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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 thangkas, 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 paubha. 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, | 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. I, 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 1 vis-
ited many dealers in antiquities hoping to find some tribal objects. The latter |
did find (but that is another story), but I also stumbled across my first Tibetan
thangka and 1 immediately bought it. In the late 1950s and 1960s we had read
quite a bit about the Chinese intrusion into Tibet, but the region was almost
completely unknown to us. On returning home, | showed the painting to a friend
and publisher, Carl Einsele-Birkhaduser who also admired it 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 Professor Giuseppe Tucci’s three volumes on



thangkas and Angela’s and my passion for Himalayan art was bomn.

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 | 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 I 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. I undertook her request and
shortly thereafter my friend the author Kushwant Singh published in the jour-
nal which he directed, the lllustrated 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,
1 did not have to look for interesting thangkas — 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 thangkas 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 I 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 [ 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. A couple 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 [ 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 Shiv’s shop. He had the strictest orders not to bring anything back. Thus
lacquired some of my most cherished Himalayan paintings, a couple of Tibetan
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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 I 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
1 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 paubha 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 fill 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 form 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 Kathmandu 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 Gorkhas 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 [ have consistently so referred to them. Through-
out the text we have abstained from using diacritical marks for the sake of read-
ability by a broader audience. For the same reason only Sanskrit names and terms
are used instead of their Newari and Nepali equivalents. The only exception has
been made for the well-known Newari term paublia — or painted scroll.

When [ had 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 collection of Newari painting. When the opportunity was offered, how-
ever, 1 did not hesitate long. Aside from the exhilarating challenge of working
on such a relatively unexplored subject and collection, it also provided a
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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. I think the reader will agree
that although he considers himself an amateur, his photographs are of a profes-
sional standard and level.

I 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 Gautamvajra Vajracharya,
who translated several of the most important inscriptions on the scrolls, en-
hancing greatly our research on these paintings.

It 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 kilometres. 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
Nepalese population consists of the Gorkhas, who speak the Indo-European
Gorkhali, which today is the lingua franca 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, unsurprisingly,
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
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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 do not know much about the prehistory of Nepal or the Kathmandu
Valley. According to tradition and legend, the history of the Valley begins with
the Gopala kings around the sixth century B¢ and continues with the Kirati dy-
nasty in the fourth century Bc. Although whether or not 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 ap and
remained as such until circa 88o. 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 Ap 386. Although both Hindu-
ism and Buddhism were well established in the Valley by the time the Licchavis
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 the
Yarlung kings for some time.* Although the precise political situation during
the late seventh and early eighth centuries is still rather unclear, we do know
that the Valley was of pivotal political and 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 879 or 880. The new era,
which lasted until the advent of the Malla dynasty in 1200, 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 do not
even know if 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 development of
the religious arts, to which the 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 Kathmandu Valley, although no known paubhas of this time
have survived to the present day.

Historians consider 1200 as the beginning of the Malla period, which lasted
until the Gorkha conquest in 1769. Nevertheless, as with the Transitional pe-
riod, it is not even sure if a new dynasty took control. The only certain fact is
that suddenly the Valley’s rulers had the malla (warrior) suffix appended to their
name. The period between 1200 and 1482 is regarded as the Early Malla period,
while the years after until 1769 are scen as the Late Malla period. The earliest of



the 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. Nevertheless, it does seem 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 Ilyas 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 1 and 2) actually date from these 180 years, accurately
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
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 13821 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 6 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.

After Yakshamalla’s death, the Early Malla period also came to a close as the
Valley was divided amongst his three sons, each of whose kingdoms were cen-
tred on one of the three cities of the Valley — Patan, Kathmandu and Bhaktapur.
Their rivalry and that of their descendants over the fertile valley and control of
the Tibet/India trade during the next two and half centuries led ultimately to
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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
nature, 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. 1619-1661), 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 commissioned 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 it was he
who gave Kathmandu’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 the ancient palace of the Malla kings. His portrait can still be seen in
a mural in the palace®, as well as in several paubha, 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 Kathmandu 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, it
seems that most Newar paubha painters were Buddhist in faith. And as the Jucker
collection helps to demonstrate, many Buddhist scrolls (Plates 8-11, 1316, 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 Kathmandu 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 obvious, 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 exclusive nature than their Malla predecessors, and
state patronage of Buddhist establishments declined sharply. They did not im-
pose any restrictions on private patronage, however, and the painting ateliers



still remained very active in producing Buddhist images (Plates 22-23, 25-28, 30-
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 Gorkha 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.

ARTISTIC MILIEU

[tis unfortunate that we do 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 Ap, 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.
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The painters of these scrolls used mainly sketchbooks and religious texts as
their iconographic sources, and the collection contains a few examples of the
former (Plates 48-51). Some of these drawings contain both Hindu and Buddhist
deities on the same page (Plate 49).7

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 sev-
eral. It would seem, however, that the patrons were either rich merchants, noble
families, the royal court or members of the Hindu 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
paubha in the Jucker Collection is in our opinion an example of a paubla 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 bodhisattvas 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 have
inscriptions on 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 paubha is from the mid-four-
teenth century,* and 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 samvat dating system, which begins with the end of the
Licchavi period in 880. The samuvat 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 sanivat dates on the paintings in the collection relate to a lunar
rather than a solar year.’

Many of these inscriptions also provide the names of the patrons, sometimes
even the occasion of its creation, but almost never do they bear the name of the
painter. As the creation of 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 an instrument to visualise 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 Los Angeles
County Museum of Art."

From the fourteenth century onwards, portraits of the patrons begin to ap-
pear in the lower border of the scroll, usually just below the inscription. The
patron is almost always accompanied by their family and priest (vajracharyn)
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 children seated with
their mothers. The oldest example of such portraiture in this collection is datable
to the mid-fourteenth century (Plate 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
County 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 Ti-
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 centuries
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.

STYLISTIC OVERVIEW

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 to the Valley’s religious painting
has, obviously, been India. Nevertheless, 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,
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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 others™.

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 it ar-
rived predominantly in the form of textual and verbal description rather than as
visual image." This 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 paubla date, through the mid-sixteenth century, the Valley’s painting
tradition seemed to be one of internal development with one notable exception,
Although no 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 paubha, 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 1) 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 from the four-
teenth to mid-sixteenth century paintings that are purely in the style of the Valley
(Plates 2 to 11). 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 1. The most obvious distinction is that the purely Newar image’s lower
register contains an image of a priest (vajracharya) 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 the Treas-
ures of the Chakravartin, a central guardian deity such as Acala or Mahakala, ora
dancing figure flanked by musicians. Thesc ten images are part of the earliest
represented school of Valley painting, while the image in Plate 1 represents an



important sub-school of paintings for Tibetan 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 g and 10) and beginning in the seven-
teenth century ladies’ fashions follow increasingly those to be found on contem-
porary Indian painting (Plate 15).

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
tradition 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 it 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.'s 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. 1637-1671),
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.
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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 paubhas
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, de 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 Kathmandu 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 Bhupatindramalla (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.

RELIGION

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 vidyadharas, and in some cases in the architectural detailing (Plates 16, 18,
21-28, 30, 32, 33, 38 and 139).

The majority of Newari painting, and particularly in this collection, is Bud-
dhist in context. Considering that Hinduism has been the dominant religion of
the Valley since the late fifteenth century, and that almost all surviving 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 geographical 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." 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 festivals 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 monastery. *



It is not known with any certainty when Hinduism and Buddhism arrived in
the Valley, but we do 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 concrete evidence we have is a Licchavi
inscription mentioning one of that dynasty’s kings commisioning Vaishnava
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 circa 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 tantra 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 tantras 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 of divinities, rituals and mystical dia-
grams (yantra 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
populist 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 the 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 deity, was, abviously, still unique to each, their iconometry became very
similar. For a particularly cogent visual demonstration of this refer to the Vishnu
shrine in Plate 18 and the Padmapani shrine in Plate 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
Kathmandu, 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, 20, 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
(Plates 41, 42 and 43) in the Jucker collection are Hindu in context. The sketch-
books, like the paintings, are mainly of Buddhist figures.

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
bodhisattva 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 stance, 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 Narasimha
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 do not escape depiction either 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
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central figure on two sets of manuscript covers (Plates 46 and 47). In the former
he also appears in his aniconic form of the /inga (phallus) and in his wrathfy
form as Bhairava. He appears as a subsidiary figure either in his more peacefy]
aspect or as Bhairava in several of the Hindu scrolls (Plates 12, 17, 18, 20 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 of 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 collection, 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, 20, 21, 24-26, 30, 41, 46, 47). Always identifiable by his yellow colour and four
heads and multiple 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 he
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 18), 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 these is Shiva’s son, the elephant-
headed Ganesha (Plate 8). Remover of obstacles and granter of prosperity, he is better
known in the Valley by his cognomen Vinayaka. He also appears in several Hindu im-
ages in the collection, but always in a subsidiary role (Plates 18, 24 and 46). The second of
these deities is the moon god Chandra, and his cult was particularly popular amongst
the Valley’s Buddhist community during the fifteenth and sixteenth centuries. The Jucker
collection contains three Chandramandalas (Plates 4, 7 and 15), all dating to this period.

There are a certain number of minor deities that are 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 Valley, the Dikpalas (guardians) are invoked for
rituals pertaining to building. They are eight in number and each is associated
with a direction: Indra (East), Agni (Southeast), Yama (South), Nirmitti (south-



west), Varuna (West), Vayu (Northwest), Kubera (North) and Ishana (North-
east). As Dikpala, they are never depicted in painting singly and even as a group
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 Nispannayogavali and the Sadhanamala. Of the countless divinities
named in these texts, however, only a relatively small crowd made it onto the
painted cloth. Principally, subjects are the Historical Buddha, the Five Transcen-
dental Buddhas, the bodhisattvas, and a selection of female and tutelary deities.

Three paintings in this collection are icons of the Historical Buddha, Shakya-
muni (Plates 11, 16 and 34). Two iconographic forms are particularly popular in
the Valley for the depiction of Shakyamuni. The first is the Buddha seated at the
moment of his enlightenment with his right hand reaching down to call the
earth to witness and repel the forces of Mara intent on preventing him from
reaching spiritual liberation. This type of image can frequently be found in the
Valley’s sculptural tradition, particularly carved above doorways, but its instance
in painting is somewhat rarer. Fortunately, the Jucker collection has a dated ex-
ample (1559), and one can only marvel at the Newari artist’s ability in describ-
ing the unsuccessful assault of Mara’s troops (Plate 11). The other iconographic
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 do appear once in the collection as the pri-
mary subject on a pair of wooden manuscript covers (Plate 44).

An important role of the Five 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
(ghanta) and diamond sceptre (vajra); the former represents wisdom and the lat-
ter compassion. The Primordial Buddha plays an important role together with
the bodhisattva Manjushri in the Valley’s founding legend, and he is identified
particularly with the Svayambunath stupa. =
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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 Dharanisamgraha text. »
In this capacity, one can find them often in the Jucker collection seated in the
uppermost register of a painting (for example Plate 9). 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, Shikin, Vishvabu, Krakucchanda, Kanakamuni and Kasyapa reigned
over past aeons, while the Buddha Shakyamuni reigns over the present one.

Bodhisattvas are, as throughout most of the Buddhist world, immensely popu-
lar in the Valley, and in particular the bodlisattvas Manjushri and Avalokiteshvara
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 bodhisattva of compassion for helping
those in danger. He 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 bodlisattva 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 quite be eclipsed by Avalokiteshvara. A special form of the
bodhisattva of wisdom expressing his role in the Valley’s creation, Manjuvajra, is
not infrequently found in Newari painting and two such images are included in
this catalogue (Plates 5 and 10). Another more esoteric form is that of
Dharmadhatuvagishvara. Like Manjuvaijra, he is considered to be related to the
worship of the Primordial Buddha, and can be found as the principal subject of
two of the collection’s paintings (Plates 26 and 33).

Although other bodhisatteas such as Maitreya and Vajrapani are well known
to the Valley’s Buddhist 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 up in Newari Buddhism. Most of these goddesses represent the wis-
dom (prajna) aspect. Foremost among these is Prajnaparamita. She is considered
to be the mother of all female deities and the personification of wisdom.™ Al-
though no painting in the Jucker collection takes her as the principal subject, she



is often present as a subsidiary figure (Plates 4, 6, 10, 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 1
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 an 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 bodhisattvas (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 as their spouses. Thus Mahapratisara 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 tantra text. The most venerated in the
Valley is Chakrasamvara (Plate 13).¥ Two other tutelary deities are the subject
of aniicon in the collection: Acala, or Chandamaharoshana (Plate 19), 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

Circa 1200
Distemper on cloth
42 X 36.5 cm

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 posture characteristic of this early period. Within
the upper, stepped border of this central section are six vidyadharas
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 bhumisparshamudra (earth-touch-
ing gesture) followed by an image of green Tara and two
mahasiddhas. The row below depicts several mahasiddhas, 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-
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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 mahasiddhas, 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 mantras
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 reverse.?Most 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 vidyadharas 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 Artand 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 bodhisattvas in the
Jucker example are not only more fluid in their execution, but
also have more naturalistically 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.






2
Amoghapashalokeshvara

Mid 14th century
Distemper on cloth
60 x 47 cm

This is the earliest paubha in the Jucker Collection painted for a
Newari patron, and is, therefore, purely within the Newari tradi-
tion of religious icons. This eight-armed manifestation of the
bodhisattva Avalokiteshvara stands firmly on a lotus dais on a
stepped lion throne. He is simply apparelled in a diaphanous doti
and is adorned with bracelets at each wrist and upper arm, in
addition to a necklace and earrings. His hair is piled up 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
(vajracharya) 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 the paubhas 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
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a quicker and easier method of attaining enlightenment. To dem-
onstrate the efficacy 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 Brah-
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 paublia 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 Amoghapasha is similar to one on a painting in the
Zimmerman Collection and also dated to circa 1300. Both images
even share the simply rendered golden earrings. The Jucker
Amoghapasha is definitely carlier in execution than a similar rep-
resentation of the deity dated by Dr. Pal to 1400-1425." The whole
composition of the Jucker painting is done in a more natural way,
giving it, at the latest, a mid-fourteenth century date.
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3
Vasudhara

Late 14th century
Distemper on cloth
70N 57 cm

The goddess of Abundance and Wealth, Vasudhara, is popular
amongst both Hindu and Buddhist believers of the Kathmandu

‘alley. However, the depiction in the upper register of the Tive
Transcendental Buddhas flanked at one end by Maitreya holding
a lotus and Manjushri holding a sword places this painting in the
Buddhist realm. The lower register of the painting is divided into
three panels separated by a pair of fanciful columns. As in Plate
2, the central panel depicts the Chakravartin and his Treasures,
while at one side is the vajracharya, or priest, offering oblation to
the sacred fire with the donor seated behind him, and at the other
side are two rows of the donor’s family members.

In the painting’s main panel, Vasudhara is seated in rajalilasana
(position of royal ease) on a lotus placed within an elaborate shrine
supported on a lion throne. The shrine’s columns sport a pair of
roaring lions surmounted by an arch formed from the entwined
tails of two nkara (mythical sca creatures). The apex of the arch
is formed by a kirttimukha (‘face of glory’) rising from the ends of
the makara’s tails and supporting a tiny orb containing the figure
of Ratnasambhava. This Buddha is the head of Vasudhara's spir-
itual family, the Ratna or Jewel Family. He holds a jewel as an
attribute and is coloured yellow as is Vasudhara.

Vasudhara’s vellowish complexion is iconographically in keep-
ing with her manifestation as goddess of abundance, and the
hands of her six arms cither hold or gesture (from clockwise) the
vitarkannidra (gesture of discourse), ratina (jewel), varadanstidra (gos-
ture of wish granting), pustaka (scriptures), an car of corn, and the
vase of abundance. She is flanked by the red Lokeshvara holding,
a flv whisk and lotus and the green Vajrapani holding his allribulc,
the vajra (thunderbolt), within the bloom of a lotus. A group ol
yakshas carry trays of jewels and empty bags of gems over the
goddess. The base of the throne is flanked by a nagarafi ('serpent
king’) and an adorant, while another, unidentified figure is placed
in front of her throne.

Stylistically, the painting can be placed between a Prajna
paramita image dated 137" and a Vasudhara panbla dated 1103
Especially similar are the ornaments behind the throne ol the
Buddha and the bodlisattoas of the 1379 painling and those ot the
Jucker Vasudhara. Both bodiusattons flanking Vasudhara can also
be compared wilh the contral figure of Surva in a mandala in the
Zimmerman Collection dated 1379, of which the faces and crow ns
are much alike.

I'he scroll has rich, well-balanced colours, although with o
marked preference for red. The intricate patterns ol the various
textiles, the Tuxury of the jewellery and the artist’s eve lor detarl

makes this puablin a pleasure for the eve







4
Chandramandala

Circa 1400
Distemper on cloth
62 x 53 cm

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 kalas, 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 bevond 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
trees. Each section stands for a directional point with the Dikpala
associated with that direction standing at centre flanked by vari-
ous figures including nagarajas and other semi-divine beings. From
the bottom of the circle the Dikpalas are (from clockwise) Indra
(on an elephant), Agni (on a goat), Yama (on a buffalo), Nirmitti
(on a corpse), Varuna (on a makara), Vayu (on deer), Kubera (on a
horse) and Ishana (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 bodhisattoas.
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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 vajracharya 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 paubha 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 Museum of Art."" It can also be
compared to another Chandramandala in the same museum dated
to circa 1425." In particular, the female figures flanking Chandra
are very similar to the 1425 image. However, these figures in the
Jucker paubha 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 1379."" Especially the chariots of both paintings re-
semble each other strongly, having a similarly painted chevron
and multi-coloured striped design. Therefore, the date of the Jucker
Chandramandala can be placed some time between 1379 and 1425.
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Manjuvajra and Vajradhatishvari

Dated 1409
Distemper and gold on cloth
76X 62cm

According to the inscription above the lower horizontal register,
this painting was dedicated in samoat 529 (1409). Unfortunately,
the upper register of this most beautiful panbha is missing. The
painting was executed with a well-balanced palette and perfectly
rendered details. One cannot but admire the skill of the artist who
created this masterpicce.

The shrine of Manjuvajra and his consort dominates the com-
position. A form of Manjushri, the bedhisattva of Wisdom,
Manjuvajra also displays elements belonging to Vajrasattva — a
form of the Primordial Buddha. Both deities are extremely popu-
lar amongst the Valley’s Buddhists, and both play an important
role in the creation legend of the Valley.'

Manjuvajra’s six hands are in (from clockwise) the varadanudra
(gesture of wish granting), arrow, sword, blue lotus, bow and
manuscript, which fit with this manifestation of the bodhisattea.
He is bedecked in jewels befitting his status, and a scarf draped
around his shoulders has ends that seem to float on a gentle breeze.
Every detail of his multi-coloured dhotiis executed with great care.
His green-, white- and red-coloured faces support an astonish-
ingly detailed crown.

Vajradhatishvari’s white complexion contrasts with the red
aspect of her consort. Her features, garments and jewellery have
been painted in the same detailed way, and a great deal ot gold
has been applied to enhance the splendour of the painting, The
shrine framing both deities is covered with fine scrollwork, and 1
would appear that the artist had a strong sense of frorror caci,
adding flowers above Vajradhatishvari’s head to (ill in the gap
left by her diminutive size. The base of the shrine’s dais contains
tiny images of two lions and two elephants, the depiction of which
ts presumably an inference that they are supporling the entire
structure. The shrine’s makara canopy peaks with an image ot
Garuda, of whom, unfortunately, only the lower parlis intact. A
pair of nagarajas are held inhis claws and their serpent’s tails curl
downwards to disappear into the feathers of the nmkara’s tails

The background bevond the shrine is filled with Lurquoise-
coloured scrolling vines, and in the two upper corners are images
of Mahakala (on the left) and Acala (on (he right). The lower hori-
zontal register has on the left the image of the cagracharn, while
the donor and his familyv are ranged Lo the right. The register.
however, is dominated at the centre by the depiction of a pair of
female dancers flanked by the Seven Treasures of the Chakravartin

The inscription has been ranslated as tollowss “On AMonday, the Ui
teenth ol the dark hall of the month of S ra-varn-n-a (should be Stra
vana-a), during the Puks o ishould be Pussarnaks - atraand the Narva
na (should be Vari-vasar voga, methe vear s2qg tarca July - Nugust 1o
AD), on Lthe occasion of diving the gram To the Tord saksyamun, the do
nors Lrasarama Citraka-ra and his wite Rava made the donation (ol ths
pamting) St Siddhimamusviand Kesane Tarazas a resalt ob this dona

ton may tthe donors experiences the mercv ol Sukhavate okes vara and
merease of tannly 0 dhs e aodand tmcthe nest Iiter the sy biberations
Ay Chandra and Surva act asowitness fo tuas matter This paabha
tpatibhalasd o was swnlten pamfed Dy N iva Kol bhao e andd
Cartraka-ra (Citraka tor Resa Rop rons s dos it as comphoted gt
conscoraled INTay i be s o
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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 mudra or hold identifying at-
tributes, including (from clockwise) the abhayamudra (gesture of
protection), varadamudra (gesture of wish granting), noose,
katakamudra,"” 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 scroliwork. The entire composi-
tion is placed against a dark-blue background. As in Plate 2, 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, itis impossible to identify them. Surmounting this
are depictions of seven mountain-shapes framing images of the
Pancharakshas, Prajnaparamita and Vasudhara. Along both sides
are 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 vidyadharas. 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
bodhisattva’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 vajracharya, donor and mem-
bers of his family.

Based on its style, this paubha 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 dated 1450." If one com-
pares this painting with a similar subject in the Zimmerman 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.
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Chandramandala

Circa 1460-1480
Distemper on cloth
55X 35cm

This second example of the Chandramandala in the Jucker collee-
tion has a lively palette of vivid and contrasting colours, giving it
a great deal of charm. The mandala is shaped like a lotus, with
Chandra depicted at its centre, once again seated in his chariot
driven by Ambara and drawn by seven geese. Both these figures
are depicted in armoured jackets, multi-coloured dhotis and an
claborate crown. In addition, Chandra wears a pair of yellow
boots. The two green female figures shooting arrows into the dark-
ness are likely to be the moon god’s consorts Kanti and Shobha.

The lotus/mandala’s white pericarp is encircled by cight pel-
als which are trimmed with five-coloured flames. Each of the pel-
als contains the image of one of the navagrahas (nine plancts) with
Chandra in the centre representing the ninth planet. As the ico-
nographv of the navagrahas is subject to a great deal of variation,
it is only possible to make a tentative identification. However,
they are likely to be Sanaischara (Saturn) on a tortoise, the blue
Rahu (the waning moon) standing amidst flames, the many-
headed Ketu (the waxing moon) depicted with a serpent’s lail,
Surva (sun) on a horse, Angara (Mars) on a bull, Budha (Mecr-
cury) on a lotus, Brihashpati (Jupiter) on an elephant and Janma
(Venus) on a lotus.

In cach of the four corners beyond the mandala are represen-
tations of the bodhisattoa Manjushri. Each of these manifestations
is flanked by two of the Eight Auspicious Symbols. The whole
ensemble is setagainst a background of green scrolling vines tvpi-
cal of the second half of the fifteenth century. The upper border
has similar scrolling foliage as a background to the Five Tran-
scendental Buddhas flanked by two bodhisatteas. The latter both
hold lotus blossoms, but that, unfortunately, does nol help with
their identification. The lower border is divided into three
cartouches, with at the centre Acala brandishing a sword and
flanked by two female deities and the elephant and jewel ol e
Treasures of the Chakravartin. To the left are the ajracharia and
donor, while the right cartouche contains additional members of
the donor’s family-

The slightly more naive, rigid and less detailed execution ot
this painting is in contrast to the Chandramandala in Plate
painted just sixty vears or so carlier or the Chandramandala
the Zimmerman collection dated 1379.7 However, it is obvious|y
much carlier than another scroll of the moon god in the
Zimmerman collection dated by Pal o cirar 1550, and in wlhich
the Five Transcendental Buddhas are decked with jewels - a s
listic development which came into vogue from the mid-sinteenth

century onwards.

40

RTTY

PSS el ¢







8
Ganesha

Late 15th century
Distemper on cloth
73N 67 em

Ganesha, more commonly known as Vinayaka amongst the peo-
ple of the Kathmandu Valley, is popular with both Hindu and
Buddhist believers. The god of auspiciousness and remover of
obstacles is seated on a pair of rats, his vehicles. This particular
iconographic phenomenon of depicting a deity’s vehicle as a pair
is known only in Newari art. Another example in the Jucker Col-
lection is the paublia with three of the Fight Mother Goddesses
(Plate 12). The six-armed, white Ganesha has red palms in the
varada (wish-granting) and farjani (pointing out error) mudras, and
also holds a rosary, statf and dish with sweets, He is wearing jew-
cellery, crown and a red dhoti with multi-coloured stripes. Behind
and above him is the seven-headed snake canopy. The red scroll
work of the aurcole contrasts with the predominantly white com-
plexion of the deity. He s placed on a large and claborate throne,
the canopy of which is supported by a pair of columns, cach ol
latter support a jewel-spouting makara with a long curling tail.
The apex of the arch is occupied by Garuda with outstrelched
arms and wings. A pair ol nagarajas, each depicted with a human
upper body, are held in Garuda’s claws, This vibranthy coloured
scene is placed against a dark-blue background scattered with
small flowers, the Eight Auspicious Symbols and cudvadinris
seated within the boat-shaped roundels seen in Plate 6, but which
now have been placed on lotus blossoms.

Both the upper and lower registers of this Ganesha image are
unfortunately missing. It is only the Eight Auspicious Symbols
placed in red roundels on cither side of the throne that allow us
to determine the Buddhist context of the icon. However, the in-
tact side borders depicl eighteen deities including, probably, the
Dikpalas and other guardian tigures.

The Ganesha paubhu can be stvlistically placed slightly after a
cirea 1450 painling of Mahaganapali.=* The latter has recently been
re-evaluated by Kossak and Singer as actually being cither the
work of a Tibetan painter or of a Newari painter working tor o
Tibetan patron, instead of being the product of the Kathmandu
Valley as Pal had previously suggested. Nevertheless, it is <till
undeniable that the Jucker Ganesha is stiffer in expression than
the Mahaganapali, the date of which was not questioned in the
re-evaluation. In addition, the tails of the mwharas, the columns
and the flowers in vases are also all comparatively less articu-

lated in detail.
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Shadaksharilokeshvara

Circa 1525-1550
Distemper on cloth
43x35¢cm

This small scroll has a rather unusual design of a large kalasha
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
dhoti. The two other stems meander into vines each framing a
series of four roundels containing images of a pair of nagarajas
and six unidentified deities. One of the latter is probably the white
Tara, while the others might represent other bodhisattvas. 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 vajracharya 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 are similarly shaped. Furthermore, the fe-
male donors in both paintings wear similarly draped scarves over
their shoulders, and the jewellery of the Five Transcendental Bud-
dhas in the 1533 painting is comparable to that of the white Tara
and bodhisattoas of the Jucker painting. Another paubha dated 1542
in the Los Angeles County Museum of Art shares with the Jucker
image the as-yet un-pointed haloes, scarves draping over the
thrones, and donor portraits divided into two registers one on
top of the other.” Although the design of the Jucker imagc is rather
naively executed, the scroll retains a kind of simple charm.
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10
Manjuvajra and Vajradhatishvari

Circa 1525-1550
Distemper on cloth
106 X 73 cm

Unfortunately, the last two numerals of the dedicatory inscrip-
tion near the bottom of the painting are illegible. The first figure,
however, is a 6, which indicates a samvat date between 1480 and
1579. And, indeed, stylistic considerations suggest a date in the
second quarter of the sixteenth century.

As usual, the lower register contains to the left a vajracharya
with donor and two family members ranked behind him. Other
family members arce depicted to the right, while at the centre is a
variation of the dancing scene first seen in Plate 6 of a dancing
man beating a drum and flanked by a pair of dancing girls. On
either side of this scene are panels with the Seven Treasures of the
Chakravartin. The register at the top of the painting contains im-
ages of the Five Transcendental Buddhas flanked by images of
the bodhisattoas Avalokiteshvara and Manjushri.

The rectangular central field is occupied by an elaborate shrine
framing the holy couple. The stepped base is supported at either
end by a white lion with a raised claw standing on a red clephant,
with depictions of the Pancharakshas in between. Two small mon-
keys climb up the dais on either side of two cartouches contain-
ing peacocks, giving a light-hearted touch to the image. The pair
of columns supporting the canopy have a chequered background
and the makara arch also features kinnaris and geese with ornate
interlocked tails. The apex has Garuda clasping two nagarajas. Also
present are vidyadharas once again borne on boat-shaped roundels.
The latter are by this time so stylised that the lotus flower bearing
them can hardly be recognised as such. This represents the final
phase in the development of this motif, and a century later they
have disappeared entirely from Newari painting.

Seated in the meditation posture, Manjushri holds in his six
hands the prescribed attributes and gestures seen in Plate 5. 11is
three-faced head is painted green, red and white, with a greenish
halo behind. His consort is again of a white complexion and both
hands are this time held in the dharmachakramudra (gesture of in-
struction), while also holding the stems of lotus which blossom o
cither side of her shoulders. Flanking the base of the shrine are
images of Ganesha (left) and Mahakala (right), while above both
of them are ranged four roundels, cach of which contain a four-
armed representation of a deity. Above these one can find repre-
sentations of a green Vajradhara (left) and the white
Shadaksharilokeshvara (right). Above the former is a mandala of
Shakyamuni Buddha, while above the latter is a mandala of the
goddess of wisdom, Prajnaparamita. Above the mandalas and
extending down the length of the painting are forly square
cartouches, several of which portray torments identified by in-
scription as the punishments awaiting in hell if one fails to do
sufficient good deeds during life.

The less fluid execution of the figures in this scroll indicates
that it is definitely of a much later manufaclure than the
Manjuvajra and Vajradhatishvari dated 1409 in Plate 5. A scroll
dated 1488 in the Musée Guimel* has chequered columns as does
this painting, and stylistically both scrolls are rather similar, the

stiffness of execution of this Jucker Manjuvajra stresses its later

46

dates The paeinr s also comparable to a 153 example m the
Newark Museum, " with which it shares similar upper registers
including the linked arched shrines and the laming aurcoles of
the enshrined figures. Certain elements like the scenes ol torment,
the dress of the donors and the draperies attached Lo the ceiling
above the latters” heads are very similar to those in the next plate
and to those of a seroll of the Buddha Shakyvamuni dated 15697
Therefore a date in the second quarter ot the sivteenth century

seems o be the most hikely tor this painting,
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Temptation of Shakyamuni

Dated 1559
Distemper on cloth
74.5 X 61 cm

The Historical Buddha’s temptation by Mara to desist from his
pursuit of enlightenment is the subject of this second dated paubha
in the Jucker collection.® A rarely depicted episode in Newari
painting, this vivid and sprawling composition is dominated by
the typical Newari palette of red and dark blue. Shakyamuni him-
self is shown scated within a large shrine, his right hand in the
bhumisparshamudra (earth touching gesture) calling the goddess
Earth as witness of 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 basc. The shrine is adorned
with five stupas containing four of the Five Transcendental Bud-
dhas and in the uppermost stupa an image of the goddess of wis-
dom Prajnaparamita. Shakyamuni himself is shown wearing the
kasyapa (patchwork) robe of a monk, a crown and large carrings.
His face reflects his peaceful meditation even in the face of Mara's
ferocious attack.

The army of the latter is shown all around the shrine. Here we
se¢ demons, ogresses, seductive sirens, trumpeters (near
Shakyamuni’s cars) and descending spirits, all attempting to pre-
vent Shakyamuni from reaching enlightenment. Mara leads his
troops from a chariot depicted below the shrine, and he is aiming,
an arrow al the Historical Buddha. This image has a counterpoint
in the defeated Mara’s chariot leaving, the horse’s head hanging
down, and the two seductive sirens transformed into ugly, ema-
ciated demons. Despite some arcas of wear, it is obvious that the
artist took great care in the execution and detailing of cach figure
in this multitude.

Small cartouches border the painting, some of which conlain
scenes of torment, cach with their own descriptive inscription, The
upper border contains two large scenes of demonic figures fight-
ing celestial beings. Sadly, due to the poor condition of this section
of the painting, these scenes are difficult to identify. More typical
of Newari paubha are the three scenes in the lower border. The
central one depicts the Pancharakshas flanked by Ganesha and a
blue Mahakala. In the cartouches to cither side are male and le-
male donors and a vajracharya giving oblation to the sacred fire

Although the subject of the Temptation of Shakvamuni is ey
tremely rare in Newari art, there is one other painting of the sub
ject dated 1561 in the Museum of Fine Arts, Boston.
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Brahmani, Maheshvari and Vaishnavi

Late 16th century
Distemper on cloth
58x113¢cm

This is the oldest Hindu scroll in the Jucker Collection. The paint-
ing is sadly merely a fragment of a longer scroll depicting three
of the Ashtamatrika (Eight Mother Goddesses).™ This group is
especially worshipped by women in the Valley for the protection
of their children and families, and also for the increase of fecun-
dity. Many temples throughout the Valley are dedicated to this
grouping and are patronised by Buddhists and Hindus. The
Matrika group was established in India around the fifth century,
and then consisted only of six goddesses: Brahmani, Maheshvari,
Vaishnavi, Varahi, Kaumari and Indrani. They were originally seen
as the principal energy of the most important male deitics. Later
a seventh goddess, Chamunda, was added, and the Valley’s fur-
ther contribution has been the goddess Mahalakshmi.

The three deities here depicted are the most important of the
cight, and, indeed, in the Hindu pantheon in general. They are
the consorts respectively of Brahma, Shiva and Vishnu, Brahmani
is shown standing on a pair of geese and holds the attributes of
her consort Brahma. Next to her stands the white Maheshvari on
a pair of bulls with Shiva’s attributes followed by Vaishnavion a
pair of peacocks with Vishnu's attributes. The other and now miss-
ing goddesses are Varahi, Kaumari, Indrani, Chamunda (or Kali)
and Mahalakshmi.

The three surviving mothers are placed within linked shrines
with lions facing out to the viewer from the base of cach pillar Al
the top of each pillar is a seated form of the four-armed Bhairava.
These Bhairava figures, cight in total, are often scen together with
the Ashtamatrika and sometimes are even depicted as their con-
sorts. The apex of each arch consists of a kirttimukha holding a
pair of serpents. Interspersed between the arches are roundels with
seated figures. Two of these are unidentifiable, but the one on the
right appears to be a risi (vogin).

The scroll can stylistically be placed between an example in
the Museum of Fine Arts, Boston dated 1552 and one dated 1613
in the Muscum tir Indische Kunst, Berlin.® The front-facing li-
onsare also found on the 1552 painting, but are hardly ever found
on carlier paublias. The arches of the Jucker scroll are nol as those
of the 1613 painting. Even the similarly executed jewellery shared
between the latter and the Jucker painting is still slightly better
painted in the Jucker example, as are the columns and the large
lotus petals. Therefore, itseems plausible to place the Jucker paint-
ing between these two towards the end of the sixteenth century.
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Chakrasamvara and Vajravarahi

Early 17th century
Distemper on cloth

75X 52Cm

The blue yidant (tutelary deity) Chakrasamvara is an important
deity in the esoteric Buddhist pantheon with his own tairtra de-
voted to him, the Chakrasamvaratantra, e is shown here in sexual
embrace with his consort Vajravarahi, and together they trample
on a Hindu couple, the blue Bhairava and his red consort Kalaratri.
The six pairs of arms of Chakrasamvara hold his prescribed at-
tributes, and his four faces are coloured vellow, dark-green and
red. The two-armed Vajravarahi holds in her upraised right hand
a chopper while her left arm embraces her consort.

The red aureole is decorated with fine scrollwork and has a
{flame border. Within the aurcole are placed the Four Directional
Goddesses: Dakini (ecast), Lama (north), Khandaroha (west) and
Rupini (south). Although the aurcole takes up the majority of the
background, there is a thin border of dark green against which
are painted images of clouds, the sun, the moon, Vajradhara (to
the left) and a genuflecting Acala (to the right) holding an up-
raised sword. The upper register has the Five Transcendental
Buddhas, who sometimes are also inlerpreted as the consorts ot
the Five Pancharakshas depicted in the lower border.

The painting is comparable with an Acala image dated by Dr
Pal to circa 1600 to 1625, sharing as they do similarhe pamted
flaming aurcoles and the details of background clouds. The lal-
ter, which are now for the first Lime introduced into the Newari
painting tradition, will become a praominent teature inalmost all
pattbhas from the seventeenth century omwards. Comparing the
Jucker painting with a second Acala seroll dated by Dre Pal 1o
circa 157510 1600, itis clear thal the latter s indeed slightly carlier

the one under discussion
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Svayambhunath Stupa

Dated 1653
Distemper on cloth
49\ g2cm

This small but charming and slightly naive painting has the most
revered stupa of the Kathmandu Valley as its subject. For the
Newari Buddhists it marks the site of the Shri Svayambhu
Jyotirupa, a large bejewelled, thousand petalled lotus that sup-
ported the Buddha Vajrasattva in the middle of a lake during his
meditations. Manjushri drained the lake, thus creating the
Kathmandu Valley, in order to better worship the beam of light
emitted by the Jotus. However, the draining also exposed the
Jyotirupa to danger and Vajrasattva covered it with a stone slab.
Much later King Shantikaracharya raised the Svayambunath stupa
over the slab. The stupa has indeed suffered repeatedly from wars,
earthquakes and neglect, but has each time been rebuilt. One of
the severest attacks was by the Muslim sultan of Bengal Shamud-
din lyas in 1349/1350 when he looted the Valley. When it was
initially rebuilt a quarter century later, it gained the basic shape
reflected in the present painting. Only three decades or so after
this paubha was created, however, the Svayambunath was again
partly destroyed. It was only repaired in 1751, when Tibetan la-
mas supervised its rebuilding, with the costs being met by King
Prakashamalla of Kathmandu (r. 1736-1768). The large central
beams of the stupa’s structure were, however, provided by
Prakashamalla’s conqueror, Prithivi Naravan Shah (1722-1774).
Thirty-nine kilogrammes of gold and three thousand five hun-
dred kilogrammes of copper were used in the refurbishment.™

In the Jucker image, the lower part of the stupa shows the red
enshrined Amitabha Buddha, while a pair of eyes is painted on
the entablature above the globular-shaped dome, which is painted
with a red flower against white scrollwork. Above the entabla-
ture is a golden finial of thirteen umbrellas festooned with a pair
of garlands. The stepped triangular central panel has a background
of red scrolling, and a monk stands at either side of the stupa
making offerings.

Outside the stepped border of the central panel are several
registers painted with white garlanded miniature stupa. In either
upper corner are representations of bodhisatteas, unidentifiable due

54

to the ambiguily of their attributes. [However, their white and red

colouring could tentatively identify them as Avalokiteshvara and
Manjushri. Just to the side of the bodhisattoa are images of two
vidyadharas offering flowers to the stupa. They are no longer de-
picted in a boat-shaped roundel, but are shown flying through
space with only the merest residue of cloud attached to their legs.

The lower register of the painting has the conventional scene
of a vajracharya on the left with the principal donor and male
members of his family ranged behind him; on the right are the
female family members. The donors are still clad in local garments
and not yet according to Indian fashion. These two panels flank a
central image of a dark-blue Mahakala in his protective capacity
holding a chopper and blood-filled skull, a white trident leaning,
against his shoulder.

The date of samzat 773 (1653) given in the dedicatory inscrip-
tion in the white strip just above the lower register is confirmed
by the overall style of the painting. Although slightly naive in its
execution, it is an important scroll as it is one of the last examples
before Indian influences in dress and pictorial convention become
noticeable.
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Chandramandala

Late 17th century
Distemper on cloth
g3 xb5¢cm

This third Chandramandala in the Jucker Collection is almost two
centuries later than the one in Plate 7. As Plate 7 reflected a sim-
pler. more naive treatment of the subject than in the drea 1400
Chandramandala in Plale 4, so this late seventeenth century im-
age seems even more naive when compared to Plate 70 In the
present scroll, Chandra is once again depicted at the mandala’s
centre attired in a jacket of green armour on his chariot drawn by
seven geese. Both Kanti and Shobha are depicted shooling arrows
of light, while the charioteer Ambara holds, as usual, the reins.
Bevond this central image are depicled his sixleen manifestations
asin Plate 4. Their status as waning, or waxing phases of the moon
are likely indicated by the alternate blue and bright red back-
prounds of their aurcoles

At the two upper corners are flving cadyadiniras, with wings
atlached to their bodies. This tvpe will from this point onwards
become standard in Newart painting. Fhe lower register depicts
the capacharya o the lettwith the donor and a male and a temale
member of the tamily behind him, while the rest of the male and
temale family members are arranged in lwo rows on the right
side of the pamting. At their centre is the protective mage ol a
senudlecting Acala brandishing his sword of innocence. The stvle
of the donors” garments are now subject (o the tashions of the
Inchan plain, well-known through contemporary mimiatures from
Mughal India and Rajasthan The upper register has the usuaal
Five Transcendental Buddhas, cach seated ontheir respective ve
hicles of a horse, elephant, hon. peacock and Garada

[his Chandramandala was made towards the end ol the sey
enteenth century, possibly around the same time as a
Chandramandala dated 166G, Both have a similar petal border
between the upper register and the maim section ol the pamting
Another fate seventeenth centary leature is the addibon ol a

Hower-filled ouler burder
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Buddha Shakyamuni Shrine

Circa 1680-1720
Distemper on cloth
1060 x 87 cm

This impressive scroll offers us not only an interesting icono-
graphic programme, but also a wealtth of late seventeenth/early
cighteenth century Indian fashion and architecture in the smaller
scenes along the borders. It is just unfortunate that the overall
condition of the painting is rather poor.

The upper register depicts the Seven Buddhas of the Past. The
lower register is now missing, but the images of the vajracharya,
donor and his family are still intact as they have, unusually, been
placed just below the upper register, and on cither side of a trian-
gular representation of the sacred flame.

The main panel is dominated by a temple typical of those built
in the Valley during the seventeenth century. Unfortunately, this
author has not been able to ascertain exactly which temple in the
Valley, if any, it is meant to represent. The lower portion of the
temple contains three shrines, the centremost occupied by Bud-
dha Shakyamuni, flanked by the red Manjushri and the white
Shadaksharilokeshvara. Two monks and additional, miniature
temples are placed at cither side of these enshrined figures.

The sky around the temple is filled with a multitude of gods
and goddesses. On the right are depicted the Five Pancharakshas
and Vasudhara, while on the left are the white Amoghapasha and
the Pancharaksha’s male counterparts. In this case, the latter are
likely the Tathagatas, identifiable by their vehicles. In this capac-
ity in relation to the Pancharakshas, it is therefore not unusual to
find armed representations of the Tathagatas in the art of the
Kathmandu Valley.™ In addition, Ganesha and a four-armed de-
ity arc also in attendance. Just above both the miniature temples
in the lower corners are depicted Manjuvajra and Manjushri, cach
scated on a cloud. Just above this crowd of deities 1s a register of
cighteen roundels containing images of the Buddha.

Above this is depicted a second temple, and the side pancls
have stacked cartouches depicting episodes from the life of the
Buddha Shakyamuni. Most intriguing is the dress of these fig-
ures, which seems to have been adapted directly from contempo-
rary Indian painting. In these scenes, only Shakvamuni himself is
still clad in the traditional way. Even the palaces in these scenes
make one think more of India than of the Kathmandu Valley.

Stylistically, the painting is comparable with one in the Prince
of Wales Muscum, Mumbai, dated 1681 and another one dated
1688 in the Los Angeles County Museum of Art.* All three share
similarly rendered rock formations, clouds and eidyadharas, al-
though these elements on the Jucker painting scem to be slightly
more stylised. This scroll is probably carlier than a 1716 example
in the Jucker Collection discussed below (Plate 18). Therefore a
suggested date of circa 1680 to 1720 for this paublia seems Jikely.
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Siddhilakshmi

Dated 1604
Distemper on cloth
61 x §1.5cm

This relatively small and iconographically rare painting is remark-
able through its simple but effective colour combinations. The
painting is dominated by the eight-armed Siddhilakshmi, a rare
form of Parvati. Her white complexion contrasts well against the
blood-red background of her shrine. She is holding (from clock-
wise) a skull, rosary, trident, lasso, sword, trident, club, severed
head and waterpot in her hands, with her left principle hand in
tarjaninudra (gesture of pointing out error). Her head consists of
five differently coloured faces of which three are flanking her prin-
ciple face, while another is placed on top of her head. She wears a
horizontally striped multi-coloured sari.

The goddess is shown seated on the shoulders of a wrathful
Bhairava, who in his turn is dancing on top of a naked yellow
male figure. The ten-armed Bhairava holds his prescribed at-
tributes, but his two principle hands also support the right foot of
his consort. They are standing within a simple shrine with arch
decoration consisting of a pair of green roaring lions and Garuda
at the apex grasping a pair of serpents in his hands. Behind the
lions and Garuda is a background of swirling clouds and flowers.
Bevond the shrine in the upper corners of the painting are the sun
and moon.

In the lower corners, two other emanations of Parvati, the ten-
armed Durga and a two-armed form of Kali holding a sword and
skull cup, flank the shrine. The lower register shows the three
main gods of the Hindu pantheon with, at their centre, a ten-armed
manifestation of Shiva. He is flanked at both sides by a guardian.
The left corner depicts the yellow coloured and four-faced Brahma,
and in the right is the four-armed Vishnu. The former s hands are
(from clockwise) in the abhayanudra (gesture of protection) and
hold the rosary, manuscript and flask of the elixir of life. Vishnu
is depicted holding the conch, wheel, sceptre and lotus.

Not many representations of Siddhilakshmi are known, bul a
translation of the inscription sheds some light as to the purpose
of this icon:

‘Oh mother goddess, cast compassionate eyes upon my chil-
dren. This is a respectful request to you from me, Shri Gangadhara
S‘arma. Samvat 814 (1694)."

Siddhilakshmi also appears as a subsidiary figure on a Kali
scroll in the Zimmerman Collection,” and in a bronze example in
the Patan Museum.* Recently two examples in a sketchbook be-
longing to the Alsdorf Collection were published
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Vishnu Shrine

Dated 1716
Distemper and gold on cloth
165 X 115 cm

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 tradi-
tion. Unusually, we can even discern that it is a product of the
painting ateliers of Bhaktapur during one of its greatest period of
patronage. Its inscriptions in Sanskrit and Newari both give a date
of samuat 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 risis followed by 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 pavilion rises an umbrella from which
two pairs of intertwined nagarajas 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, all wearing short blouses. Be-
low this are depicted figures of the zodiac, another twelve mani-
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 nagas. Serpents (s1agas) are an important aspect of the

The inscription reads as follows:

(1.) in Sanskrit : “Greetings to S'ri-Ananta. May it be auspicious. In the
year 836, on the fourteenth day of the bright half of the Bha-dra month,
on Monday, during Garakaran+a and Atigan:d+ yoga (this painting was
consecrated). Having properly performed the rite of Avantavrata for four-
teen years, the Brahmin named Suvarnadeva, the son of Ratnabhadra,
commissioned (this painting). | bow down to Ananta. Learned people
consider him $'abda Brahma (but even) yogis do not know him well.
Some regard him as a flame of the ever-burning lamp of knowledge. Some
consider him an incarnation of Manu. Those who believe in the philoso-
phyv of Mi-ma-msa and Tantra think that he is S’iva (Is"a). However, ac-
cording to wise logicians he is the creator god”.

62

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
popular amongst the Malla kings of the Valley. 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 vajracharya, 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). Another paubha depict-
ing royal figures is in the Los Angeles County Museum of Art.*
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 Bhupatindramalla
seated below a snake canopy.* Together with the Los Angeles and
Jucker examples, 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-sized 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 published.

(2.) in Newari: “On Monday, the fourteenth of the bright half of Bhadra,
during the Dhanes- t:ha naksas tra and the Atigan-d-a yoga, during
the karan:a muhurta, when the sun was in Virgo and the moon in
Aquarius, in the year 836 (c. August-September 1716 Ap) Ratnabhadra
and his wife Siddhevari and their son Suvarnadeva, along with others,
cight persons altogether, accomplished the Anata vrata and consecrated
this paubha (patibha-la), may il be auspicious. Each year this paubha
should be displayed at the place where the Anata vrata is performed.
May we achieve the affection of s°ri °ri 81 Anata vrata; may it be thus!”



P T
 Fopw et P

A

[y

0
w o t ..v \,41"1“!!‘!!\--

'r'rwr'rr’vrrvv'

i \( ‘L *‘

LT e S e
e g e Ko e A R m--muwvm-u vl-:‘nn-h-mw-w-i




4

£
®
=
=
L
SN
O
]
B

19
Acala and Vishvavajri

lrarly 1 8th cenlury
Distemper and gold on cloth

76 A 560 cm

This simple, but powerfully painled image represents Acala in
sextal embrace with his consort Vishvavajri. Fach is rendered in
a dark shade of blue against a red flaming aurcole. Acala, or
Chandamaharoshana as he is also known, ' is an important deity
in Tantric Buddhism. He has like Samvara and tevajra, a com-
plete tantra text devoted to him, the Chandanalnroshanatantri.

In this image heis shown seated in Puanaeariathagamikon (Cknee
oncarth” posture) and holding a noose inhis letthand, while bran-
dishing an upraised sword in his right. His consort offers him a
blood-filled skull cup. Both wear detatled ormnamentation, aprons,
and garlands of skulls (Vishvavajri) and severed heads (Acala)
Much use has been made of gold paint to enhance their splen-
dour. Attached to the tiara of Vishvavajri are the pair of flag-shaped
molits that came o be attached to crowns of deities from the sev-
enteenth century onwards.

Under Acala’s right (vot are the Hindu gods Brahma and Shiva,
while his left knee crushes the deities Indra and Vishnu -+ once
againin a demonstration of the superiority of Buddhism. Atcach
ol the Tour corners of the paimting is depicted an emanation ol
Acala, while hisspirituattather, the Buddha Akshobhva, is placed
al the Lop of the flaming aurcole.

Based on its stvle, the seroll can be placed in the fiest halt ol
the cighteenth century and more probablv toswards the beginnimg
of ik 1T one compares the painting with a similar example in the
Ford Collection dated to a century carhier, the dilterences are highly
perceptible.™ Another representation of Acala can be lound ma
private Dutch collection, Dated 1668, it s also carlier i leeling, to

the Jucker example?
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Parvati

Circa 1725-1750
Distemper and gold on cloth
71 x bocm

This interesting paubla has a red-coloured Parvati seated majesti-
cally on top of a white Shiva. Her face has a meditative expres-
sion, and her four hands hold a trident, arrow, noosce and bow,
She wears a transparent sari and many body ornaments which
are largely executed in a raised gold relief. She also wears a gar-
land of severed heads, the faces of which are all executed in con-
temporary Indian styvle, a feature also visible on the previous paint-
ing (Plate 19). These influences are typical for the cighteenth cen-
tury painting tradition of the Kathmandu Valley. Encompassing,
her figure is a flaming aurcole with the added [eature of an inner

rim consisting of white skulls.

The white Shiva wears a tiger-skin apron, snake ornaments
and a garland of severed heads. He is lving on a red-painted dais
supported by the four Hindu deities: from the left, the blue-col-
oured Krishna, the yellow Brahma, the four-armed Indra and
Shiva himself. All are in kneeling posture. At the bottom centre is
a mulli-coloured square yautra™ The scene is set amidst a green
landscape with flowers and a pair of snow-peaked mountains.
The scroll was probably painted in the same period as Plate 19,
bulis possibly closer to 1750 than 1700, as itis slightly more sche-

malic in execution.
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Sahasrabhujalokeshvara (?)

Mid-18th century
Distemper and gold on cloth
108 x 88.5 cm

The depiction of this thousand-armed and many-headed emana-
Hon of Avalokiteshvara is extremely unusual and is not mentioned
in De Mallman’s iconographic compendium.™ Although its many
heads are, in fact, in eleven layers, it seems odd to identify it as
the Ekadashamukhalokeshvara, the eleven-headed manifestation
of the bodhisattea. Probably more accurate is the identification of
Sahasrabhujalokeshvara, 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 it is likely that this is a depiction of Ava-
lokiteshvara unigue to the Valley.

The deity is represented standing on a lotus supported by a
large fish. He wears a dhoti consisting of various layers of multi-
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 wrathful
few at the top. What is particularly amazing about this beauti-
fully and skilfully executed painting is the artist’s tour de force in
creating the incredible detail required in the arms and hands. They
are depicted in five different layers, the first of which hold white
lotuses, followed by animals, gods and attributes. All of the di-
vinities are portrayed in worshipping postures.

Avalokiteshvara is surrounded by various Buddhist and Hindu
gods and goddesses seated on cloud platforms. The lower border
depicts the donor and his family flanking a trinity of Ganesha,
one of the goddesses of the Pancharaksha and Mahakala. Just
above is a second outing within this collection for the unusual
depiction of Ganesha riding his vehicle the rat. In the water two
ranks of nagarajas and a red Hayagriva face the central image in
adoration. Another interesting aspect is that all of the Hindu dei-
ties are linked to Avalokiteshvara’s body through very fine gold
threads, while the Buddhist deities are not, as if to emphasise the
latter’s supceriority. The Buddhist deities consist of the Pancha-
rakshas and two Buddha figures at the upper section of the paint-
ing. Clockwise around the central Avalokiteshvara image (begin-
ning at the 7:.00 position) are Parvati, Surya, Sarasvati, Ganga,
Yamuna, Agni and Vishnu. Also standing in the water al cither
side of his feet are two incarnations of Vishnu: Krishna (left) and
Narasimha (right). This energetic and crowded scene is placed
within a green mountainous landscape against a blue sky.

The painting can stylistically be dated to around the mid-cight-
centh century. Comparing this one with a mural at the
Hanumandhoka in Kathmandu executed around 1775, one can
observe several similarities, mcluding the shape of the faces and
their teardrop-shaped crowns surmounted by flowers, As the
Jucker painting has been more freely rendered, a slightly carlier
dale is conceivable. The entire composition is notonly highly ani-

mated, bul also has a rich palette and beautifully executed detail
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Nine Tantric Deities

Dated 1775
Distemper on cloth
75 % §zem

This most unusual scroll depicts divinities which one rarely comes
across in the Newari painting tradition. Divided over the central
field in three rows, the nine deities are each framed by a flaming
aureole highlighted against a dark-blue field. In addition there is
the motif of a flowering plant interspersed between the deities. In
the upper row are Kalachakra, Dharmadhatuvagishvara and
Hevajra. Kalachakra’s twenty-four arms are painted white, red
and dark-blue as are his three faces. His feet are supported by
Indra, Brahma, Vishnu and Shiva. In the second row are
Vajrahumkara, Yogambara and Samvara. The first and last men-
tioned are standing on Bhairava and Kalaratri as seen in the
Chakrasamvara painting in Plate 13, while Yogambara is scated
on a lion, holding the breast of his consort with his principle right
hand according to his prescribed iconography.™ The last row con-
tains Vajrabhairava, Vighnantaka and Vajravarahi. The first and
last of this row are the only ones of this group of nine not de-
picted in sexual embrace. Vighnantaka is standing on four differ-
ently-coloured elephants, an unusual motif to find on Valley paint-
ings. Unusually, Vajravarahi is depicted with four boar heads,
while normally she is depicted only with one.

The upper register has a miniature garland-festooned image
of the Svayambunath at its centre. To its right are the red
Vajravarahi, a white form of Manjushri and a dark-bluce
Vajrasattva. The other side has two more forms of Manjushri and
perhaps a form of the red Yamari. The lower register contains the
images of the donors, with the male family members on the left
and the female members on the right. Some of them have their
names inscribed in black. Between them is a manifestation of
Ganesha — the red Vinayaka, as well as Acala and Mahakala. All
the figures are neatly rendered and their detailing perfectly
painted. The richness of this paubli is enhanced by a lavish use of
gold for all the jewellery.

In 1978, Dr. Pal astutely observed that the painting under dis-
cussion was ‘One of the most striking Buddhist paublias of wrath-

ful divinities ... in which we encounter a rich pantheon of Vajra-

vana deities.” He was, however, not the first scholar to recognise
the importance of this scroll, as it had already been exhibited in
1964 at the first major exhibition of Nepalese art organised by
Stella Kramrisch * to whom this paubha at one time belonged
Indeed no other Newari examples are recorded in private or
public collections that show in such an intensive way esoteric Bud-
dhist divinities, [ls contrasting colour scheme emphasises its at-
tractiveness and the dedicatory inscription giving the date ol sanzat
895 (1775} tor its consecralion makes this scroll an imporlant lesti
mony of later esoteric Buddhist art in the Kathmandu Vallev:
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Vasudharamandala

Dated 1777
Distemper on cloth
88 x 73 cm

Vasudhara, the goddess of wealth is placed at the centre of four
concentric squares. Six-armed, her hands hold her prescribed at-
tributes, including the vase of abundance. Flanking her are seated
representations of a red Avalokiteshvara and a green Vajrapani,
while in front of the throne is scated [la Devi flanked by a blue
Jambhala and a white Varuna. At the four corners of the square
gallery just bevond this central image are seated four figures that
can tentatively be identified as the four yakshadliipa (yaksha chicfs)
mentioned in the Vasudharoddesha as being in this part of the
mandala. Namely they are Chivikundali, Kelimalini, Sukhendra
and Chalendra. The gallery bevond this shows the four yakshias
named in the same text as guardians of the mandala’s portals.
Manibhadra, Purnabhadra, Dhana and Veshavarna are scated
against jewel-filled bags and with large vellow aurcoles. The four
deities at the corners, although having the same bags, lack the
large aurcoles and could represent the yakshint (temale yaksha)
mentioned in the Vasudharoddesha as being in this part of the
mandala and named as Gupta Devi, Sagupta Devi, Sarasvati Devi
and Chandrakanta Devi.™ Further information on these subsidi-
ary figures can be gleaned from Dr. Pal’s discussion of another
painted Vasudharamandala in the Rijksmuseum in Amsterdam.
Bevond this are two circular galleries, one of lotus petals and

the other in a five-coloured cloud design, In the corners bevond

~1
(39}

these are representations of four Pancharakshas, cach flanked by
two of the Eight Auspicious Symbols. The greenish-blue field
against which they are set is painted with scrolling flowering
vines, As the fifth Pancharaksha is nol depicted, we may pre-
sume thal the central image of Vasudhara herself is, in this case,
meant to represent her. As one of Vasudhara's attributes is aserip-
ture, and she is invoked in the Vasudharanamastotbarasatant as
Prajnapara-mita, it is likely that she can also be equated with the
poddess of wisdom.

The painting’s upper register has the Five Transcendental Bud-
dhas flanked by a pair of bejewelled figures, and the bottom reg-
ister depicts the cafracharya, donor and his family. Many of the
latter are shown holding a flower and cachy of their names Is in-
scribed in black. At the contre of the lower register is a represen-
tation of the Svavambunath stupa.

Ihe inscription at the bottom ot this mandala records that it
was dedicated i sameal 87 (1777) Comparing this late eight-
centh century scroll with the much carlier Vasudhara image n
Plate 3, the differences are overswhelming. Notonlvis the carher
one execuled ina much more free and naturalistic manner, but it
i also softer m onality and has a more harmoniousiv-balanced

colour scheme
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Parvati

Late 18th century
Distemper on cloth
68 x 57 cm

This is the Jucker Collection’s second example of a red four-armed
Parvati scated on Shiva.” The goddess is shown seated in lalitasana

(royal case) on the white prone body of a multi-headed Shiva and

within a golden shrine. The Garuda holding two nagas by their
tails and the pair of makara and their riders seem almoslt to be
attached to the shrine’s arch in this instance than actually com-
posing it. Although the state of the painting does not allow for
certain identification, Parvati’s four hands are probably holding
a manuscript, staff, noose and bow. Around her hips is draped a
pleated sari and many golden ornaments adorn her body.

Images of Shiva seated on his bull Nandi, Vishnu on Garuda,
Agni on his goat and Ganesha on the rat, are depicted flanking
the shrine. Above them are a pair of winged vidhyadharas holding,
garlands. An interesting feature is the upturned treatment of the
wings of both the vidyadhiaras and Garuda. As far as the author is
aware, this is the only known example of this phenomenon. The
upper corners also contain representations of the sun and moon.

In the lower register are depictions of Ganesha, Brahma,
Vishnu, two forms of Shiva and the blue-coloured Karltikeva
within white architectural niches. The vellow-painted outer bor-
der is adorned with alternating blue and red flowers making the
whole painting particularly animated.
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Padmapani

Circa 1800
Distemper and gold on cloth
73x65.5m

Like Plate 21, this interesting painting shows a commingling of
Buddhist and Hindu divinities. Padmapani stands on a lotus at
the centre of an claborate shrine very similar to the one just dis-
cussed in Plate 24. In this example, however, the makaras and their
riders are now much more stylised in their execution and the rid-
ers hold parasols. In addition, there is a pair of crouching lions at
the base of the pillars supporting miniature images of Ganesha
and Mahakala.

Padmapani is shown holding a pair of lotuses. He wears a
blue dhoti worked with gold scrolling flowers, and a humorous
touch can be found in the lively tiger skin and a snake garland
draped at the waist and across his chest. Most of his jewellery, as
with that of the other deities depicted in this image, 1s of gold
raised in relief. Surrounding him within the shrine are miniature
representations of (from left, bottom clockwise) Shiva, Karttikeva,
Brahma, Vishnu, Agni, Lakshmi, Brahmani, Parvati, Ganga and
Yamuna, cach of whom are attached to Padmapani by a thin
golden thread as also seen in Plate 21 Flanking Padmapani’s feet
is a representation of a five-headed Shiva linga (phallus) placed
on a yoni (vulva) and on the other side a plant grows from a small
rock. In front of the throne is the multi-headed and armed Rahu
with his snake body. Three tutelary figures make up Padmapani’s
crown and are, in ascending order, Shadaksharilokeshvara,
Amilabha and probably Vajrasattva.

The shrine has been placed in a green mountainous landscape
separated from a blue sky by snowy peaks. Ilanking the base ol
the shrine are Sudhanakumara and Havagriva with, immediately
above them, a four-armed Manjushri and Vajrapani. Within the
arca of the sky are placed images of four ol the Five Transcenden-
tal Buddhas (the fifth, Amitabha, is already present in Padmapami’s
crown) and also of Vasudhara and Sitatara. Scattered amongst
these deities are the Eight Auspicious Symbols and a pair ol
vidyadharas. The lower register is reserved for the donor and his
family, but unusually, the border is filled wilh representations ol
sixty-six adoranl male and temale deities, some of which have
animal heads. They are difficult to identify without labels or the
right textual source.

Due to its more schemalised execulion, this scroll is likely 1o
post-date Plate 24, but pre-dates, and probably by a few decades,

a panbha dated 1819 in the British Museum!
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Maharagavaijra

Dated 1812
Distemper on cloth

65 x 50cm

Although the general composition of this panbia is not uncom-
mon, its subject is. Depicting a rare form of Manjushri ~ with a
red complexion, four heads and eight arms (of which only seven
are visible), the painting also includes a representation of his con-
sort seated on his left leg. e is holding various attributes and
pestures, including the caradamudra (gesture of wish granting),
arrow, rosary, manuscript, bow and vase with the elixir of life.
The couple is seated on a lotus resting on a raised throne with
a pair of lions at the base, painted as if stepping out of their ken-
nels, The throne is set within an architectural composition of a
two-tiered shrine. Flanking the throne to one side are the vellow -
coloured Brahma with four heads holding a trident and kalasin
vase in his secondary hands. The other two arms are held in the
anlonudra (gesture of veneration), although painted in such a
way that the second arnvis barely perceptible. In front ot Bralhma
stands Shiva with a white complexion and holding a drum and

halista v ase in his secondary hands while his principle paware m

the aijalimindra. On the other side are first a green Vishnu and o
red Indra who also hold two of their hands in the analonidra. In
their secondary hands, Vishnu holds the conch and rosary and
Indra holds a parasol above Maharagavajra.

Above Lhe shrine are depicted the Five Transcendental Bud-
dhas, cach with their prescribed colour and midra, while in the
corners are small pairs of erdhiyadharas shown dropping garlands
from cloudbanks. In the lower register, below a lengthy inscrip-
tion dating the scroll o sameal 932 (1812), is the usual offering
scene of the donor and his sons to one side, while the female mem-
bers of the familv are seated on the other side = all wilh their
names inscribed below them, At their centre is a representation ot
a miniature Svavambunath stupa festooned with garlands. The
scene of the donor and Tamilv s delicately rendered and all ex-
ceplthe principal donor are dressed m eolourtul garments as i of

the Tatest tashion
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Sitatapatra

Dated 1820
Distemper and gold on cloth
92 X Joem

Although partially damaped and missing its upper border, this
painting offers us a divinity relatively unknown and rarely de-
picted in the art of the Valley: Sitatapatra — literally “she who holds
the parasol” — does indeed hold a parasol with her two principal
hands while her many others radiate around her, cach with an eve
painted in their palms. In addition, she has multiple heads ranged
in vertical rows behind her ina banner-like shape and her simi-
larly numerous teel splay oul below her sari. The lalter is multi-
coloured and pleated with an intricate and well-executed textile
pattern. Her principal face has a meditalive expression with the
pupils of her large eves focused on her nose. Behind her is a flam-
ing aurcole, and the pericarp of the lotus on which her thousand

leet rest has large red- and blue-coloured petals

Ealll

Partly hidden in the green hilly landscape are a pair of divine
adorants wearing crowns. Unfortunately their identifving inscrip-
tions are illegible and it is difficult to ascertain their identitios by
their painted image alone. Below the large lotus are three torms of
Mahakala standing in striding posture and holding stafts and skulls
in their hands. The donor and his family, who are depicted below
this trinity, are painted as il within the landscape. On the left are
the four male and on the right the four female members of the
family, cach with their name inscribed above them. Between them
is ashortdedicatory inseription with the date of sanreat g40 (1820).

The upper half of this scroll has a blue sky with the Buddhas
Shakyamuni and Vairochana cach depicted ina corner. The red

border framing this paublue is rendered with blue lowers
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Ushnishavijava Shrine

Dated 1830
Distemper and gold on cloth
89 x 38.5 cm

Ushnishavijova shown seated in o multi-ticred stupa is a very
popular image in the Kathmandu Valley and many examples are
known. Her popularity is largely due to her granting of long life
to every human being. According to textual sources, she is sup-
posed to reside in a stupa, and her most famous attribule is the
small seated figure of Buddha Shakyamuni on her right upper
hand. Of white complexion, she is here placed on a lotus and is
flanked by a pair of kneeling figures. The entablature above the
dome is festooned with white garlands. Below the dome is a rare
representation of Manjushri as the white, ten-armed
Dharmadhatuvagishvara with his red consort. Al the base of the
stupa are the Pancharaksha. The stupa itself is shown rising on a
large lotus from the ocean and flanked by four Hindu goddesses:
Lakshmi, Sarasvati, Kaumari and Parvati. Behind this is a land-
scape of mountains and walter surrounded by many different
Buddhist and Hindu divinities. At the upper part ol the painting,
located i the sky, are the Five Transcendental Buddhas flanked
by a red Manjushri and a white Shadaksharilokeshvara, Below
them is another rare form of Manjushri, the red, eight-armed
Maharagavajra, along with the red Amitavus with both hands in
his lap and holding the flask of the elixir of life. Also there is
Namasangiti = a rare form of Avalokiteshvara — and the whilte,
cight-armed Amoghapasha. Maharagavajra and Namasangiti are
shown seated on lions.

lour territving deities, Takkiraja, Niladanda, Acala and
Mahabala, protect the stupa. They are painted vellow, blue, red

and green and hold differentattributes. Takkiraja and Niladanda

only exist as protectors of Ushnishavijava, and are placed, respec-
tively to the southeast and southwest™ Between them and the
stupa are the Dikpalas seated in a temple on their vehicles. The
other small figures, twentv-cight in total, probably represent the
Nakshatras.

The lower register is composed of four scenes illustrating the
Bhimaratha rite, which is performed when a man reaches the age
of seventy-seven vears, seven months, seven days and seven
hours. Upon reaching this age, the man is not only meant to enter
the celestial realm but also to regain his childhood. This implies
that he is no longer responsible for performing religious func-
tions nor {or any of his actions.* This important ceremony was
often commemorated with a painting like the present example.

Although the meaning of the word bhiina is still unclear, ratha
certainly means chariot. The relevance of the second word s il-
lustrated in the painting by a vouthlul couple in a chariol sur-
rounded by their family, which is preceded by a scene with the
standard seene of a cafracharya making an offering to the fire. There
are two lurther seenes depicting the couple involved in the
Bhimaratha rite. Beneath this is a register of the donor and his
family flanking a six-armed Mahakala surrounded by offerings.
Manv of the details are in raised gold relicl and some of the der-
ties have been identified by inseription. The lenpthy dedicatory
inscription at the boltom reveals a date of sanical gso (1830} The
painting is delivately executed and its abundance ol gold shows
the efforts of the donor o create a time won to the goddess mor-

der Lo ensure a long lite for humselt and his family
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Gajalakshmi

Circa 1800-1850
Distemper on cloth
B6 x 79 cm

This simple but charming scroll is one of the more unusual paint-
ings in the Jucker Collection. This is not only due to its square
formal, but it is also seems hardly to fit in the Newari painting
tradition as we have seen it till now or will see herealter. The paint-
ing Jacks the traditional set up or composition known from al-
most all other examples.

Its background is divided into four difterently coloured hori-
sontal registers, which nevertheless visually combine to make up
a mountainous landscape against a dark blue sky. The height of
the registers decreases in ascending order as if the arlist was try-
ing Lo thereby create a sense of receding perspective.

Gracelully sealed in the centre of he image on a lextile draped
over a blossoming flower is Lakshmi. Ter principle hands are
held in the caradamudra (gesture of wish granting) and ablantidra
(gesture of protection) and her secondary hands hold flowers. A
sartcovers her legs and around her shoulders are beaded flower

garlands. Her lace reflects a sense of serenity beneath an ornalte

84

tiara. Hoer blue and red aurcole has a rim of miniature gold flames.

Flanking her are four caparisoned clephants who spray her
with water. The lower register of red-coloured rocky terrain has
in both corners an unusual embracing couple. On the left we prob-
ably see Vishnu and Lakshmi both with a conch on their head.
Oppositeis probably another manifestation of the couple, but now
supporting flower blossoms on their heads. Another pairing are
the male and female eidyadiarg bearing garlands and [lving on
cloudbanks in the sky.

The rather stylised wav mwhich the painting is executed, as
well as certain elements like jewellery, crown and facial shape
make a date in the first hall ol the nineteenth cenlury conceiv-
able. These specific clements can be compared with similar stylis-
tic features of a Tew other scrolls, all dating o this general pe-
riod This author has vel to see, however, another example ol

this subject i Newart pamnting
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Padmapani Shrine

Dated 1850
Distemper on cloth

1o N 1430m

Comparable in size and composition to the Vishnu icon in Plate
18 is this Buddhist painting of Padmapani. fogether, these bwo
paintings are the largest Newari scrolls known in private or pub-
lic hands. Although the lower border is missing, the Padmapani
painting is othernwise in almost perfect condition, preserving i
all clarity the tull impact that this image would have made when
first painted.

Padmapani is shown standing at the centre of a five-arched
gallery on the ground floor of the four-storey shrine. He holds a
white totus in his left hand, while his other is in the camdanidra
(wish granting gesture). Sudhanakumara and Tlavagriva imme-
diately flank him, while what are probably representations of the
Buddha Shakvamuni’s disciples Sariputra and Maudgalvavana
stand in the arched niches bevond thene In the two-storied cen-
tral pavilion above them are representations ot Shakvamuni and
five Lathagatas, while in the flankimg pavilions Manjushrei and
Shadaksharilokeshyara are scated. AL either side of the shrine
stands a badhisaltea, who in turn s flanked by Toar sagaranis

Padmapani’s manv-storied shrine is selagainsta background
of fourteen horizonlal registers, the lower five of which are taken
up with donor portraits. In the topmost ot these, the caircharin
i~ depicted nest toa central grouping ol Buddha Shakvamuni
tlanked by Ganesha and Bhairavas The central image ot the lower
fourregisters are (in descending ordery a white Avalokiteshvara,
ared Vaprasattvawith lotuses supparting, casnr Cthunderbolty and
chanla belby, o red Manjushe with ssvord and o Tour-armed
Prapaparanuta. At erther side ol these are ranged the made tngh(
and temale detty members of the donor’s Tanuly, U nderneath

caclumuage mthese tive regasters, whether ithe that of adeits o

NO

donor, a name is inscribed. Nol many other scrolls are known at
present with so many rows of donor figures. One other example
containing nince rows ol worshippers appeared in an auction
more than ten vears ago”

Ihe upper section of this large painting is divided into seven
registers depicting scenes from the dile of Siddhartha leading up
to his Inlightenment and transformation into the Buddha
Shakvamuni. Atall stages of the story, Hindu gods prominently
pav hommage to Siddhartha, and cach scene is separated from
the other by a differently rendered trees The well-known story is
casv to Tollow and starts al the upper lett: the Tlindu gods and a
rist (voging discuss the tutare birth of the Buddha; his coneeplion
and his mother, Mava, announcing her pregnancy (o a friend; his
birth and receiving the benelactions of the Flindu gods: the seven
steps demonstrating his spiritual superiority (represented by the
sevensstoried Totus Bloomy; Mava presenting Siddhartha Lo the
rist; olterings and prophecies of the greatness o) Buddha
Shakyamuni; Siddhartha’s princely Ties tleemg the palace at night;
cutting ol s hair; his weeping horse and servant: lavmen mak-
ing otlerings to the meditating Siddhartha: the assault by the forees
of Mara on the meditating Siddhartha, and ralls Mara's tatlure
andd the ensumy ubilation o Tnlightenment achies ed

Fach ol these scenes s depicted mea detaled and [ively man-
ners makimg itone of the mostimportant examples of nincteenth
conturs Newari pamting The insonpbion gives a date of st
= Sy more than acentury later than the Vishnu cramplem
Phate o bt the <kalls vsedbm the carbier pambing are St very

much presentn s arbsbe oo de o
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Kapaladharahevajra

Dated 1855
Distemper and gold on cloth
84 x 60 cm

Dated by its inscription to samoat 975 (1855), this painting depicts
one of the most important gods of tantric Buddhism. Like Samvara
and Acala, Hevajra is a popular yidam (tutelary deity) with a tantra
dedicated to him. On this painting, Hevajra and his consort
Nairatmya are exccuted in two shades of blue and stand in sexual
embrace on a yellow, three-headed and four-armed Brahma and
awhite four-armed Shiva. Hevajra’s secondary feet are supported
by a green Vishnu and a red Indra, who are depicted slightly
smaller than the deities being trampled. Eight of Hevajra’s six-
teen hands hold skull cups bearing an clephant, horse, donkey,
bull, camel, human, deer and cat, while the other eight support
skull cups containing images of the deities representing the Ele-
ments: Prithivi (Earth), Varuna (Water), Vayu (Air), Tejas (Fire/
Passion), Chandra (Moon), Aditya (Sun), Yama (Death) and Dha-
nanda (Wealth).

Nairaimya is depicted holding a chopper in her right hand,
while her other is slung around the neck of Hevajra. The flaming
aurcole has an interior rim of smiling skulls, which, although grue-
some in concept, are rather humorous in feeling. The couple are
placed on a light-green lotus set amidst a green countryside bor-
dered by snowy peaks. The artist has used the pastoral setting (o
depicteight eremation grounds, cach of which is framed by clouds
or trees and rendered with minute birds of prey, animals, skel-
ctons, lingas (phalluses), stupas and purification fires. In the sky
and situated at the peak of Hevajra’s aurcole is a small image of
Vajradhara, while standing (o either side of the laller are a pair of
blue-coloured and four-armed dakini. At the bottom of the central
panel two red daking dance on lotus, cach holding a chopper and
skull cups, while tridents rest against their shoulders. The depic-
tion of the pericarp of the lotuses in this painting is slightly unu-
sual, being light-green peppered with black dots,

The painting is ringed by a (riple border of various designs,
made all the more striking by the image of a dragon al the bollom
centre, The latter is well-known (rom Tibetan examples, although

ils origin is, of course, Chinese.
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Vasudharamandala

Crrca 1840-1870
Distemper and gold on cloth
99 x 78 cm

Although a century later than the previously discussed Jucker
Vasudharamandala (Plate 23), this painting is still skilfully and
animatedly painted. On this occasion, Vasudhara is shown seated
in lalitasana (roval case) within a circular structure, although the
square tormat of the previous image is present in the second to
last outward gallery of the mandala. Each of the tour portals of
this gallery are guarded by a red kirttimikha flanked by a pair of
red makaras. Within the gallery are additional guardians in the
form of the eight Dikpalas. Another four gods are depicted in the
corners and although two are completely unidentifiable, the other
two probably represent Brahma and Vishnu. Working inwards,
the first of the central circular galleries surrounding Vasudhara

contains the Eight Auspicious Symbols alternating with flowers,
while the second gallery has images of eight goddesses, includ-
ing the four yakshini scen in the same gallery of the Vasu-
dharamandalain Plate 23 — Gupta Devi, Sagupta Devi, Sarasvati
Devi and Chandrakanta Devi. Vasudhara's six hands are in the
cardadamiadra (wish granting gesture), holding a sheal of jewels, in
the tathagatavandana,” holding a book, car of corn and the vase ol
abundance. Her long red skirt is rendered with a minute pattern
of flower heads and the tips of her shawl, whichis draped around
hershoulders, curl upwards. Her headdress displavs a miniature
image ot Ratnasambhava, her spiritual father

Fhe Jower register containing the donor images is untorlu-
nately partially damaged giving only a vaguce impression ol these

lgares. The upper register has three mandalas atils centre repre

Yo

senling the three jewels of Buddhism, the Buddha, Dharma and
Sangha. The Pancharakshas and Prajnaparamita fill out the re-
mainder of this register.

The most interesting part of the scroll is the series ol scenes
surrounding the mandala of Vasudhara, and which in a circular
progression narrates the story of Ashvagosha-nandimukha, an
account of which has been astutely recounted by Dr. Pal.™ The
story begins at the top centre with King Survodaya seated in his
palace, followed in a clock-wise direction by a boar running amok
in the palace garden. The boar is actually Vasudhara’s steward
Ashvagosha-nandimukha, whose purpose it is to re-establish the
rites of Vasudhara which have been neglected by Suryodaya. In
the next scene a messenger is shown reporting to the king the
problems caused by the boar. The king thereupon leaps on his
horse and chases the animal, who escapes. The next scene shows
the king resting from his hunt, while his messenger scarches for
water. The latter observes celestials performing the rites ol
Vasudhara, and he communicales his vision to the king. They re-
turn to the palace and the king announces that the rites of
Vasudhara are to be performed again. In the meantime, Vasudhara
has revealed herself (o the king's wife as an old woman, who dovs
nol recognise her and chases the old woman away. When the king
hears his queen’s story, she is banished from the palace and en-
counters many adventures. In the end, she repents of her callous
behaviour and receives o vision of Vasudhara and finishes by
performing a special ceremony to the goddess

Although this scroll bears no date. a mid nineleenthy century
attribution is plaustble One can compare the paintimg, with a
slightlv carlier representation, dated 182q. 0 the Rijksmuseum
voor Volkenkunde, Tetden The Jucker example isalsovery close
in shle with o tew Amoghapasha puadins which are all dated

around 1860
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Dharmadhatuvagishvara

Nid-1g9th century
Distemper on cloth

1023\ 72,5
Dharmadhatuvagishvara was last seen in sexual embrace with
his consort in Plate 22, This time she is shown seated on his lap.
Dharmadhatuvagishvara is a four-headed, eight-armed form of
Manjushri and in this image he accordingly has four differently-
coloured faces, while his cight hands are (clockwise from bottom
centre) in the dhaymachakramudra (gesture of instruction),
varadaniudra (wish granting gesture), holding an arrow, rosary,
book and bow, and in the alhayannndn (gesture of protection). His
petal-shaped blue aurcole has a red border, and flanking the throne
are awhite Ganesha standing on his vehicle the rat and a Mahakala
standing atop a naked vellow human figure who from his prone
position otfers to the couple a skull cup. Mahakala holds in front
ot his chest a skull cup and chopper, while the trident rests against
his shoulder. The combination of Ganesha and Mahakala waor-
shipping a Buddhistdivinily we also saw in the Padmapant paint-
ing of Plate 25. This central image is set against a backdrop ol a
green mountamscape topped by snowy peaks and a skyve I the
latter [loal a pair of winged male erdyadhara on cloud banks, car-
rving parasols and flanked by female figures carrving garlands.
In the register above this are depicted the Five Transcendental
Buddhas, while the register below contains images of the
caprachariu, donor and two family members flanking offering ves

sels. Unusually, the principal donor is female as are the members
of her family - a rare occurrence with Newari religious painting,
and the only instance in the Jucker Collection.

However, the most unusual part of this paubha s the wide
border composed of the cighl cremation grounds, cach separated
from the other by rivers. Another Buddhist painting with ~imi
larly rendered cremation arcas around the main images is in the
British Muscun. Perhaps most unusual about the appearance
ot the cremation grounds is that they are normally placed on scrolls
devoted to wrathful deities. Fach eremation ground an this paint
ing is vividly executed and displavs awealth ot difterent scenes
and the Tfigures include the Dikpala, cach on their respective ve
hicle, stupas, I (phallusy and venis (vomb) symbols, puritica
tion fires and wrathtul divinities

The sorall is dateable 1o around the mid-nincteenth contury

and possibiv exactly contemporary with Plate 32
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34

Buddha Shakyamuni

Dated 1897
Distemper and gold on cloth
71 X 47 cm

Without the dedicatory inscriptions along the borders of this paint-
ing, it would have been impossible to distinguish this Newari
painting from a Tibetan example. In all likelihood, the painting
was created by a Newari artist living in Tibet. Many paintings
done by this group of expatriates are in a Tibetan style and were,
in this period, made for export to the Kathmandu Valley as well
as for local Tibetan patrons.

The great standing image of Shakyamuni is placed on the white
pericarp of a lotus rising from the ocean. His right hand is in the
varadamudra (wish-granting gesture), while his left displays the
abhayamudra (gesture of protection). He wears the kasyapa (monk’s
patchwork robe) as a cape draped over his shoulders, while the
lower part of his body is covered by a long red dhoti. His gold-
painted body befits his iconographic description and a slightly
smiling expression plays across his face. The blue and gold aure-
ole and green and orange halo give this representation of the Bud-
dha a very vivid and animated fecling. Lotuses at both sides of
the aureole curl upwards, a stylistic device taken from the Tibetan
painting tradition. Above the head of the Buddha is a parasol with
short floating banners emphasising his status. He is flanked by
two similarly clothed monks, probably his disciples Sariputra and
Maudgalyayana. Both hold alms bowls and the monk's staff. All
three figures are set in a green mountainous landscape with red-
and-blue rendered Chinese-style rocks in the foreground. Kneel-
ing amongst the rocks are two groups of miniature adoring, fig-
ures. On the left, two men offer rice and a manuscript, while on
the rightare three laymen making offerings. They all have a Mon-
golian appearance and wear long and heavy felt garments. In cach
of the painting’s upper corners is a group of three vidyadiaras wilth
offerings and scated on cloud banks.
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Deities of the Bardo

Late 19th century
Distemper on cloth
113x70Ccm

This is the only Newari version known to this author which has
the deities of the Bardo as its subject. Unfortunately, this paubha
was partially damaged and has been repainted, making it diffi-
cult to discern all the original details, and therefore to interpret
with any certainty the iconography and date. What is certain,
however, is that it depicts the Bardo, which is a Tibetan Buddhist
concept to describe the journey of the deceased to one of the six
different worlds (those of the gods, titans, tormented spirits, hu-
mans, animals and hell) into which they will be reborn. This jour-
ney takes forty-nine days and is described in the Book of the Dead
and read out by a lama within two weeks after death. The Book of
the Dead narrates vividly the encounters the deceased experiences
with a series of wrathful and benign deities, which are, in princi-
pal, unreal reflections of his own spirit. Depictions of these en-
counters are reproduced on paintings like the present example,
and were probably used during the reading of the Bardo text. Like
Plate 34, it is very Tibetan in approach, but due to the donor por-
traits in the bottom register its Newari identity can be established.
The male and female family members are scated at either side of
stylised dragon like the one seen in Plate 31.

At the centre stands a principal three-headed and six-armed
Heruka with two Herukas rising above within the scalloped au-
reole and flanked by a further four Herukas. Each is depicted with
a pair of wings and in sexual embrace. The arrangement of the
Herukas is very unusual, particularly the scalloped aurcole and
the central three images, each rising out of the one below. Accord-
ing to iconographical sources, the topmost one could represent
the Heruka who is the wrathful manifestation of the Adi Buddha
Samantabhadra. The other five Herukas are wrathful manifesta-
tions of the Five Transcendental Buddhas, but it is uncertain which
of them represent which Buddha. Unfortunately, the seventh
Heruka depicted in this painting is, with our present state ol
knowledge, impossible to interpret. Flanking the central three
Herukas on the lower right is another unusual feature, a mandala
containing images of five Sarvabuddhadakinis, cach carrving a
chopper and slaff. Surrounding these Herukas are fortv-cight
dakinis, who for the most part are animal-headed. Divided into
two groups of six al the upper border, they are placed in two
groups of four at the centre and into four groups of seven at the
bottom of the panel.

Stylistically, this paubha can be placed towards the end of the
nineteenth century, mainly based on the treatment of the donor,
his family and the stylised dragon.
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36
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 aide de memoire 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 samvara being discernible.

All the deities in the scroll are shown in sexual embrace with
their consorts, except for a white Ganesha and a blue, probably
femnale, deity at either end of the scroll. All the other deities are
ranged in an upper and a lower row on either side of a large fig-
ure of Heruka. This central figure stands in alidlanasana (posture
of ‘drawing the bow’) with his four feet resting 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 vajra, a beaker of red licking flames, two
staffs, a vajrakila (a ceremoniat 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 doubtful 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 excecution of this handscroll places it
towards the end of the 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.
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Cosmic Purusha

Circa 1900
Distemper on cloth
132 x 88 cm

Newari Buddhistimages of the Cosmic Purusha are relatively rare;
he was more popular amongst the Hindu community in the Val-
ley,” or amongst the Jains of India.™ The Purusha presents the
Primordial Being from whom the universe was formed. On a mi-
crocosmic scale, each individual can become part of the Purusha
by following certain mental and physical exercises. Through medi-
tation and yoga, an energy called kundalini will be awakened in
ones body, and is supposed to stream from the lowest to the high-
est chakra on the top of the head as shown by the body of Purusha.
Each flower, therefore represents a step on the path to spiritual
liberation. Upon reaching the highest chakra, Enlightenment is
achieved. For a more in-depth explanation the reader is recom-
mended to read the excellent examination of the subject by the
scholar D.]. Lauf™

In this painting Purusha has a white complexion, and stands
on a white lotus with both hands stretched downwards. From his
neck to his groin hang five lotus flowers in each of which sits a
deity with his consort. A sixth such flower hovers over Purusha’s
head. Ganesha is the deity of the lowest of these flowers, and is
the only one of the six that is identifiable. Each of these lotus
blooms represents chakras, or steps towards Enlightenment.

In fact, there should be seven chakras depicted, the missing
one having meant to be located on Purusha’s forehead. Possibly,
the artist simply missed it out by mistake or had, in its place, meant
to paint an urna (‘third eye’). There is a Tibetan example in which
the latter is the case,” but in the present painting neither clakra
nor urna appear, leaving the affair a mystery.

The Purusha is surrounded by a green mountainous landscape
divided by stretches of water and topped by snowy peaks. In the
upper half are the pot-bellied Hva-shang, an assistant of the Bud-
dha, and the mahasiddha Milarepa, and in the lower half are repre-
sentations of the four Lokapalas, while scattered throughout are
scenes from the lives of the mahasiddhas. In the region of the sky
are two manifestations of Vasudhara, each surrounded by various
gods and other figures. The winged vidyadharas flanking the sixth
chakra are one of the elements that help in establishing this paint-
ing as being in the Newari tradition.

This again appears to be an example of a scroll painted by a
Newari artist resident in Tibet, and meant for export to the
Kathmandu Valley. Especially the winged vidyadharas, the face of
the Cosmic Purusha and the miniature moustachioed figures on
the various chakras show Newari taste. A very similar but Tibetan
example was recently published and dated to the nincteenth cen-
tury.” This Tibetan painting lacks the winged vidyadharas and is
also executed with a slightly different face for the Purusha.

Taking the style of this paubha into consideration, a late nine-
teenth or early twentieth century date seems to be plausible with
the above-mentioned Tibetan example being probably its con-
temporary.
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39
Vasudharamandala

Dated 1912
Distemper on cloth
100 x 83 ¢cm

The concept of this Vasudharamandala is similar to the one in
Plate 32, but its condition is sadly much poorer than that carlicr
example. The approximately fifty years difference between the
two Vasudhara examples also vields several stylistic differences.
The iconographic composition of the present Vasudharamandata
and its upper register is almost exactly the same as that of Plate
32, as it 15 for that of Plate 23, and the reader is referred to the
detailed explanations given in those entries. Animportant differ-
ence with these carlier mandalas, however, can be found in the
donor portraits, which are now placed at the bottom centre of the
painting against a red outcrop of rock instead of being in a rectan-
gular cartouche or register. This is a compositional innovation [irst
scen in the 1820 image of Sitatapatra in Plate 27.

Another significant difference from the previous two mandalas
are the scenes depicting the story of Ashvagosha-nandimukha and
narrating the merits of performing religious acts which surround
the mandala. Although these scenes are also depicted in Plate 32,
the style of their execution is radically different, especially in the
reatment of clements such as trees: In the mid-nineteenth cen-
tury example, the trees are rendered according (o contemporary
traditions within Indian miniature painting, while in the present
example the artist has tried to introduce Western shading and
perspective as in the landscape of Plate 38. Fyen the archilectural
componenls are submilted to (his attempl at perspective

Dated samreat 1032 (191 2), this Vasudharamandala is the latest
in dale amongst the Newari paimtings i the Jucker Collection
Vasudhara is also the subject ol one of the collection’s carliost
paintings (Plate 3). Together with Plates 2 5 and 32, they allow one
to chart the evolution of the representation ol a single deily over
four centuries.






40
[llustrations from a Buddhist Manuscript

18th century
Ink and colours on paper
Fach a1 x8¢m (approximate)

The Jucker Collection includes only a few examples executed on
paper, and most of them are in the form of Hindu or Buddhist
manuscripts. The present example is a series of seventeen pages
from a larger manuscript. Unfortunately, they are not in sequence,
so ilis difficult to interpret them. However, the text is likely to
concern the bodhisattea Avalokiteshvara as sixteen of the pages
have a small image of a red Padmapani at the centre of the siy
registers of textwritlen inblack ink. One page is completely taken
up with an illustration of Padmapani scated on a lotus with his
right hand in the caradannadra (wish granting gesture) and e
other holding a lotus. In front of him are six scated male worship-
pers clad indifferent costumes and holding various offerings, their
names have been inscribed in the red border below. Behind the
bodlisalten are depicted five women in beautitully rendered par-
ments. In the blue sky are some cranes, which could sy mbolise
long life, as thev do in China. The four other illustrations, in as-
cending order, are; Avalokiteshvara leaching compassion Lo pos-
sibly Vishnu and a pair of demons; Kanthaka, the faithiul horse
of Prince Siddhartha; and Buddha Sakyamuni teaching the Bud-
dhist law 1o a host of followers including disciples, bodithisatteas
and a pair of navarajus. All these images are [inely painted and the
complete manuscript would have been a good example of the
Vallev's ilustrated Buddhist sutras.
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Three llustrations from a Sakti (?) Manuscript

18th century
Colours on paper
Fachgx 20cm

All fifteen pages of this incomplete folio are illustrations of mani-
festations of Parvati, most with her seated on a lion. None of the
images have explanatory inscriptions to give an idea of the manu-
script that these illustrations come from, but the three illustra-
tions discussed here are finely executed representatives of the
group with well-rendered details and strong, contrasting colours.

In the first of the illustrations, Parvati is shown as Durga fight-
ing the buffalo demon (Durgamahishasuramardini). Her eight-
een hands hold her prescribed attributes and she partially stands
on her vehicle, a ferocious lion.

A second illustration has PParvati scated on a lion and killing
two men who fall to the ground. She holds one of her victims by
the hair, while piercing the second with a spear. A third image
shows Parvati as the emaciated Chamunda seated on a rock com-
posed of white skulls. She also has four hands holding her pre-
scribed attributes, and around her hips is draped a red skirt.

Basing ourselves on the style, the series of illustrations was
likely to have been produced in the cighteenth century.
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42
llustration from Book for Interpreting Dreams (?)

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

This small booklet has approximately thirty pages, although it is
obvious that there were many more at one time as the Jucker pages
start with the number 11 and end with one numbered 40. Each
page has a small painting with a short explanatory inscription in
Sanskrit above. Below is written a short interpretation of a dream
in Newari, describing the consequences of encountering the vari-
ous divinitics, animals, trees and symbols in one’s sleep. In the
illustration chosen for inclusion here (folio 24) a red Varahi holds
in her right hand a skull cup. Her large snout is open and shows
a ferocious array of teeth and fangs. She wears a long green san
decorated with flowers. Her breasts are covered and attached to
her crown are the pair of flags also seen on the liara of Vishvavajri
in Plate 19.

All the representations are executed ina lively and competent
stvle, arguing for an cighteenth century date for the book.
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43
Shrichakra Yantra

Circa 1900
Colours on paper
48 x 48 cm

The last example on paper represents a yasntra, 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 yantra 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 (manda) with strips, gates
and corners or as a spoked wheel (la).” Both yantra and mandala
are closely linked with tantra and yoga and also symbolise en-
ergy. In Hinduism, this energy is regarded as female, while in
Buddhism it is male.

The present yantra 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 mantras, but in this instance they have
depictions of goddesses. The most important of these, and there-
fore the most commonly depicted in yantra, 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 it impossible to identify them with any
certainty. The yantra 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 Covers of a Buddhist Manuscript

Circa 1550-1600
Wood with polychromy
Each 7 x 26.5 cm

While the exteriors of both covers are simply adorned with the
patination of centuries, the interior panels of both are painted with
simply exccuted figures of the Five Transcendental Buddhas and
the Svayambunath stupa against a green background worked with
a scrolling pattern. On the first panel is an image of the
Svayambunath placed against a red aurcole and followed by the
yellow Ratnasambhava with his right hand in the caradaniidra
(wish granting pesture) and the blue Akshobhya with his right
hand in the buomisparshamudra (earth-touching gesture). On the
second pancl is the grouping of the white Vairochana with both
hands in the dharmachakramdra (gesture of instruction or ‘turn-
ing the wheel of law’), the red Amitabha with both hands held in
his lap in dhyananiudra (gesture of meditation), and the last is the
green Amoghasiddhi holding his right hand in the abhayamiudra
(gesture of protection). All five Buddhas are similarly execuled
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and wear simple dhotis, vellow-painted jewellery, crowns and

aurcoles. Their upper bodies are left naked and they sit in medi-
tation posture (dhvanasana). The lotuses on which they sitareina
variety of shapes, some are simply executed, while others have
double rows of petals and /or scallop-shaped petals. Likewise, the
cushions upon which they recline are differentiated by colour and
pattern.

Stylistically, the covers can be compared to the figures, jewel-
lery and background scrolling of Plate 9, which we have dated to
between 1525 and 1550. The realisation of the figures in the present
painting, however, is not as finely done, and make a slightly later
dale likely. These bookcover paintings can also be compared to a
manuscript illustration depicting the Five Transcendental Bud-

dhas and dated to the sixteenth century by Dr. Pal.™
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Two Covers from a Durga Manuscript

Late 17th century
Wood with polychromy
Each 4.8 x 34.6 cm

[he exterior of the upper cover is decorated with a miniature five-
headed Mahaganapati and consort on the left, while the rest of
this exterior and the exterior of the bottom cover are covered with
scrolling flowering vines and six-pointed stars. The inside of both
covers are cach divided into seven small cartouches, cach of these
inturncontain an image of adeity placed against a densely painted
background of serolling vines. The names of each deity are writ-
ten below their image.

The interior of the upper cover illustrated here depicts siv
multi-armed forms of Durga and a four-armed figure of Shiva.
The fiest two forms of Durga represents Mahishasuramardini, or
Durga as the conqueror of the buffalo demon. Both representa-
tions are twelve-armed and are in the posture ot Killing the de-
mor Near cach of theiv feet is Durga’s vehicle, the lion, also at-
tacking the demon. The next three carlouches have more peace-
able representations ot Durga riding her lion. In the tirst bwo, she

is four-armed, while in the third she once again has twelve arms,

all holding her attributes or in her identitving mudras. The last

representation of the goddess is Durga as the blue and ten-armed
Chamunda standing on a pair of decapitated male tigures, while
holding their heads in both her lower hands.

The interior of the lower cover depicts five more respres-
entations of Durga, of which three are cighteen-armed, one six-
teen-armed and one twelve-armed. All ot these images hold iden-
tifving attributes. The two remaining cartouches are taken up by
a red, four-armed Shiva and a green, four-armed Vishnu, both
seated on a cloud and surrounded by adorants. The female dei-
ties on both covers, except for Chamunda, are dressed in a short
multi-coloured blouse and a long sari.

If we compare these covers with the next ones in Plate g6, it
becomes rather clear that the present examples are earlier in date.
FFurthermore, they can be styhistically related to the small tigures in
the lower register of Plate 17, the Siddhilakshmi image dated 1694
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Two Covers of a Saivite Manuscript

Mid-18th century
Wood with polychromy
Each 1o x 43 ¢m

The exteriors of both covers are painted with scrolling foliage while
the interiors depict various Hindu deities against a blood-red back-
ground with simply-executed cloud formations that lend the com-
positions a rather whimsical air. The central image on cach cover
is a torm of Shiva, and it therefore secems probable that the ac-
companving manuscripl was Satvite in nature. On the first, he is
shown standing with Parvati on their vehicles of Nandi the bull
and the lion. He has a white complexion and of his four hands,
the principal right hand is in abhayamiudra (gesture of protection)
while the principal left embraces Parvati, who leans in part on
him and in part on her vehicle the lion. The two upper hands
hold the drum and trident. The couple are flanked by a vellow
Brahma on their right and a preen Vishnu on their left, and their
sons Ganesha and Karltikeya are depicted at cither end of the
cover. All of the deities are four-armed, standing on their respec-
tive vehicles and executed in their prescribed colours.
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Shiva and Parvati are again the central image of the second
cover, but in this case they appear in their aniconic forms ol the
linga (phallus) and yoni (womb) supporting the head of Bhairava,
Shiva's wrathful manifestation as god of destruction. To the lett
stands, probably, a red Bhairava and to the right a vellow Kubera
holding a mongoose and lemon, Kubera is the god of the north-
ern direction as well as of prosperity. A cajracharya and male do-
nors are also depicted, while at the other end of this coverare the
female family members. All of the donors are identified by in-
scription.

The execution of the divinities and donors on both covers can
be compared with the great Vishnu scroll dated 1716 (Plate 18).In
particular, the donors are very similarly attived. Towever, prob-
ably both covers date a tew decades atter the panbhi, as their fig-

ures are slightly stiffer and their jewellery is more exuberant,
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Two Covers of a Hindu Manuscript

1 ate [Sth cenlury
Wood with polvchromy

Faech g5 % 28 ¢in

Unlike the bwo previous sets of covers, (he images on these are
nol devoled to one deity or group of deities, but combine the
cosmogonies ol both the Saivite and Vaishnava sects. Due to their
identical exeeution and identical exterior decoration of geomelric
patterns against a red background, both covers certainly belong,
to the same manuscripl, The tirst cover depicts Umamaheshvara
(Shiva seated with Paryatiy, with Shiva seated on Nandi the bull
and with his four hands (from clockswisey in the ablmannd i (ges-
ture ol protection) and holding a drum, trident and flask. Although
Shivais not embracing Parvati (Uima) as he did in Plate 4o, she
does once again lean m part on him and in part on her lion. He
wears o pleated red dion and gold-painted jewellery, and has a
third eve and moustache: The couple and vehicles are all placed
on alotus base with while petals They are flanked on their right
by foue armed white maniestation of Shiva plaving the drum,

while his apper hands hold o smaller drum and trident. To their

letis Shiva as Bhairava. Of blue-complexion, heis plaving a drum
with his fvo principal hands, while his two upper hands hold a
smaller drum and a seeplre.

The central image of the other cover is Lakshminaravana —
or half Vishinu and half Lakshmi, This eight-armed manitestation
ol Vishnu is scated on Garuda and on Lakshmi's vehicle the tor-
toise and the hands are (from clockwise) holding a conch, scep-
tre, lotus, wheel, bowl with offerings, in the talthagatacanda-
mamcha,” and holding a rosary and in the ablayanindra (gesture
of protection). Lakshminarayana is flanked by an unusually
apparclled formof Brahmaand a red. tour-a rmoed Shiva. The back-
ground is a green mountamous landscape with snowy peaks
touching a blue sky

Basing our assumplions on the execution of the jews cllervand
crowns (see Plates 21, 23, 23 and 251, these covers were probably

made tow ards the end of the cighteenth century
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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-
2enth century by the Englishman Brian Houghton Hodgson
1800-1894).*' Hodgson was not only an official of the East India
‘ompany, but was also an active scholar and collector of
limalayan art. Between 1819 and 1858, he spent many years in
1dia and the Kathmandu Valley, where he collected these sketch-
ooks and sketchbook pages. In addition other works in the Jucker
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Collection that have a Hodgson provenance are the booklet explain-
ing dreams (plate 42), the 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-nincteenth
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 Tibetan inscriptions, they were
possibly executed as an aide de memoire for Tibetan painters. The



designs, however, were probably drawn by a Newari craftsman
with the help of a Tibetan lama. All four drawings are exccuted
against red grids to help guide the user in creating the correct
proportions.

One side of the page shows Vajravarahi on the left half of the
fold and the Buddha Shakyamuni on the right half. In addition,
in the borders there is a scated lama and a register of scrolling
flowers which have been coloured by the artist, and a mono-
chrome boar. The drawings of both main figures are neatly ren-

dered. The Buddha’s face shows stronger Newari than Tibetan
features. The reverse of the page depicts two forms of Padma-
sambhava, Pema Gyalpo and Loden Chogse. These names are
inscribed in Tibetan Ucan script, although the second name was
incorrectly inscribed Blo.Idan.chos.sres (instead of Blo.
Idan.chogs.sred).

The folio probably dates from the late eighteenth century bas-
ing our assumption on the style and quality of its execution.
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Folio from a Sketchbook with Images of
Kubera, Vishnu, Garuda and Avalokiteshvara

First half of the 1gth century
Ink on paper
23 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.
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The other side of the fold is a grouping of (in ascending order)
a lion, snake, Garuda, 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 1g9th century
Ink on paper
Each page 20 x 19 ¢cm (approximate)

This booklet has only eight pages, and itis 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 white elephant entering her body. Although her face is typical
of the Newari style, the rest of the sketch has a Tibetan 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.
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Four pages from a Skefchhanlc wrathful deities and symbols. One page devoted to architecture

First half of the 19th century depicts several Tibetan monasteries and Chinese pavilions. The
Ink on paper last page has two unfinished drawings of Hindu deities, prob-
Each page 25 x 33 cm (approximate) ably Kali and Bhairava. Several of these drawings are notated in

Newari as to their prescribed colouring. As well a few of the fig-
The seventeen pages of drawings in this book were executed on  ures are identified by inscriptions above their images.
very thin paper with cotton bindings. Almost all the drawings Of the four pages illustrated here the first two (A) has
and sketches are of Buddhist subjects and include Shakyamuni ~ Amitayus, the head of Kubera, Ushnishavijaya, a few animals,
Buddha, bodhisattvas, goddesses, monks, lamas, mahasiddhas, ~ Vajravarahi, some dakini, animals and a floral motif. It is interest-
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ing to note that the artist wrote first the name of Prajnaparamita
above the figure of Ushnishavijaya, which he later changed for
her correct name.

The other two pages (B) show two mahasiddhas, 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 mahasiddha.This book
probably also dates from the first half of the nineteenth century.
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Kossak and Singer, 1998, pl. 36A

Beguin, 1990, p. 36, pl. 10

Pal, 1985, p. 198, pl. 4

Pal, 1985, p. 202, pl. 7

Kossak and Singer, 1998, pl. 36A

Pal, 19673, p. 24

Beguin, 1990, p. 174

Pal, 1991, p. 68, pl. 31

Pal, 1978, pl. 83

Beguin, 1990, p. 34, 0. 9

Pal, 1991, p. 72, no. 34

Pal, 1991, p. 71, no. 33

Pal, 1985, p. 207, pl. 11

Pal, 1985, p. 208, pl. 12

Pal, 1991, p. 33

For a full account of the legend the reader is referred to the en-
try for Plate 14.

A gesture composed of the index and third finger touch to form
a circle, and which has generally been interpreted to have a
flower-holding purpose.

Pal, 1978, pls. 87 and 89

Pal, 1978, pl. 92

Pal, 1991, p. 75, pl. 37

Pal, 1991, p. 73.

Pal, 1991, p. 78.

Pal, 1978, pl. 8¢

Kossak and Singer, 1998, pp. 176-177.

Pal, 1978, pl. 100

Pal, 1985, p. 214, pl. 18

Pal, 1978, pl. 94

Pal, 1978, pl. 101

Kreijger, 1989, p. 54

This scroll has been previously published in Lim, 1978, no. 131
and Kreijger, 1989, p. 54

Pal, 1978, pl. 106 and 107

Although this grouping is also known as the Saptamatrika (Seven
Mothers), we may assume that the grouping in this case is in-
deed of the Ashtamatrika as the latter were more often vener-
ated in the Valley. De Mallman, p. 336 and Pal, 1985, p. 27.

Pal, 1978, pl. 105 and pl. 111

Pal, 1978, pl. 110

Pal, 1991, pp. 79-80, no. 41

Slusser, pp. 298-299

Tibetica, 1972, no. 20, pl. 36

Van Kooij, p. 22

Pal, 1978, pl. 115

Pal, 1985, p. 221, pl. 26

Pal, 1991, pp. Bo-82, pl. 42. She is depicted at the upper right
corner and of white complexion. Carries similar attributes and is
seated on a white Shiva, who again is seated on a yellow figure.

Macdonald, 1979, no. 34

Alsop, 1997, p- 52

Pal, 1985, p. 221 and pl. 26

Pal, 1978, pl. 193

Lunsingh Scheurleer, 1997, pp. 46-47

De Mallman, 1964, p. 129

Pal, 1978, pl. 110

Kreijger, 1989, p. 81

See Plate 43 for a full explanation of the yantra.

See Bibliography

Bunce, 1994, p. 36

Pal, 1978, pl. 126

De Mallman, 1975, p. 469

Pal, 1978, p. 84 and fig. 122 for a black and white illustration
Kramrisch, 1964, p. 153 and pl. 102

Christie’s Amsterdam, 1997, p. 26, lot 7

De Mallman, 1975, pp. 458-59; Pal, 1967c¢, p. 10

Pal, 1967c¢, pp- 10-27 and 35-42

See also Plate 18.

Pal, 1978, pl. 130

De Mallmann, 1975, p. 255

De Mallman, 1964, p. 111

For an in depth discussion of this subject see Pal, 1977, pp. 176,
185-189

Pal, 1978, pls 129 and 130

Sotheby’s London, 1986, lot g5

The author could not find a definition of this unusual mudra in
either De Mallman, Getty or Bhattacharya. However it is men-
tioned in Pal (1967¢, p. 10) and Beguin (1990, p. 33). The ges-
ture is of a raised hand with palm turned upwards, and suit-
able for supporting an image of, for example, a Tathagata. In
Plate 28, Ushnishavijaya also uses this mudra to support the
Buddha Shakyamuni, and in Plate 5 it is employed by both
Bhrkuti and Hayagriva. Bunce (1994, p. 1021) refers to this
nudra as buddhasramanamudra, meaning a gesture of salutation
or greeting.

Pal, 1967, pp. 22-23

Pal, 1967, fig. 5

Beguin, 1991, p. 109

Pal, 1978, pl. 130

For a Hindu Newari example see Beguin, 1990, pp. 45-46

Pal, 1994, no. 103a and b

Lauf, 1973, pp. 20-27

Lauf, 1976, pl. 60

Blyth-Hill, 1996, 276-277

Wayman, 1973, p. 93

Pal, 1985, p. 216, pl. 21

For an explanation of this nidra see Plate 32

Christie’s London, 1997, pp. 138-139 for a biography of Brian
Hodgson written by Peter J.S. Olney



Glossary

Ablayamudra: 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.

Alidhasana: 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 paubha usually comprise Tara, Bhrkuti, Hayagriva and
Sudhanakumara.

Anjalimudra: 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 bodhisattva of Compassion.

Balarama: Incarnation of Vishnu and brother of Krishna.

Bhairava: Wrathful form of Shiva; his consort is Kalaratri.

Bhrkuti: Goddess attendant on Amoghapasha.

Bhumavarudhajanukun: ‘Knee on earth’ posture.

Bhumisparshamudra: Earth-touching gesture.

Bodhisattva: ‘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

Chakra: "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.

Dakini : A term used to identify those female deities in tantric Bud-
dhism that serve as muses to the esoteric practitioner.

Dharma: The Buddhist law, and one of the Three Jewels of Buddhism

Dharmachakranudra: Gesture of instruction; literally means ‘turning
the wheel of the Law’".

Dhoti: Unstitched cloth of male apparel worn wrapped around the
waist as a skirt.

Dhyanamudra: Gesture of meditation.

Dhyanasana: Posture of meditation.

Dikpala: Group of eight guardian deities of the cardinal directions:
Indra (East), Agni (Southeast), Yama (South), Nirmitti (southwest),
Varuna (West), Vayu (Northwest), Kubera (North) and Ishana
(Northeast).

Durga: Wrathful, multi-armed form of Parvati, very popular in the
Valley where she is thought to be incarnated in the Kumari (‘Liv-

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, chakra.

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.

Garuda: Half man/half bird who is the vehicle of Vishny; also fig-
ures in both Hindu and Buddhist painting as the apex element of
shrine arches, grasping in either claw a naga.

Ghanta: 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 Nairatmya.

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.

Kala: 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.

Kalaratri: Consort of Bhairava.

Kalasha: Vase containing the elixir of life.

Kali: Terrifying form of Parvati.

Kalkin: Incarnation 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.

Kasyapa: Patchwork robe worn by the Historical Buddha, Shakyamuni
and adopted as the official vestment by the Buddhist clergy.

Katakamudra: A gesture of the index and third finger touching to form
a circle; generally interpreted to have a flower-holding purpose.

Kaumari: One of the Ashtamatrika, and consort of Vishnu.

Khandaroha: One of the four Buddhist directional goddesses, associ-
ated with the West.

Kinnari: Mythical half human/half bird creature which figures as an
element of the shrine arches of Newar paubha.

Kirttimukha: “Face of Glory’ mask which sometimes appears as the
arch apex on shrines in Newar paubha.

Krakuchanda: One of the Buddhas of the Past.

Krishna: Incamation 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 incamnation of Durga.

Kundalini: An energy which streams from the lowest to the highest
chakra on the top of the head.



Lakshmi: Primary consort of Vishnu.

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

Lalitasana: Position of royal ease.

Lama: ‘Superior One’; name for high ranking cleric in the Buddhist
community; one of the four Buddhist directional goddesses, asso-
ciated with the North.

Linga: The phallus 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.

Mahalakshmi: 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.

Maitreya: Bodltisattva designated as the Future Buddha.

Makara: Mythical sea creature, and an important element in the shrine
arches of Newari paubha.

Malla: 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: Bodhisattva 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.

Maudgalyayana: Disciple of the Historical Buddha, Shakyamuni.

Maya: Mother of the Historical Buddha, Shakyamuni.

Mudra: Iconographic gesture.

Naga: Serpent

Nagaraja: Serpent King

Nairatmya: Consort of Hevajra.

Nakshatras: Stars, usually depicted as a group of twenty-eight in
Newari paublia, and also considered within the iconography of
Chandra to be his consorts.

Namasangiti: Manifestation of Avalokiteshvara.

Narasimha: Man-lion incarnation of Vishnu.

Navagraha: Nine Planets: 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 Avalokiteshvara shown
holding a lotus.

Pancharaksha: Group of five Buddhist goddesses invoked to ward
off evil and cure illness.

Parasurama: ‘Rama Holding an Axe’ incamation of Vishnu.

Purusha: Buddhist and Hindu concept of the Cosmic Man.

Parvati: (alt. Uma) primary consort of Shiva.

Paubha: Newari term for painted scroll.

Prajnaparamita: The mother of all female Buddhist deities and the
personification of Wisdom.

Primordial Buddha: In Tantric Buddhism considered to be the first
and highest of all Buddhas; known as Vajrasattva or Vajradhara.

Puja: Offerings

Pustaka: Sanskrit term for scripture.

Rahu: The Waning Moon and one of the Navagraha.

Rajalilasana: altemnate term for lalitasana.

Rama: Incarnation of Vishnu.
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Ratna: Sanskrit term for Jewel.

Ratnasambhava: One of the Five Transcendental Buddhas.

Risi: Sanskrit term for an ascetic.

Rupini: One of the four Buddhist directional goddesses, associated
with the South.

Shadaksharilokeshvara: Manifestation of Avalokiteshvara.

Sakti: literally ‘Energy’, and general term for a Hindu goddess.

Samuvara: 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.

Sari: 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 the 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 the Hindu Trinity.

Shrichakra: Hindu goddess and common subject of yantra.

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 Buddbhists, and one of
the Navagraha.

Takkiraja: Protective deity associated with Ushnishavijaya.

Tantra: type of Hindu or Buddhist text which delineates a ‘quicker
path’ to spirituat liberation through a system of rituals, yogic ex-
ercises, and techniques such as meditation and visualisation.

Tara: Literally ‘Saviouress’; female counterpart to Avalokiteshvara.

Tarjanimudra: Gesture of pointing out error.

Tathagata: Alternate name for the Buddha.

Tathagatavandananudra: Gesture of a raised hand with palm turned
upwards, and suitable 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.

Vajra: Literally ‘Thunderbolt’ or ‘Diamond’; form of sceptre held as
attribute by Buddhist deities; ritual implement in Buddhist rites.

Vajrabhairava: Buddhist tutclary and guardian deity.

Vajradhara: Alternate name for the Primordial Buddha.

Vajradhatishvari: Consort of Manjuvajra.

Vajrapani: Bodhisattva whose main attribute is the vajra.

Vajracharya: Priest of tantric ritual often shown making puja in the
bottomn register of Newari paubha.

Vajrahumkara: Guardian deity of Tantric Buddhism.

Vajrasattva: Alternate name for the Primordial Buddha.

Vajravarahi: Literally ‘Adamantine Sow’; consort of Chakrasamvara.

Vajrayana: Literally ‘Diamond Path’; form of Buddhism based on
tantric texts,

Vamana: Dwarf incarnation of Vishnu.

Varadamudra: Gesture of wish granting,.

Varahi: One of the Ashtamatrika and consort of Vishnu.



Varuna: One of the Dikpala, associated with the West.

Vasudhara: Buddhist goddess of abundance and weaith.

Vayu: Vedic Wind God and one of the Dikpala, associated with the
Northwest.

Vidhyadhara: Literally ‘Female Bearers of Knowledge’, but in Newari
paubha they are as frequently male, are often grouped in couples
flying through the air and strewing garlands over the central deity.

Vighnantaka: 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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INDEX
Page numbers in italic refer to illustrations.

abhayamudra, 38, 60, 84, 92, 94, 112, 114, 11§

Abhira Gupta, tribe, 12

Acala, 18, 27; as principal deity in paintings,
64; as subsidiary deity in paintings, 36, 40,
52,56, 70, 82. See also Chandamaharoshana

Adha, 62

Adi Buddha, 25

Aditya, 88

Agni, 24, 25; ; as guardian of direction, 34, 62;
in Buddhist paintings, 68, 76

alidhasana, 98

Akshobhya 25, 27; in paintings, 64; on wood
covers, 112

Ambara, 34, 40, 56

Amitabha, 25, 27; in paintings, 38, 54, 76; on
wood covers,112

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, §2

Amoghasiddi, 25, 27; on wood covers, 112

Ananta, 62

Anantavrata rite, 23, 62

Angara, 40

anjalimudra, 78

Ashoka, 22

Ashtamatrika, 24; in paintings, 50. See also
Mother Goddess

Ashtamivrata 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. See also
Lokeshvara and Padmapani

Bagmati, 11

Balarama, 62

Bardo, deities of, g6

Bhadgaon, 62; See also Bhaktapur

Bhairava, 24; in Buddhist paintings, 52, 70, 86;
in Hindu paintings, 50, 60; in sketchbooks,
120; on wood covers, 114, 11§

Bhaktapur, city of, 11, 13, 14, 20, 62

Bhimaratha, 82

Bhimavrata rite, 27

Bhrkuti, 19, 27; in paintings, 30, 38

bhumavarudhajanukin, posture, 64

bhumishparshamudra, 28, 48, 112

Bhupatindramalla, king, 14, 17, 20; in paint-
ings, 62
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bodhisattva, 16, 23, 25, 26, 27; in paintings, 28,
30, 32, 34, 36, 38, 40, 44, 46, 54, 68, 86, 106,
120

Book of the Dead, 96

Brahma, 23, 24; 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, 12

Brihaspati, g0

British East India Company, 15

Buddha Shakyamuni, 26; as principal figure
in paintings, 58, 49; as subsidiary figure
in paintings, 28, 34, 82, 86; episodes of his
life, 58; in sketchbooks, 116. See 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

chakra, 34, 100

Chakrasamvara, 27; as principal deity in
paintings,s2. See also Samvara

Chakrasamvaratantra, 52

Chakravartin, treasures of, 18; in paintings,
30, 32, 34, 36, 38, 40, 46

Chalendra, 72

Chamunda, 24; in paintings, 50; on paper, 108;
on wood covers,113

Chandamaharoshana, 27, 64. See also Acala

Chandamaharoshanatantra, 64

Chandra, 24-25, 88; as principal deity in paint-
ings, 34, 40, 56

Chandrakanti Devi, 72, go

Chiaroscuro technique, 20, 102

China, 15, 88; painting tradition, 20

Chivikundali, 72

Census, of 1971, 23

Cosmic Purusha, as principal figure in paint-
ings, 100. See also Purusha

Cremation ground, 92

Dakini, in paintings, 52, 88, 96; in sketchbooks,
120, 121

Dancing figures, 18, 36, 38, 46, 62

Dhana, 72

Dhananda, 88

Dharanisamgraha, 26

dharmachakramudra, 46, 92, 112

Dharmadhatuvagishvara, 26; as principal
deity in paintings,92; as subsidiary deity
in paintings, 70, 82

Dharmapala, king, 30

dhoti, 28, 30, 36, 38, 40, 42, 68, 76, 94, 112, 115

dhyanamudra, 112

dhyanasana, 112

Dikpalas, 24-25; in paintings, 34, 42, 62, 82,

90, 92, 110

Donor portraits, 16, 18, 19; in paintings, 30,
32, 34, 36, 38, 40, 44, 46, 48, 54, 56, 58, 62,
68, 72, 78, 80, 82, 86, 90, 92, 96, 104, 114

Dragon, 88, 96

Dream, booklet for interpreting, 110

Durga, 21, 24; in paintings, 60; on paper, 108;
on wood covers, 113j. See
Mahishasuramardini

also

Early Malla dynasty, 12-13; its painting tradi-
tion, 18

Eight Auspicious Symbols, 30, 40, 42, 72, 76,
90

Ekadashalokeshvara, 68

Ekadashamukha, 26

Energy, 110

Enlightment of Buddha Sakyamuni, scenes of,
25; in paintings, 86; in sketchbooks, 119

Europe, influence of its painting tradition, 20

Festival, 21

Five Transcendental Buddhas, 25-26; in paint-
ings, 32, 40, 44, 46, 48, 52, 56, 72, 76, 78, 82,
86, 92, 96, on wood covers,112. See also
Tathagatas

Gajalakshmi, 24; as principal deity in paint-
ings, 84

Ganesha, 24; as principal deity in paintings,
42; as subsidiary deity in paintings, 46, 48,
58, 62,68, 70, 74, 76, 86, 92, 98, 100; as sub-
sidiary deity in sketchbooks,121; as sub-
sidiary deity on wood covers, 114. See also
Mahaganapati and Vinayaka

Ganga, 68, 76

Garuda, in paintings, 36, 56, 60, 62, 74; in
sketchbooks, 118; on wood covers, 11§

ghanta, 25, 86

Goddess Earth, 48

Gopala kings, 12

Gorkha, 11, 12, 14, 15

Gorkhali, 11, 13. See also Nepali

Gupta Devi, 72, 9o

Handscroll, 8

Hanumandhoka palace, 68

Hayagriva, 30, 38, 68, 76, 86

Heruka, 96

Hevajra, 27; in paintings, 70. See also
Kapaladharahevajra

Himalayas, 11, 14

Hinduism, religion, 23-25; community, 100;
practice, 22

Historical Buddha, 25. Sce also Buddha
Shakyamuni and Shakyamuni

Hodgson, Brian Houghton, 116

Holy water, 21

Hva-shang, 100

Ita Devi, 72
India, artists, 15; painting influences, 19; peo-



ple, 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

Islamicisation, of North India, 18; religion, 20

Jain, religion, 20, 100

Jambhala, 28, 72, 118. See also Kubera

Janma, 40

Judgment of Human Deeds, as principle scene
in paintings,102

Kadampa, Tibetan religious school, 28

Kagyupa, Tibetan religious school, 28

Kalachakra, 70

Kalaratri, 23; in Buddhist paintings, 52, 70

kalas, 34

kalasha, 44, 78

Kali, 24; in paintings, 60, 102; in sketchbooks,
120

Kalkin, 62

Kanakamuni, 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, 30

kasyapa, 48, 94

katakamudra, 38

Kathmandu Valley, history, 12-15; nature, 11;
people, 11; city of Kathmandu, 23

Kaumari, in Buddhist paintings, 82; in Hindu
paintings, 50

Kelimalini, 72

Kesa Raja, artist, 16

Ketu, 40

Khandaroha, 52

kinnari, 46

Kirati dynasty, 12

Kirki, queen, 30

kirttimukha, 32, 50, 90

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

Kumari, ‘Living Goddess’, 21

kundalini, 100

Kurma, 62

Lakshmi, 23, 24; in Buddhist paintings, 76, 82;
in Hindu paintings, 62, 84, 102; on wood
covers, 115

Lakshminarayana, 23; on wood covers, 115

lalitasana, 74, 90

lama, 117; in paintings, 28, 54

Lama, goddess, 52

Late Malla dynasty, 14; painting tradition, 19

Licchavi dynasty, 12, 15, 17, 22; inscriptions,
15,22

linga, 24; in Buddhist paintings, 76, 88, 92; on
wood covers, 114

Loden Chogse, form of Padmasambhava, 116

Lokapalas, 100

Lokeshvara, 32. See also Avalokiteshvara

Lunar calendar, 16

Mahabala, 82

Mahaganapati, on woodcovers, 113. Sec also
Ganesha and Vinayaka

Mahakala, 18; in paintings, 36, 46, 48, 54, 68,
70, 76, 80, 82, 92

Mahakarunalokeshvara, 34

Mahalakshmi, 50

Mahamantranushrarini, 27

Mahamayuri, 27

Mabhapratisara, 27

Maharagavaijra, as principal deity of painting,
78; as subsidiary deity of painting, 82

Mahasahasrapramardini, 27

mahasiddhas, in paintings, 28, 100; in sketch-
books, 121

Mahasitavati, 27

Mahendramalla, king, 19

Maheshvari, 50

Mahishasuramardini, on wood covers, 113.
See also Durga

Maitreya, 26; in paintings, 28, 32

makara, 32, 36, 42, 46, 74, 76, 90

malla, suffix, 12

Malla kings, 62; period, 12-14

mandala, 22, 27, 110; in paintings, 30, 46, 104.
See also 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, 110

Mara, 25; in paintings, 48, 86

Matsya, 62

Maudgalyayana, 86, 94

Maya, Queen, 86; in sketchbook, 119

Milarepa, 100

Mithila, 19, 23

Mother Goddess, in Buddhism, 26; in Hindu-
ism, 24. S¢e also Ashtamatrika

Mughal, 19, 56; rulers, 20

Musicians, 18; in paintings, 46

Mystical diagram, 110. See also yantra and
mandala

nagaraja, 32, 34, 36, 42, 44, 46, 62, 68, 86
nagas, 62, 74

Nairatmya, 88

Nakshatras, 24-25; in paintings, 34, 62, 82
Namasangiti, 82

Nandi, in paintings, 62, 74; on wood covers,

11§

Narasimha, 23; in Buddhist paintings, 66; in
Hindu paintings,62

Narendravarman, king, 12

Navagraha, 24-25; in paintings, 40, 62

Nepali, lingua franca of present day Nepal, 11,
13; See also Gorkhali

nila, 118

Niladanda, 82

Nirmitti, 25; in paintings, 34, 62

Nispannayogavali, 25

Original faith, of Kathmandu Valley, 21

Padmapani, 15, 22, 26; as principal deity in
paintings, 76, 86; as subsidiary deity in
paintings, 28, 34; on paper, 106. See also
Avalokiteshvara

Painting schools or academies, 16

Pala dynasty, 18; influence on Newari paint-
ing tradition, 18

Pancharakshas, 26, 27; in paintings, 34, 38, 46,
48, 52, 58,68, 72, 90

Parashurama, 62

Parvati, 24; as principal deity in Hindu paint-
ings, 66, 74; as subsidiary deity in Bud-
dhist paintings, 68, 76, 82; as subsidiary
deity in Hindu paintings, 60; on paper,
108; on wood covers, 114, 115. See also Uma

Pashupati, 22. See also Shiva

Pashupatinath temple, 13, 22

Patan, city of, 11, 13, 22, 23

Patronage, 14, 16-17, 18

paubha, 12, 14, 16, 18, 20, 21

Pema Gyalpo, form of Padmasambhava, 117

Perspective, in painting, 19, 20, 102, 103, 104

Pokhra, Valley of, 11

prajna, 26

Prajnaparamita, 26, 27; in paintings, 34, 38, 46,
48, 86, 90

Prakshamalla, king, 54

Pratapamalla, king, 14, 19

Primordial Being, 100

Prithivi, 88

Prithivi Narayan Shah, king, 14, 54

Purification fire, on paintings, 88, 92; world
of, 102

Purnabhadra, 72

Purusha, 27; in paintings, 100. Sec also Cos-
mic Purusha

pustaka, 32

Qing dynasty, of China, 15

Rahu, 40, 76

rajalilasana, 32
Rajasthan, 20, 56
Rajput, 19

Rama, 62

Rana family, 15, 20
Ranajitamalla, prince, 62
ratna, 32
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Ratnabhadra, donor, 62

Ratnasambhava, 25, 27; in paintings, 32, 90;
on wood covers,112

risi, 50, 62, 86

Rupini, 52

Sacred sites, 21

Sadhanamala, 25

Sagupta Devi, 72, 90

Sahasrabhujalokeshvara, as principal deity in
paintings, 68

Saivite cult, 23

Sakti, manuscript, 108

Sakyapa, Tibetan school, 28

Samantabhadra, 96

Samvara, 70. See also Chakrasamvara

samuvara, suffix, g8

samuat, 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, 9o

sari, 66, 74, 80, 84, 109, 113

Sariputra, 86, 94

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.
See also Historical Buddha and Buddha
Shakyamuni

Shamud-din llyas, sultan of Bengal, 13, 20, 54

Shantikaracharya, mythological king, 54

Sherpa, 11

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,
115

Shoba, 34, 40, 56

Shrichakra, as principal deity, on paper, 110

Shri Gangadhara S’arma, 60

Shri Svayambhu Jyotirupa, 54

Siddhartha, in paintings, 86; in sketchbooks,
119

Siddheshvara, donor, 62

Siddhilakshmi, 24; as principal deity in paint-
ings, 6o

Siddhinarasimha, king, 14

Sikkim, 11

Sitatapatra, 27; as principal deity in paintings,
8o

Sitatara, 76

Skeletons, depicted in paintings, 88

Stithimalla, king, 13, 23

stupa, 22, 25; as principal subject in paintings,
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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, 40, 68

Suryodaya, mythological king, 90

Sutra, Buddhist, 106

Suvarnadeva, priest, 62

Svayambunath 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

tantra, 22, 88, 110

Tantric Buddhism, 22. See also Vajrayana Bud-
dhism

Tantric Deities, as principal deities in paint-
ings, 70, 98

Tara, 19, 27; in paintings, 28, 30, 38, 44

Tarai, 11

tarjaninudra, 42, 60

Tashilhunpo, monastery in Tibet, 17

Tathagatas, 58. See also Five Transcendental
Buddhas

tathagatavandana, 9o, 115

Tejas, 88

Thakuri period, 12

Tibet, 11, 15, 16, 17, 20, 23, 25, 88, 94, 96

Tibeto-Burmese, language, 11

Transitional period, 12, 14

Ucan, Tibetan script, 117

Udha, 62

Uma, 24. See also Parvati

Umamaheshvara, as principal deities on
wood covers, 11§

urna, 100

Ushnishavijaya, 27, as principal deity in paint-
ings, 82; in sketchbooks, 120

Vairochana, 25, 27; in paintings, 80; on wood
covers, 112

Vaisali, region in North India, 12

Vaishnava cult, 22, 23

Vaishnavi, 50

vajra, 25, 32, 86, 98

Vajrabhairava, 70

vajracharya, 16, 18; in paintings, 30, 32, 34, 38,
40, 44, 46, 48, 54, 56, 58, 62, 72, 82, 86, 92;
on wood covers, 114

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 deity in paintings,
52; as subsidiary deity in paintings, 70; in
sketchbooks, 116, 120

Vajrayana Buddhism, 22, 27. See also Tantric

Buddhism

Vamana, 62

varadamudra, 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, 24, 32,
38, 58, 76, 100

Vasudharanamastottarasatam, 72

Vasudharoddesha, 72

Vayu, 25, in paintings, 34, 62, 88

Veshavarna, 72

vidyadharas, 20, 28, 38, 42, 54, 56, 58, 74, 76, 84,
92, 94, 100

Vighnantaka, 70

Vinayaka, 24. See also Ganesha 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, 6o,
74, 84, 102; in sketchbooks, 118; on paper,
108; on wood covers, 113, 114, 11§

Vishnumati, 11

Vishvabu, 26; in paintings, 30

Vishvavajri, 64

ynksha, 32, 72

yakshadhipa, 72

Yakshamalla, king, 13

yakshini, 72, 90

Yama, 25, 88; in paintings, 34, 102

Yamari, 70

Yamuna, in Buddhist paintings, 68, 76

yantra, 22, 110; in paintings, 66; on paper, 110.
See also mystical diagram

Yarlung dynasty, 16

yidam, 52, 88

Yoga, 27, 110

Yogambara, 70

Yogi, 110; practice, 22

yoni, in paintings, 76, 92; on wood covers, 114

Zodiac, figures of the, 62
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