1s supposed to stream from the lowest to the high- 
est chokro on the top of the head as shown by the body of Pumsha, 
Each flower, therefore represents a step on the path to sp~r i t~ la l  
llberat~on Upon reach~ng the highest cl~nkrn, Enl~ghtenment IS 

achleved For a more ~n-depth explanat~on the reader 1s recom- 
mended to read tlie excellent exam~nat~on of the subject by the 
scholar D I Lauf ' 

In t h ~ s  p a ~ n t ~ n g  Pumsha has a w h ~ t e  complex~on, and stands 
on a white lotus w ~ t h  both hands stretched downwards From his 
neck to h ~ s  groln hang f ~ v e  lotus flowers In each of whlch s ~ t s  a 
de~ty  w~tl i  h ~ s  consort A s~xth  such flower hovers over Purusha's 
head Ganesha IS the d e ~ t y  of the lowest of these flowers, and 1% 

the only one of the SIX that IS ~dent~fiable Each of these lotus 
blooms represents rl~nkras, or steps towards Enl~ghtenment 

In fact, there should be seven cl~nkrns dep~cted, the mlsslng 
one havlng meant to be located on Purusha's forehead Poss~blv, 
theart~stslmply ni~ssed  tout by m~stakcorhad, In ~ t s  place, meant 
to p a n t  an trrrrn ( 'th~rd eye') There 1s a Tibetan example In M ~ I ~ I C I I  
the latter 15 the case," but In the present palntlng neltlicr clmkr,~ 
nor ltrrrn appear, leav~ng the affair a mystery 

The Purusha IS surrounded by a green mounta~nous landscape 
d ~ v ~ d e d  by 5tretchc5 ot water and topped by snowy peaks In thc 
upper half are tlie pot-bellled Hva-shang, an ass~stant of the Hud- 
dha, and the nrnlrrrcrddl~n Mllarepa, and in the lower half arc reprc- 
sentations of the four Lokapalas, w h ~ l c  scattered througho~~t arc 
scenes from the 111 CS of the rr~nhncrddl~ac In the reglon of thcl skr 
are b o  manlfestatlons of Vasudhara, each surrounded by arlous 
gods and other f~gures The wlnged rr~dyndharas flank~ng tlir \~xtli 
chnkro are one of the elements that help In establ~sh~ng this pa~nt -  
Ing as be~ng In the Nrwar~  t rad~t~on 

T h ~ s  aga~n appear5 to be an example of a scroll pa~nt rd  h! 
Ncwar~  a r l ~ s t  rcs~dcnt  In T~bct ,  and meant for cxport to thc 
Katlimandu Vallcy J-spcc~ally the w~nged rlrdyndlmrn~, th~.  fat[, ( v t  

the Co5m1c l'urusha and the mln~aturc moustach~ocd f~gurvs o n  
the varlous chnkrnq show Newar~ taste A very s ~ ~ n ~ l ; i r  hut T~hrt,ln 
examplc was reccntly publ~shcd and dated to the n~nctccntli Lcn- 
tury" T h ~ b  T~bctan palntlng lacks thc. w~ngcd t~rd~/ndlrar,r~ and  15 

also executed w ~ t h  a sl~ghtly different facr for ~ h c  I'urusha 
Tak~ng tlir stylc, of th15 l~li/l/lfl ~ n t o  cons~derat~on,  .l Iatc IIIIIC, 

teenth or early Lwcntlcath trntury date seems to bc3plauslhlc u ~ t l i  
tlie above-mcnt~oncd 11bctan example hrrng prob.lhlv 11s cc>n- 

tcmpo~ ary 





The Judgement of Human Deeds 

Circa ~ g o o  
Distemper on cloth 
84 x 205 cm 

As with several other of the /70llbli(7 amongst these later Newari 
paintings in the Jucker Collection, this painting is the only Newari 
example the author has seen to depict the Hindu Judgement of 
Human Deeds. It is also a fascinating example of how European 
techniques of chiaroscuro and perspective came to be introduced 
to Newari painting. Unfortunately the scroll is incomplete, but, 
even so, what is left to us offers up a wealth of different torments 
to be encountered after death. 

The left end of the painting is dominated by a large walled 
enclosure. Within this are two smaller enclosures containing pa- 
vilions with enthroned deities. The pavilion of the enclosure on 
the left shows the blue, multi-armed Yama, the Cod of Death and 

Judgc of Human 1)cr.d~. Sitting In judgcnlcnt \vith him is a rvhite 
Vishnu holding his attrihutcs o i  the- wheel and tll~, staff. In front 
of the pavilion art, rangcsd scver,ll ro\vs C I ~  members oi the jury 
seated on carpets, whilc dcmons present the 'd~~tc~nclants' to the 
court. Ilepcnding on YCima's judgc>ment they .ire Icd to one oifour 
of the large enclosure's exits, three oi  which seem to havc cause- 
ways leading off the surfacc- of the painting and thercforc prob- 
ably to a better world. The fourth, western exit leads into the length 
of the painting and the torments o f  the World of Purification. 

The ellclosure to the right of Yama's and surrounded by four- 
teen small pavilions containing seated deities, contains a pavil- 
ion with a yellow deity to which a demcln bailiff is presenting a 
'defendant', Just beyond thc large wallcd enclosure is another 
smaller one with a grand pavilion containing possibly an image 
of Lakshnii and at the gate are two guardian imagc,s of Kali hold- 
ing sword and shield. Retwcrn this compound and the larger one 
is '3 group of ddncer, in frcrnt oI a r,,\.c'rcd trri-air, ,ind just in front 

of the large enclosure are two more groups of dancers each beside 
a pool filled with lotuses and ducks. To the notthof the enclosure 
is another such pool and another group of dancers. 

The main exhnt of the painting, however, ad- more SO- 

ber subjects. Demons cast the condemned m u &  the l q e  en- 
cl~sure's westem exit andintaaseries of small w a l l e d ~ o ~ ~ d s ,  
eachof which con@& its own exqukiie t0i-W~ m 'pdfk'aYon8'. 
Each is painstakingly mdextd and am- a -p 
tive inmiption. M@ of W -e~l talfe. 
wed enc~mms, aach M w i t i v $ t c m  ad@dk %M- 
om t y p ~  & b ~ l -  & vjsiblk miitW%W * 
h O M e x - t h e w ~ t r r & t h a ~ d m - * ,  

&msandh. 
~ l l o f  ~ s c e n e s a r e  w W n ~ 1 d ~ - 1 w 5 f h  

some $lmdin$ and pempedive added t o e  depa h 
distance is a chain of mountains, with a p e r t i d y  m* 

century Eurapean landscape painting touch of a solar glow set- 
ting them in silhouette. 

If one compaFes this S& with Plate 39, which is dated ~912, 
we see many similarities in the treatment of the ttees, buildings 
and garments of the figu~es, in addition to introduction of 
Wstetmperspeuliveand shading, As this scroll seems tobedi&fly 
pore kedy wmted, it  aodd be dateda deeade or so ~afJie~: than 
Pb@ 39. 



I latrd 1912 

L>istc>mpcr c111 cloth 

l011 X X \  cn1 

The. concept ot thib \'a~~tdh.~r.imand,il,~ is i n i ~ l ~ i t -  to tlir onc In 

I'latc~ 32,  but it5 ronL l~ t~on is s.iJIy mltcli poorc,r th in  th.it C~~I - I IC~ 
t,xatnplc Tht* ,ipprox~tii,itc~l\ f t  tty yc'irs diftcr~mcc hctrvccn lhc 

two Vds~~~ih . i r~ i  ~-.a~npIc*\ c i ls~i  \. icl~ls \rvrrdl 5 lv l i~1L1~ C ~ I  t t ~ r ~ t i c ~ s .  

'Thc iconograpliic comp1151tion of the prtsscnt V,i~udli.11-.1m,inti,il,i 
and 115 u p p ~  rcgistcr 15 .ilrno5t cr.ictly thc. 5,irnc .l\ t h ~ t  (11 I'l.itc 

3 2 ,  ds 11 is for tlirlt 111 I'l,itt' 23, , i t i ~ I  tlii3 ~.~ ' , i c ic '~ -  1s r ~ t ~ r t - ~ d  111 tlir 

~ i ~ t a ~ l c d  i~xpl,iti.iti~ns KI\ tlll 111 tlio\c ~ t i t r 1 ~ 5  i \ t i  ~ t i ipor ld~i t  cliff~lr- 

cncc \ v~ th  thc5r ca r l i ~ r  1 i i ~ i t i ~ i d l ~ i 5 ,  Ii11\\.~\.t*r, i d l l  h~ i ( l t l t 1 ~ i  In 111~. 

clonor portta~tz, rvh~r l i  ,Ire n1114. pl, ic~d . i t  thc hotlotn cc*ntrc, ol thcs 

pc i t t i t~~ ig  .ig,i1ti5t ,i r ~ c i  OLI~CI-op o f  rock ~ ~ i ~ . t r ~ i C (  ot h ~ ~ t i g  111 J rcctdti- 

g~ll.lr c,irt~)uchc 111- ~rcg~strt-. Iht \  i.. ,l c o r n p ~ ~ ~ t t ~ o n ~ i l  Inno\ ,ition 111-51 

5c.c.n 111 thc 18~1)  itn'igc of Sit,~l,ip,itr,~ 111 I'l,iIv 27 

Anothrr51gntt1c~i1it citticr~~ncc h-c~m lht. pt-c%\ 1t1u5 t\\o m.ind.il.is 

'11-c tlic,\ccncs tlt*p~cting tlir 5tli1-\ of ,\sh\ ,1gc1sli,i-n.in~i1muhli,i ,~ncl 

narr~ltlng thc rncmts oI pt~t-foI-~ntng rc.lig1o~15 ~ t . l \  ~ v l i i ~ l i  ~ l t ~ r r o ~ ~ t i ~ i  

the, ni.~n~iala i\ltIiougli thrsc itcnc.5 ,it-c. ,11111 ~ i 1 . 1 ~ ~  LC'LI In I'l.ltc 12, 

tlic \t\,lc> of llicstr c ~ \ c ~ c ~ ~ ~ t t c i t i  15 rs~el~cci l l \  cl~l lc~rc~~il, c,spcc t,lIl\ 111 llic, 

Irc<ilnic~nt c1I t,lcrnrnls 5urh '15 t~-t>c,k 111 the, rn~ci-n~nclc.e*~itli ccv- 

tilrt, ~ ~ \ ~ ~ t i l p l c ~ ,  tlic, tt-t,t,\ <ire* I-c,~i~lc~rc~~i , l t x~ot -~ i~~ ig  111 L c 1 1 i t c ~ t i i } ? ( 1 t , i 1  \ 

t rc id~ l~on\  \ v ~ l h ~ n  Il id~.in mtn~,llurc p,ilntlng, \\,IIIIC, In thv pn,,tml 

c*~arnl'lc tht, 'it.t~st It-tc,ti t ( r  ~nt t -ocl~t<t~ \ lc,~tc~rti ~li.i~ltn;: .ind 

pc8thp~,ct~\ L*CI\ 111 the l,~~i(l\c.'ipc 01 l'lcilc, IH l \c,ti IIIL,'~Ic l i ~ l ~ , c I ~ ~ r ~ i l  

c~ot l l~~l1l lc~l l l~ '11.1, 5 l l l ~ t l l t l t c ~ ~ i  Ill Ill15 c l t l ~ ~ l l l ~ ~ l  , l 1  ~ > l ~ l - ~ } > l ~ c ~ t l \  c, 

I).11t*tI \ ~ l r r r ~ . i r l  1012 ( I L ) I Z ) ,  t l l ~ i  \ ' . i ~ ~ 1 ~ i I i , 1 1 ~ 1 1 i i . 1 1 i ~ i . 1 1 ~ ~  I. 11ie, l,iI~,+l 

In i1.11e, '1mc)ngsl lht, \1,r\,i11 ~i.ilnlln:\ 111 tlic, ILI, hc.~ ( ollc,~I1011 

\'li5i~i111cird 15 ,1150 IIic' \ ~ ~ h ] c ~ l  0 1  otit' 0 1  t l l~ ,  ~ ~ 1 1 1 ~ ~ ~ 1 1 0 1 1 ' ~  ~,,1111t'..l 

~ ~ ' 1 1 1 1 I l l l ~ ~  (l'l<ltc* ;l l l~~c , t l l c~ l  \ \  1111 I'l ' lt~,\ 2 i <lll~l \ 2 ,  Ill<,\ , l l l ,>~\ <!ll,, 

to llcll t t l l~ ,  l,\ 11l11tt1111 111 tI1c. l l ~~~ rc~~c~ t l l < l l l , l l l  111 <l ~ l l l ~ l c ~  ,l,,ll\ , l \  <,l 

hiur cc~nluric,\ 
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Illustrations from a Buddhist Manuscript 
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Three Illustrations from a Sakti (?) Manuscript 

18th cenhlr! 
Colours on pdper 
Each a X 2n cm 

,411 fifteen pages of this incomplete folio arc  illustrations of manl- 
testations of Parvati, most with her seated on a lion. None of the 
llnages Ila\.eexplanatory inscriptions to give an idea c ~ f  the manu- 
>cript that these ~llustrations come from, but the three illustra- 
tlons discussed here are finely executed rcpresentati\,es of the 
group wit11 \\,ell-rendered details and strong, contrasting colours. 

111 tlie first of the illustrations, I'arvati is shown as  Llurga fight- .. .. 
Ing the buffalo demon (Uur~ , imah i s l i a su ramard~~ i l ) .  Her e ~ g h t -  
cen hands hold her prescribed attributes 'incl s h r  par t~al ly  stands 
on her vehicle, a ferocious lion. 

A second illustration has I'arvati seated on a lion 'ind killing 
two nlen who  fall to tlie grouncl. She. holds one of her \~ictirns by 
the hair, while piercing the second with LI spear. A third Image 
sho\z,s Par\.ati as  the ~ m a c ~ d t r d  Cliamunda seated on a rockcon-  
posed of white, 5kulls. She .also has four hands  holding h r r  pre- 
bcribed attributes, and arc)~lnd her hips is drapecl a red s k ~ r t .  

Basing oursel\,cs on the style, the series of illustration5 was 
likely to Iia\-e been produced in thr eiglitc,cnth century 

I 
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Illustration from Book for Interpreting Dreams (?) 

18th century 
Ink and colours on paper 
Each page 8 X 9.5 cm (approximate) 

This small booklet has  approxlmatcly thirty pages, although ~t 15 

obvious that there, wcr' many more a t  one time as  the Juckcr p,ijic,s 
start with the numbcr  I I and end with one numbered 40. Each 
page has a small painting \vitli a short explanatory ~ n s c r ~ p t l o n  In 
Sanskr~t  abo\.e. Below is written a short ~nterpretation ot a clream 

I 
In Ne\vari, dc5cribing the conscqucnccs of cncuuntcrrng thc arl- 
ous d l \ ' ~ n ~ t l r \ ,  anirnals, trtSrs and 5ymbols In one's slcep. In thr 
~ l lu \ t r a t~on  choscn for inclu\lon licrc (folio 24) a red \'ar,lh~ holci, 
in her right hand .l skull cup.  t3rr large snout  is open and \ I x I \ \ . \  
a frrocloub ,Irra\. of tccth and fangs. She 1ve.irs a lung grccn .ilr.l 

dccor,ltcd w ~ t l i  flowcr.; l k r  brcasts are covcrrd and . ~ t t ~ ~ r h c d  to 

hc>r crcnvn arc the. pair of flags also sren on thc, liara of Vish\.a\ 'ilrl 
in I'latc 19. 

All thc r c~prc \ cn ta t~e )~ i  arc cxccutcd in a lively and compcti,nl 
stylr, ci~.guinl: for ,in c lghtccn~l i  ccntury ddtc for thc hook. 



43 
Shrichakra Yantra 

Circa 1900 
Colours on paper 
48 X 48 cm 

The last example on paper represents a yn~itra, which is literally a 
tool or aid used by yogis for meditation. This term is used by 
both Hindus and Jains, while Buddhists prefer the term 'mandala'. 
Nevertheless the meaning of both yflntra and mandala is more or 
less similar, namely being a mystical diagram which can be found 
in two or three dimensional forms. However, Buddhists gener- 
ally depict this in the form of a palace (rrinridn) with strips, gates 
and corners or as a spoked wheel (In)." Both yarltr,? and mandala 
are closely linked with te~itra and yoga and also symbolise en- 
ergy. In Hinduism, this energy is regarded as female, while in 
Buddhism it is male. 

The presentyantra is built up of forty-three triangles, the artist 
painting first the innermost triangle and piled the others one on 
top of the other. Four of them are upturned, while five others are 
downturned. The outcome is a kind of pyramid of triangles. Nor- 
mally, they contain written manfras, but in this instance they have 
depictions of goddesses. The most important of these, and there- 
fore the most commonly depicted in yorrtra, is a possible repre- 
sentation of Shrichakra. She is shown at the centre and surrounded 
by many manifestations. Unfortunately, the figures are rather 
crudely executed making i t  inlpossible to identify them with any 
certainty. The ynntra rests on a lotus of sixteen petals placed in a 
five-coloured square with four gates and surrounded by the 
Dikpalas. 
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Two Co\zers of a Buddhist Manuscript 

C r i ~ ~ i  I 550-1600 

Wood wi th  polychromy 

Each 7 X 26.5 cm 

While the exteriors of both co\crs arc simply adornrd wit11 thc 

patinat~on o fcen t~~r i r s ,  thr intc.rior pallrls o f  both art. painted \\.it11 

simply executcd f ~ g i ~ r e h  of thc F ~ v c  Il-.1n<c'nclrntaI Ruddha\ ,ind 

thc S\.ayarnhunath stup.3 against '1 grcen hackground work td  w ~ l h  

a scro l l ing pdt tcrn.  O n  thc f i rs t  p.~nt.l i \  .In trnagcs of  the- 
Svayamhunath placed a ~ a i n s t  ,) red ai~reolc and fol lowc~d by  thc 

ycllotv Ratna>ambha\.a w i th  his r ight lh,~nd in  thc ~~~~I-II~~,IIIIIII~~~I 

(M'IS~ graliti l lg gcst i~re) atid the blue AksIiohhy.1 w ~ t l i  111s r ight 

hand I n  the I~I~II~~~~~JII~S~I~IIIIIIL~~II ( r . i r t I~ - to i cc l i~~~g  gcsturc.). On tlic 

second pa t i~ \ l  is the grouping r)f thc \ vh~ tc  V,11rricIi,lri,i \ v ~ t h  both 

hL1nd., i n  the I ~ ~ ~ I I ~ I J I ~ I ~ . ~ I I ~ ~ ~ I I I I I I I L ~ ~ I I  (gc.slurc, of ~ n s t r u c t ~ ( ~ l )  or 'turn- 

ing tlic \vh~.el l i t  law'), thc red Aln~t,lhh.i w ~ t h  both li,incl> hcld In 

111s lap 111 ~l lr~/ ir~~~r~rrrrr ir .~r (geslurc, t)f mcJit.lt~on), and thr !.I\( 15 thc 

g1'WIl Arnogh.is~ddh~ h o l ~ i ~ n g  111s r ighl h,lnJ In  tht, r r l i I r i r ~ l ~ r ~ ~ r r r ~ i r . i ~  

(gcstul-c o l  prot<.ctlon) A l l  t1i.c I3u~ldh.i i  .ire b~rn~l,lrl!. t~x t~cu lcd  

cl~l~i \\,i5.1r \1r1ipIc ii1111tr>, y c ~ l l o \ v - ~ > ~ i ~ ~ ~ t ~ - ~ l  i c~ \ \~c I l~~ ry ,  crowns clll~i 

aurcolrs I'l1c11- uppc.r hodlcs arc3 Icft nC1kcd and thcy 51t In trlcdi- 

tation pt)\turc (~//II/IIIIII~IIIIII) T h r  Iotu+i>s on \\.l i lch the!. <I[ ‘ire In '1 

\-.ir~ct! o f  sll,lpc~~, sonic ,ITV s~mpl!. c~xccutc<l, \ v h ~ l c  othcrs tla\'c 

~ i o ~ l b l t ,  ro\vs ot p(.tllls l i ~ ~ d / o r  ~ c ~ I I I o P - > I ~ , ~ P c ~ ~  pctrlls. l .I~C\\, I~C, tile 
cubh~ons upon \ ~ ~ I ~ I c I ~  t h ~ y  r~cI111c' , I~C di f f~t-~11t1, i trci  by co1011r ~111~1 

pattc,rn. 

Sty l i~ t ic~ l l ly ,  t l ~ c s  crl\.cr< c.ln I>c cornp.11-cd to thc t i g ~ ~ ~ - c s .  ]c\\'cl- 

Icry 'incl b.irkgl-riund ~ c r t ) l l ~ n g  0 1  I'l,l~c L), \\.hlch \v<, h.i\ c%~l.ltcd to 

brt\vccn I 52; 'lnd I 5511 l -hc  ~ - c ~ i l i s , ~ t ~ o l ~  ot th~ .  i ~ g u r r s  In l hc~prcs~n t  

pd111t11lg, I i o \ \~ t~ \~c~r ,  i s  r u ~ t  '1s lirlt,I! ~(~IIc,, CIIIL~ I I ~ J ~ L * ~ )  s l~s l l t l \ '  IOtVr 
dalc, I ~ k c l v  I lhrs~. h~~ohco\.cl-  l>. l lnl~ngs L J I ~  ,~Iso hc conip.ircc1 8 1  

l I l c l l l L l \ < ~ ~ l ~ ~ ~  1 ~ ~ 1 1 ~ ~ 1 ~ , 1 ~ 1 0 1 1  L ~ L ~ ~ l l < ' t l l l ~  [I l l3 [ ' l \  L* ~ ~ , l l l \ L ~ t ' l l t ~ t ' l 1 t ~ l ~  I ~ L I ~ -  

dh .~ \  , i n ~ l  c l ~ t c ~ i  to the, s~x l r c~n th  cc.n(l~r\ h!- 1)r. 1'.11 ' 



Two Co\,crs from a DLII .~ , I  M'~nuscl-ipt 

'ill Iiold~n!: l i c ~  L i t t r~b~~te,s  In hcr ~ d e n t ~ t \  ing 11111iirl1.. Tht, last 

rcprt*5i~1it' it lon c>t the goddcs5 is Llul'ga .is tlie blut. ,inJ ten-,~rmed 

C 'h . im t~nd~  \ t , i n d ~ n ~  on ,l 1m1r of ~ l ~ ~ i ~ i p ~ t ~ i t c ~ t i  nl,ilc~ t i g ~ ~ r t ~ > ,  \vhllt> 

l i o l t i ~ng  tlic*~l- lica~l, In h<,th hc,r Io\ver h,ind>. 

1 tit' ~n t t \ l - i t~ r  the* I<n\,cr c~ ) \ . l~ r  Jcp1ct5 t i \  e more rcbprcb- 

t,ntat~(~n, ol' I)i~rg,i, ot \ \ . I i~cI i  tli l-CC arc, ~~ f i l i t c~n-d rn iec l ,  O I ~ C  s i i -  

tccn-,irmcd .ind clntx t \ . \ . c l \ - r - i r ~ ~ i ~ i  XI1 ot theic Irn.1gt.s hold iden- 

t ~ t \  Ins .ittrlbutt*\ Iht. I \vo rc,ln,llnlnK ccirtoi~clics ,Ire tahcn LIP b!. 
,i rtd,  t ~ ~ i ~ r - ~ i r ~ n c t i  Sli~\..i a11ci .l grccli, tottr-,11-nicd \ ' lshni~, both 

st,.~tcd on .I ~ l o i 1 ~ 1  .)nil \ u r r t ) i ~ n ~ i t d  b!. ,ldt>r,ints. l lie- tcrn.ilc del- 

t~c. o n  both e e l \  t,rs. c*zccmpt tor Cli,imicncia. '1rc dressed in  ,l .h~,rt 

rnu l t~ -z l ) l ou r t~~ i  hlou*c .id '1 Ions ~ r i i  

I t  \\-L- comparc tt1c.c zo\~, r \  \ n t h  thc next ~ I n e ~  In ['late 4h. ~t 

hc~,c~~iic. r.llI1l.r ~ l c > ~ i r  t l i ~ t  tht, prcscsnt c\. i~r~plc- ,Ire i.,~rl~er In ~ i . i t ~ ,  

I .urt l icr~n~wc, the\ (.in ht. \t\.l~st~idll!. r t ' l ~ t ~ d  t l ~  t h ~  >nirill ~ ISLI~L 's  i n  

tllc, loi\c,r r<y,l\tt,r<~t l ' lci t~> I;, t l i t ~ S ~ ~ i ~ i l i ~ l . i h ~ l i ~ i i i  I I I ~ J ~ ~  ~ i . i t t ~ i  1hq4 
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Two Covers of a Sai i r~te  Manuscript 

Th~*r \ t ' r~<~~-s  of hot11 co\.c,rs arc, palntcd with \crrill~ng toli,lgc \\,hilt, 

tlic interior\ dcpict \.,~ri<ius tii11du dc~tlcs .l@i~nst a hlooti-red h.1r.k- 
gruu11ti wit11 ~ in1t? ly -~~x~~t~ i1 tc*~ i  c - l t ~ ~ ~ c i  t o r ~ ~ ~ ~ i t ~ t > ~ i \  tll'il Ic,11d tIi'c~0111- 
posltlem.. .l r,lthcr \vh~rn\ir.ll .Ilr I hc t-~>ntr.ll irn'lgc cm c s , i r l i  co\ 
15 .l form ot Sli1\,~1, JIIJ 11 thvrc*f~lrc sccms prob.lhlc th.1t thc .I<-- 

cornpant Ing rn.lnuscrlpl \?.a\ Sdi\ i t ( *  In n,ltLlrr. 011  Llic I~ r \ t ,  lic 15 

\ h r~ \ \ n  sl,llnci~nji \\it11 I',irv,it~ on thc~r \,chirlc\ 11I N.indi thc hull 
< i ~ i d  thc I ~ o n  tic li,i\ .I \ \ . l i ~ l c ~  con~plcxion ,~nd oi 111, four li.lnci\, 
tlic pr~~~co}>,>I 1r1gI1t 1 1 ~ 1 ~ 1  15 111 ~IIIII~III~IIJIJI~I~II (gc,\ti~rr 01 prcitc~e-t~o~?) 
\z.I~IIc' Ihc pr111~1p~1l 1rt1 ~ l l i h r ~ l t . ~ \  I1,lr\ ,111, \\l10 ICJII\ 111 part OII 

h ~ m  'ind In part on I1c.1- \ - i~ l i~c lc  tht* I~on. lhc. t\vo uppcSr h.incii 
hlilci the, d r i ~ l n  .inti t r~dcnl  I hc c-tiuplc '11-c fl.lnkc*cl l>\ '1 ! t.110\\ 

I~l-.~hrn,i on Iht.~r rlglit . ~nd  .l grc,cn \ '~sl int~ 1111 t l ~ c ~ r  IC>~I, ,ind tl1c.11 

\OII\ ( m c i ~ l c ~ ~ l ~ ~ i  ci~l~i K. i r l l ~k ( , \~  ,1rc ~ i c p ~ t , l r ~ l  ' i t  C>III>C,I <>11ti 0 1  111~~ 

<o\.c,~'. 1\11 OI lhc d c ~ t ~ c \  ,ire7 Ioi~r-. ir~~ic~ci. \(,11icli11g 011 tllc'il. riS\tx't- 
II\ c \I,I~IC 11,s .lncl c.kcculc~l In Ihc~r  y r c ~  r~L?~*i l  COIOII~\ 
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'olio from a Sketchbook with Images of 

3uddha Shakyamuni and Vajravarahi 

.ate 18th century 
nk and colour on paper 
.6 X 22 cm (approximate) 

n addition to this page and one other, the Jucker Collection con- 
ains two, probably incomplete, sketchbooks of iconographical 
Irawings, all of which were collected in the early part of the nine- 
>enth century by the Englishman Brian Houghton Hodgson 
1800-1894)."' Hodgson was not only an official of the East India 
hmpany,  but  was also an active scholar and collector of 
limalayan art. Between 1819 and 1858, he spent many years in 
idia and the Kathmandu Valley, where he collected these sketch- 
ooks and sketchbook pages. In addition other works in tlie Juckrr 

Collection that have a Hodgson provenance are the booklet explain- 
ing dreams (plate 4z), thc manuscript illustrations of Parvati (Plate 
41), and the pairs of book covers in Plates 44 and 47. All of these 
items, therefore, must at least date from before the mid-nineteenth 
century, when Hodgson returned with these images to England. 

The present sketchbook folio is a double-folded page with 
iconographic drawings on both sides. As the drawings are rather 
Tibetan in feeling and labelled with Tibctan inscriptions, they were 
possibly cxccutcd as an n ~ d l ,  rirs I J I C , I I O ~ ~ . C  for Tibetan painters. The 



designs, however, were probably drawn by a Ne\vari craftsman 
with the help of a Tibetan lama. All four drawings are executed 
against red grids to help guide the itser in creating tlie correct 
proportions. 

One side of the page shows Vajravarahi on the left half of the 
fold and the Buddha Shaky.11nuni on the right half. In addition, 
In the hot-ders therr is ,l sc.iti-d lama and a register of scrolling 
flo\vrrs \vhich ha\,? bern coloured by tlie artist, and a rnono- 
chromc ho'ir. T l i ~  ~ir.i\vings of  botll main figures arc neatly ren- 

dered. The Buddha's face shows stronger Newari than Tibetan 
features. The reverse of the page depicts two forms of Padrna- 
sarnbha\.a, Perna Gyalpo and Loden Chogse. These names are 
inscribed in Tibetan Ucan script, although the second name was 
inci>rrectly inscribed Blo.ldan.chos.sres (instead o i  Blo. 
1dan.chogs.sred). 

The folio probably dates from the latc eighteenth century bas- 
ing our assumption on the style and quality of its execution. 



Folio from a Sketchbook with Images of 

Kubera, Vishnu, Garuda and Avalokiteshvara 

First half of the 19th century 
Ink on paper 
13 X 16 cm (approximate) 

This page is of very thin paper and only has drawings on its recto. 
The left side of the fold depicts a wrathful manifestation of Kubera 
or Jambhala, the god of wealth, recognisable by his jewel-spitting 
mongoose and the bowl of jewels held against his breast. He is 
standing on a prone figure placed on a lotus and surrounded by a 
flaming aureole. Interestingly, the entire drawing is covered by 
notations of a single character in Newari to indicate the prescribed 
colour for each part of the design. For example, on his belly is 
written the syllable ni for nila, the Newari for blue. The deity's 
name is written in Sanskrit above. 

The other side of the fold is a grouping of (in ascending order) 
a lion, snake, Gamda, Vishnu and a form of Avalokiteshvara. 
Again notations indicate their prescribed colouring. It is interest- 
ing that the artist has combined gods from the Hindu and Bud- 
dhist pantheon on one page of an iconographic manual as an ex- 
ercise of drawing. 

As these drawings are rather more crudely executed than those 
of the previous page, they are probably later in date, likely some 
time in the first half of the nineteenth century. It is even conceiv- 
able that they were especially made for Hodgson. 
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Three pages from a Sketchbook 

First half of the 19th century 
Ink on paper 
Each page 20 X 19 cm (approximate) 

This booklet has only eight pages, and it is very likely that several 
others have gone missing. All the sketches are simply rendered 
and depict scenes from the life and Enlightenment of Shakyamuni 
Buddha. Of the three illustrated pages, the first (A) depicts the 
sleeping Queen Maya, the mother of the Buddha, dreaming about 
the whiteelephant entering her body. Although her face is typical 
of the Newari style, the rest of the sketch has a libetan feeling. 

The next two pages (B) show, on the left, Prince Siddhartha 
cutting his long hair. He is seated in front of a Nepalese stupa. 
with a pair of eyes drawn on the entablature above the bulbous 
dome. Below is a depiction of a horse, very likely his horse 
Kanthaka. The right side has various scenes including the night 
flight from the palace of the future Buddha on his horse and ac- 
companied by his servant. The lower register depicts probably 
once again his loyal horse Kanthaka. This small scene is flanked 
by an old man and, possibly, an ill man. two of the encounters 
that spurred Prince Siddhartha to leave his worldly life and search 
for Enlightenment. This incomplete sketchbook would also have 
been made in the first half of the nineteenth century. 



Four pages from a Sketchbook 

First half of the 19th century 
Ink on paper 
Each page 25 x 33 cm (approximate) 

The seventeen pages of drawings In this book were executed on 
very t h ~ n  paper with cotton bind~ngs. Almost all the drawings 
and sketches are of Buddhist subjects and mclude Shakyamuni 
Buddha, bodhrsaftvas, goddesses, monks, lamas, mnliasiddhns, 

wrathful deities and symbols. One page devoted to architecture 
depicts several Tibetan monasteries and Chinese pavilions. The 
last page has two unfinished drawings of Hindu deities, prob- 
ably Kali and Bhairava. Several of these drawings are notated in 
Newari as to their prescribed colouring. As well a few of the fig- 
ures are identified by inscriptions above their images. 

Of the four pages illustrated here the first two (A) has 
Amitayus, the head of Kubera, Ushiishavijaya, a few animals, 
Vajravarahi, some dcrkirli, animals and a floral motif. It is interest- 



ing to note that the artist wrote first the name rrf PrajnapararnlRa 
above the f~gure  of Ushnishavijaya, which he later changed for 
her correct name. 

The other two pages (B) show two maliasiddllas, each of whom 
is seated within a cave, and notations for the colouring have been 
included. The other images on this double page are of a dakini 
seated on a corpse and Vinayaka - the cosmic form of Ganesha. 
They are both more finely executed than the mnhnsiddha.This book 
probably also dates from the first half of the nineteenth century. 
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Glossary 

Ablinynrrr~idra: Gesture of protection. 
Acala: (alt. Chandamaharoshana), an important guardian and tute- 

lary deity in Tantric Buddhism; his consort is Vishvavajri. 
Agni: Vedic god of fire and one of the Dikpala, associated with the 

Southeast. 
Akshobhya: One of the Five Transcendental Buddhas. 
Alidhasnna: Posture of 'drawing the bow'. 
Ambara: Charioteer of the moon god Chandra. 
Amitabha: One of the Five Transcendental Buddhas and spiritual fa- 

ther of Avalokiteshvara. 
Amitayus: Often considered an alternate form of Amitabha, and also 

as the Buddha of Endless Life. 
Amoghasiddhi: One of the Five Transcendental Buddhas. 
Amoghapasha: Eight-armed form of Avalokiteshvara ; attendants in 

Newari paribl~a usually comprise Tara, Bhrkuti, Hayagriva and 
Sudhanakumara. 

Ar~jalinrudra: Gesture of veneration. 
Ashtamivrata: Rite invoking Amoghapasha in order to secure rain. 
Atisha: 11th century Indian teacher of Vajrayana Buddhism who re- 

putedly introduced it into the Kathmandu Valley. 
Avalokiteshvara: The bodhisnttva of Compassion. 
Balarama: lncarnation of Vishnu and brother of Krishna. 
Bhairava: Wrathful form of Shiva; his consort is Kalaratri. 
Bhrkuti: Goddess attendant on Amoghapasha. 
Bhurrmr~nrudhnjanuk~in: 'Knee on earth' posture 
Blr~inrrspnrshanirrdrn: Earth-touching gesture. 
Bodhisnttrin: 'Being with Knowledge'- Buddhist deity who has chosen 

to remain outside nirvana in order to help others to enlightenment. 
Brahma: The Creator and one third of the Hindu Trinity. 
Brahmani: Consort of Brahma. 
Buddha: Enlightened being, and normally the simple designation of 

the Historical Buddha, Shakyamuni; one of the Three Jewels of 
Buddhism; tenth incarnation of Vishnu. 

Chandamaharoshana: Alternate name for Acala 
Clmkm: 'Wheel'; symbol of the Buddhist law; one of the Seven Treas- 

ures of the Chakravartin and one of the Eight Auspicious Symbols. 
Chakrasamvara: The Valley's most popular tutelary deity; his con- 

sort is Vajravarahi. 
Chakravartin: Universal Monarch. 
Chamunda: Terrifying and emaciated form of Parvati. 
Chandra: Moon god and one of the Navagrahas; principal consorts 

are Kanti and Shobha. 
Dakini: Buddhist directional goddess of the East. 
Dokirti : A term used to identify those female deities in tanhic Bud- 

dhism that serve as muses to the esoteric practitioner. 
Dharma: The Buddhist law, and one of the Three Jewels of Buddhism 
Dlmrrrmclrnkrnnr~idrn: Gesture of instruction; literally means 'turning 

the wheel of the Law'. 
Dhotr: Unstitched cloth of male apparel worn wrapped around the 

waist as a skirt. 
Dh!lflrrni~r~rd,o: Gesture of meditation. 
Dl~ynrrnsnria: Posture of meditation. 
Dikpala: Group of eight guardian deities of the cardinal directions: 

Indra (East), Agni (Southeast), Yama (South), N~rmitti (southwest), 
Varuna (West), Vayu (Northwest), Kubera (North) and lshana 
(Northcast). 

Durga: Wrathful, multi-armed form of Part8ati, very popular in the 
Valley where she is thought to be incarnated in the Kumari ('Li\'- 

ing Goddess'). 
Durgamahishasuramardini: Iconographic composition in which 

Durga slays the Buffalo Demon. 
Eight Auspicious Symbols (of Buddhism): Parasol, pair of golden fish, 

conch, banner, endless knot, vase, lotus, chnkra. 
Gajalakshmi: Form of Lakshmi venerated by elephants. 
Ganesha: Elephant-headed son of Shiva, worshipped as the Remover 

of Obstacles by both the Buddhist and Hindu communities. 
Ganga: Hindu Goddess who is the deification of the Indian river 

Ganges. 
Caruda: Half man/half bird who is the vehicle of Vishnu; also fig- 

ures in both Hindu and Buddhist painting as the apex element of 
shrine arches, grasping in either claw a naga. 

Ghar~ta: Bell used during certain rituals; in Buddhism it is symbolic of 
Compassion. 

Hayagriva: Horse-headed deity who is usually shown together with 
Sudhanakumara attendant on a form of Avalokiteshvara, usually 
Amoghapasha or Padmapani. 

Heruka: A fierce manifestation of the Cosmic Buddha, Vairochana. 
Hevajra: Tutelary deity; his consort is Nairahnya. 
Indra: Vedic deity unusually popular with the Valley's Hindu com- 

munity; one of the eight Dikpala and guardian of the East. 
Indrani: One of the Ashtamatrika and consort of Indra. 
Ishana: One of the eight Dikpala and guardian of the Northeast. 
Jambhala: Alternate name of Kubera, the God of Wealth. 
Kaln: Within the iconography of Chandra, these are the different as- 

pects of the waxing and waning moon. 
Kalachakra: Guardian and tutelary deity of Tantric Buddhism. 
Kalarahi: Consort of Bhairava. 
Kalasha: Vase containing the elixir of life. 
Kali: Terrifying form of Parvati. 
Kalkin: lncarnation of Vishnu, usually depicted on a horse. 
Kanakamuni: One of the Six Buddhas of the Past. 
Kanti: One of the principal consorts of Chandra. 
Kanthaka: Faithful horse of Prince Siddhartha. 
Kapaladharahevajra: Form of Hevajra. 
Karttikeya: Son of Shiva, and commander of the army of gods. 
Kasyapa: One of the Buddhas of the Past. 
Kasynpn: Patchwork robe worn by the Historical Buddha,Shakyamuni 

and adopted as the official vestment by the Buddhist clergy. 
Kntnkom~idra: Agesture of the index and third finger touching to form 

a circle; generally interpreted to have a flower-holding purpose. 
Kaumari: One of the Ashtamahika, and consort of Vishnu. 
Khandaroha: One of the four Buddhist dirvctional goddesses, associ- 

ated with the West. 
Kinrrari: Mythical half human/haLf bird creature which figures as an 

element of the shrine arches of Newar pnublm. 
Kirtti~iirikhn: 'Face of Glory' mask which sometimes appears as the 

arch apex on shrines in Newar ynribhn. 
Krakuchanda: One of the Buddhas of the Past. 
Krisha: Incarnation of Vishnu and brother of Balarama. 
Kubera: Alternate name for Jambhala, and one of the Dikpala, associ- 

ated with the North. 
Kumara: Tortoise incarnation of Vishnu. 
Kumari: The 'Living Goddess', a young prepubescent Buddhist girl 

chosen periodically in Kathmandu to be the incarnation of Durga. 
K~rnlinlini: An energy which streams from the lowest to the highest 

clrnkrn on the top of the head. 



Lakshmi: Primary consort of Vishnu. 
Lakshminarayana: Manifestation of Vishnu as half himself and half 

Lakshrni. 
Lnlitn~rto: Position of royal ease. 
Lama: 'superior One'; name for high ranking cleric in the Buddhist 

ctvmnlunity; one of the four Buddhist directional goddesses, asso- 
ciated with tlie North. 

~ i r p :  The pliallus of Shiva, and also one of his manifestations. 
Lokapala: Buddhist guardian deities also associated with the cardi- 

nal directions. 
Lokeshvara: 'Lord of the World'; alternative name for Avalokiteshvara 

and for Shiva. 
Mahabala: Wrathful protective deity. 
Mahaganapati: Manifestation of Ganesha. 
Mahakala: A wrathful manifestation of Shiva adopted into Buddhism 

as a protective deity. 
Mahakarunalokeshvara: Manifestation of Avalokiteshvara. 
Mahalakshrni: One of the Ashtamatrika. 
Maharagavajra: Manifestation of Manjushri associated with the Pri- 

mordial Buddha. 
Mahasiddha: 'Perfect Beings'; Indian Tantric Buddhist adepts. 
Maheshvari: One of the Ashtamatrika and consort of Shiva. 
Maiheya: Bodlrisnttim designated as the Future Buddha. 
Mnkam: Mythical sea creature, and an important element in the shrine 

arches of Newari pnrrWrn. 
Mulla: literally 'Warrior', and the suffix added to the names of the 

Valley's ruling houses after 1200. 
Mandala: In Buddhism, a schematic representation of the cosmos, and 

a tool for ritual and meditation. 
Manjushri: Bodlrisnftiln of Wisdom. 
Manjuvajra: Manifestation of Manjushri associated with the Primor- 

dial Buddha, and the Valley's founding legend. 
Mantra: Mystical formula or invocation. 
Matsya: Fish incarnation of Vishnu. 
Maudgalyiyana: Disciple of the Historical Buddha, Shakyamuni. 
Maya: Mother of the Historical Buddha, Shakyamuni. 
Mrrdrn: Iconographic geshlre. 
Nnga: Serpent 
Nngnrnjc Serpent King 
Nairatlnya: Consort of Hevajra. 
Nakshatras: Stars, usually depicted as  a group of twenty-eight in 

Newari pniddm, and also considered within the iconography of 
Chandra to he his consorts. 

Namasangiti: Manifestation of A\,alokiteshvara. 
Narasimha: Man-lion incarnation of Vishnu. 
Navagraha: Nine I'lanets: Sanaischara (Saturn), Rahu (the waning 

moon), Ketu (the waxing moon), Surya (sun), Angara (Mars), 
Budha (Mercury), Brihashpati (Jupiter) and Janma (Venus). 

Niladanda: Protective deity associated with Ushnishavijaya 
Nirmitti: One of the eight Dikpala, associated with the Southwest. 
Nirvana: Total extinction of the self, and ultimate goal of all Buddhists. 
Padmapani: Two-armed manifestation of Avalokiteslivara shown 

holding a lotus. 
Pancharakslia: Group of  five Buddhist goddesses invoked to ward 

off e\.il and cure illness. 
Parasurama: 'Rama Holding an Axe' incarnation of Vishnu. 
Purusha: Buddhist and Hindu concept of the Cosmic Man. 
Parvati: (alt. Uma) primary consort of Shiva. 
Pa~rblm: Newari term for painted scroll. 
Prajnaparamita: The mother of all female Buddhist deities and the 

personification of Wisdom. 
Priniordial Buddha: In Tantric Buddhism considered to be the first 

and highest of all Buddhas; known as  Vajrasattva or Vajradhara. 
Ptrjn: Offerings 
Puatnh: Sanskrit term for scripture. 
Rahu: The Waning Moon and one of the Navagraha. 
Ra/nlilnsnna: alternate term for lalitnsnrm. 
Ralna: Incarnation of Vishnu. 

Rntnn: Sanskrit tenn for Jewel. 
Ratnasambhava: One of  tlie Five Transcendental Buddhas. 
Risi: Sanskrit term for an ascetic. 
Rupini: One of the four Buddhist directional goddesses, associated 

with the South. 
Shadaksharilokeshvam: Manifestation of Avalokiteshvara. 
Snkti: literally 'Energy', and general term for a Hindu goddess. 
Snrrr~mrn: Newari term for year. 
Samvara: Alternate name for Chakrasamvara . 
Sangha: The Buddhist Community, and one of the Three Jewels of 

Buddhism. 
Sarasvati: Hindu goddess of  music. wisdom and learning; consort of 

both Brahma and Vishnu. 
Snri: Unstitched cloth of  female apparel worn wrapped around the 

waist as  a skirt. 
Sariputra: Disciple of the Historical Buddha, Shakyamuni. 
Seven Treasures of the Chakravartin: Emblems of both cosmic and 

(by connection) secular power: Loyal General, Wise Minister, 
Queen, Elephant, Horse, Wheel of the Law and Jewel. 

Shikin: One of tlie Buddhas of the Past. 
Shobha: One of the principal consorts of Chandra. 
Siddhartha: The Historical Buddha Shakyamuni in his last incarna- 

tion as  a prince. 
Siddhilakshmi: Wrathful manifestation of Parvati. 
Sitatapatra: Literally 'She Who Holds the Parasol'; Buddhist goddess 

with a thousand, heads, hands and feet. 
Shiva: the Destroyer and one part of tlie Hindu Trinity. 
Shrichakra: Hindu goddess and common subject of ynntrn. 
Stupa: Buddhist shrine supposed to contain the ashes of the Histori- 

cal Buddha, Shakyamuni. 
Sudhanakumara: literally 'Young Fortunate', and with Hayagriva an 

assistant of manifestations of Avalokiteshvara, often Amoghapasha 
or Padmapani. 

Surya: Vedic Sun God revered by Hindus and Buddhists, and one of 
the Navagraha. 

Takkiraja: Protective deity associated with Ushnishavijaya. 
Tantra: type of Hindu or Buddhist text which delineates a 'quicker 

path' to spiritual liberation through a system of rituals, yogic ex- 
ercises, and techniques such as  meditation and visualisation. 

Tara: Literally 'Saviouress'; female counterpart to Avalokiteshvara. 
Tnrjnninrrrdre: Gesture of pointing out error. 
Tathagata: Alternate name fnr the Buddha. 
Tntlrngntnvarrdnrtnrri~rdr~: Gesture of a raised hand with palm turned 

upwards, and s ~ ~ i t a b l e  for supporting an image of, for example, a 
Tathagata. 

Uma: Alternate name for Parvati. 
Umamaheshvara: Iconographic composition of Parvati (Uma) and 

Shiva seated together. 
Ushnishavijaya: Female emanation of Vairochana. 
Vairochana: The Cosmic Buddha, and chief of the Five Transcenden- 

tal Buddhas. 
Vaishnavi: One of the Ashtamatrika and consort of Vishnu. 
Vnjrn: Literally 'Thunderbolt' or 'Diamond'; form of sceptre held as 

attribute by Buddhist deities; ritual implement in Buddhist rites. 
Vajrabhalrava: Buddhist tutelary and guardian deity. 
Vajradhara: Alternate name for the Primordial Buddha. 
Vajradhatishvari: Consort of Manju\,ajra. 
Vajrapani: Bodlrrsntt~n whose main attribute is the rinjrfl. 
Vnjrnclror~/n: Priest of tantric ritual often shown making p1110 in the 

bottom register of Newari pnrrl~lr~r. 
Vajraliumkara: Guardian deity of Tantric Buddhism. 
Vajrasattva: Alternate name for the I'rimordial Buddha. 
Vajravarahi: Literally 'Adamantine Sow'; consort of Chakrasani\'ara. 
Vajrayana: Literally 'Diamond Path'; form of Buddhism based on 

tantric texts. 
Vamana: Dwarf incarn'ition of Vishnu. 
Vnrndnrrrrrdrn: Ccsture of wish granting. 
Varahi: Onc of thc Ashtatnatrih,~ and ccinbort of Vishnn. 



Varuna: One of the Dikpala, associated with the West. 
Vasudhara: Buddhist goddess of abundance and wealth. 
Vayu: Vedic Wind God and one of the Dikpala, associated with the 

Northwest. 
Vidlryndlrr~rfl: Literally 'Female Bearers of Knowledge', but in Newari 

paoblia they are as frequently male, are often grouped in couples 
flying through the air and strewing garlands over the central deity. 

Viglulantaka: Manifestation of Manjushri. 
Vinayaka: Alternate name for Ganesha. 
Vipashiyin: One of the Buddhas of the Past. 
Vishnu: The 'Creator', and one third of the Hindu Trinity. 
Vishvabu: One of the Buddhas of the Past. 
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abhyanrudra, 38,60,84,92,94, 112, 114,115 
Abhira Cupta, tribe, 12 

Acala, 18,27; as principal deity in paintings, 
64; as subsidiary deity in paintings, 36,40, 
52,56,70,82. Seealso Chandarnaharoshana 

Adha, 62 
Adi Buddha, 25 
Aditya, 88 
Agni, 24, 25; ; a s  guardian of direction, 34.62; 

in Buddhist paintings, 68, 76 
nlidlinsnrin, 98 
Akshobhya 25,27; in paintings, 64; on wood 

covers, 11 2 

Arnbara, 34.40.56 
Amitabha, 25, 27; in paintings, 38, 54, 76; on 

wood covers,llz 
Amitayus, in paintings 82; in sketchbooks, 120 

Amoghapasha Lokeshvara, 26.27; as princi- 
pal deity in paintings, 30, 38; as subsidi- 
ary deity in paintings, 58, 82 

Arnoghasiddi, 25.27; on wood covers, 112 

Ananta, 62 
Anantavrata rite, r3,62 
Angara, 40 
nrijolirrirrdra, 78 
Ashoka, 22 

Ashtarnatrika, 24; in paintings, 50. Sec nlso 
Mother Goddess 

Ashtarnivrata rite, 26, 30 
Ashvagosha-nandimukha, story of, 90,104 
Atisha, 22, 28 
Avalokiteshvara, 23, 24, 26, 27; in paintings 

46.54.72.86; in sketchbooks, 118. Secalso 
Lokeshvara and I'admapani 

Bagmati, 11 

Balarama, 62 
Bardo, deities of, 96 
Bhadgaon, 62; See nlso Bhaktapur 
Bhairava, 24; in Buddhist paintings, 52, 70,86; 

in Hindu paintings, 50.60; in sketchbooks, 
120; on wood covers, 114,115 

Bhaktapur, city of, 11,13, 14,20,62 
Bhirnaratha, 82 
Bhimavrata rite, 27 
Bhrkuti, 19,27; in paintings, 30.38 
blrrrnrfli~nr~rdlrnjar~rkiri, posture, 64 
Dhuniislrpnrshnnrudrn, 28.48. 112 

Bhupatindramalla, king, 14, 17, 20; in paint- 
ings, 62 

bodhisattva, 16,23,25,26.27; in paintings, 28, 
30.32.34,36,38,40.4~~ 46,54, 68,86,106. 
120 

Book of the Dead, 96 
Brahrna, 2524; in Buddhist paintings, 64, 70, 

76, 78, 88; in Hindu paintings, 60. 62. 66, 
74;on paper, 108; on wood covers, 114,115 

Brahmani, in Buddhist paintings, 76; in Hindu 
paintings, 50 

Brahmi script, I 2 

Brihaspati, 40 
British East India Company, 15 
Buddha Shakyarnuni, 26; as principal figure 

in paintings, 58, 49; as  subsidiary figure 
in paintings, 28.34. 82.86; episodes ofhis 
life, 58; in sketchbooks, 116. Ser also His- 
torical Buddha and Shakyamuni 

Buddha, incarnation of Vishnu, 62 
Buddhas of the Past, 26; in paintings, 30, 34, 

58 
Buddhism, as religion, 25-27 
Buddhist practice, 22 

Budha, 40 

Caste system, 15 
cknhn, 34, loo 
Chakrasarnvara, 27; as principal deity in 

paintings,j2. See also Samvara 
Clinkrasnnrvarntantrn, 52 
Chakravartin, treasures of, 18; in paintings, 

30.32. 34,36,38, 40.46 
Chalendra, 72 
Chamunda, 4; in paintings, 50; on paper, 108; 

on wood covers,113 
Chandarnaharoshana, 27, 64. See nlso Acala 
Chnndanmhnroslrnri~laritrn, 64 
Chandra, 24-25.88; as principal deity in paint- 

ings. ~ 4 ~ 4 0 . 5 6  
Chandrakanti Devi, 72.90 
Chiaroscuro technique, 20, ~ o z  
China, 15, 88; painting tradition, 20 

Chivikundali, 72 
Census, of 1971.23 
Cosmic Purusha, as principal figure in paint- 

ings, loo. See ~ I S O  Purusha 
Crema tion ground, 92 

Dnkini, in paintings, 52,88,96; in sketchbooks, 
120,121 

Dancing figures, 18, 36,38, 46, 62 
Dhana, 72 
Dhananda, 88 
Dlraraiiisnrrrgrahn, 26 
dhnr~i~achnkrarrrudra, 46, 92, 112 

Dharmadhatuvagishvara, 26; as principal 
deity in paintings.92; as subsidiary deity 
in paintings, 70,82 

Dharmapala, king, 30 
dholi, 28, 30, 36, 38, 40, 42, 68, 76, 94, 112 ,  115 
dhyar~ani~rdrn, I I 2 

dhyarrnsnrin, 112 

Dikpalas, 24-25; in paintings, 34, 42, 62, 82, 

90,92, 110 

Donor portraits, 16, 18, 19; in paintings, 30, 

32, 34, 36r38, 40, 443 46, 48. 54, 56, 58, 62, 
68, 72. 78.80~82~86,  go, 92,96, 104, 

Dragon, 88,96 
Dream, booklet for interpreting, 110 

Durga, 21,24; in paintings, 60; on paper, 1 ~ 8 ;  
On wood  covers, 113. Spc nlso 
Mahishasuramardini 

Early Malla dynasty, 12-13; its painting ha&- 
tion, 18 

Eight Auspicious Symbols, 30. 40, 42, 72, 76, 

90 
Ekadashalokeshvara, 68 
Ekadashamukha, 26 
Energy, 110 

Eldighhnent of Buddha Sakyarnuni, scenesof, 
25; in paintings, 86; in sketchbooks, 119 

Europe, influence of its painting tradition, 20 

Festival, 21 

Five Transcendental Buddhas, 25-26; in paint- 
ings, 32t40,44,46,48.52.56,72,76,78.82, 
86, 92, 96; on wood covers,lrz. See also 
Tathagatas 

Gajalakshrni, 24; as principal deity in paint- 
ings, 84 

Ganesha, 24; as  principal deity in paintings, 
42; assubsidiary deity in paintings,46,48, 
58,62,68, 70,74,76,86,92,98, loo; as sub- 
sidiary deity in sketchbooks,lzl; as sub- 
sidiary deity on wood covers, 114. Seealso 
Mahaganapati and Vinayaka 

Ganga, 68,76 
Garuda, in paintings, 36, 56, 60, 62, 74; in 

sketchbooks, 118; on wood covers, 115 
ghnntn, 25,86 
Goddess Earth, 48 
Gopala kings, 12 

Gorkha, 11,12,14,15 
Gorkhali, 11, 13. See nlso Nepali 
Gupta Devi, 72,90 

Handscroll, 98 
Hanurnandhoka palace, 68 
Hayagriva, 30, 38, 68, 76, 86 
Heruka, 96 
Hevajra, 27; in paintings, 70. See nlso 

Kapaladharaheuajra 
Himalayas, 11, 14 
Hinduism, religion, 23-25; community, loo; 

practice, 22 

Historical Buddha, 25. See also Buddha 
Shakyamuni and Shakyamuni 

Hodgson, Brian Houghton, 116 
Holy water, 21 

Hva-shang, loo 

Ila Dcvi, 72 
India, artists, 15; painting influences, 19; peo- 



plc, 12; miniatures, 18; sculptures, 18 
Indra, 25; in Buddhist paintings, 64,70,78,88; 

in Hindu paintings, 34, 62, 66; on paper, 
108 

Indrani, 50 
Ishana, 25; in paintings, 34.62 
~~l~rnicisation, of North India, 18; religion, 20 

Jain, religion, 20, 100 

jambhala, 28, 72,118. SCE also Kubera 
Janrna, 40 
Judgment of Human Deeds, as principle scene 

in paintings,loz 

Kadarnpa, Tibetan religious school, 28 
Kagyupa, Tibetan religious school, 28 
Kalachakra, 70 
Kalaratri, 23; in Buddhist paintings, 52, 70 
knlns, 34 
kabshn. 44,78 
Kali, 24; in paintings, 60,102; in sketchbooks, 

120 

Kalkin, 62 
Kanakarnuni, 26; in paintings, 30 
Kanthaka, 119 
Kanti, 34.40~56 
Kapaladharahevajra, as  principal deity of 

painting, 88. See also Hevajra 
Karttikeya, in Buddhist paintings, 76; in 

Hindu paintings, 74; on paper,108; on 
wood covers, 114 

Kasyapa, 26; in paintings, go 
kasyapa, 48, 94 
kntnkamudrn, 38 
Kathmandu Valley, history, 12-15; nature, 11; 

people, 11; city of Kathmandu, 23 
Kaurnari, in Buddhist paintings, 82; in Hindu 

paintings, 50 
Kelirnalini, 72 
Kesa Raja, artist, 16 
Keh~, 40 
Khandaroha, 52 
kirr~iari, 46 
Kirati dynasty, 12 

Kirki, queen, 30 
kirttirnuklta, 32, 50, go 
Krakucchandra, 26; in paintings, 30 
Krishna, 23; in Buddhist paintings, 68; in 

Hindu paintings, 66 
Kubera, 25; in paintings, 34, 62; in sketch- 

books, 118, 120; on wood covers, 114 
Kurnari, 'Living Goddess', 21 

krr~tdnlirti, loo 
Kurrna. 62 

Lakshrni, 23,24; in Buddhist paintings, 76.82; 
in Hindu paintings, 62, 84, 102; on wood 
covers, I I j 

Lak~hminara~ana,  2,; on wood covers, 115 
lnlitosanrr, 74, yo 
lama, "7; in paintings, 28, 54 
Lama, goddess, 52 

Late Malla dynasty, 14; painting tradition, 19 
Licchavi dynasty. 11, 15.17. 22; inscriptions, 

15.22 
Iln~a. q; in Buddhist paintings, 76,88,92; on 

wood covers,llq 
Loden Chogse, form of Padrnasambhava, 116 
Lokapalas, loo 
Lokeshvara, 32. Src also Avalokiteshvara 
Lunar calendar, 16 

Mahabala, 82 
Mahaganapati, on woodcovers, 113. SW also 

Ganesha and Vinayaka 
Mahakala, 18; in paintings, 36, 46, 48, 54, 68, 

70.76. 80,82. 92 
Mahakamnalokeshvara, 34 
Mahalakshrni, 50 
Mahamantranushrarini, 27 
Maharnayuri, 27 
Mahapratisara, 27 
Maharagavajra, as principal deity of painting, 

78; as subsidiary deity of painting, 82 
Mahasahasraprarnardini, 27 
rnalrasiddhas, in paintings, 28, loo; in sketch- 

books, 1 2 1  

Mahasitavati, 27 
Mahendrarnalla, king, 19 
Maheshvari, 50 
Mahishasurarnardini, on wood covers, 113. 

SEE also Durga 
Maitreya, 26; in paintings, 28.32 
nmknra. j2,36. 4 ~ 4 6 .  74. 76. 90 
malln, suffix, 12 

Malla kings, 62; period, 12-14 
mandala, 22,27, I 10; in paintings, 30.46,104. 

See nbo mystical diagram 
Manibhadra, 72 
Manjushri, 25, 26, 54; in paintings, 32, 34, 40, 

46.54, 58. 70, 76. 82.86 
Manjuvajra, 26; as principal deity of painting, 

36,46; as subsidiary deity in painting, 28. 

58 
mantra, 28, I 10 

Mara, 25; in paintings, 48.86 
Matsya, 62 
Maudgalyayana, 86.94 
Maya, Queen, 86; in sketchbook. 119 
Milarepa, loo 
Mithila, 19, 23 
Mother Goddess, in Buddhism, 26; in Hindu- 

ism, 24. S1.e also Ashtarnahika 
Mughal, 19.56; rulers, zo 
Musicians, 18; in paintings. 46 
Mystical diagram, 110. Ser also yflritrfl and 

rnandala 

nngaraja, 32. 34, 36. 42, 44. 46, 62. 68,86 
trngns, 62, 74 
Nairatmya, 88 
Nakshatras, 4-25; in paintings, 34,62,82 
Narnasangiti, 82 
Nandi, in paintings, 62, 74; on wood Covers, 

" 5 
Narasimha, 23; in Buddhist paintings, 68; in 

Hindu paintinp.62 
Namdravarman, king. 11 

Navagaha, 24-15; in paintings, 40,61 

Nepali, lingunfiancra of p m n t  day Nepal, I I ,  

13; SM also Curkhali 
rr~la, I I 13 
Niladanda, 82 
Nirrnitti, 25; in paintings, jq, 62 
Nispannayc~pvali, 25 

Original faith, of Kalhmandu Valley, 11 

Padrnapani, 15, 22, 26; as principal deity in 
paintings, 76, 86; as rubsidiary deity in 
parntinings, 28. 34; on paper, 106. See alw 
Avalokitmhvara 

Painting schools or academies, 16 
Pala dynasty, 1& influence on Newari paint- 

ing tradition, 18 
Pancharakshas, 26.27; in paintings, gq,38,46, 

48.52.58,68.72.90 
Parashurarna, 62 
Parvati, 24; as princ~pal deity in Hindu paint- 

ings, 66, 74; as subsidiary delty in Bud- 
dhist paintings, 68, 76, 82; as subsidiary 
deity in Hindu paintings, 60; on paper, 
108; on woodcovers, 114, 11 j. St.ealso Uma 

Pashupati, 22. SEE nlso Shiva 
Pashupatinath temple, 13, 22 

Patan, city of, 11, 13,22,23 
Patronage, 14,16-17,18 
pnrrhha, 12, 14, 16, 18, 20,21 

Pema Cyalpo, form of Padmasarnbhava, 117 
~ - 

Perspective, in painting, 19.20, 102, 103,104 
Pokhra, Valley of, I I 
prnj~rn, 26 
Prajnaparamita, 26,27; in paintings, 34.38.46. 

48. 86. 90 
Praksharnalla. king, 54 
Pratapamalla, king, 14,19 
Primordial Being, loo 
Prithivi, 88 
Prithivi Narayan Shah, king, 14,54 
Purification fire, on paintings, 88. 92; world 

of, 102 

Purnabhadra, 72 
Pumsha, 27; in paintings, loo. Set. also Cos- 

mic Pumsha 

Qing dynasty, of China, 15 

Rahu, 40.76 
rajalilasnnfl, 32 
Rajasthan, 20, 56 
Rajput, 19 
Rama, 62 
Rana family, 15, 20 

Ranajitarnalla, prince, 62 
ratnn, jz 



Ratnabhadra, donor, 62 
Ratnasarnbhava, 25, 27; in paintings, 32, 90; 

on wood co\rers,1~2 
risi, 50, 62, 86 
Rupini, 52 

Sacred sites, 21 
SaIfIrarinnrala, 25 
Sagupta Devi, 72, 90 
Sahasrabhujalokeshvara, as principal deity in 

paintings, 68 
Saivite cult, 23 
Sakti, manuscript, 108 
Sakyapa, Tibetan school, 28 
Sarnantabhadra, 96 
Samvara, 70. See nlso Chakrasamvara 
snmonra, suffix, 98 
sannlat, calendar, 16 
Sanaischara, 40 
Sanskrit, 11,13; as court language, 12; inscrip- 

tion in, 109 
Sarasvati, 23; in Buddhist paintings, 68,82; in 

Hindu paintings, 62 
Sarasvati Devi, 72,90 
sari, 66,74,80,84,109,113 
Sariputra, 86, qq 
Sarvabuddhadakini, 96 
Shadaksharilokeshvara, as principal deity in 

paintings, 44; as subsidiary deity in paint- 
ings. 46.58. 76.82 

shading, in paintings, 103,104 
Shah dynasty, 11, 17, 23; history of, 14-15; 

painting tradition during, 19 
Shakyamuni, 25; in paintings, 30,46; as prin- 

cipal scene of paintings, Temptation of, 48. 
Sec nlso Historical Buddha and Buddha 
Shakyamuni 

Shamud-din Ilyas, sultan of Bengal, 13,20,54 
Shantikaracharya, mythological king, 54 
Sherpa, I I 
Shikin, 26; in paintings, 30 
Shiva, 21, 23, 24; in Buddhist paintings, 64, 

70, 76, 78, 88; in Hindu paintings, 60, 62, 
66, 74; on paper, 108; on wood, 113, 114, 

" 5 
Shoba, 34,40,56 
Shrichakra, as principal deity, on paper, 110 

Shri Gangadhara S'arma, 60 
Shri Svayambhu Jyotimpa, 54 
Siddhartha, in paintings, 86; in sketchbooks, 

119 
Siddheshvara, donor, 62 
Siddhilakshmi, 24; as principal deity in paint- 

ings, 60 
Siddhinarasimha, king, 14 
Sikkirn, I I  

Sitatapatra, 27; as principal deity in paintings, 
80 

Sitatara, 76 
Skeletons, depicted in paintings, 88 
Stithirnalla, king, 13,23 
stupa, 22,25; as principal subject in paintings, 

28, 54, 82; as subsidiary subject in paint- 
ings, 34,48,88,92; in sketchbooks, 119 

Sudhanakumara, 30.38.76~86 
Sukhendra, 72 
Surya, 25; in paintings, 4o,68 
Suryodaya, mythological king, 90 
Sutra, Buddhist, 106 
Suvarnadeva, priest, 62 
Svayarnbunath stupa, 13,26,54; as principal 

subject in paintings,4; as subsidiary sub- 
ject in paintings, 70, 72,78; on wood cov- 
ers, 112 

Takkiraja, 82 
tnntra, 22,88, I 10 

Tantric Buddhism, 22. Seenlso Vajrayana Bud- 
dhism 

Tantric Deities, as principal deities in paint- 
ings, 7 0 ~ 9 8  

Tara, 19,27; in paintings, 28,30,38,44 
Tarai, I I 
tarjanimrrdra, 42, 60 
Tashilhunpo, monastery in Tibet, 17 
Tathagatas, 58. See nlso Five Transcendental 

Buddhas 
tnthagatavn~~darin, 90, 115 
Tejas, 88 
Thakuri period, 12 

Tibet, 11, 15, 16, 17, zo, 23, 25,88,94,96 
Tibeto-Burmese, language, 11 

Transitional period, 12,14 
Ucan, Tibetan script, 117 
Udha, 62 
Uma, 24. See nlso Parvati 
Umamaheshvara, as  principal deities on 

wood covers, 115 
Irrftn, loo 
Ushnishavijaya, 27, as principal deity in paint- 

ings, 82; in sketchbooks, 1 2 0  

Vairochana, 25, 27; in paintings, 80; on wood 
covers, 112 

Vaisali, region in North India, 12 

Vaishnava cult, 22,23 
Vaishnavi, 50 
vnjra, 25,32, 86, 98 
Vajrabhairava, 70 
oajrocl~arya, 16, 18; in paintings, 30, 32, 34, 38, 

40, 44, 46, 48, 54, 56, 58, 62, 72, 82, 86. 92; 
on wood covers, I I 4 

Vajradhara, 28; in paintings, 46, 52, 88 
Vajradhatishvari, as principal deity in paint- 

ings, 36.46 
Vajrahumkara, 70 
vajrakila, 98 
Vajrapani, 26; in paintings, 32, 72, 76 
Vajrasattva, 25, 36,54; in paintings, 28, 70, 76, 

86 
Vajravarahi, as principal d e ~ t y  in paintings, 

52; as subsid~ary deity In paintings, 70; In 
sketchbooks, 116, 1 2 0  

Vajrayana Buddhism, 22, 27. Sn, olso T.intric 

Buddhism 
Varnana, 62 
vflrfldamudrfl, 36,38, 78.84,86, 90,92,94, 106, 

112 
Varaha, 62 
Varahi, in paintings, 50; on paper, 110 

Varuna, 25, 88; in paintings, 34, 62, 72 
Vashista, priest, 30 
Vasudhara, 27; as principal deity in paintings, 

32,72,90, 104; as subsidiary deity, 28,32, 
~ 8 ~ 5 8 ~ 7 6 ,  loo 

Vflsudhnmrianinstottnrnsatn~~i, 72 
Vasudharoddeshn, 72 
Vayu, 25, in paintings, 34, 62,88 
Veshavarna, 72 
vidyndliaras, zo,28,38,42,54.56,58,74,76,84, 

92,94,100 
Vighnantaka, 70 
Vinayaka, 24. See also Canesha and 

Mahaganapati 
Vipashiyin, 26; in paintings, 30 
Vishnu, 15, 17,22-24,25; as principal deity in 

paintings,62; as subsidiary deity in Bud- 
dhist paintings, 64, 68, 70, 76, 78, 88; as 
subsidiary deity in Hindu paintings, 60, 
74,84, 102; in sketchbooks, 118; on paper, 
108; on wood covers, 113,114,115 

Vishnumati, 11 

Vishvabu, 26; in paintings, 30 
Vishvavajri, 64 

ynksha, 32, 72 
yakshndhipn, 72 
Yakshamalla, king, 13 
ynkshini, 72, 90 
Yama, 25, 88; in paintings, 34, 102 

Yamari, 70 
Yamuna, in Buddhist paintings, 68, 76 
ynntra, 22,110; in paintings, 66; on paper, 110. 

See fllso mystical diagram 
Yarlung dynasty, 16 
yidnnl, 52, 88 
Yoga, 27,110 
Yogambara, 70 
Yogi, I 10; practice, 22 

yoni, in paintings, 76.92; on wood covers, 114 

Zodiac, figures of the, 62 
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