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ABSTRACT OB THESIS

The thesis of this work is that the study of XXth century 
Himalayan art is not only a subject worthy of serious 
historical research in its own right, but may also help 
to shed more light on the history of Tibetan and Himalayan 
art in general. It is divided into a foreword and five 
chapters.

The Foreword (pp. I-XIV) justifies the choice of the 
subject, discusses the problem of copying and explains 
the methods followed in the research.
Chapter One (pp. 1-46) is a comprehensive account of 
the relationship between Newars and Tibetans at cultural, 
artistic, social and economic levels from the VTIth centu
ry A. D. to the present day.
Chapter Two (pp. 47-105) introduces and provides brief 
accounts of the lives of thirteen leading Newar and La
dakhi Sculptors. The biographical data include details 
of the artists* chief or more representative works, with 
their dates,' size, materials, techniques and locations.
Chapter Three (pp. 106-196) is concerned with the study 
of statuary metals and alloys. It defines the use- of 
and discusses the term "bronze" (3 pages), reviews early 
brass, copper and bronze statuary from northern India in 
the light of the available metallurgical analyses (10 
pages) and deals with recent metallurgical analysis of 
Tibetan and Himalaya metal images (6 pages), with parti
cular reference to the Cleveland Buddha (6 pages). After 
summing up the technological implications of the data 
taken into consideration (3 pages), it describes the 
metals and alloys used in great detail, with the loca
tion of the mines, methods of extraction, trade, use 
in statuary,*"and Tibetan terminology: copper (14 pages); 
zinc (9 pages); brass (7 pages); tin (2 pages); bronze 
(13 pages); silver (4 pages); gold (9 pages); iron (3 
pages); and mercury (3 pages). Tibetan literary sources 
as well as Western information gathered in situ are used 
extensively.



Chapter Pour (pp. 199-237) describes the modelling 
techniques (6 pages), investment and removal of the 
wax (3 pages), a timed casting (4 pages), and the re
moval from the mould and cleaning of the cast (4 pages). 
Nine pages are devoted to gilding and five to the problem 
of forgeries and conclusions.
Chapter Pive (pp. 238-279) is concerned with the sources 
used by the artists and discusses their iconography (11 
pages), iconometry (10 pages), and problems of style (12 
pages).
The Bibliography (pp. 280-300) contains 280 entries.

Total number of pages; XIV + 300 with a minimum average 
of 200 words each and 99 illustrations.
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I

FOREWORD

When I first visited Nepal in 1972, I was struck by 
the high standards of workmanship of religious metal images 
and ritual objects' produced by the Rewar artists of the 
city of Patan. As a keeper of the Aniko Colledtion (Geneva),
I purchased a number of fine contemporary raetal images which 
I exhibited in Switzerland and London in subsequent years. 
Later, I realized that knowledge- of Tibetan or other Himalayan 
languages is essential to any historical approach to Tibetan 
and Himalayan art based on literary and epigraphic evidence.

During' a fifth stay in the Nepal Valley, in 1977? I 
spent eight weeks in Patan in the house of the Rewar sculptor 
I-Calu Kuma, interviewing the major artists in the country 
and visiting their most representative works in the Valley,
I was helped in my task by Newar friends,, including the 
scholar Hem Raj Sakya, chief epigraphist of the Department 
of Archaeology of Nepal, My objectives were to gather bio
graphical information on the main artists active in the 
Valley and to locate, measure, date, photograph and study as 
many images as they'might have produced. The thesis behind 
such * research was that Himalayan art was still alive, the 
hypothesis being that the particular forms of Buddhism 
promoting its creative endeavour srblll constituted a vital 
religion.

In 1978, a grant from the Central Research Fund of the 
University of London enabled me to extend my research 1 0 

Ladakh, where I applied the same methods as I had used in 
Nepal: on the basis of the information gathered from the
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artists, themselves, I located their paintings and sculptures 
in the various temples and monasteries of the area, where I 
was able to obtain additional and comparative data. During 
that summer, I also completed the research started the 
previous year in Nepal, again spending four weeks in the 
artists’ quarter of Oku Bahai, in Patan.

Not all the images produced by the best Himalayan artists 
are commissioned by religious patrons; a large percentage 
is absorbed into the art market and distributed, directly 
or indirectly, to collectors, religious devotees, as well as 
other dealers. This process often raises the apparently 
inevitable Western question of the "genuineness” of such 
works of'art. The question is naive to the extent that Himalayan 
artists have been copying for centuries, not only on account 
of the iconographie and iconometric rules with which the 
Brahmanical, Buddhist and Bon pantheons have been codified, 
but also in a literal sense, as the captions at the 
exhibition ”Dieux eh Demons de 1’Himalaya", Paris-Munich 
1977, clearly acknowledged. Ancient, icons were often "replicas"* 
of earlier works,, although their models cannot always be 
traced, just as from the VJIIth century Buddhist scriptures 
were taken into Tibet, faithfully translated, and diffused 
by copying and, later, by printing. This comparison is not 
hazardous, because religious images, like books, are supports 
(Tib,: rten) of the doctrine, and the artists’ own need of

* Of. B^guin (1977: 14; 70, Nos. 11, 13, 14, 15, 17; 75, No.
21; 1 0 5; 120, No. 99; 30; 124; 127; 132-3, Nos. 103-5; 193 
and 1 9 5, NO. 219; 243,* 244, No. 286). Cf. also Pal (1969:
32, 92-3 and 146-7, Nos. 51-4).-
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self-expression has no relevance whatsoever to the aesthetics 
deriving from such a primary consideration.

Referring to Tucci’s pictures of altars in Tibetan 
temples (Tucci, 19^9: 172 and 17^-5j figs,. 1, 2 and ,
Pal (1969- 31) reminds us of the fact that the very continuity 
of styles in Tibetan sculpture was "due to the sanctity 
attached to particular icons’1 and points to the "Tibetan 
sculptor’s constant exposure to extraneous influences.". 
Recognizing a particular image of Hayagriva appearing, on a 
Newar pata as portraying a famous wooden statue from a temple 
in Bhatgaon, Pott (1971-2: 6 5) overstates the case by claiming 
that "whenever we encounter representations on the thangkas 
from Nepal and Tibet of very important, figures from the 
Buddhist pantheon, we may be sure that they were meant to 
depict concrete sculptures, venerated by devotees, and not 
reproductions from miniature illustrations in manuscripts 
known only to specialists in iconography."*. The custom of 
copying from statues must have been common during the early 
period of Tibetan art, particularly when new sets of 
divinities, like the sthavirsis, were introduced, (cf. Dagyab, 
1977, I: 61-2), and the Cleveland Buddha**itself' may conceiv
ably be a copy from an earlier Kashmiri metal image. However, 
it would be a mistake to confine copying to the early stages 
of Tibetan statuary. We know, for example, that the Tibetan • 

scholar Taranatha (b. 1375) commissioned Hewar sculptors

* The reproduction of particular statues, including the 
garment and attire they actually wore, v/as known also in 
the Pala period (cf. Griswold, 1957: 4o).

** See ch. Ill, p. 12h ff.



The temple of Mahabuddha (Mahabodhi). Patan. 1935.
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"to model a statue of Jambhala, in the Indian style" (Tucci, 
19^9* 278). A number of XVIIIth and XlXth century Tibetan 
images in Indian style exist in Western collections (cf., 
for example, Beguin, 1977: 71 and 73, Nos. 18 and 19^and 
Sotheby's catalogue of the sale "Lama" of the 23rd June,
1980: 26, No. 36). There is little doubt that other Tibetan 
scholars before and after Taranatha v/ere fond of having 
replicas of images belonging to foreign cultures and styles 
made*(cf. ch. Ill, p. 170, n. 1).

Styles are very persistent in Tibetan art, whether in 
the surfacing of ancient or alien aesthetic ideas, as in 
the examples mentioned above, or in the uninterrupted and 
obstinate use of particular features, as in the landscape of 
a Tibetan thang-ka dated 1829 and described and illustrated 
by Pal (1969: 80 and 1̂ .2-3, No. 3k)* There is little point 
in undertaking any historical study of Himalayan art unless 
it is clearly understood that "the aim of the Tibetan artist 
(...) was not to create something which expressed his own 
ideas or personality but to preserve as much as possible the 
continuity of the tradition in which he had been trained. As 
a rule there was 110 desire to innovate or depart from the 
conventions which had been observed by the previous generations

* On the question of copying, Lowry refers me to an excellent 
monograph by Griswold (1 9 6 9: 32-^3), w^° "takes copying 
for granted in Buddhist art. In Lowry's own words, "it is 
a thoughtful article, which, although about Thai bronzes, 
has some general application to the making of Buddhist 
bronzes elsewhere.". Griswold (1969: 17-18) draws attention 
to the fact that the Hinayana sculptor "unlike European 
artists (...) has no desire to be original. On the contrary, 
he prides himself in being a copyist (...) In this way, a 
few models would each inspire an endless series of imitations 
Some of the imitations might be made not long after the 
model itself (...) others might be made decades or centuries



to do so would not only have been disrespectful to his 
religion but also might diminish the efficacy of the image 
he was making or painting, (Lowry, 1973: 6)*

Thus the same applies to painting*, where popular methods 
of outlining the design on the canvas have long been by 
"transfer"** and, at least since the XVIIIth century, by 
printing the whole composition with wood blocks or engraved 
metal plates in order to meet the growing, demand of the Newar 
and Eastern, markets for icons (cf. Tucci, 19^9: 41?; and Pal,
1969; 26, 30, 68 andL 138-9, No. 22). Examples of actual or 
purported replicas in Tibetan and Himalayan architecture are 
known too: bSam-yas in Tibet and Mahabuddha. in Patan are the 
first which come to my mind. The latter is a replica of the 
Mahabodhi temple at Bodhgay^V^he state temple of. Pa^upatinath 
served as a model for a number of replicas, including the XlXth 
century "Nepalese temple" in Varanasi (Wiesner,.1978: 1-2). Since 
copying is not far short of compulsory in Tibetan and Himalayan 
art, we cannot associate a criterion of uniqueness, with the notion 
of "genuineness" without falling; into the trap of judging; 
religious art in accordance with post-mediaeval aesthetics,

later.". Thai artists would also "take pains to reproduce the 
unfamiliar iconography" of alien models.
* Cf., for example, Beguin (1977: 30 and 12?, No. 103), Pal

(1969: 50 and 131-2, No. 2)-, Lowry (1977: 88), and Monod-
-Bruhl (193^: 6).

** Cf. Stein (1921, IX: 969; and LV, pi. XCIV, CH 00159) for
the reproduction of a large (2*6" x k'6") buff paper
"drawing used for pounce, representing Buddhist divinities", 
from Tun-huang. Such a large pounce was presumably used 
for mural painting, as I saw one used in Leh, in 1978.

*** Its sikhara was rebuilt after the earthquake of 193*f*
See also ch. II, p. 63* The temple was originally
erected in the XVIIth century (Snellgrove, 1978: ij-22, No. 3*f0).
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or commercial standards based on the lav/ of supply and demand, 
whereby the value of an object is assessed first of all on 
the quantitative basis of its rarity and.;. Moriginality".

Copying has not the same meaning for Himalayan artists 
as for us, because their eyes have not yet been c.onditioned 
by the camera. This allows for a slow process of stylistic, 
evolution, in which sudden returns to more ancient styles 
may occur. Griswold (1957: 35) shows how Indian Pala-Sena 
statuary suddenly started being copied in. Thailand as late as 
the second part, of the XVth century. The same occurs for 
XXth century Newar artists, who may be inspired, for example:, 
by the statuary of the Malla period (cf*. ch. II, p. 100), 
However paradoxical that may appear to our post-mediaeval 
Western eyes, the suggestion is permitted that in Himalayan 
art authenticity is transmitted through copying and that 
innovation, rather than copying, should raise the issue of the 
"genuineness*1 of individual pieces.

Another criterion by which to establish the "genuineness" 
of contemporary Himalayan art consists in attempting to 
ascertain whether the object under consideration has been 
intentionally made by the artist for ritual purposes. This 
task is made awkward, if not impossible, by the circumstance 
that, although artists sometimes receive their orders directly 
from patrons, they are more often commissioned, by middle-men 
or dealers. In the latter case, the final destination, of. their 
work is unknown to them and they are in no position to check 
whether it will be used for ritual purposes or not. Therefore, 
not even a criterion of intention can establish the "genuine
ness" of a religious art object.
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A third, rather idealistic, hut not altogether naive 
criterion in the absence of a seriously scientific one, is 
that of the "sincerity” of the artist. This issue, questioning 
whether or not the foremost. Himalayan artists live and work 
with whole-hearted religious faith, cannot possibly be raised 
by any person having made the effort to watch closely and 
spend some time with any one of them because, for all their 
human limitations, their lives are permeated by religion. As. 
to Newar artists in particular, all but one belong to the two 
upper religious castes of the Buddhist Newar social pyramid, 
and the one exception, the sculptor Kalu Kuma, is a model of 
virtuous Buddhist life.

A fourth, and. perhaps more significant, criterion is 
the response of the Himalayan cultures directly concerned to 
the. contemporary production, trade and display of religious 
images, some of which were not traditionally kept in public 
places, but worshipped only in the family's private shrine- 
-room (agama). It has been suggested, for instance, that 
Newar artists of this day suffer from a "crisis of identity”*, 
as they no longer produce images for an exclusively religious 
market, but depend largely upon the art dealers' demand; and, 
furthermore, that they would be puzzled and troubled by the 
sizeable amounts of money spent on the contemporary Western 
art market for objects which in their eyes do not really look 
like "art”. On the other hand, there is some evidence that

* From that same socio-psychological viewpoint, it might be 
argued that the Newar artists's "crisis of identity” is ̂ 
at least as old as the loss of Newar independence to the 
Gorkhas in 1768-9, when royal patronage almost disappeared.
If such were the case, aid however endemic or institutionalized 
the crisis might be, the least we can say is that Newar art 
has survived very well, as the large number of inscriptions 
dating fine works of art to the last two centuries proves.
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the occasional acquaintance with Western art, whether ancient 
or modern, has stimulated rather than warped the creative 
efforts of Newar artists, as was the case for the great painter 
Ananda Muni Sakya (1903-19^4) end his son Siddhi Muni Sakya 
(b. 1933). This need not shock us, because, conversely, 
oriental influences have "contaminated” Western art at. least 
since the Middle Ages, and art historians would not dream of 
criticizing, say,\St, Mark's Square in Venice for its oriental 
intrusions and components. As to the change in the nature of 
their patronage, and its consequence that in the second half 
of this century artists started, to fashion statues for the 
art market and not only for Buddhist and Hindu devotees, it 
should be pointed out that a trade of Newar religious art 
objects existed before the Western demand for Nepalese art 
increased in the nineteen-sixties*. The sale of ready-made 
icons to pilgrims in holy places, as may be observed today at 
the entrance of the Pasupatinath temple in the Nepal Valley, 
is not a recent phenomenon. At Bodhgaya, for example, replicas 
of iakyamuni in bhumisparsa mudra in typical Pala-Sena style were 
carved in high relief. 011 slabs of black stone for sale to 
wealthy pilgrims (Griswold, 1957• 37). Although collecting' 
Himalayan art is a. Western hobby at least one century old, 
Buddhist and Hindu pilgrims and travellers today purchase 
religious ready-made art objects- from the very same Newar 
shops which also sell them to Westerners or export, them to

* An "image factory in Nepal”, for example, is mentioned 
by Majumdar (1926’: A26).
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the West. Artists and local dealers do not appear to toe 
shocked by the importance of the role they play in supplying a 
world-wide art market with religious images. Instead, they 
have been puzzled toy the Western demand for antiques, because 
their evaluation of ancient idols is not based on criteria 
of rarity or age, but rather on the sanctity they may have 
acquired through their reputation. After all, !1art collecting" 
with its Western connotations is hardly conceivable in the 
Nepal Valley, where art treasures are on permanent.display 
at almost every street corner, some of them produced by XXth 
century artists. The private shrines of Newars, Tibetans,.. 
Ladakhis and Bhutanese are often furnished with XXth century 
idols, as the age of a ritual support of meditation does not 
matter to them as much as its real function. It is true that 
many}':Newars resent the occasional display in art dealers.1 
shops of divinities such as ^amvard, which would never be 
publicly shown because they are the object, of a special 
veneration. The.sculptor Kalu Kuma, who excels in the modelling 
of yab-yum deities, has failed to produce an image of.
^amvara for that very reason. In addition, it is undeniable 
that once upon a time orders would be- placed with an artist 
or workshop,and art objects could not. be found in the bazaar* 
Candler (1905: 339) noticed how British officers of the 
Younghustoand expedition haunted the Lhasa "bazaars searching 
for curios, but with very little success (...) Religious 
objects are not sold.". However, for popular deities which 
need.no secret■worship, the issue is clear-cut and there 
is no question of raising' any artificial barriers between 
what is more sacred and what is less sacred, or even between
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what is '’intentional" and what is not. To the man in the 
street., all gods, are worthy of devotional respect, no matter 
what the nationality or creed of their bu^er might be*.

In view of the above considerations, I have come to 
take a. rather pragmatic, attitude towards the question of 
"genuineness", and to be slightly wary of value-judgements 
and Western aesthetics applied; to oriental art. I eventually 
reached the conclusion that discriminating between "genuine 
art" and "art for tourists", "good art" and "bad art", and, 
even worse, between "originality" and "imitation" in the 
field of Himalayan religious art today, is a pastime which 
ought to concern art dealers rather than art historians. In 
the'hands of any scholar with a seriously scientific approach, 
it may turn into a futile exercise. Accepting Wittgenstein’s 
view that metaphysical and ethical propositions cannot be 
expressed by language, I have limited myself to gathering 
facts and comparing data about something whose reality and. 
strength seem to be beyond any doubt, namely, Himalayan 
religious art.

Scholarly assessment of the present, state of-Newar art 
is not unanimous. Nepali (1965: 53) suggests that "the metal

* A curious and significant incident occurred at Tribhuvan 
airport on my departure from Kathmandu on September 28,
1978.. The customs officer inspecting my luggage insisted 
that 1 should remove a rubber shoe-sole which was 
protecting a few contemporary brass images which I had 
purchased in Patan: "They are gods!", he repeatedly 
exclaimed. To me, that was the final answer to the question 
of whether any icon, irrespective of its age, is "genuine" 
in' the eyes of the people to whose culture it belongs, as 
long as that culture is alive.
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and wood-working occupations, being' in the hands of the higher 
castes, the specialization and the great skilfulness acquired 
in these fields are bound to languish, since they have the 
best opportunity and means for higher education which naturally 
favours an intellectual and modern type of occupation. The 
process of traditional knowledge and expe'rtness being handed 
down.from father to son in matters of arts and architecture 
is threatened, since educated men have a tendency to despise 
such hereditary avocations.41, Nepali (19<55i further
maintains that "the Newari artisans are slowly abandoning their 
hereditary occupations in favour of more gainful employment. 
This brings us to another point: namely the need to preserve 
their craft-skill which made them widely famed people.". These 
statements are based on material collected by Nepali for the 
Ph. D. thesis he submitted in 1959, on the eve of a 
renaissance of Newar metal statiiary. Singhfs remark that 
"the religious art of. Nepal is even today a living reality" 
(Singh, 1971: 22.3), is strongly contrasted by Kramrisch's 
assertion that "no living art supports (...) any longer" the 
"seasonal rites and festivals" of Nepal (Kramrisch, 196̂ -: k9) • 
Kramrisch's claim coincided with a period of extensive activity 
for a number of the Newar artists reviewed in this thesis.
To establish the truth, I was obliged to break the anonymity 
surrounding traditional Newar art. Having managed to locate 
a fair number of statues and paintings scattered not only 
over Nepal, but also in India, Bhutan and other parts of the 
Himalayas and the West, 1 was appalled to find that, apart 
from Alsop and Charlton (1973), ro art historian had seemingly
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attempted, to establish the validity of. the above statements 
by means of serious and systematic research in the field, 
or even tried to:apply methods which; are traditional in the 
study of Western art to the scrutiny of XXth century Newar 
art. The only two serious studies existing on the subject 
were an article by Alsop and Charlton, mentioned above, and 
another by Labriffe-Aris (1973).

The main criterion which I decided to adopt in the end 
was based on the assumption that if the artists and. their 
materials, techniques-, iconography and iconometry are the 
same today as they were in the past, all other criteria 
became irrelevanti As I see it, live tradition alone is 
sufficient to guarantee the continuation of the past into 
the present and may justify the existence and study of XXth 
century religious Himalayan art in its own right. Subsequently, 
I became aware of the possibility that a detailed study of 
present-day artists and their materials, techniques, and 
iconographic and iconometric sources, îiay also serve as an 
irreplaceable platform wherefrora to delve into the art of 
the past,, and may help to put it in a better perspective 
than that provided by the history of aesthetic ideas alone.

No less strong for me than the spell cast by the study 
of ancient art is the fascination of dealing with living 
artists, to which I may add the feeling that a too exclusively 
archaeological Interest In any cultural heritage may easily 
lead to overlooking its less remote aspects and present 
impact, in other words, all that keeps it alive. The study 
of a contemporary artistic tradition has the undeniable 
advantage of availing itself of first-hand material and of
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dealing with certainties more than with guesses, at the same 
time offering the challenge of discovery. The choice of 
XXth century Himalayan art as a subject for study cannot be 
dismissed for its being', in .fieri, because its static quality 
hardly allows it much development.. Furthermore, twenty years 
after.the Chinese began introducing their sets of values into 
Tibet and north-eastern Ladakh*, one hundred aid fifty years 
after Ladakh was lost to Jummoo and Kashmir, and two centuries 
after the Hindu Gorkhas conquered the Hindu-Buddhist. Newars - 
- not. to mention the annexation of Sikkim by the Indian Union 
in 1975 - it is urgent to make a survey of what survives 
of the religious artistic tradition in the Himalayas before 
it is too late. It ought to be mentioned here that being 
unable to visit Tibet proper is not necessarily a disadvantage 
in the study of XXth century Himalayan religious art, 
because,- as a manifestation of traditional Tibetan culture 
before the Chinese invasion of the country, it certainly 
survives in a more traditional form outside Tibet itself (cf. 
Denwood, 1978 repr,: 2), Furthermore, quite apart from any 
academic preoccupations, it is vital, for the purpose of 
preserving high standards of craftsmanship, that Western 
collectors and museums start to recognize and patronize its 
foremost representatives.

The recent problem of forgeries cannot be tackled without 
taking into account the above considerations. The appearance

* In 1959, Chinese forces occupied a sector of south-eastern 
Ladakh and built a roeid across it. In 1962, China invaded 
and annexed some 28.500 square kilometres of north-eastern 
Ladakh, the desolate high plains of the Aksai Chin. North- 
-western Ladakh had- already been seized by Pakistani forces 
in 19k7.
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of more or less sophisticatedly antiqued Himalayan sculptures 
and paintings on the international art market depends largely 
upon commercial and aesthetic values peculiar to the West.
Any art critic refusing to acknowledge and support contemporary 
Himalayan art not only does a. blatant injustice to its 
practitioners, but also encourages a handfiil of dealers and 
forgers to make a living out of the trade of fine sculptures 
and paintings antiqued without the knowledge or consent of the 
artists, just for the sake of making them more palatable to 
Western tastes.

If Western collectors and tourists are not ready to 
purchase and pay for the fine art pieces produced by 
contemporary artists, and persevere in wanting to empty the 
Nepal Valley of its ancient treasures with the weapon of 
money*, Newars will continue to defend themselves in the only 
way which is left to them, by making look old and dirty an 
art which some Westerners can appreciate only when old and 
dirty.

An alternative to the latter, alas rather common, 
attitude of mind is the responsible approach of people like 
John Sanday, the British architect in charge of the restoration 
of Hanuman Dhoka, the Royal Palace of Kathmandu, under the

* Gf. Lockwood (1979: 16): "Foreign buyers continually 
bribe poorly-paid guards and civil sevants for precious 
bronze and wooden statues (*..) It is now rare to find a 
temple that has not been scarred by theft or decay.1'.
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sponsorship of U. N. E. S. C. 0,- Notwithstanding initial 
difficultiesi .Sanday (1 97 -̂: 1 2) managed to find and train 
excellent artisans from the Silpikara caste* to restore and 
clean the hundreds of wooden carvings of Banuman Dhoka, a 
delicate task whose splendid results may be admired, particu
larly by those who have seen the palace before and after 
the completion of the restoration project;. Sanday also 
rediscovered the ancient technique of brick-making and pre
pared a body of skilled artisans to carry on conservation 
with traditional methods; in the future, and avoid that kind 
of dependence upon financial assistance which has made of 
Venice an international beggar.

* Sanday’s statement that the ”Silpkar caste (...) is a 
stone masons caste” is contradicted by L^vi (1 9 0 5, I:
233j No. 21), who simply defines it as a class of artisans 
in the traditional system devised by the Mallas in the 
XlVth century. The name, however, does not seem to be 
used to designate a particular caste in any study of the 
XlXth and XXth century Newar caste system. Furthermore, 
h^vi- (ibid, 2 g l ,  Bo. 21) and Hodgson (in Chattopadhyay, 
1 9 2 3: 5 1 6) mention;1' the Lohankarmi as stone cutters and 
builders for private and religious purposes, and stone 
workers, but nowhere does Silpikara appear as a name 
indicating; any actual caste of our day, or in connection 
with stone work. On the Sikarmi caste of carpenters and 
wood carvers, see ch. I, p. 2 7 .
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Chapter I

NEWARS AND TIBETANS: A HISTORICAL SKETCH OF THEIR RELATIONSHIP 
AND KINSHIP WITH PARTICULAR REFERENCE TO ARTS AND CRAFTS

In Tibet.
In 1721, the Jesuit missionary Ippolito Desideri recfcu-ved. 

the order from Rome to leave Lhasa and return to Europe. 
Desideri, who had reached Tibet via Ladakh, went back via Nepal, 
through Bhatgaon and Kathmandu. During his stay in the Nepal 
Valley, he noticed that the "Newars are active, intelligent, 
and very industrious, clever at engraving and melting metals'*
(de Filippi, 1937: 314), although he found them guilty of 
various faults and did not quite appreciate their peaceful 
nature* Desideri*s remarks are amongst the first European 
impressions of the Newars, and precede by about fifty-five years 
the Gorkha conquest of the Newar city-states in 1768-9. Twenty- 
-four years after Prthvi Narayan had managed to overcome 
Newar resistance completely, through, treason and slaughter, 
Colonel Kirkpatrick similarly noticed that the Newars "are a 
peaceful, industrious, and even ingenious people” andioubted 
"whether this nation have been at any period of a war-like 
disposition. (...) Their occupations are chiefly those of agri
culture, besides which they .almost exclusively execute all the 
arts and manufactures known in this country," (Kirkpatrick,
1975 repr,: 186). Kirkpatrick did not fail to realize that 
Newars "work very well in iron, copper, brass &c. and are 
particularly ingenious in carpentry, though it is remarkable 
that they never use a saw, dividing their wood, of whatever 
size, by chissel and mallet. They export to the southward 
some of their brazen utensils..." (Kirkpatrick, 1973 repr.:
210)* Kirkpatrick*s observations still hold true now, about 
one hundred and ninety years after his mission to Nepal. The 
Newars are a peaceful and sincerely religious people, of which 
the Jyapus, or cultivators, constitute by far the majority of 
the population, the rest belonging to various occupational 
groups, including several classes of craftsmen.

The excellency of Newar craftsmanship was noted as 
early as the VTIth century by two well-known Chinese pilgrims,
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Hiuen Tsiang* (or: Yuang Chwang) and I Tsing, who never visited 
Nepal, but obviously gathered’, their information from Indian 
sources (cf. L^vi, 1905} I: 153-3). The earliest first-hand, 
account of Newar architecture and.statuary is probably based 
on the observations of the Chinese envoy Wang Hiuen-ts’e, who 
was in the Nepal Valley on more than one occasion, once on his 
way to India at the head of a Chinese mission which was sent 
there by imperial order in 657 (L^vi, 1905, I: 157): "In the 
capital of Nepal** there is a construction with storeys (...) 
divided in three terraces, and each terrace is divided into 
seven floors. In the four pavilions there are statues to amaze 
you. Stones and pearls decorate them" (cf. L^vi, 1905, I:
159)* Since then, most serious scholars and visitors to Nepal 
have not failed to notice the high standards of Newar arts 
and crafts*** and, commenting on the remarks made by the two 
above mentioned Chinese pilgrims, Snellgrove (1957: 102) 
concludes: "The Newars are still good craftsmen..."..

From the Xlth and Xllth centuries,"Newar craftsmanship 
(...) began to amalgamate with Tibetan craftsmanship with the 
result that a single indistinguishable style was created" 
(Snellgrove, 1978: 358), thus constituting a particular 
tradition which has prospered alongside the production of more 
typically "Tibetan" and "Newar" images. How did this amalgam
ation into one Tibeto-Newar style come about? To answer this 
question, I shall review ver5»- briefly the artistic as well as

* Cf. Beal (II: 80): "They are unlearned but skilful in the 
arts,". Cf. also Watters (1905, II: 83)- With regard to the 
former point., Hiuen Tsiang somehow contradicts himself by 
adding that Amsuvarman (610-639 A.D.) was distinguished 
for his learning and esteemed learning (Si-yu-ki, end of 
Book VII).

** Patan was probably the capital of Nepal under Narendra deva
(0.645-680,), to whose reign-the Chinese account actually refers.

*** Cf., for example, Wright (1972 repr,: 46) and L^vi 
(1905, I: 249 and 306). However, few of the scholars 
who visited Nepal acknowledged the originality of Newar 
art, which they dismissed as having been derived from 
India or China: "The Newars (...) have made many attempts 
at the fine arts, in which they have followed chiefly 
Chinese, but also Indian models" (Hodgson, 1972 repr.,
II: 33).
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the ethnic, economic, social and religious interaction which 
has characterized the relationship between Tibetans and 
Newars Tor over a millenium until this day, my hypothesis, 
being that the study of arts and crafts cannot be separated 
from the history of the people and societies which produce 
them. In particular, I shall provide some documentary evidence 
to establish the truth of' the assumption that "for the past 
thousand, years or so Nepali metalsmiths have remained the 
principal image-makers in Tibet." (Pal, 1974: 31)*

According to traditional accounts,"the first, Buddha 
Images were brought to Lhasa from Nepal in the first half of 
the seventh century" (.Snellgrove, 1978: 351) and others were 
brought by king- Srong-brtsan-sgam-po*s Newar queen. The holiest 
image in Tibet, known as Jo-bo, the "Lord", which purportedly 
represents ^akyamuni as a young prince, is reputed to be one 
such figure . Although "it is fairly certain that there were 
already trading connections between Nepal and Tibet, long before 
the Tibetans became a recognized political power" (Snellgrove 
and Richardson, 1 9 6 8: 26,), the presence of Newar sculptors
in Tibet from the early vilth to the mid-IXth centuries is 
frequently mentioned in Tibetan historical works. For example, 
the Tibetan king Srong-brtsan-sgam-po (627-649) "commissioned 
the celebrated Nepalese craftsman Khre-ba to have eleven 
images of Avalokitesvar.a made which were t o be of the same 
size as the king" himself" (Dag'yab, 1977, I: 36;. N o'tiit and 
Turnbull (1968: 143) state that Newar "architects!-and builders 
and all the necessary craftsmen were sent from Nepal" for the 
work on the Jo-khang during the first half of the Vilth 
century. A Newar (Tib.: Bal-po) artist^is mentioned in the 
sBa-bzhed in connection with the erection of statues for a temple 
to Aryapalo built on the south face of bSam-yas by Khri-srong- 
-lde-brtsan in 775 A.D. (Karmay, 1975: A and llJh, 1,7). By 
then Newar statuary was highly thought of in Tibet and, 
half a century later, king-Khri-gtsug-lde-brtsan* (Ral- 
-pa-can, 805-836) invited Newar sculptors to work on stone ; 
(Stein, 1962; 245) and to contribute to the construction of

* B^guin (1977: 125) confuses this king with Khri-srong-lde- 
-brtsan (742-798), who ^retired from public life in 797 (...) 
Some sources say that Khri-srong-.lde-brtsan died at Zungkar 
the following'year" (Shakabpa, 1967: 46).
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in 'IT-shang-rdo (Karmay, 1975* 5)*. In later times, Newar 
craftsmen 1,brought many skills to Tibet, especially that of 
metalwork." (Snellgrove and Richardson, 1968: 50).

During the Sa-skya period, teams of Newar artists "were 
invited by the abbots of those monasteries" (Tucci, 19A-9, I: 
877-8). In the Xlllth century, the abbots of the monastery of 
Sa-skya "became the first accredited representatives of Tibet 
at the court, of the new Mongol (YUan) dynasty in China, and 
for their task of converting those barbarian overlords to 
the Tibetan religion, they took with them not only scholars 
but also craftsmen, some of whom came originally from Nepal." 
(Snellgrove, 1 9 7 8: 358),

In 1260, Qubilai Khan, the great, ruler of China and 
suzerain of the Mongol states and of Tibet, requested his 
spiritual teacher, the Sa-skya abbot 'Phags-pa (1235-1880), 
to erect a "golden pagoda"** (Levi, 1905, III: 187) in Tibet. 
One hundred Newar artists were to be found and sent for that 
task, and the king of Nepal managed to collect eighty of them. 
He chose to head them a member of the royal family, Aniko

* The historicity'of many o.f .these statements may be called 
into question because of the lateness of. the available 
sources, but there is no intrinsic reason to cast, doubt 
on the presence of Newar craftsmen in Tibet, during the 
early kingdom.

** A stupa, according to Petech (1958: 99) and all those, 
like Karmay and B<§guin, who follow Tucc.i (19^9, I: 2 7 7 -8  
and 1967: 100). The figure of twenty-four artists as given 
by Tucci is surprisingly not questioned or discussed by 
Karmay (1 9 7 5; 21) who is followed by B^guin (1977: 105). 
Yet, Levi unequivocally translates "eighty" from the 
Yuanshi, ch. 203, and (Levi, 1905, III: 187), and so does 
Petech (1958: 99), followed by Pal (197^: 31). The only 
explanation which may account for this discrepancy is that 
Tucci translated Levi's "quatre-vingts" as "twenty-four" 
instead of"eighty". Bagchi (1935: 89) probfebly set the 
example. The high number of artists suggests a complex 
construction, not unlike the sku-1 bum of Gyantse built 
in 1^87 (Karmay, 1975: 875 however, cf. Wylie, 1962: 139, 
n. 2 1 9) , with profusely decorated chapels (cf. Gov.inda, 
1979, I: 76-86 and 88-98), or Byams-pa-gling (cf. Tucci, 
1952: pi. opp p. 8*f), founded in lA?-# (Ferrari, 1958: 133, 
n. 382). However, it should be •tooted that Aniko's team 
completed its task in less than two years, whereas it took 
ten years to build the sku-'bums at' Gyantse (Karmay, 1975: 
3k, n. 130).
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(12k5*- March 11, 1306) who, though then aged only seventeen, 
had specifically requested to lead the team. In spite of his 
youth, Aniko was already an accomplished draughtsman, modeller 
and metal caster**. The team arrived at Sa-skya in 1261*** 
and the following year the stupa, was completed under the 
direction of Aniko, who then requested permission to leave. 
However, his success was such that fPhag:skpa insisted that 
Aniko, by then nineteen, should follow him to China; further
more, he consecrated him and accepted him as a disciple.
Aniko agreed., was introduced to the emperor and entered his 
employment. Aniko's first task was to restore a copper anato
mical statue, a job which he completed with great success' in 
1263* Ike model was thoroughly renewed in all its anatomical 
details. Aniko cast many statues for the Buddhist monasteries 
of Shang-tu and Ta-tu (Peking) and in 127k he was appointed 
general director of all the rnetal workers until, in 1 2 7 9,. 
he was given back his lay status in order to become controller 
of the imperial manufacturers. In 130k, Aniko was requested 
to manufacture and restore a large number of images for the 
Sancjing temple. In connection with this project uone hundred 
and eighty-one images- altogether are mentioned, of which thir
teen were for the main temple.". One year later, he and 
other artists were ordered by imperial decree- to cast six 
more copper images (Karmay, 1975: 23).. His favour continued

* For this date, see Petech (1 9 5 8: 100, n. 1). Although 
accepting 1306 as Aniko's date of death, Karmay (1975:
2 3) reports that he is mentioned in the Yuandai huasu ji 
as having been commissioned "to paint^among' other things, 
portraits of the emperor Penzing' (...) and his empress" 
in 13201

** Cf. the Yuan Annals, ch. 203, end, as reported by L^vi 
(1905, III: 187-9). It is not rare for Newar craftsmen 
to reach a high degree of expertise at a very young age 
(see below, ch. II), It appears that Aniko was also an 
expert in "weaving in brocade" portraits of emperors 
(Pelliot, 1 9 2 3: 19k, n. 1). This may suggest that the 
antecedents of embroidered thang-kas go back to the Xlllth 
century. Aniko is mentioned as being a "painter" by 
R^musat (1820, I: 197-8).

*** At least one year must have elapsed since the original
order by Qubilai, for the organization of the team by the 
king of Nepal, until its arrival in Tibet, and Petech 
suggests 1261 as the date of Aniko’s arrival at Sa-skya 
(Petech, 1958: 100-1, n. 1).
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until, and even after, his death, for he was granted various 
posthumous titles.. The six sons whom he "begot from his 
wives (one Nepalese and one Mongol chief wife and seven 
secondary wives) followed in the official steps of their 
father. One kept the salary of a controller and another became 
general director of the artisans of all classes. However, 
the real successor of that prestigious master was his chief 
pupil, the Chinese Liu Yhantr The tradition of Aniko '’lasted 
for a long time among the Buddhist sculptors in China, and is 
still upheld in the introduction to an XVIIIth century 
iconometric treatise, the Tsao-hsiang-tu-liang~ching” by 
mGon-po-skyabs (c, 1690-1750) (Petech, 1958: 101 and Karmay, 
1975: 23). Among the works attributed to him are the design 
of the White Stupa (Baida) of Peking (cf. Karmay, 1975: 21) 
and, perhaps, the screen behind the Jo-bo in the Jo-khang 
of Lhasa (Nichardson, 1977: 169). It is very likely that. 
Chinese Buddhist metal images such as the British Museum 
Yung-lo Manjusri illustrated by Pal ("Bronzes of Nepal”, 197t: 
31) were made "according to A-ni-ko's manual”.

The story of Aniko is emblematic of the continued close 
connections between Newar artists and the great monastic 
centres of Tibet, and serves the purpose of explaining the 
extent of the interpenetration of Newar and Tibetan influence 
to form a style which cannot be defined as "Newar” or "Tibetan” 
and for which I have found it convenient to use the term 
"Tibeto-Newar”. The seventy-nine Newar artists returning to

** On this artist, see Pelliot (1923: 195-7).
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the Nepal Valley after a two-year stay in Tibet; are likely 
to have brought back new ideas with, them* Such was the case 
with the Newar painter Jivarama: who, in April 1A35» compiled 
a. sketchbook, including: sketches; probably made during a stay 
of his in. Tibet; which betray Tibetan and; also Chinese influences 
(Lowry, 1977: 83-118)*- Conversely, Newar; influence on; Tibetan 
and Chinesaistatuary and even painting (cf* Lowry, 1973* XIX/3: 
305-15) persisted through: the Yuan period (1279-1368) and was 
undoubtedly present during; the Ming; period, (1368-1644;; cf:. 
B^guln, 1977: 105)» particularly under the Ming;emperor 
Vung-lo (1403-1424)♦ The reputation 'of Newar metalwork reached 
even Mongolia,, independently of the inheritance of. any 
academic,, literary tradition referring to it, as is shown by 
the following verses, drawn, from the popular MBenediction of. 
the Tent**:;

**Let us anoint the shears.
Hammered by a smith of Nepal,
Pinned by a smith from Kashmir*1*

(Finnegan,.. 1978: 49)* Indeed, ,,the potential Buddhist; market, 
extending from the thirteenth century into Mongolia and: 
and Mongol-ruled China, far exceeded the limitations of the 
small Kathmandu Valley, which was; still the only Nepal of 
those days?* (S nellgr o v e 1978: 339) *

The custom of. patronizing well-known Newar artists 
never lapsed in Tibet . From; the biographies; of the more

* I am grateful to Prof. Bawden for drawing my attention to
those traditional Mongol verses.
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famous abbots, founders of new monasteries in central Tibet, 
it appears that Newar painters were often invited: to decorate 
them with murals and statues. Sometimes the actual names of 
the artists were recorded, as is the case with those who 
decorated the temple built by Kung-dga^-bsangrpo (1382-1444; 
Tucci, 1967: 100), the founder of the: Ngor monastery (1429)#* 
During; the lifetime of the: Ilnd Dalai Lama, dGe-*dun-rgya- 
-mtsho (1475-1543), Newar sculptors made two well-known 
statues in; the bKra-shis^lhun-po monastery: a. twenty-five 
cubit high statue of Maitreya and one of: White Tara, (Dagyab,; 
197?1 I1 36). The activities of Newar artists were extended, 
as they are now, also to rather remote areas of the Himalayas: 
in c.. 1565, for example, Newar sculptors, were called to 
Dol-po,. then part of Tibet, to make a gilded copper statue 
of: Maitreya “one storey tall”,, after the death of Chos-skyal- 
-dpal-bzang (1476-1565), the Sa-skya abbot of Margom, Yang- 
-tsher and; Tha#-kar (Snellgrove, 1967, l! 180). It; is not, 
surprising that Pal finds: it “difficult to determine whether 
a sculpture as obviously Nepali as the Tibet House Buddha (...) 
was cast in. Tibet or transported there from Nepal.” (Pal,,
1969: 33; cf. Pal, 1974v 32)*+ Mobility was by no means 
confined to Newar painters, for sculptors and statues travelled 
great distances too, even as far as Kashmir (see ch.. II, p.84 O' 
and Bhutan.. In Bhutan “even after 1616 the: first workshops

* On specifically Newar statuary works in a number of monasteries 
in Tibet, Of., for example, Tucci (1952: 58, 78, 80, 102,
104,« 105, 108, 109, 110, 115, 116, 117, pi. opp. p. 132,
133, etc.).
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were only informally set up whenever a special need arose* 
and skilled Newar artisans were inticed (sic) to Bhutan from 
Nepal and Tibet., probably with offers of generous salaries.” 
(Ardussi, 1977: 246). In c. 1632, the: Zhabs-drung of Bhutan 
took his vows in front of a reliquary of Newar workmanship 
(Arisr 1979: 219 and 210, pi* 22.)*, A “particularly important 
project: was the erection in 1691 of new temples and images at 
the g d an-sa- Phan-1 shun by Newarl craftsmen, from Bhatgaon. 
Already ten; years earlier Nepalese artisans had; completed the 
great golden dome* for the. Abu-rtse at Punakha.(Ardussi, 
1977': 374; see also below, ch. II, p. 64 , n* l)* Pieces of 
undoubted Nepalese origin, were scattered in Tibet, as far as 
Dar-rfse-mdQ (Ta-tsien-lu), from where they were sent with 
tributary missions to Peking:; (cf. Eonge, 1978: 129)*.

In 1390,. a formal treaty between Tibet and Nepal 
"secured: some kind of extra-territorial rights for Nepalese 
tradesmen and craftsmen, resident in Lhasa, which gave a still 
further impetus to their crafts of: image-casting, metal-work, 
especially in silver and gold, wood carving and jewelry." 
(Snellgrove and Richardson, 1968: 202). It: is not clear whether 
the treatise referred to by Snellgrove and Richardson is the 
same mentioned in the Vamsavali translated by Wright (1972 
repr*: 211-2). Bhima Malla, the minister of the King of 
Kathmandu, Laksml Narasiijha Malla (1620-1641), "sent traders” 
to Tibet, went to Lhasa, and, "owing to his exertions, the

* Mistranslation for "roafP. I am grateful to Philip Denwood 
for drawing: my attention to these passages.
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property of Nepalese subjects dying at Lhasa was made over 
to the Nepalese government" instead of being forfeited by the 
Tibetan authorities (cf, L^vi, 1905, Us 250). According to 
Levi C:1905? is l?2)j "trade relations united Nepal and Tibet 
from the beginning of the XVTIt’h century. Around the year1 
1600, when Siva, Simha Madia reigned in Kathmandu, the journey 
from Nepal to Lhasa was still considered a difficult under
taking1". The traffic between Nepal and Tibet had become very 
active by I65O (cf. Levi, 1905, is 173)* Taranatha (b. 1575) 
himself commissioned Newar sculptors to make a statue of 
Jambhala "in the Indian style” (Tucci, 1949? i's 278), a 
circumstance showing the ability and willingness of Newar 
sculptors to adapt to different statuary traditions! "the 
greater freedom they a,re permitted by tradition, the greater 
is the- scope for the exercise of their skill" (Snellgrove,
1978! 343)* He also commissioned seven Newar- artists to make 
as many haloes to be placed around the heads of some statues,
A touching account, for anyone who has experienced the 
excitement and apprehension characterising the casting of metal 
images in Nepal - when in,the lapse of a few minutes the work 
of weeks or months is: put at stake - is provided by a passage 
in the atitobiography of the 1st Fanchen Lama, Blo-bzang-chos- 
-kyi-rgyal-mtshan , (1567-1662). He witnessed the casting of an 
'image of Maitreya b3̂  Newar sculptors in 1604, and gives a vivid 
description of their despair when they thought that the- molten 
copper had not reached the inside of the mold at all, and of 
their- joy when, impatiently breaking its clay before it could 
cool down, they realised that their efforts had been rewarded
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by a brilliant success (cf* Maconald and Stahl, 1979* 32).
The activities of Fewar metal-workers were not confined 

to the larger and smaller monasteries of southern and central 
Tibet* In 1625, the Portuguese Jesuit, father Antonio de 
Andrade met "three, or four"' Newar artisans whom he commissioned 
to malce a cross for himself (Pereira, 1926: 96-7)• Ike artisans 
called such crosses "iamdar" and L^vi (1905, I: 8 0) equates 
them with the Indra crosses noticed by the XV'I I It h century 
Capuchins in Nepal as described and illustrated by Giorgi 
(1726: 2 03), who mentions that they are erected during the 
festival of Indrajatra (Bhadra, August-September) and regards 
them as Manichean effigies used to crucify the "Principles 
of Darkness" in the firmament. These Indra "crosses", again 
mentioned by L̂ vi'* (19"05» II8 53) in his description of the 
Indra festival in Nepal, are explained as a display of Indra 
imprisoned with "outstretched arms" during the Indrajatra by 
Nepali (1965: 36), who relates that custom to a legend and 
illustrates it with a picture (ibid*: plate between pp. 96-7)* 
Furthermore, the Newar artisans specifically mentioned to Andrade 
that there were many such iamdars in their country, that they

5Emade very large ones, in wood or various metals-"' and that they 
kept them inside their temples. During Indrajatra, the idols 
of Indra with outstretched arms and "usually wound with 
threads signifying that he is in chains" are displayed out of

Indra is portrayed with outstretched arms also in Newar 
metal statuary (cf. Kramrisch, 1964? 76, No. 33), although 
Krarnrisch (1964? 135, No. 33) gives another legend to explain 
his mudra (cf. Nepali, 1965s 359)* An XVIlith century 
frontally gilt copper statuette of Indra with outstretched arms 
is kept in the Indian Department of the Victoria and Albert 
Museum (Reg,, No. I. S. 1-1966).
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the temples on: high poles "at every square: of, the locality" 
(Nepali, 1965: 360). Undoubtedly, the Newar craftsmen 
mentioned: the; Indra crosses recognized by L^vi, and Andrade 
gives: an account of their worship in the streets during: 
Indrajatra.

In the light of the presence of Newar craftsmen at 
Tsaparang: in the; XVIth century,, it would he interesting: to 
speculate on the manufacture of such gilded metal images of 
i3akyamuni and Tara as those illustrated by Govinda (197 9̂1'. 160 
and 162) and on the possible Newar stylistic influence on 
other statues to be found; in western Tibetan monasteries 
(Govinda, 1979,. II: 164) 9< for two reasons: firstly,, it is: likely 
that the team met by Andrade had faced: a journey of two 
months to manufacture something rather important; secondly* 
although in recent years a number of statuettes have been 
described as "western Tibetan" (cf. ch. Ill* p,12l), it seems: 
that, when we leave out; the Indo-Tibetan style of Kashmiri 
derivation, there is very little typically Tibetan metal 
statuary in western Tibet* and Ladakh. In the absence of

* The brass: statuettes which continue to be regarded as 
"western, Tibetan*1 often bear around them a floating: scarf 
whose shape conjures up the outline of stupa domes. This 
peculiarity, as well as their general style, does not 
appear to correspond to anything:, whether Kashmiri, Ladakhi 
or actually western Tibetan, to be seen on the. shrinea 
illustrated in relevant books by Tucci, Snellgrove and; 
Skorupski, and: sovinda (1979, II: 133-181 and 183). Indeed* the above mentioned scarf motif, to mention only one 
stylistic feature: of the so-called "western Tibetan bronzes", 
is conspicuous by its absence from all western Tibetan 
statues and statuettes to be found in loco, whether made 
of metal or of clay.
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epigraphic. evidence, I can only suggest that, some of. the 
metal statues of Tsaparang;: may he yet another contributions 
of Newar sculptors to Tibetan art. The question is open, and 
until their movements in Kashmir* and Ladakh are betted known, 
there is little point in yielding;to speculation. I should 
like to mention, however,, that; the activity of Newar metal- 
-workers in Ladakh was reported; by one of my Ladakhi 
informants^without my initiating any conversation on the 
subject. I was told that the craftsmen of the hamlet of 
Chhiling, who, incidentally, are mentioned by Pallie (194H:
29if, 29S, 331 and 349) am producing the only "high-class; 
copper and silver" as: well as gold work for all Ladakh, 
claimed to be descendants of Newar craftsmen. In this connection, 
it may be interesting: to note that, according; to Abercrombie 
(1978: 345)> Ladakh's largest; metal.image, a gigantic; statue 
of sakyamuni in the monastery of Shey, was erected in c.
1633 "by craftsmen from Nepal".. This image is described as 
"not very beautiful" by Snellgrove and; Skorupski (1977: 89), 
who attribute its erection to bDe-ldan. Although Abercrombie's 
date is about fourteen years prior to the foundation of the 
main temple in the; Shel-dkar palace, in February 1647 (Petech, 
1977s 58), it indicates! at least that there is probably a 
local tradition; referring; to the activities: of Newar crafts
men. in Ladakh, dating: back to the first half of the; XVIIth 
century j,. at .a; time when their presence in; Tsaparang; is attested 
by Andrade, In; the light of these considerations, there is

* Cf. ch. II,, p. 84 *
** Rig-fdzin-dbang-grags, secretary of the Handicrafts Centre, 
in Leh.
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no reason to dismiss-a priori Abercrombie *s mention of Newar 
sculptors in Ladakh, as unfounded,, although his reference 
must be derived from,an oral tradition, as X have not been 
able to trace it: to any of the available relevant: sources* 
Finally, I should like to draw attention to a Newar image of 
Tara (British Museum Keg* No* 1931.6-9*1^) collected in 
Ladakh, which is described; as ‘'Nepalese;” in, the British 
Museum catalogue* That description appears to be correct not 
only in view of stylistic considerations, but also for some 
typically Newar technical features:: it. is. cast in copper,, 
mounted with an aura on a repouss4 stand and gilded: only 
frontally,, with traces of red pigment; on the back of the aura 
and stand*

In their' chapter dedicated to the cultural exchanges 
between Nepal and: Tibet, Macdonald and Stahl (1979; 33) 
suggest that "The influence of Newar painters in Tibet from; 
the mid-l6th century onwards seems to have been slight", 
though they mention the names of: three Newar painters who 
participated in the painting of the murals of; bKra-shis- 
-mthong-smon as late a s 1630 (Macdonald and Stahl, 1979; 32)* 
Their, suggestion is correct in that "very little Newar 
Buddhist painting has survived that has not been absorbed: 
into the very much larger and more active Tibetan tradition 
of religious painting" (Snellgrove, 1973: 3^3). However, it 
should be noted that even after the Gorkha take-over of the 
Nepal Valley in 1768-9 "and the consequent loss of. patronage 
of leading Newars, Newar painters, relying^ on a Tibetan 
market, produced, works In the related style, itself one of
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Newar origin, and all distinction between. Newar and Tibetan 
styles was finally lost*1 (Snellgrove, 1978: 3^5)* There are 
a number: of: dated thang-kas painted in this Tibeto-Newar 
style, rather common during the XVIIIth and XlXth centuries, 
and: "they can be recognized, as Newar only by an inscription 
if: present" (Snellgrove, 1978: 3^3). A few Newar painters in 
the Nepal Valley can still paint in that particular style.
In any case, "the work of: Newar metal workers in. central 
Tibet continued to be important well into the 20th century" 
(Macdonald and Stahl, 1979: 33) and: "in metal-casting and 
wood-carving: the Newars have remained complete masters of 
their craft" (Snellgrove, 1978: 3*f3). The names of eight 
Newar sculptors are recorded in the autobiography of the Vth 
Dalai Lama,. Ngag-dbang-blo-bzang-rgya-mtsho (1617-1682), 
under the year 1659: besides other images, they also made a 
portrait of. him. Thus the Newar "manner was constantly kept 
alive by an unbroken flow of artists, paintings or statues 
ordered by commission to the Buddhist community in Nepal, by 
the study of models, existing* in great numbers in public 
and private chapels, by the inspiration Tibetans could find 
in the miniatures of manuscripts^ (Tucci, 19^9, I: 278),
This happened all the more easily as "communities of Newar 
craftsmen settled; in Lhasa, where there was always great 
demand for their productions (Snellgrove, 1978: 354)* From 
the time of: the Vth Dalai Lama; onwards, a colony of Newar 
artist,s: was established in the *Dod~'io dpal-khyil (»Dod-dpal),, 
the metal workshop and mint at the foot, of the Potala (cf, 
Dagyab, 1977, I: 57). The story goes that the Xlllth Dalai
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Lama (1876-193^) replaced the Newars with Tibetan artisans 
in an attempt: to promote Tibetan arts and crafts, and changed 
its original name of sDod-bal-khang, "Newar home of residence’1, 
into the present one (Ronge, 1978: 129).The influence of 
three hundred years of Newar metal work monopoly was reflected,, 
however, by the fact that most of: the names of craft tools 
were knpwn with Newari words (c f. Ronge, 1978: 129).

Commercial relations between Tibet and Nepal were re
organized during:: the reign of; Pratap Malla (1641-167^) of 
Kathmandu# A treaty between Kathmandu and Tibet signed at 
that time "stipulated that Tibet should use no other route 
in its trade with: India# A colony of Newar merchants had. then 
been settled in Tibet, and soon Bhadgaun (sic) and Pat an too 
began to participate in such trade." (Regmi, 1971: 2if)# 
Traditional items; of trade between Nepal and Tibet during; the 
XVIIth century included metal-ware and ivory goods (Regmi,
1971: 25), From the Xtflth to the XXth century, 11 a large share 
of the commerce between northern India and central Tibet was; 
channeled" through the Nepal Valley# "Lamaistica monastic 
institutions: in. Tibet, Newari commercial families" in the 
Valley "and. Hindu and Muslim trading: communities in north- 
-centrai India cooperated in the operation of a complex, 
highly profitable trade structure" (Joshi and Bose, 1966:
15). In the Nepal Valley, "a sizeable number of weavers, metal 
workers and other artisans were engaged in; the production of 
commodities meant for export to Tibet" (Begmi, 1971: 25)..
Begmi (ibid.) suggests, that members of the royal family and 
the nobility before the Gdrkha conquest possibly "financed;
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artisans who produced export goods, and; the artisans received 
nothing, more than; their wages" „ That was: certainly not true 
for the metal-workers and; painters whom we have shown to 
have been; freely travelling; through the Himalayas to and. from: 
Tibet working; on. commission, for Buddhist temples and monasteries, 
even as far as Guge and Bhutan,

During: hid stay in Lhasa in 1715-16, previous to the:
Manchu protectorate, Desideri had noticed how the Newars were 
"masters" in the crafts of casting; statues; and vases, by 
which they made "a very good; business; in, Thibet" (De Filippi,
19371 186)* The presence- of Newar metal-workers in Tibet 
continued after the establishment of the Manchu overlordship 
in 1720 and the Gorkha conquest of the NepaL Valley in 1768-9. 
Indeed, the Newar community in Lhasa,, however small, continued 
to represent fOr the subsequent two centuries one of the few 
Tibetan links with, the outside world. The Newars did, not lose 
their trading; privileges with Tibet, after, the Gorkha. conquest,, 
which was "welcomed"^ by the mercantile community of the Nepal 
Valleyparticularly the Newars (Regmi,, 1971: 11). As a result 
of the political unification of Nepal operated by the Gorkhas, 
"physical and political obstructions in trade were eliminated" 
(Regmi, 1971: 11). Within a few years after the conquest of 
the Valley,, "we find: Newar merchants trading; even in the; 
interior western hill regions" (Regmi, 1971? 11) and to this: 
day, for example, a Newar community exists at, Pokhara. From- 
the XVIIIth century, Newar traders have thrived also in the 
Terai area, for example in Butaul, in the newly acquired 
territory of Palpa, (cf * Regmi, 1971  ̂20, 6? and: i71), "an
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important trade centre where: gold ore:, brassy iron, coppery 
borax, bees-wax: and; other products of the northern areas, 
were: exchanged for different, varieties, of: cotton goods by 
merchants from India, Bhutan and: Tibet” (Regmi, 1971: 20).
The new ”centralized administration enabled Newar merchants 
and. financiers to diversify their operations: by taking' up 
contracts*1 also for ”the exploitation of mineral deposits, 
and the minting; of: coins” (Regmi, 1971: 11)# Newars were even 
involved in work ’’inside mines” (cf; Regmi, 1971: 10*f ). In 
1792* the privileges of: the Newar traders of Patah engaged in 
trade with Tibet were officially confirmed (Regmi, 1971: 11* 
nv 30)* The wars between Nepal and Tibet and China during the 
period 1788 to 1793 ’’apparently had: no effect on the business 
and customary privileges: enjoyed by Newar traders in Tibet” 
(Regmi, 1971: 14-8) • On the contrary, a treaty signed: in 1789 
established: that: ’’any Nepalese rice trader having to stay in 
Tibet at, an inn must, be given free: accommodation and firewood;; 
but ten per cent; of his sales from;rice will have to be 
given the /innkeeper* Tibetan merchants are not. permitted to 
enter: Nepal for. any purpose; of trade or exchanger* If a 
Nepalese subject commits; any crime in Tibetan territory, he 
will be tried and punished by the; Nepalese representative jfens. 
that area* Tibetan officials will have no jurisdiction in the 
case,” (Shakabpa,, 196?: 161)# The situation remained; unchanged 
during: the following; century, and: in: 1845* after one hundred, 
and twenty-five years; of Tibetan isolationist policy and 
seventy-six: years of Gorkha domination of the Newars:,. the 
French Lazariet priest R^gis-Evariste Hue still found that the
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Newars; constituted: the largest: single foreign group resident, 
in, Lhasa, and that- they were "the only metal workers? in? Lhasa*
It is in? their, quarter that one need look for. the blacksmiths, 
coppersmiths*,,, lead-workers, platers**, casters, jewellers,, 
artisgtns.***,. and even the physicians and chemists1* (Hucr 
192k > II: 2.1+k)* The Lazarisf: priest added; that among; the Newars 
**one meets; artists very distinguished, in the field, of: 
metallurgy, They manufacture: golden and; silver vases; for the 
use of lamaseries, and all sorts; of: jewellery, which certainly 
would not. offend: European: artists. Iffis they who make for 
the Buddhist temples those fine roofings with gilded: plates, 
which resist, all the inclemencies; of the seasons, and always 
retain a? marvellous freshness- and glitter* They are so skilful 
in this kind of work, that: they are sent for from the bottom

* The French "chaudronnier" translates as both flbrazier’! and: 
"coppersmith", Most Tibetan hardware is hammered in. copper 
and: I prefer the latter translation,

** The French "^tamer" does not stand: only for “to tin1**
' but; can translate the more general English 11 to plate***
*** Writing, in 1875, Wright? (1972,repr,: 1+6) uses the term 

“mechanic?* to designate the artisans: of: the Nepal Vhlley. 
The XlXth century French “m£can±cien“,. like the1 Italian 
"meccanico" and the English “mechanic1* previous to the? 
automobile era, stands for "manual worker11, sometimes: 
"artisan**, “craftsman". I shbuld find it difficult to 
translate it here as 11 machinist" (Macdonald and Stahl, 
1979* 33) or even “mechanician"for such terms could 
hardly apply to a country where the use of the wheel was. 
restricted to very isimple: apparatuses (wooden; spinning:-* 
-wheels, reel-winders, etc,) besides: its religious uses, 
and I can hardly conceive of: any type of “machinery" in 
XlXth century Tibet,
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of Tartary* in order to decorate large lamaseries. The 
P&bonns**are also the dyers of Lhasa. Their coloursr are. 
vivid and enduring; their cloth may wear out:, hut never fade 
(...) the pebouns have an extremely jovial and chi,ld-like 
character; during their moments of rest,, one sees them always 
laughing: and frolicking; during;: their working; hours, they 
never stop singing..." (Hue;,. 192*+., II: 2i+*+-5); whoever: has 
entered a Newar metal workshop of. our day knows how well this 
applies to XXth century artisans too. Hue went on to note 
how, although Newars "do not follow Tsong-kha-pa»s reformation*, 
they are full of respect towards lamaistic; ceremonies and 
practices. During: the days: of great solemnity , they never 
fall to prostrate themselves at. the foot of the Potala and: to 
offer their, worship to the Dalai Lama" (Hue, 192*+, II: 2*+5).

* This circumstance may confirm that the Mongols, had first- 
-hand.knowledge of Newar metal-work (see; above, p. 7). In 
the light of the presence of Newar artisans in western 
Tibet in the XVIIth century (see above, pp. 11-1*+)it is - 
also very tempting; to attribute to them such golden roofs 
as those of Dawa Dzong oh; Tholing illustrated by Gotami 
(1979, II: 126’r 128 and l*+8). It should be pointed out here 
that the Mongols had their own metal statuary workshops 
and that theifc'- contribution, to Tibetan art Has so far been 
ignored: "The magnificent iron and brass statues which leave 
the large casting: workshops of Dolo-Nor are reputed not, only 
in all Tartary, but even in the remotest areas of Tibet.
Its huge workshops send idols, bells, and various vases; 
used In the idolatrous ceremonies to all countries subject: 
to the worship of the Buddha. Small statues are in onie 
piece, but the large ones are cast in parts, which are 
subsequently joined: together. While we were at Dolo-Nor. we 
saw a truly monstrous convoy leaving for Tibet; it was but 
one statue of the Buddha loaded by pieces on twenty-four 
camels. A prince? of. the kingdom of: Oudchou-Moudchin, who 
was: going on pilgrimage to Lhasa, had: to offer it as a 
homage to the: Dalai Lama.'1 (Hue, 192*+, I: 80). Hjumuijin is 
is now part of Inner Mongolia. For examples of Mongolian 
art, see Jisl,(1960 and 19^5)*

** From; the. Tibetan Bal-po: <"Newar"V
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The number of Newar residents in Lhasa and other parts 
of Tibet was high in- the XlXth century, perhaps in connection 
with the peaoe treaty of March 25, 1856 (Bell, 1927J 278-9 ) 
whereby Tibet had to exempt Nepalese imports from any kind of 
tax and customs duty (art. No. 3) and authorise the presence 
of a Nepalese resident in Lhasa (art® No. 5 ) defend the 
interests of Newar traders (L^vi, 1905, IX: 302s cf* Bell,
1927s 238)0 According to Wright (1972 repr.: 465 cf. L^vl,
1 9 0 5, Is 313)5 there was "a community of about 3000 Nepalese 
established in Lhasa (...) chiefly Newarstr*. On May 30, 1882,
Das and ' U-rgyan-rgya—mtsho, the faithful companion and 
assistant in his journeys to Tibet, found on either side of the 
street south of the Jo-khang "Nepalese shops several stories high" 
(Das, 1 9 0 4: 1985 cf. ibid.: 1 9 9).

Less than half a. century after-- Hucrs visit to Lhasa,
Waddell (1971- repr1.:, 328) gathered from his informants that 
"a few of the best idols in Lhasa are made by Newari artisans 
from Nepal, who are clever workers in metal and wood". In- 
1 9 0 4, the Nepalese consul in Lhasa (portrayed in Waddell, 1 9 0 6: 
opp* p. 35S) gave an approximate estimate of the Nepalese 
residents in the city to Waddell (1 9 0 6: 346): "800 mostly Newar 
merchants and artisans." Kawaguchi (1909: 28o) suggests that 
"there were three hundred" Newar "merchants" in Lhasa. Because 
of the fall of the Manchu dynasty in China McGovern (1 9 2 4: 336-7) 
noted that "since 1912 the Chinese officials" had "disappeared 
and with them most of the Chinese merchants" but that there was 
"still a considerable Nepalese community in Lhasa, and Nepal 
keeps a minister, or Consul-General, there*

This figure is probably exaggerated. See below, p. 22.
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Most of the skilled artisans, metal-workers, and craftsmen are 
Nepalese.". During the same decade, Bell (1927: 233) reports 
that there were "six or seven hundred Newars- in Lhasa11. Again, 
in 1948, Tucci numbered the Newar' community in Lhasa at about 
three thousand souls (Tucci, 1952: 76). Although his figure is 
proba-bably exaggerated95, even including Gurkha soldiers and per
sonnel besides ka-tsha-ra (see below p.2 5) traders and craftsmen, 
it is clear that the Newars were still the largest ethnic minority 
in Lhasa well into the nineteen-fifties, probably followed by the 
Chinese and by the Ladakhi Muslim minority, which was scattered 
also in other parts of Tibet (cf. Ronge, 1978: 142). liven 
after the Chinese invasion of Tibet in 1959? Nepal was the only 
country to keep a consulate in Lhasa, and in 1977 it was neg
otiating with China to open a fourth trade route across the 
Himalayas; in far western Nepal. To this day, Newar traders run 
shops in the old town of Lhasa, selling local cloth and hard
ware, together with items brought in by the once-a-month bus 
from Kathmandu;'"the journey takes three and a half days." (Hade, 
1979; 2-5 cf. Allen, 1980; 837).

Newar residents in Tibet were traders, metal-workers, 
silversmiths and dyers. Newar metal-workers were also, and 
are to this day, specialists in casting bells" - (cf. ch. II, 
pp. 72 and 75). In 1923?

During an informal conversation held at S. 0. A. S. on 
June 8, 1978, Richardson told me that, at the time of his 
official residence in Lhasa, the Newar community was about 
five hundred strong. This figure appears to be close to 
those given by Waddell (1906;; 346) and Bell (1927: 233).

Jv5LEven of a, very large size. Cf. Kirkpatrick (1975 repr. ;
210)5 L^-i (1905, I; 306); and Sanday (1974* 5-7).
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on the highway leading' from the west to Shigatse, McGovern 
(1 9 2 4: 1 7 0) met, na small body of'Nepalese workers in metal, 
who had, been sent for by the Grand Lama* himself to cast a 
bell for his monastery, for which the cunning of his own 
craftsmen was not sufficient". One hundred Nepalese families 
lived at Shigatse (Ronge, 1978: 142; cf. Das, 1904: 69).
Hedin (1910, I: 304 and 374), who met the Nepalese consul 
in Shigatse in February 1907? mentions that the one hundred 
and fifty Newar merchants residing' there had "their own serai, 
called Pere-pala"**, for which they paid an annual rent of 
500 tang-kas. They had "shops in their own houses" (Hedin, 
1910, I: 378).The'Swedish explorer describes and illustrates 
the dances performed by Newars on the New Year festival in 
Shigatse (Hedin, 1910, I: 348 and figs. 139 and 1 4 0). During- 
his expedition to Tibet, in 1939, Tucci (1978: 150-151) noti
ced that the majority of the female ornaments sold in the 
market at Shigatse were made by Newar goldsmiths.

Six or seven Newars, all Buddhists and married; to Tibetan 
women, lived in Gyantse (Waddell, 1 9 0 6: 214)***. Other Newars, 
"some fifteen" according- to Das (1 9 0 4: 302), resided at. rTse- 
-thang (cf. Waddell, 1906: 440, n. 1), at bB&m-yas (Das, 1904:

* Probably the Pan-chen Lama resident at Tashilhunpo, near 
Shigatse.

** On these associations see below, pp. 30-31-
*** Waddell (1906: 214) mentions that "they wear small turbans 

like a pork-pie cap, the head-dress of their native country, 
and' a longer a tighter coat than the Tibetans". Visiting” the 
market of GyaniM© on January 1st, 1882, Lama U-rgyan "saw 
fifteen or twenty Nepalese shops" (Das., 1904: 115). Gyantse 
was also the seat of a Nepalese magistrate (Macdonald, 1932: 
55) -
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the priviledge of having; their cases judged' by their own magi
strates-, the Nepalese were entitled to own houses and land in 
Tibet (Ronge, 1978: 132), at. least- since the time of, Bhima 
Malla’s treaty (see above, pp. 9-10). It should be noted here 
that, technically speaking,. Tibetans themselves could not own 
land. Their estates were entrusted to them as fiefs by the 
Tibetan administration, in the same way as in Nepal, where 
all the land belonged: to the king, the latter assigned fiefs 
to various families (Levi, 1905? Ii 297 ft.). Apparently, 
however, the merchants of Lhas.a,,owned no land" (Kawaguchi, 
1909: 281).

Bist.a (1978: 202) observes that "the fact- that only the 
urban based: .skilled craftsmen and experienced people in busi
ness and various types of trade went to Tibet: to make a living 
made all the difference in the general image of Nepalis In 
Tibet as- opposed to those in Bihar, West Bengal, and Uttar 
Pradesh in India, where mostly unskilled wage earners from 
rural Nepal went to work as: cheap l a b o u r B i s t a ^  observa
tion should be modified in the sense that., apart from the 
"staff-members of the Nepalese consulate", the "bnly Nepalese 
(....) who go to Lhasa are the Newars"1 (Nepali, 1965* 2/4-2 5). 
it is with the Newars, the original inhabitants of the Nepal 
V.alley, "and with them only that, the Tibetans have continued 
to maintain cultural and social relations. The Nepalese com
munity in Lhasa was a Newar community*, and it is with Newars 
and not with other Nepalese that Tibetans not uncommonly inter

* Snellgrove’s statement should be modified to allow for a very
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marry" (Bnellgrove, 1978: 339). The amalgamation, of Tibetans 
and KTewars was thus as much, physical; as cultural. There are 
several descendants of Tibeto-Newar marriages and, in Tibet, 
the Newar- caste name "Sakya" may be found following a Tibetan 
name (see below, n. I). T.he Tibetan offspring; of. those mixed 
marriages are- called ka-tsha-ra*, a Tibetan rendering of the 
Nepali word: kaccara or. kaccada, meaning , besides"mule", "of 
mixed blood"**. In•Lhasa there were "more than a thousand 
persons of mixed Nepalese and: Tibetan parentage. Large numbers 
of this latter class are found also at Shigatse, Lha-tse, and 
T'se-t'ang', as well as- in smad.1 scattered settlements in the province

small number of Gorkha and Muslim- Nepalese (see- G-Iaborieau, 1973: 
34)- The Newars who went, to Tibet "were all males, with no fema
les whatsoever. Many men, therefore, took local Tibetan wives 
once they were- there" (Bista,' 1978: 193). The progeny from 
those mixed marriages in Tilbeh was: exclusively from Tibetan 
mothers: and Newar fathers. Bista (1978: 193) notes that "sub- 
sequent generations, however , could have had both parents as 
born-in-Tibet. Nepalis. Therefore in the course of time a large 
number of people of either sex. who claimed to be Nepali citizens 
spoke only Tibetan and. had never in their lifetime even visited 
Nepal.",
* 1 thank Mr. Tshe-ring' Sha~kya, a ka-tsha-ra and Nepalese 
national from Tibet himself, now a student of' anthropology 
at. S, 0. 1.. S., for drawing my attention to this term.
Even when Newars had stayed in Tibet for generations, they 
remained "foreigners" (Ronge, 1978: 130). Although ka-tsha-ras 
became completely Tibetanized, they were able to retain their 
Nepalese nationality and those who did were allowed to leave 
Tibet after the Chinese took over.the country in 1959. It 
should be noted here that the Tibetan word ka-tsa-ra, spelt 
differently from ka-tsha-ra, was. used to indicate the ICachari 
people of Assam (Aris, 1979: 102; and 1980: 11).

** See Turner (1931: 111): "kaccar s. Mule; mongrel, bastard; 
offspring' of parents belongingto castes between which 
marriage is forbidden". The word Is. a loan from Hindustani.
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Kong-po1* (Bell, 1927: 233) • In Sa^skya there; were thirty-six; 
ka-tsha-ra families: of- shopkeepers with a total of; about 
one hundred, and eighty people (c;f:. Gassinelli and Ekvall,,
1969s 115, n* 30 and 271); most, of them "were Buddhist and 
followed: the rules: of the5 Sa sKya sect:* Some;, however, were;
Hindus, but they too were free, to follow their'religion.11 
(Gassinelli and Ekvall, 1969: 5Z?\ Pf * ibid.; 323). Among-the 
ka-tsha^-ras: of Sa-skya, ,fthere were about fifteen men,, descended 
from male Nepalese immigrants, and married to Tibetan women,, 
who had, chosen not to fake on Sa; sKya allegiance and;; who were 
considered to have allegiance to Nepal, even though they 
were born and had: lived, all their lives in. Sa sKya.11 (Gassinelli 
and Ekvall, 1969: 63). A score of: the ka-tsha-ra residents; 
in Lhasa; were silversmiths (Ronge, I978: 142) ,

The Newars settled: in; Tibet were mostly banra (see ch.
II,, p. 47): they were Ua^racarya and £akya, the two highest;
Newar Buddhist: castes, to which both goldsmiths and; sculptors, 
belong. The virtual monopoly of the Nepalesdi trade, not 
only with Tibet , but also with Bhutan, was, however , in the 
hands of the Udas, f,a composite caste of merchants and 
craftsmen of generally high economic status through their 
predominance in. the trade with Tibet11 (Rosser, in FUrer- 
-Haimendorf, ed., 1966: 106), which is ,fdistinctly inferior 
as a class^to the banras (Oldfield, 1974 repr., Ii 183): a 
banra may lose his caste and become an Uda, and similarly, 
an Uda may turn into a Jyapu, but the contrary never occurs*.

* On the complicated issue of the caste relationships between 
the Vajravaryas and Udas, see the very detailed; account 
given by Rosser (in FUrer-Haimendorf, 1966: 103-134).



Oldfield (1974 repr., It 184)9 followed by Chattopadhyay 
(1923s 469 and 520) and Nepali (1965; 163), maintains that 
Uda sub-oastes could !,eat together* and intermarry”. Petech 
(1958s 187-8 ) states that "they are subdivided into seven 
groups, who do not intermarry". Probably following Purer- 
-Haimendorf, he offers the alternative spelling "Uray" and 
defines it as a caste of "merchants (chiefly in Tibet), 
carpenters, metalworkers". In any case, the Udas1 most 
interesting occupational feature with regard to our concern 
of finding reasons for the amalgamation of Tibetan and Newar 
art, is that most of the Uda sub-castes are- involved i*ith 
arts and craft r/'V Kassav(kamsyakara), workers of "bell" metal 
and other alloys (Chattopadhyay, 1923s 520?̂ ,and Oldfield, 1974 
repr. I; 183)5 Lohahkarmis, stone cutters, who "make the images 
of the gods, and temples, chaityas, ifc© ." 1 (Oldfield, 1974 
repr.. I? 183) and also workers in wood and ivory (Chattopadhyay, 
1923: 520)5 Sikarmis, carpenters and wood and ivory carvers 
(Chattopadhyay, 1923° 520)5 and Thambats (tamrakara),
"workers in bra,ss, copper, and sino,,9B£ .(Oldfield,

25 Nepali (1965 s 77) associates the artisans from the banra. 
and Uda castes with "pagoda style"a.rt but, in -his 
characteristic way, does not expand on the subject.
Nepali (1965:' 163) adds "gold and silver"', but Chattopadhyay 
(1923s 478) specifically mentions that 8,11 occupations 
followed by the banras "can also be adopted by the Udas 
except the work of priests and of working in gold and 
silver". It may be.interesting to add here that Hodgson 
(Chattopadhyay, 1923s 519? 5215 reported by Nepali, 1965s 
1635 cf, Regmi, 1965s 68l) also mentions the "Sinha-Khwo", 
as a former Uda caste of "red lead makers, now husbandmen, 
although still returning themselves as Sindurkai*". Red lead 
is one of the pigments used In traditional Himalayan and 
Tibetan painting. However, since the Nepalese sindur trans
lates both "vermilion" and "red lead" and the former has 
always been commonly used in the Nepal Valley for a variety
of purposes, it .may be suggested that the m  tact vermrVxion manufacturers, a caste 
tioned by Regmi (1971s 2 3).

"sinhankhwQ" were specifically men-
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1974 repr., Is 183). These names also function as personal 
surnames (Rosser, 1966s 86). At the time of Oldfield’s Stas'* 
im Nepal (1850-63)3 Udas were losing their supremacy as the 
!tmost wealthy and influential class in the country”, and the 
Salmi caste of "engineers and merchants, though "originally 
oil-pressers" (Petech,. 1958s 188) was "hy far the most . 
influential class" of Newars (Oldfield, 1974 repr., I; I8 3). 
However, Furer-Haimendorf (1956s 20) maintains that "in 
recent years" the Udas have had. to share the trade with Tibet 
with other castes, particularly the Salmis, who, "though 
originally a cast<g.of oil-pressers, have now risen to importance 
in commerce".

Udas who continued to live in Tibet customarily married 
Tibetan women and Toy agreement between the governments of 
Tibet and Nepal, the daughters of such marriages x*ere reckoned 
as Tibetans,' whereas the sons counted as Udas and Nepalese 
(Purer—HoAmendorf,•1956s 2O3 cf. Nepali, 1965? 25j and 
Gassinelli and Ekvall, 196$% 6 5)3£. A substantial Uda community,

3E *■Purer-HaAmendorf specifies that Udas who returned 
to Nepal contracted marriages with Newar girls of castes 
lower than Vajracarya and Salcya, and daughters of such 
unions married Uda men resident in Nepal. Furer-Haimendorf’s 
observation may be understood only by referring to his own 
definition of the Udas, whom he regards as "a Buddhist 
community distinguished from all other Newar castes by its 
unusual origin (...), a caste sprung from marital unions 
between Guwaju or Bare men and Tibetan women."(Purer- -Haimendorf, 1956? 20). However, there is no evidence 
that the Udas are an ethnic group rather than a, caste. Also 
the suggestion that the Udas of Nepal represent "the bulk 
of the descendants of the culture bringers from the Tibetan 
side", whereas the banras are "the descendants of later 
immigrants from India who brought the religion"5 is nothing 
but one hypothesis amongst others to eixplain the early
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partially of mixed blood, has grown up also in the Nepal 
Valley, mostly in Kathmandu (cf;. FUrer-Haimendorf, 1956: 20 
and. Rosser , in Fttrer-Haimendorf, ed., 1966 : 8?), but also in 
Patan (cf. Nepali, 1965: 162)* in Kathmandu, they are said to 
exceed two thousand; (cf f Fttrer-Hairaendorf, 1956: 20 and 
Rosser, in Fttrer-Haimendorf, ed., 1966: 86 and7 115). Many 
Udas, moreover, have two establishments, and are married to 
a Newar wife in Nepal and a Tibetan wife in Tibet (Ftlrer- 
-Haimendorf, 1956: 20).

Social exchange was also extended: to the'adoption by 
the Newars resident in Tibet of some Tibetan customs: "Those 
Newars who live in Tibet dress; for the most part in Tibetan1; 
attire*,, especially during, the winter (•*.*.) They have adopted;

colonization of the Nepal Valley (Chattopadhyay, 1925: **8l)# 
All sources clearly point to, the fact that the Udas are a 
Newar caste in their own right, with various occupational 
divisions of which trading is just one. Not all Udas are 
traders and there; is no indication that all Uda traders;, 
have connections with Tibet, although those who do may inter
marry with Tibetans. Thus it appears that rather than being 
a special Tibeto-Newar caste, the Udas are a Newar caste of 
their own, with the peculiar freedom of intermarrying with 
Tibetans?, and „ therefore, partially of. mixed; blood.
* It may be interesting; to mention here that: there are 
specific; occasions? on which Newars wear Tibetan dress, in 
the Kathmandu Valley. In the marriages; of "high caste
Newars11, probably Uda ■-* traders, the persons carrying the 
worshipping material "must be dressed as Tibetans. The; 
explanation given for this practice is that these men are 
intended; to impress?upon the bride’s party that the bride
groom’s parents own a business-house in Lhasa, the Tibetan 
capital. These men? in Tibetan dress (...) are? the? first 
to reach the bride’s place. Until then, the whole procession 
has to wait at a distance." (Nepali, 1965: 220).
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Tibetan pastimes, notably the national pastime of holding" 
picnicsH (Bell,, 192? : 234) • However.,, Newars retained much, of 
their culture and Bell (192?; 234-9) and, Kawaguchi (1909: 
280-1) show how friction between Tibetan and. Nepalese subjects 
in Tibet was by no means rare* Gases arising from, quarrels 
between Tibetans and Nepalese had to be*judged: jointly by 
Tibetan and Nepalese magistrates in Tibet, and the Tibetan 
government, was not; allowed to try any case arising: from: 
quarrels among the Nepalese subjects and traders in the? 
jurisdiction of Lhasa, (art. No* 7 of the treaty of 1856): 
the; Newars had their own magistrates? in Lhasa and Shigatse*

The Nepalese in Tibet were grouped; together regardless 
of their religion (Buddhist,, Hindu or Muslim) into so-called, 
Mpala» or ftparan associations (Ronge,, 1978: 131)* Xu Lhasa 
there seem to have been thirteen different, paras?*, then only 
ten, and eight: were: still active in 1939* Every Nepalese 
family in. Lhasa and: Shigatse, had to delegate a representative 
to a para (Ronge, 1978: 132)* There was also one ka-tsha-ra 
para. Each par at had a, meeting*-place in which the member©; 
celebrated their festivals- and which also often gave its 
name? to the para* One of these associations:, the sgo-ra- 
-gshngs para, numbered about two hundred: members (Ronge,.
1978: 132). According; to Ronge'©■ informant, that particular 
para must have been two hundred, and twenty-five? years: old*.
The figure suggests that those associations: preceded the: 
Gorkha conquest of: the Nepal Valley and that their' institution 
in Tibet was largely to the credit of Newar craftsmen working 
in Lhasa and Shigatse* This is supported also by the
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circumstance that, the leading; position among: the various 
paras was taken by the "Jerum" para, and, the: "Kakum" para.
They were founded by high caste craftsmens,, presumably Sakyas 
and Vajracaryas, from Ye-rang;: (Tib, for Patan) and: Kho-khom; 
(Tib,* for Bhatgaon), Ronge has: suggested; that the para 
associations in Tibet, derived: ultimately from the Newar guthi 
associations, (Ronge, 1978: 166); Newars: "who lived sometimes 
their whole life away from their Nepalese homes brought to 
and cherished: in Tibet a useful institution which allowed 
them to retain their ethnical identity as well as; their 
habits of social and. communal life”: the guthi association* 
Guthis are corporative associations peculiar to the Newars. 
and historical evidence for their existence dates from at 
least the IXth century (cf. L^vi, 1905, II: 114)* They "grant 
membership to the individual household groups" and divide 
the Newars "horizontally in a number of groups for achieving' 
different objectives. The entire: network of social relations 
in the Newar community is kept strong; through feasts:: and 
and festivals under the auspices of the various guthis11 
(Nepali, 1963": 420)*. The Tibetans, especially craftsmen and 
traders, "who came from far eastern and northern areas: of: the 
country to live for a certain time in Central Tibet and who 
shared the same experience with the Nepalese, recognized the 
usefulness of such an institution and'followed, the example"; 
they created a similar association, the skyid-sdug "based; 
on voluntary membership, self-help activities, charitable

* On some aspects of the guthi association, see: also Rosser 
(in Fttrer-Haimendorf, ed., 1966: 96 ff.)
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work and religious deeds." (Rouge, 1978: 166). It. has been 
suggested that the skyid-sdugs "were a direct, imitation or 
at- least heavily influenced by,the Nepalese Para or Pala 
associations in Central Tibet." (Ronge, 1978: 166.)*. Thus- 
the siiggestion is permitted that the Newars exported into 
Tibet at least one feature of their social organization 
and that they influenced Tibetan culture also on a social 
level, if it is true that. Tibetans borrowed from them their 
long-cherished institution of the guthi.

In Nepal
Cross-cultural and social exchange between. Tibetans 

and Newars was largely prompted by Tibetan interest in 
Buddhism, and obviously extended to the religious sphere. 
Emphasizing the frequency, and continuity of the exchange of 
persons and things between the Nepal Valley and Tibet, Tucci 
(1949, I: 277) reminds us that for a long time Tibetans went 
to Nepal,"to^study Sanskrit, to collect manuscripts and to 
visit the famous stupa of Svayambhunath.".**

* These associations may nave been modelled, in turn, upon
northern Indian guilds of artists. A Varendraka-^ilpigogthi is 
mentioned in an inscription studied by Majumdar. However, i 0 
"it is not sure whether by this expression we are to under
stand that there was a regular guild or association of 
artists in Varendra or North Bengal" (Majumdar, 1929; ^5)- 
On the use of the term to define tenure of land, see ch. II, 
p. 51.

** After 1939, a few of those manuscripts have been brought 
back to the Nepal Valley by refugees from Tibet (cf. Sakya, 
1970: 3 and 11).
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. This important Tibetan link with the outside world: persisted 
despite the extreme isolationist policy imposed; "by the Manchu 
dynasty on Tibet. One1 may note"a number of cases in the 18th 
cent, biographical materials where- Uray Newars were ordained 
as Buddhist monks in Tibet. This- would haw© been impossible 
in Nepal where the religious', establishments- were the hereditaiy 
preserves of the upper castes, the Gubhajus and Bares” (Smith,.in 

f(i.,1968: 6). On the other hand., Tibetan lamas, continued; to 
visit the Nepal Valley and as late as, the XVIIIth century 
they could move with ease among' the rival courts of: its 
city-states (cf. Macdonald and: Stahl, 1979: 33)* The religious 
links between.'.. Tibet and.. Nepal also "survived the Gorkha, 
conquest of the Nepal Valley in. 1768-9 and, in the nineteenth 
and early twentieth centuries a few Tibetan, lamas came on 
missionary visits, to Newar communities quite apart from the: 
regular stream;, of. ordinary Tibetan pilgrims making the winter 
rounds of the holy Buddhist places in the Nepal Valley" 
(Snellgrove and Richardson, 1968: 202)*, Even during: the" 
hostile Kana regime (1846-1951) Tibetan lamas and pilgrims; 
continued:to travel to Nepal (Snellgrove, 1966: 1040 * The 
Ne.wars,- had still something, to offer: them, not only in the 
artistic field, but also in the; religious and literary 
sphere.

* For example, "in 19^3 a Tibetan lama called Yangtse came to 
Kathmandu and settled, in. Kindol Baha near the great Buddhist stupa of Swayambhu on the western edge of the city."
(Rosser, in FUrer-ffaimendOrf, 1966: 105)*
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Several Tibetan monasteries have been built in Nepal 

during the present century, for example in Helambu (Yol-mo) 
and SKar^IChumbu, In the nineteen-fifties, Tibetan lamas 
erected a number of small monasteries in the Nepal Valley, 
notably in the Svayambhunath compound, and their activities 
received new impetus a,s a resixlt of the establishment of 
Tibetan settlements in Nepal after 1959* Larger monas
teries were built at B'odhnath, which is regarded by 
Tibetan and Newar Buddhists alike as the second holiest 
place in the Valley. Naturally, Newar sculptors were comm
issioned to make the metal images for the shrines of the 
newly-built monasteries and, as in the past, worked side by 
side with Tibetan, clay-sculptors and painters.

There are more and more instances of Nex-jars joining 
Tibetan monasteries built in the Nepal Valley (cf. Snellgrove, 
1957s 98 and 1966s 107, fig* 18), and those who have been to 
Tibet sometimes also employ Tibetan lamas for the performance 
of certain Buddhist rites. There was and is no rivalry 
between lamas and Vajracaryas, a fact xtfhich is emblematic of 
the good relationship between Newar and Tibetan Buddhists 
on a religious level, as noticed by Hue (see above, p.fO) . 55 

The Newar community has always been sympathetically disposed 
towards Tibetans, and Newar residents in Lhasa "adopted the 
religious practices of the Tibetans, which x̂ ere in any case

Friction on religious grounds occasionally occured between 
Tibetan and Nepalese Hindus (cf. Bell, 1927s 235-6).
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very close indeed to theirown." (Snellgrove and Richardson, 

1968: 202). Newar residents in Tibet used to "worship in. 

Tibetan temples11 (Bell, 19&J: 234) and of all Newar castes., 
the Udas in particular are "by far the strongest in devotion 
to Buddhist, beliefs and. practices according to the Tibetan 

model, largely of course through their close aa&: continuing: 
association with Tibetans, in the course of trade." (Rosser, in 
FUrer-Eaimendorf, 1966/: 106)*.

Bodhnath itself: is more important than Svayambhunath as 
a: meeting; place of the Tibetan and Newar communities in. the 

Nepal Valley. In fact, now that, access:; to Tibet is barred to 

Western scholars', Bodhnath provides; an. ideal field: for 

researchers interested in the more recent developments of the 

symbiosis between Tibetans and Newars, To this, day/, as was 
the case before 1959, the houses surrounding; the. stupa-of 
Bodhnath are "largely filled with Tibetans, of whom some are 

permanent residents, while others are here on pilgrimage." 

(Snellgrove, 1957: 100). The only significant point in the 
Tibetan legend concerning: the foundation of. Bodhnath (Tibetan: 
Bya-rung-kha-shor) is the firm linking' of the stupa, with 

Tibet. In contrast, one may note that the "version* of the 

founding of Svayambhunath merely repeats the account of the 
Svayambhupurana** and no attempt is made to appropriate this 
stupa also" as part of the Tibetans1 own history (Snellgrove,

* Probably the mid-XVIIIth century shortened version by
Si-tu. Pan-chen (1700-1774), a. scholar whose connection with 
Newars has; been mentioned by Smith (Chandra, ed., 1968:6|f.).

** More correctly; Svayambhuva purana (Eivi, 1905, III; 159).
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1957*. 99). Bodhnath is not only an important religious 
centre, ; but: is also an important trading point for Tibetans 
and Hewars of the Nepal Valley. In a detailed, but unfortunately 
unpublished anthropological study of. Bodhnath, Labriffe- 

-Aris mentions- that the idakya. goldsmiths of Bodhnath were 
traditionally commissioned to manufacture ritual objects and 

jewellery by the great lamas and. families of, Tibet. Although 
some of those customers were lost after 1939 and much trade 
has shifted to the sale of a wide range of handicrafts to 
tourists', the. ^akyas are present., in Bodhnath more than ever 

before. Quite rightly, Labriffe-Aris connects that trend with 
the encouragement, given to Nepalese artisans by the plan for 

the development of tourism in. 1937. Whereas' once the idakyas 
from: Patan went to Bodhnath only during: the winter, when 

Tibetans and Bherpas arrived for pilgrimage and trade, in 

the nineteen-sixties they started, going there in the summer 

too. Since then,, new. shops, opened, up every year, and Labriffe- 

-Aris was told in 1971 that,. in five years, the: trade at 
Bodhnath had undergone a fivefold increase* The trend was also 

encouraged by the Chinese invasion of Tibet in 1939, whereby 

more Tibetans ended up settling:permanently at Bodhnath, In 
196A-, several Tibetan families from: Shigatse opened shops; 
for the sale of clothes’ and items of common use*

Labriffe-Aris ’s study is invaluable from a historical 

viewpoint. It analyzes; the situation at Bodhnath. at the end 

of a period” of: fourteen years of transformation, during: 

which the trade with Tibet,had been largely replaced, by trade, 

involving- an international clientele, but the importance of
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the place as a meeting poiht for Newars and Tibetans was 
growing. With the foundation of the large monastery of: 
bKaf-rnying;-shes;-grub--gling: in 1973 and the construction of 
other Tibetan monasteries in the Bodhnath area, its role as 
a religious centre has increased enormously, while the 

economic, and cultural trends noted above have been, confirmed. 

Thus there arises a somewhat paradoxical situation whereby, 
as a consequence of the Chinese invasion, of Tibet, Bodhnath 

has experienced a. religious and economic renaissance unequalled 

in the past and the ties between Newars and Tibetans, on its 

compound have been renewed, even if Labriffe-Aris's study 

shows that marriages between Tibetans and Newars there are 
rare.

We may distinguish the following' categories of permanent 
residents at Bodhnath:'Tibetan monks; ^akya traders- and 

craftsmen; Tibetan traders.and: craftsmen; Newar farmers;
Uda traders; Newar grocers; and other Newars, Tibetans,.
Tamangs and Sherpas involved in various; occupations. In 

Labriffe-Aris’s study we find also the following, data, partially 

based, on the census; o f  1971:
i) out of a total population of 987 inhabitants, about 260 
were: Tibetans;

ii) out of the 23 shops belonging' to Newar goldsmiths, II had 
retained their original workshop;

iil) the 13 Tibetan shops were retail, though some manufactured 
clothes, boots and carpets.

The Newar artisans of Bodhnath, like their colleagues in 

Lhasa, have traditionally manufactured a range of items which
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are regarded as culturally Tibetan, These items include 

Tibetan jewellery (bracelets, belts, etc;.) and ritual objects 
(prayer~wheels, reliquaries-, etc.) Labriffe-Aris noticed 
that the majority of: Tibetan ritual objects and jewellery 
was made by the ^akyas: and: that those items which had come- 
from- Tibet and were sold as Tibetan had in fact been made by 

Newar artisans in. Tibet, or often at: Bodhnath, and then 
reimported into Nepal,

The fact that:; four of the- ̂ akya. workshops at. Bodhnath 

have been established since 19hl and. eight, since 1891 proves 
that: Newar artisans in the Nepal Valley received important 
orders: from Tibetan customers well, after the Gorkha conquest, 
and even during: the; Nana regime:. Their presence at Bodhnath 

precedes the advent: o f  tourism in Nepal and is connected with 

the historical importance' of the stupa for the Tibetans as 

a religious centre, and trading: point, perhaps from as early 
as its foundation in the XlVth century (cf. Snellgrove,,

1937: 288-9, n.,24).
The above data illustrate the importance and', continuity 

of the role played by the Newar craftsmen of. the iakya caste 
in the manufacture- of' Tibetan religious items; and jewellery 

not only in Lhasa, but even in the Nepal "Valley*. From 1966> 
most of their workshops- in Bodhnath had started operating 

also as shops, but only one of them,having-been converted- 

into a shop, had given up its crafts work. Sometimes Newar

* See: above,, pp. 16 and: 17
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goldsmiths take up art-dealing; and abandon their former 
trade; sometimes they merely adopt new designs: or adapt 
traditional designs to new ones. It must be pointed out. 

that: Newar jewellery designs have undergone a stylistic 

evolution, of. their own, previous to the opening of the Nepal 

Valley to tourism. As an analysis of the evolution of: Newar 
jewellery designs: in the XXth century would be beyond the 
scope of the present work, I shall limit myself to relating 

the experience of Yoga Raj Vajracharya (b. Mar.ch-April*, 1912), 
a  former Newar goldsmith interviewed, in the summer of 1977.
In 19^5» he went to Lhasa, where he continued his. family 
trade, working; as a. goldsmith for nine years. When he returned 
to Patan, i n  195*f» fashion and taste had changed, and the 

demand, for jewellery was much reduced**. Yoga Raj could, not. 
adapt to the new designs, expected by his customers and left 

his trade altogether. When I met him, he made a living* as 
a painter, although his most interesting* creations were a 
couple of embroidered! thang-kas,.

Many of the, ^akyas. of Bodhnath also have a workshop in. 
their tov/n of residence, Patan, where they work not only 
for Tibetans: but. also for other1 Newars and for Tamangs, as 
is the case f.Or the painter Roshan Sakya (b, I960). The same 
goes for a few Sakyas who are more involved in, the art, trade

* On the 7th day of the new; moon in the month of Chaitra.
** It. is possible that, the collapse, ofihe Ranas also affected 

the goldsmiths.1 trade during the nine teen-fifties. The 
Ranas used' to be fond of: filigree work and "curios” and: 
to order them as- gifts for their guests;.



ifO

and keep one shop in. Bodhnath and one in Patan. Many of the 

ISakyas; who have converted their' workshops into shops at; 
Bodhnath have kept- their workshops; in Patan. In fact, Labriffe- 
-Aris established that almost all of the i^akyas of Bodhnath 
were artisans from Patan.

Bodhnath. lies only five miles- from Patan and "by the 
sicfe of the main trade route leading-; in from; Tibet, which may 
well be the reason for the choice of the site" (Snellgrove", 

1957: 99). Patan was the main city in the Nepal Valley until 
the Gorkhas made. Kathmandu the capital of their, new kingdom 
and, for the first time, the term "Nepal" was used to designate 
not. just the Valley. Kathmandu was originally a. kind of 

suburb of Patan, from which it gained: its independence only 

in the XVIth century* (Snellgrove, 1966’: 96). Whereas 
Kathmandu has eight main Buddhist monasteries, and about 
seventy-five subsidiary ones, Patan has; fourteen aid one hundred 

respectively (Snellgrove, 1957: 102). In the XlXth century, 

Patan (Tib.: Ye-rang1, "Eternity Itself"; New.: Ye la) was. still 

the largest city (Oldfield, 1971!- repr.: 115) and is now the 
most largely populated Buddhist town in the Nepal Valley. It 

is to this Buddhist university-city that, "monks and pundits 

were glad; to come and visit . Some came from India to teach.. 

Others' from; Tibet, came here to learn" (Snellgrove, 1957: 95).- 
Tibetans are attached to Patan for a number of: reasons: "the

* The building from which the city derives its name, the. 
temple of. Ka§thamaij.dapa, was built in 1596.
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important cultural and trading: connection, with Tibet was 
mainly in; the hands of the predominantly Buddhist city of.

Patan, some; of whose citizens married freely with Tibetans 

of Lhasa.n (Snellgrove and Richardson, 1968: £02), After 

1959, an important Tibetan settlement: was, created at Jawalakhel, 
in the outskirts of Patan, and; a few Tibetans; have also 
established themselves as. traders- and shopkeepers in the 

historical artists* quarter of Oku Bahai and: in other parts 

of. the town,. At the time of my? stays in Oku Bahai in 197? 
and 1978, there were, at least three. Tibetan carpet shops, one 
with an attached, workshop, and one run. by a couple of Tibetan 

painters from5 Shigatse, who had their own workshop in Kathman
du.

As: i n  Lhasa,. Svayambhunath and Bodhnath, Tibetan and 
Rewar Buddhism exist, peacefully in Patan side by side and a 

good illustration of that, co-existence is provided by the 

most important monastery in. Patan, Kva Bahai, also known as.

Hi r any a, Varna Mahabihar., whose right upper, wing; houses a 

Tibetan temple decorated with statues and. murals in Tibetan 
style. A few small., monasteries in Patan have been revived by 
renewed contacts with the Tibetan monasteries of Svayambhu
nath and Bodhnath, and it is, not: rare to find Rewar and 
Tibetan lamas belonging to the same order in their compounds. 

Rewar monasteries, or parts of them have sometimes, been 
attached, to Tibetan, head monasteries. This is the case of: 

the chapel on the upper floor of the western wing; of the 

Rudra Varna Mahabihar (cf. ch. II, pp. 65,9#), which is decorated 

with thang-kas framed in Tibetan style and cared for by
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rNying-ma-pas, although the shrine is consecrated to a. 

typically Newar Buddhist deity, Amoghapasa.
The link between Bodhnath, as. a historical meeting'point 

for Tibetans and Newars in the Nepal Valley, and: Patan, as: 
the only place where metal statuary has survived to this, 

day, is very relevant, to the purpose of the present, chapter.
The artisans- who were commissioned, to make jewellery and 

religious objects by Tibetans at Bodhnath were the same: £akya. 
people who still work as goldsmiths, silversmiths; and copper

smiths in Patan. In. fact:, those three activities are often 
performed by the same artisan., for whose job; there is no 

appropriate Western, definition. To this day, in Patan, there, 
are such metal-workers specializing; in the manufacture of 

Tibetan ritual objects. Although Labriffe-Aris says that:, there 
are only three of: them, I was' impressed more: by the variety, 
quality and: amount ofkbhe output: of the two I met in Patan, 

than by what I could see in Bodhnath* Their veteran is. 

probably Tej Bahadur Sakya (b. c. 1903),. nicknamed. nNatin and 

mentioned as "Nati Kaji Sakya11 by Alsop and Charlton (1973:
43)» who give a different: account of his story. Hfe emigrated 
to Tibet, in 1923 and spent twenty-three years in Kyirong. In. 

1946 he returned to Patan. and now lives and works with his 

son Kul Bahadur (b, 1934) in the quarter of Sundhara, where 
he embosses splendid: Tibetan silver butter lamps, silver kea- 
-bowls, and, copper and, brass Tibetan calendars, with the help 

of bronze dies made by Man Jyoti Sakya.. (see ch. II, pp. 63-71 ). 

In, the summer; of 1978, I commissioned, him to manufacture 
five pairs' of thang-ka stick caps in silver, which he made
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very well, in two different models. Another outstanding- 
metal-worker who embosses, and. chases Tibetan ritual oboe cits 

is Ksprsha Ratna Sakya. (b. January 13 - February 11, 1911), who 
lives*; and works at Oku Bahai. His father, and grandfather 
worked for Tibetans, making: reliquary boxes and. various: 
kinds of embossed work. When I interviewed him in his workshop 

on August 17, 1977, he was assisted by his two sons and a 

pupil, all promising artisans. On that occasion I was shown 
not only fine Tibetan calendars, items for which he used to 
receive bulk orders from Tibet, but, also silver and brass 

reliquaries, a silver holy-water jug, a copper mandorla, and 

three embossed copper and silver statues, one of them gilded.
A study of the embossers and chasers in Patan is not within
the scope of this survey, but it is important to underline

the connections between, Newar artists and Tibetan customers there,

Newar metal work was so much treasured in Tibet that it is
still iria demand among Tibetan exiles, who are ready to wait.
a year and. more for their orders to be carried, out (cf.

Ronge, 197;8: 129). Tibetans going-to Patan to order ritual 
objects may also buy or commission the manufacture, of 
statues cast with the lost-wax. process:, a speciality of the 

artists of Oku Bahai. Patan has the monopoly of that trade, 

and Labrif fe-Aris notes that, all cast statues to be found in 

the &Ikya shops: of Bodhnath. are made in Patan, which offers 
casting- facilities not available at Bodhnath.

From the above brief survey of. the relationship between 

Newar artists; and. artisans and Tibetan patrons, it appears 
that:
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i) Newars and Tibetans have lived in symbiosis for more than 

a millenium, in a unique kind of artisan-patron relationship 

which has: never disappeared, though may have weakened at 
times, and which continues to this day.
ii) Newars have assisted Tibetans: probably at. least from the> 

Vllth century A.D.,, first as stone and then as metal 

sculptors:, embossers and chasers, in a number of. crafts 
ranging' from the manufacture of: jewellery and ritual objects to 
roofing work, and also as- painters and as wood carvers.* The 

contribution of Newar art; to Tibetan art, is documented for 

every century from the Xlllth century onwards.
iii) Although the influence of Newar painting in Tibet 

started decreasing; in. the XVTIth century, the contribution 

of Newar metal work to Tibetan statuary and relieve work was 
then at a climax and it is likely that its consolidation into 
what I find it convenient to call Tibeto-Newar style had 
occurred by then.

iv) Newars still meet, most of the requirements of. the Tibetan 
exiles for ritual objects, jewellery and. metal images.
v) There is no historical evidence of Tibetan metal sculptors 

working'in Nepal at; any time, though Tibetan clay sculptors 

have been, active there at least since 1959. The present 
absence of lost-wax statuary manufacture in Bhutan, Ladakh, 
and the Tibetan areas of Nepal, including Tibetan refugees, 
settlements, suggests that all cultural Tibet depended heavily

* Cf. Tuccl (1952: 77): several wooden structures of the 
Jo-khang-in Lhasa were finely carved by Newar artisans. 
Again Tucci (1937:^2 &nd pi. between pp. AS and A9; &nd 
1978:^3-^ and No. 7) suggests that Nepalese artists may 
have carved the wooden panels of the Xlth-XIIth century 
dodf of the assembly hall at Kojarnath, in western Tibet.
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though not exclusively, on. Newar lost-wax metal sculptors 
well before the XXth c.entury,
vi) For centuries, Newar metal-workers have, produced objects 
which culturally,, stylistic ally and: iconograpbic.ally &

t Am A MtU/W
vii) The geographical area corresponding: to the activities

of: Newar metal-workers in cultural Tibet, extends from: northern 

Nepal and southern Tibet to central Tibet, China and, perhaps, 
Mongolia; and from western Tibet, perhaps as far as Ladakh, to 
Bhutan and eastern Tibet.. . • - .

It is likely that: the first quarter of" the- XVIIth century 
was’ a golden age for Newar metal-workers, Ardussi (1977:246) 
names five Newar craftsmen in connection with the foundation: 
in: Bhutan of a workshop to erect the Silver Stupa for bsTan- 

-pa !i-nyi-ma. i n  1620. From Andrade we have learnt of the 

presence of Newar artisans in western Tibet in 1625, and in 

1604 the First Panchen Lama afciM/led a. casting" by Newar 
sculptors. During: the same span of years, Newar metal-workers 
travelled from the Nepal Yalley to the east and w e s t o f  the 

Himalayas', besides being constantly present in central and 

southern Tibet, Their contribution to Tibetan statuary can 
hardly be underestimated. Their high standards’ of crafts
manship and constant relationship with Tibetan patrons account 
for the extent, to which Tibetans depended upon them for all 

sorts of metal work, Their ability to adapt to the requirements 
of their” Tibetan customers and theiir prolonged contacts witli 

Tibet explains the formation, of a specific Tibeto-Newar style 

of metal statuary as may still be met. with i n  many Tibetan., 

monasteries' of the Nepal Yalley, The extent of the inter-
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-penetration of Tibetan and Newar components in that style 
is such that the foremost living Newar sculptor, Man Jyoti 
Sakya, when asked whether he preferred the Tibetan or the 
Newar style, laughed and replied;: "They are the same" (Alsop 

and Charlton, 1973: 45)*'The persisting;; dependence of Tibetans 
on Newar metal statuary during, the present, century, and. the 
latter *s flexibility in adapting/* to different: styles, is 

illustrated in the following chapter, dedicated to the lives, 

and works o f  the foremost Newar sculptors of the XXth century*
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Chapter II

.THE SCULPTORS OF THIS CENTURY: A BIOGRAPHICAL APPROACH

The following; hiographical sketches are based on. two 

surveys carried' out, in Patan in the summers:;;of. 1977 ^nd 1978. 
The choice; of artists, was based on. the experience which I 
acquired1 in; the years 1972, 1973, 1974 and, 1975 during as 
many stays; in the Nepal Valley, when,, as: keeper; of the Aniko 

Collection, I purchased a number: of. XXth century' metal images; 

of. a  high standard of'craftsmanship. During; my fieldwork in 
Nepal,, I ensured' that all the major: and a- few minor sculptors, 
should be included1 in my final survey. Four of the artists I 
studied are mentioned by Alsop and Charlton, (1973: 29 ff.) 

and one by Labriffe-Aris' (1973: 188). They are all Newar.; 
Buddhists and., live in Patan. Most; of them are residents of 
Oku Bahai, an area at. the south-eastern end: of Patan, and all, 
with the exception, of one, are banras;* (honourable), that.is. 
descendants, of monks who, with the final destruction of. the. 

great places of Buddhism; in India by the end: of the Xllth. 
century, "had no choice but. to come to terms with society" 

(Snellgrove, 1937: 108). They came to constitute a separate

* 0r: ba-re. It is "the Newar form, of Sanskrit vandya.
* worthy*, used asE: a respectful term for Buddhist priests 
and: monks." (Snellgrove and" Richardson, 1967: 274-). Nepali 
(1965: 77) notes- that also "the artisans associated with" 
the pagoda architectural style "are exclusively from the 
Vanra and Idas; castes, the former being: more predominant". 
For supplementary information those two castes see also 
Regmi (1965: 703-5).
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heriditary group and finally received official sanction in 
a caste system- in. the. mid-XIV/th century (cf. Snellgrove,.
1957: 108), as* a consequence, of the Mai la policy of favour

ing/Hindu traditions in the Nepal Valley. On*of the artists 
studied below, is no ordinary banra: he belongs to the elite 
of the Newar Buddhist: community, the Vajracaryas; (yajra- 
-masters), whose priestly status must be consecrated with a 

special ceremony (cf; Locke, 1975: 14- ff.), failing which 
they may lose, their special caste,. The consecration has: 

little to do with actual religious, vocation and learning, 
and has become a mere- matter of prestige-. The Vajracaryas 

"normally pursue their: own crafts like all other banras" 

(Snellgrove, 1957: 112), although their presence as priests: 
may be required at the frequent ceremonies privately or 

publicly instituted by Newar BUddhists. The great, majority of 
the artists, however,, are ordinary banras: and bear the personal 
surname "SakyaM. They regard themselves as descendants of 
the historical Buddha.* s clan and they may be defined as 

"simple monks" as opposed to the Vajricaryas, who are supposed 

to be "learned, monks" (cf. Petech, 1958: 186). The caste 
status of all banras must be confirmed by the performance of 
an^ expensive ceremony, during' which "from generation to 

generation the vows must: be made and then: retracted" (Snellgrove, 

1957: 110)*. Released from their, vows, the banras: return to 
"their now hereditary crafts as' workers in silver, gold of

* This rite is described in detail by Locke (1975: 13-1^).
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crystal, as moulders of bronze images, as woodcarvers, workers 
in stucco and painters. Indeed things of such beauty have come 
and still come from their hands, that one's regret for the 

decay of the institutions to which they belong', is tempered 

by wonderment at their individual skills.^ (Snellgrove,. 1957s 
110-1). Petech (1958: 186) notices how "very many of-them are 
goldsmiths by trade"*, and that holds true for the sculptors 
I have reviewed, though it should be added that the manufacture 
of metal pots cast by the lost-wax process, besides trading, 
ought to be counted amongst, the various activities of the 

Sakyas. Oldfield (1974 repr.: 182) lists the various 

occupational divisions of the banras : goldsmiths, and. silver

smiths making, however, "only...ornaments"; "workers in brass 
and tin, making metal images of god's, also cooking utensils" 
and tinning metal dishes; makers "of guns and cannons in iron, 

brass, or other metal"; and carpenters, workers in wood, 

plasterers, etc. The Vam^savalx (Wright, 1972 repr.: 234) 
mentions that the banras owe the craft of carpentry to the 
intervention of the king of Patan, Siddhi Narasimha Malla 

(1620-1681), probably in the first half of the XVttth century. 
Hodgson ( see Chattopadhyay, 1923: 516) notes that the 
banras' follow different vocations as coppersmiths and stone- 
-workers, thus completing; the picture provided by Oldfield 
and suggesting that the involvement of ^akyas and Vajracaryas 
in all kinds, of arts and crafts besides metal statuary is a

* Cf. Snellgrove and Richardson. (1967i 274):.uThey were 
silversmiths and goldsmiths for a large part, although 
some of them continued to function, as priests.".



1. Caraunda. Nepal. 1766 A.D. Copoer with traces of gilding. 
51 in!•(13.7- cm.).
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traditional feature of Newa-r society. An interesting- 
anthropological feature of this situation is that Newar. 

sculptors belong;to the highest, ranking social group within, 
the Buddhist caste system, while the status of Indian Hindu 
craftsmen is traditionally^ low*. In Nepal, they received 
extensive patronage, particularly under the Malla dynasties 

(1200-1768), and some kings were magnificent patrons. 
Unfortunately, with the notable exception of Aniko, recorded, 
history has so far yielded negligible information on the 

artists themselves, while paying-considerable attention, to 
recording the names of their kings. It is likely that a 
tradition of metal statuary manufacture existed in all the 

four main towns of the Kathmandu Valley, although it is now 

confined almost exclusively to Patan.* After the fall of the 
Valley to the Hindu Gorkhas in 1768, the manufacture of large 
metal images suffered a severe setback, partially because of 

the economic decline of the Buddhist monasteries, which were 

deprived of their lands, and partially because the new rulers 
proved rather less interested in the fine arts than in the 
martial ones?*Under the Mallas "every temple had a liberal

* On the Hindus* conflicting views on the status of artisans, 
see Kramrisch (1959: 18-2A). "The crafts were hereditary, 
or the succession was by apprenticeship and adoption, for 
skill is not' inherited. The crafts did not form the 
prerogative of any caste (...,). Against this liberal 
pursuit of the-arts, however, we have the Artha^astra, 
qualifying' the ^udras as artisans, and the Visnumurti (3rd 
cent.*), which makes all branches of art the duties* of the 
^udrast' (Kramrisch, 1959: 19)*

** C'f, the Imperial Gazetteer‘of India (1968: 119-20): "All the 
mechanics of the country are Newars, who are skilful workers 
in gold, silver., and brass, as also good carpenters and wood- 
-carvers. In olden days they were celebrated for their artistic 
productions in brassware, and the delicacy and variety of their
wood-carving; but since the GUrkha conquest these industries 
have been allowed to languish.".



2. Manju^rl. Nepal. 1836. Fire-gilded copper. Aniko Collection 
(Geneva). a/h. (J&̂ orrv).
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jaigir* permanently attached to it,, the produce of. which 
mainly kept, it. in repair and paid the expenses connected with 

it. On the Gorkha conquest, of the Valley such of.' the temples 
as the new Government, thought it. would, be^desirable to keep 
in good repair were allowed, to retain a moiety, seldom more, 
of their church-lands; these temples are to this day in very 
fair preservation. But in the majority of cases Prithvi 

Narayan confiscated the entire jaigir; and in many instances, 
where he had spared the sacred revenues, Ran Bahadur, and 
afterwards Bhim.Sen, appropriated them." (Oldfield, 197*f repr., 
I: 116)**. Grants of land whose beneficiary was a temple or 

monastery were known as guthi (cf. ch. I, pp. 31-2):“Guthi 
land was that donated by the state or individuals for 
religious or philanthropic purposes. It. was usually tax 

exempt.” (Joshi and Rose, 1966: l^f; cf. Regmi, 1971: 26)., 
However, the "land grant and assignment policy followed by 
the G'urkhali rulers favoured particular classes and communities

* On the system of the jaigir, a Persian term, by which 
the Nepalese designated lands: granted in fief, see L^vi 
(1905, I: 297) and Regmi (1971: 39 ff.).

** Quite correctly, Oldfield notes that "it is not the Newars 
who are to blame for the neglected and ruinous conditions 
of so many of their temples and public buildings (...)
Such temples having; been left to the precarious support 
of the *voluntary system* among a people whose poverty, 
is greater even "than their piety, have naturally decayed, 
and are now fast falling into ruin” (Oldfield, 197*f nepr., 
I: 116). As a consequence of the Gorkhas1 capacity, Nepal 
now needs a minimum, of £ 3 million to restore its temples 
and its government has. appealed to U. N. E. S. G. 0. for 
sponsorship (cf. Morrow Lockwood, 1979: 16)..
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in the society to the exclusion of others11 (Regmi, 1971: 40).
The Rewars generally did not receive such favours. On the 

contrary, they suffered a gradual depletion of or encroachment 

on the lands they had obtained" (Regmi, 1971: 40) under the 
Mallas. Large areas of the land held by Rewars in Kathmandu 
and. other towns were thus acquired by the new rulers for the 

construction of Brahmanical temples and other purposes, and 
their former owners "were given lands in exchange in less 

attractively located areas" (Regmi, 1971: 40): "a royal order 
issued in 1795 mentions that 'the entire paddy lands of 

Rewars in Changu (Kathmandu district) had been confiscated'" 

(Regmi, 1971: 46). Guthi land endowments previously made by 

the displaced Malla kings in the Repal Valley underwent 

similar treatment. After his conquest, Prthvi Rarayan 
"scrutinized Guthi land endowments made by the Malla kings, 
abolished those that were to be abolished and confirmed those 

that were to be confirmed" (cf. Regmi, 1971: 46)* Guthis 
were then "endowed to provide for major expenses of the 

royal palace" (cf. Regmi, 1971: 210,, Ro. 11). However, royal 
patronage never completely ceased and Rewar sculptors continued 

to produce both Buddhist and Hindu images. Their activity 
during the XVTIIth and XlXth centuries is documented by a 
number of inscribed statuettes, some of which continued! â  
high standard of craftsmanship.

The evolution of Rewar statuary during the XVIIIth and 

XlXth centuries may be exemplified by comparing the copper 

statuette of (ShWwUI illustrated, in Sotheby's sale catalogue 1
"Lama" (23rd June, 1980: 8, Ro. 6) and dated M.S. 88?,— that



k. Couple of donors. Nepal. 1906. Brass
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is 1766 A.D., immediately previous to the Gorkha conquest -
- with the gilded copper Manjus'ri dated N.S. 957 (1836 2
A.9*) and gilded copper Tara dated N.S. 997 (1876 A.D.)*, 3
formerly part of the Aniko Collection (Nos. llZf and lij.6
respectively). Thet-r style tends to become more ornate
and the taste for elaborate throne stands and mandorlas,
a feature of much XVIIIth century .Newar statuary, persists.
On the other hand, much of the popular votive statuary from
the XVIIIth to the XXth century did not vary noticeably,
as may be seen from the donors illustrated opposite, and cast 4
in N.S. 1027 (1906 A.D.). Also the Tibeto-Newar style
continued into the XXth century, and high standards of
craftsmanship were generally maintained, if on a smaller
scale owing to diminished patronise. Indeed, the Aniko//
Collection Manjusri is a!B'Ntn£;'tafice of good XlXth century,1* N
craftsmanship.

After the Kot massacre in I8k6, the Rana family became 
the effective ruler of Nepal and its members continued to be 
appointed as hereditary prime ministers until 1951* Minor 5,6,7
pieces were still produced and there is mention of an "image 
factory" in Nepal owned by one Mr. Bhikhuraj in the nineteen- 
-twenties (Majumdar, 1926: A26). Some of the statues cast 
during that period occasionally betray the influence of the 
Nanas’s westernized, neo-classical, exotic taste, as will be 
clearly illustrated below in some works by Newar sculptors 
dating to the first half of this century. The Newar

* See also Christie’s sale catalogue "Kris" (July 2nd, I98O: 
13, No. 55)• On the problem of Newar chronology, see below, 
p. 57, n. 2.



5. Camunda. Nepal. 3rd day of the 3rd month N.S. (10)27 (end 
of December 1905). Brass. lOir in. (25 cm.).



statuary tradition also survived thanks to the orders of 
Tibetan monasteries in the Nepal Valley and southern Tibet*
At the turn of the last century, Levi (1905, 1: 306-7) could 
write that Nepal still manufactured "a great number of idols, 
both Buddhist, and, Brahmanical, which spread to the north and 
south of- the Himalayas, Because of their skil/fulness in metal 
work" Newar craftsmen "are still very demanded in the Tibetan 
world". Private wealthy patronage and guthi* patronage, may 
have suffered a new blow from the land reform carried out 
by king; Mahendra in 196A. The ability of a guthi to commission 
the manufacture of' images is directly linked witb the 
fortunes of the land endowed to the monastery and administered 
by the guthi itself, and which provides the crops and cash 
necessary to support all its religious activities (cf. 
Greenwold, 1973: 133). However, the fall of Tibet to the 
Chinese in 1959 and' the opening of Nepal to tourism after . 
1957, with the completion of the road linking Kathmandu to 
the Indian plains (1956) and the construction of several 
landing-strips in the 1960s, more than counteracted the effect

* Ghthis actually own statues and paintings (cf. Macdonald 
and Stahl, 1979: f̂). However, I understand that, on very 
rare occasions due to adverse circumstances, guthi leaders 
may have been put in the very awkward position of having 
to sell an ancient image fir the Western art market., in 
order to raise funds to proceed to essential repairs in 
their monasteries. An ancient image can always_be replaced 
by a new one, commissioned, to t:he artists of Patan, The 
replacement of statues with replicas, and of replicas with 
other copies gaining the authenticity of their predecessors 
is not unknown in ancient art,and Griswold (1957: ^.2-3) has 
exemplified this phenomenon in the context of XVth century 
Thai sculpture.



XlXth-XXth century. Brass.

7. Sakyamuni. Nepal. 
XlXth-XXth century. 
Copper. ^ in. (10 cm.). 
Collection Dr. Beniamino 
and Andreina Lo Bue.
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of the diminished royal and guthi patronage. Tibetan refugees 
began to commission images for their private shrines and 
newly-built monasteries, and Western travellers started to 

buy "curios*’, sometimes as souvenirs, sometimes as collector's 
pieces:. These two types of private patronage promoted a 
renaissance of Newar statuary and modified the economic 

pattern of the tightly-knit craftsmen's community of Patan.
While one artist, continued his inherited profession of 

sculpting, others left their family tradition of pot-casting 
and: goldsmith work and turned to metal statuary. Indeed, the 

majority of the artists reviewed below are first generation 

sculptors'. The heritage of the great Newar statuary tradition, 
however, was transmitted by an outstanding artist, Man Jyoti 
Sakya, who belongs, to a family of traditional sculptors* The 11

following- notes will show, how all the major sculptors of. the 
first generation were trained by Man Jyoti, and how the 
second generation has: benefitted directly from.their newly 
acquired skill. The sketches of the artists1 lives are based: 

on a number of interviews which I had with them in 1977 and 

1978 and on the opportunity I had to live on.; both occasions 
in the house of one of the sculptors, Kalu Kuma Jache Praja?-* 
pati Thakur, and watch him and his apprentices- at work. I 

have attempted to keep the biographical information to an 

essential minimum, preferring to mention only those works of 
art , which I could illustrate with pictures. Because of the 

number of interviews I had with the artists, however.-, these, 
data may be regarded as strongly indicative of the whole of 
their statuary production until 1978*. jfut

w/i XIt /mjouKj .bl ,j|x X5̂t?u .



8. Bhairava. XlXth-XXth 
century. Silver. 9 x 6  in. 
(23 x 15 cm.). Patan.

sMakMm? xixth-xxth
century. Silver. 9 x 6  in. 
(23 x 15 era.).Patan.
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My criteria for selecting the sculptors have been:
i) their high repute among Newar informants in general and 
artists in particular;
ii) technical skills, for example, the ability of an artist 
to fashion a statue without the help of a model;
iii) aesthetic considerations, derived not only from my own 
cultural background, but also from the Newars' own ideas 
and my appreciation of their canons of beauty*
In the latter respect, X am very gratefull to a good friend 
and informant, Puspa Baj Sakya, who so often guided me through 
his complicated world and, notwithstanding his much younger 
age, taught me all I could learn from h3>^ in Patan, and also 
during his stays with me, in Europe.

Kuber Singh Sakya (1891-1956)
Whenever I revisit the IP1 gilded and painted, ̂ akyamuni 10

(cf* Alsop and Charlton, 1973: 32) located in the entrance to 
the Karmaraj monastery at Svayambhunath, I am reminded of 
how much injustice is done by art critics who ignore the 
work of the three generations of Newar artists who have 
continued to embellish the Nepal Valley during this century.
Kuber Singh Sakya was one such artist, and it took him three 
years (195^-6) to emboss and chase that masterpiece* with the

* On p. 53^ of his comprehensive history of Svayambhunath, Shree
Swayambhu Mahachaitya, Kathmandu, Svayambhu Bikas Mandal, 1978,
Hem Raj Sakya specifies that it is eight cubits (one cubit =■
18M) high, that it contains a relic of ^akyamuni, that it bears an inscription on its back, and that it was offered to the
monastery by one Juju Man Tamrakar. It is highly desirable that 
his extensive survey, the labour of' twenty-two years of research 
carried out in loco, should be translated into English so as- to 
provide Western scholars and students with an encyclopaedic, 
source on the subject.



10. £akyarauni. Karmaraj Monastery. Svayambhunath. 1954-1957. 
Repouss^ comer. Fire-gilt,. 12 ft. (366 cm.).
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help of his son Kesh Raj Sakya (1909 - Sunday, Asadh 25*>
1967), who brought the work to completion in 1957? approximately 
one year after his father's death. Statues by Kuber Singh 
are to be found in northern Nepal,, Kyirong and Bhutan. They 
include the A* 5" ^akyamuni, 2' 9’1 Manjusri, 3* 6" Guru 
Rin-po-che and 2 1 8M Tara. Janguli of, embossed and: gilded 
copper, made in 1947 for the Dharipacakra monastery on Sarasvati 
Hill, Nepal Valley. Kesh Raj's son, Chait.ya Raj Sakya (b. 84

1956) continues the family's artistic tradition working: as- a 
chaser at his father's house at Thaina, Patan.

Pancha. Jyoti Sakya (c. 1883-1965)
One of Kuber Singh's closest friends, although much 

younger than he, was the greatest Newar sculptore of the 
XXth century, Man Jyoti Sakya (b. 19l6)*t Man Jyoti himself

*•This date corresponds to mid-July- of that year. For this 
and other dates I was; given tie Nepalese Vikrama year. The 
Vikrama era (58 B’.C.) is said in the Jain book Kalakacarya- 
kathanaka to have been founded after a victory of king 
Vikramaditya over the Sakas. The years reckoned in this era 
are generally indicated with the word vikramasamvat or 
simply samvat. In northern India and Nepal the custfom is to 
begin each year with rGaitra (March-April) and each month 
with the full moon;. To reduce Nepalese Vikrama dates to 
dates A.D., 57 must, be subtracted from them for dates before 
December 31 and 56 for dates after (however, cf. Petech,
1958: 13).

** For this, date I consulted the artist's astrological chart.
The Newar era starts on October 20, 879 A.D. (c;f. L6vi,
1905, II: 181 and Petech, 1958: 13). Thus the Newar year 
1 corresponds to the period October 20, 879 - October 19,
880 A.D. and, for example, the Newar year 1001 corresponds 
to almost ten months of 1880 A.D, The difference 880 - 1 =
879 must be added to all Newar years to obtain the almost 
equivalent Christian year. It is unfortunate that many 
art historians disregard such simple arithmetic and add
880 to the Newar date. The Newar era is still used by Newars, 
although the Vikrama era has been officially adopted by the 
present rulers of Nepal.



11. Man Jyoti Sakya (b. 1916) at 
Sarasvatl hill, in September 1978

12. Peacock. Rudravarna 
Mahavihara. 1930s. Bronze 
4 ft. 6 in. (137 cm.).
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belongs to a lineage of: famous., or at least locally well- 
-known, sculptors. For the courtyard of the Rudra Varna 
Mahabihar, one of the most remarkable monast.eries in Patan, 
his father Pancha Jyoti Sakya modelled, the bronze pairs of 
3 1 11" lion-like mythical creatures (1934-), 4-1 2" horned 13
hippogriphs (1935)* 3 1 6" Garu^as (1938)* and also the V  6" 14-
peacocks resting on. beams which jut out from, the wall just. 12
below the first tier/ of. the shrine's: roof*. In. competition 
with an artist from Nah Bahai, he also sculpted two lions for 
the same courtyard, and a story relates how popular consent 
proclaimed' as the winner the artist whose neo-classic,—looking 
lions now stand there**. That, pair of. lions, as well as the 
standing figure of "Arjamber Purus" in the guise of the l5
prime minister. Juddha Shamsher (1938)* and l3uddhodana (see' l6
below), show the more or less despotic influence of. the Ranasr 
westernized taste on the production, of some Newar artists at 
the turn of the century. Such an influence was ephemeral, as 
is clearly shown by the works of the three following generations 
of Newar sculptors. At any rate, Pancha Jyoti saw his brass 
lions purchased by the Rana.rulers for the Singha Darbar in 
Kathmandu***, The four pairs of brass winged lions 2' 8" high

* All these images are inscribed with the Newar year.
** It may be interesting- to note that exhibitions of Newar 

art in local monasteries take place at least once a year 
(cf. Macdonald and Stahl, 1979: 125).

*** Tej Jyoti Sakya, a son of, Pancha Jyoti's, has never
heard that: anecdote, but admits that his father's lions 
stand in the Parliament's meeting-hall.



13* Mythical animals. Rudravarna Mahavihara. Patan. 193^-1938. Bronze.
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guarding the Taras around the- stupa in Sv.ambhunath, with 
their front, claws resting; on stylized rocks, were also made 
by him. In. 19^3, Pancha. Jyoti fashioned the bronze images, 
of ^uddhodana* and Mahamaya (inscribed: N.S* 106^), both 16,17
2* 5” high, standing: against the walls on either side of the 
main shrine in the Rudra Varna Mahabihar.

In Ldvi*s very apt words, that monastery nis a. beautiful 
vihara with two courtyards in depth, clean, well-kept, with 
pillars, caityas, ordinary chapels:, but only recent, steles’1 
(Levi, I9 0 5, 11: 3^7)* Howeverr the monastery is mentioned 
in a Newar and Sanskrit, inscription in. Newari script, referring: 
to repair works on. Yotalivi Caitya, which is situated $ust 
behind it, ’’and: is mentioned as Shivadeva Bihar in the.
Licchavi inscriptions.” (Sakya, 1970: . According'
to the Vam^avallt. an , important historical text whose Buddhist 
version: was written in the early XlXth century by a Newar monk 
from nearby Mahabuddha,. the pious Licchavi king: ̂ ivadeva I 
(c. 580-603)**, a predecessor: of Am^uvarman? built the 
monastery in order to retire there after, his abdication 
(Wright, 1972 repr,: 120 and 23A; cf. L^vi, 1905, II 25-6 ).
Later on it, was; repaired by king; Rudradeva: after his abdication 
(c:. 810; cf, Wright, 1972 repr: 1669 and probably derived:

* This image betrays a Western influence in. the column sur
mounted by a flower pot upon which Gautama’s father leans 
with his right.elbow: obvious Rana features in contrast 
with the simplicity of Mahamaya*s traditional design.

** On ^ivadeva I, see:-also Goetz (19691 183 and 188),



14. Garugla (detail) 
(106^ cm.).

Rudravarna Mahavihara. 1938. Bronz
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its present name from that king- (cf. Sakya, 1970: XXI).
Hrowever, an inscription dated N.S. 1A3 (A.D, 1022) mentions: 
a donation in favour of; the ^ivadeva; Bihar- (Levi, 1905, II:
2 5),. a circumstance which may just indicate the persistence 
of the use; of its former name. In the Vam^avali the monastery 
is referred to as "Onkuli Rudrabarn" or "Onkuli Bihar”
(Wright, 1972 repr.: 166’ and 2340 from which the Newari"Oku 
Bahai" may have derived:. During' the extensive restoration: 
work carried out in 1980 on the front wing: separating: the 
two courtyards of the monastery, a total of one hundred and 
thirty-eight, palm-leaf! manuscripts' in. Newari were uncovered. 
They were translated hy the Newar scholar Hem Raj Sakya, 
and- some of them were found: to belong to the Xlth century 
(Sakya, 1980: 1A). The wooden struts- on. the southern side of 
the back wing;, facing Yotalivi Caitya, are generally attributed 
to the- XIIth and.Xlllth centuries and have been widely 
illustrated (for example, by Pal,. 197*]-, I: Nos, 235-63 and 
Macdonald and Stahl, 1979: 3)* During-the restoration work 
in 1980, a copper plate was also uncovered, recording; the 
dedication.of a chapel to Cakrasamvara in the Newar year 
A8l (A.D, 1360; cf, Sakya, 1980;1A-15)* That is the earliest 
inscription so far discovered in. the monastery. Although 
Bernier (1970: 9 6) maintains that "the torana is dated 511 
Nepal Samvat" (1390 A.D.), 1 have been, able to trace an. 
inscription only on the torana over the shrine door, of the 
Newar year 796] (A.D. 1673)* That date is confirmed by Heim 
Raj Sakya, who adds that the tympanum was donated by some 
merchants who returned wealthy from Lhasa and wanted, to make



"Arjamber Purus11 5 ft. 11 in. (l8o Rudravarija MahavihSra 3 cm.).
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good use of their: money. Other inscriptions carved at the 
bottom of. the wooden struts supporting; the first roof 
tier of the northern side of the back wing; bear the; date.
N.S* 773- (A.D. 1652). Hem Baj Sakya found; six such 
inscriptions; with the names, of; the donors and the same date 
(Sakya, 1980.': 13)* It. is likely that hevi's mention of: the; 
restoration; work by a pious Newar in,f1633Mk^vi, 1905, II:
26) refers to the same renovation of. that wing of the 
monastery. A wooden column on the southern side of: the front, 
wing: bears the date; N.S, 78A (A.D,. 1663)*, which seems to 
confirm that during' the XVIIth century the monastery was; 
largely rebuilt. The fifteen different gilded copper, 
"gajuras"** (Tib,: gan.ji-ra) decorating; the back wing's roof' 
v/ere presumably erected during; the same period. Bernier 
(1970: 96) suggests that perhaps, because Oku Bahai***,, the 
Newari name designating: both the Eudra Varna Mahabihar and 
its quarter, "was supported by the ruling Kana. family" the:

* I copied its inscription in 1978, but I do not know whether 
the post has' survived the restoration of 1980,

** This Nepalese word, as found in: the Vaqi^avali (Wright ,
1972 repr.: 210), is- probably the origin of the Tibetan 
term gan.ji-ra, and designates the gilded copper archi
tectural ornaments' in the form; of' vases; often resting on 
stylized lotus 'flowers, which surmount the roofs of Newar 
and Tibetan monasteries. Denwood points out that its: 
Sanskrit equivalent: is stupika,

*** Baha is a Newari term derived from the Sanskrit
vihara„Ta word which is in turn pronounced by the' Newars 
as "bihar".



16. £uddhodana. Rudravarna Mahavihara. Patan. 19t3. Bronze. 2 ft. 5 in. (73-5 cm.).
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monastery "has been rather well-preserved and is still an 
active religious, institution". It is more likely, however, 
that the monastery's; good: state of preservation through the 
XlXth and XXth. c.enturies is largely due to its location in. 
the major artists' quarter in Patan, and to the devotion of 
the few keepers, and learned, laymen forming' its guthi, as well 
as' to Tibetan interest in one of its chapels (cf. ch. I,pp* 41- 
42). As is the case with all Newar Buddhist monasteries, all 
functions of the Rudra Varna Mahabihar are regulated, and 
executed through its guthi, which organizes and controls all 
the duties that devolve upon the banras: "by virtue of their 
monopoly of the Buddhist priesthood. These duties include 
the carrying' out of acts of image worship, elaborate festivals 
and numerous, communal feasts" (Greenwold, 1974: 133). The 
circumstance that, most of. the artists of Oku Bahai are 
^akya and therefore banras, besides the existence of tightly 
knit relationships: among the various families of Oku Bahai 
through their caste and guthi appurtenances, may explain how 
the Rudra. Varna Mahabihar has benefitted from the contributions 
of. excellent Sakya sculptors well into the nineteen-forties: 
the statues made by Pancha Jyoti Sakya, Punya Raj Sakya and 
Man Jyoti Sakya (see below) stand in its courtyard as; witnesses 
of the devotion and art of. the Newar sculptors of this, century. 
The restoration of. 1980 was sponsored by the royal family of 
Nepal and: consisted in demolishing' and rebuilding: ex-nov.o 
the monastery te front wing-, with the participation, of skilled 
wood-c arv.er s v



17. Mahamaya. Rudravarna Mahavihara. Patan. 1%3. Bronze. 2 ft. 
5 in. (73.5 cm.).
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Man Jyoti Sakya (b. January/February, 1916)
After the damage caused by the earthquake- in 193̂ 4->

Pancha Jyoti and other artists* were called; upon to reconstruct- 
the upper part, of the Mahabuddha temple in Patan. On that, 
occasion, Man Jyoti assisted his father with the modelling of 
a few terracotta images**. He,-i.also replaced', the two upper 
heads of a XVIIth century gilded image of a seated Taikuntha 
(cf. Pal, 1970: 110 and fig.. 7 8) enshrined in the entrance 
courtyard of Basahtapur Palace, damaged by the same earth
quake. The heads were subsequently stolen and Man Jyoti again 
replaced them. Father and son. also sculpted the "realistic

* One such artist was the versatile Jog Man Sakya (a. 1886- 
-*1956), from Sikuche Bahai, Patan, who not only 
contributed' to the reconstruction of the temple, but also 
made models- of. it. One of them, V  V  high, made of bronze 
and painted red except for the stupa surmounting its roof, 
may be 'admired in the National Museum of Kathmandu. Hem 
Raj Sakya consecrates one chapter (ch. 160, pp. 38if-386) 
of his book on. the history of the stupa of Svayambhunath 
to that artistv

** Mentioning the damage done to the temples of the Nepal
Talley by the sevfeie earthquake of 193*4-> & Western traveller 
complained, that, "little attempt "was made to repair them.
By this time the Newars (...) had become a race of petty 
merchants and clerks- and had lost all interest in preserv
ing" their:. ancient skills" (Morris, 196?: 2 7 ). The same 
visitor maintains-that "The Newars (...) in course of time 
lost their interest and skill in artistic pursuits" (ibid.: 
3 7 - 8 ) and finds that "Kathmandu, Bhatgaon and Patan are 
still unique (...) but their former medieval atmosphere 
has gone" (ibid: 2 7 ). Nowadays, however, "the visitor is 
chiefly aware of (the) glorious middle-age" of a city like 
Patan (cf. Shellgrove, 1937: 9A and 119): "Patan must be 
similar in many respects to the great Buddhist university- 
-cities of Magadha, of which all but nothing remains". 
Morris's lack of appreciation for XXth century Newar art 
and of the historical causes of the state of disrepair of 
many Buddhist monuments exemplifies a somehow superficial 
but common Western attitude towards the present cultural 
condition: of the Nepal Talley.



18. Padmasambhava. Padma Mahavihara. 
Patan. c. 1947. Bronze. 3 ft. 9 in. 
(114 cm.).

19. Vajrapani. bKa’- 
-rnying dlon-pa. 
Bodhnath. c. 1952. 
'Fire-gilded brass.
3 ft. 3 in. (99 cm.).



bronze male” standing in the courtyard of the Rudra Varna 
Mahabihar and considered by Bernier to be an example of. 
’’incongruous European style” (Bernier, 19?0: 96), but which 
we ought to regard with the same curious and benevolent eye 
that should allow any open-minded art historian to accept, 
stylistic, oddities as interesting: and stimulating;. According 
to a local tradition, it represents: "Arjamber Purus”, who 
is believed to have been ”a very popular benefactor” and. 
disciple of "Buddha*s time.” (Sakya, 1980: 10). According to 
other sources, ”Arjamber Purus” was ^akyamuni’s bodyguard in 
one of his more than five hundred, previous liv.es, and 
presumably a character from some extra-canonical Newar 
Jataka tale (cf. Alsop and Charlton, 1973: 31)* Others 
belftare the statue to portray the Rana prime minister Juddha 
Shamsher:' (1932-19^5 ) * Tke confusion about whom this 5 ’ 11" 
bronze is meant to represent- arose because the minister, 
when requested to grant, permission for the erection of the 
statue of "Arjamber Purus”, gave it only on the condition 
that the Buddha's bodyguard would bear his own features.

During the following years, Man Jyoti must have gradually 
established a reputation oi hiss own, for he was commissioned 
to make a life-size statue of Padmasambhava, the first of 
a number of. important orders, from the Bhutanese royal family 
(cf. Alsop and Charlton, 1973: 32), who later invited him*

* I understand from Michael Aris that descendants of Newar 
silversmiths are still active in the Thimphu Valley. On 
the presence of Newar metal-Workers in Bhutan as early as 
the XVIIth century, see ch. I,pp. 8-9.



20. Padmasambhava. Karmaraj Monastery. Svayambhunath. c. 1953. 
Fire-Gilded brass. 6 ft. 6 in. (1.98 cm.).
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officially to Bhutan in 19^7. Man Jyoti spent five months
there visiting the country and! working too. In the same
period he fashioned the bronze, partially painted 3* 9U
Padmasambhava for the central shrine in the Padma Mahabihar, 18
a rNying-ma monastery founded in 19^0, not far from the Rudra
Varna Mahabihar. The 2' 9" Sadaksari and 2' 6M Amitabhay
both of fine painted clay, standing on either side of the central
image, were modelled by Man Jyoti a couple of years later
in 19i|-9 . At about the same time he also fashioned the 6' clay
Maitreya sitting: in the main shrine of the Dharmacakra
Mahabihar in Jamal, Kathmandu. In 1977 the statue was restored
and then painted beautifully by the master of XXth century
Newar painters, .Siddhi Muni Sakya. Other early clay sculptures
by Man Jyoti include the Aksobhya and Amitabha in the shrine
on the upper floor of the western wing of the Rudra Varna
Mahabihar (Sakya, 1 9 8: 1A). By 1952, Man Jyoti had completed
the four 18" gilded copper Jinas which are located around the
dome of the main stupa at Sighal Bihar, Kathmandu (cf. Alsop
and Charlton,1973: 32 and AV-5). The fifth one, Vairocana,
is a later addition by a minor artisan. He then started
training artists in his workshop: Siddhi Raj Sakya, one of
the best sculptors of the generation following Man Jyoti’s
activity in Nepal, was his apprentice for three years.
During the same period, Man Jyoti modelled a 3 ’ 3" brass 
Vajrapani, now in the teaching-room of the abbot of the 19
bKa-rNying monastery in Bodhnath. In c. 1938, Man Jyoti made 
a 6* 6" gilded brass image of Padmasambhava (cf. Alsop and 20
Charlton, 1973: 31-2) which, according- to Hem Raj Sakya, had
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2l . Maitreya. Maitreya Monastery. Svayambhunath. 1955. Parcel- 
-*ilt brass. 6 ft. 8 in. (203 cm.).



22. Ak^obhya. Maitreya Monastery. Svayambhunath. 1955. Fire- 
-gilded brass. 3 ft. 2 in. (96.5 cm.).



23. Klon^-chen-rab-'byams-pa. Nepal, c. 1958, Brass. in. 
(11 cm.). Collection of the author.
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originally been commissioned by a monastery in Kyirong. As 
a consequence of the Lhasa uprising of 1959, the statue 
reached instead its present location in the Karmaraj monastery 
at the top of Svayambhunath in about I960; but not before 
another vicissitude: its right- foot was stolen and Man Jyoti 
had to model another. The statue, partially painted, occupies 
the left niche of the shrine at the entrance to that monastery, 
which was founded in 1955* During the same year, the dGe,- 
-lugs-pa Maitreya monastery was erected in the depression 
between the Sarasvati and Svayambhu hills,. That meant more 
work for Man Jyoti, who was commissioned to make the 6' 811 
gilded brass Maitreya which occupies the central niche of 21
the shrine, and also the 3' 2!t crowned Ak^obhya which sits 22
on its right:. Their gilded copper auras, crowns and. ornaments 
are the work of Kesh Raj Sakya, Before the Chinese invasion 
of Tibet in 1959, Man Jyoti was commissioned, to make five 
hundred statuettes to be offered to the XI\Tth Dalai Lama by 
a Newar merchant. To that set belongs a figure of a 
foremost rNying-ma-pa scholar, Klong-chen (1308-1363)* who 23
compiled the Klong-chen-snying-thig, one of the most 
important works belonging to the rNying-ma-pa school of Tibetan 
Buddhism. The statue was cast in an unusual alloy of brass 
and silver, and owing to its brittleness, it was chased with 
great djT "'iculty by Chaitya Raj Sakya (see above, p. 37) in 8h
September, 1978: the original sword and part of the lotus 
flower on which it rested were broken. The statuettes 
commissioned by the Newar merchant never reached Lhasa sub
sequent to the Chinese invasion of Tibet and. their present.



24. Maitreya. Dharmacakra Monastery. Svayambhunath. 1962. 
Parcel-gilt brass. 3 ft. 9-in. (114 cm.).
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25A. ^akyarnuni. Monastery of Fikon. 1970. Fire-gilded brass. 
Z* ft. (220 cm.).
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location is unknown.
In̂ .c. I960, when beginning to work on a, 6£f iSakyamuni 

for Lumbini (cf... Alsop and Charlton, 1973: 32), Man Jyoti
first developed the pain in his elbow which, along with other

M"'incidents, was later to put an end to his activity as an.
artist. He then journeyed to the monastery of Ba~khang* in
H'elambu to make a 9* clay statue of the same subject - clay
being- easier to work - in the hope of improving his health
at the same time. The wax model for Lumbini was? completed by
1962, the statue cast in brass and only the hands and face
were gilded. It was- consecrated that year. During the same
period, Man Jyoti sculpted a 3* 9M Maitreya for the Dharmacakra 2 V
monastery** on Sarasvati hill. In c* 1966, for a realistic
life-size, gilded brass image of 13rl Sai Baba*which had. been
commissioned, for a private shrine in Bombay, he drew his
inspiration from Bodhi and Siddhi Raj's statue of the same
saint at Balaju, Nepal Valley. After that, Man Jyoti worked 33
on a. Hindu subject, the 1* 7^” gilded brass Ga^esa in Nhaya- 25 :

* Cf:. Alsop and Charlton * (1973: 32) The monastery was founded 
around 1934*. under the auspices of a Bhutanese monk and I 
visited it on November lif-15, 1973.

** Cf. Alsop and Charlton. (1973: 32). This^was the second, 
monastery.to be built in the. Svayambhunath, compound, the 
first being-the so-called Tamang monastery. Hem Raj Sakya 
gives 19^-7 as- the date of its foundation on p. 593 of his 
Shree Swayambhu -Mahachalfya.. . 1 ' 1

*** On Sai Baba (1856-1918), an Indian holy man little known 
in the West, see Osborne (1973)*



25. 3agesa. Kathmandu, c. 19^6. Fire-Gilded brass. 1 ft. 7$ in 
U 9 .5  cm.).
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kontala (Nhenkan), Kathmandu, Besides his conventional 
attributes of axe, rosary and sweetmeat., this particular 
aspect of the elephant-headed god holds a white radish, perhaps 
a symbol of. peace, in his lower right, hand*. In 1969* together 
with his brother Te;j :Jyoti (b. 1920), the caster of most, of 
his statues, Man) Jyoti made a- 3 ’ 8” bronze*buther-lamp**, 
now standing near the western side of. the main..stupa, at 
Svayambhunath. The lotus-shaped bowl of the lamp surmounts 
a stand in the form of an amyta kalasa resting on lotus 
petals:, the lid. being, a-later addition. That same year, he 
was' commissioned.by the Nepalese royal family to make a 
score of gilded: copper Buddhist and Hindu deities of. various 
sizes for a 5' high landscape model with a two-roofed, pagoda 
surmounting a main hill, and a stupa on the top of a side, 
hillock. When completed, with Man Jyoti's statues., the model 
was presented by king: Mahendra to the president of. the United

*-x-*States during his official visit to that: country. For the

* A, 13-ku x 10" ink drawing belonging to Man Jyoti's collection 
portrays the god holding- the same attribute in the same 
hand. J. M. Pradhan, who has been, doing research on the 
cult and iconography of Gape^a in Nepal, told me that the. 
white of' the radish is a symbol of sentience and .peace of 
mind. In Tibetan iconography, the white turnip is regarded 
as a demon-defeating-attribute (cf. Waddell, 1971 repr.:
39k) • Getty (1971: 18, 31-2 and U )  tentatively 
suggests- that the radish, ualmost, unknown in India, is a 
favourite- attribute’1 of'Ganesa’s in Nepal and Tibet, perhaps, 
because of a misinterpretation of his Hindu symbol of the 
tusk, often badly executed. Mistakes: of this kind have 
occurred, in the past, and become tradition. Contemporary 
instances of this phenomenon may be quoted too.

** Inscribed with the Newar year 1090.-
*** Although I have seen photographs of the finished model 

with Man Jyoti standing by it, I have had 110 success in- 
trying; to trace its present location in the U., S., A.
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anniversary of the Buddha’s birth, which falls on the first, 
full-moon day of the month of Baisak (April-M'ay)', in 1970, ' 
devotees from Oku Bahai commissioned Man Jyoti to fashion a 
2 ' 5n parcel gilt .^akyamuni which was carried in procession 
during that festival and is now kept in the first-floor 
shrine-room on the south-western side of t.he courtyard of 
the Hiranya Varna Mahabihar in Patan. During the same period 
he made a A ’ heavily gilded image of .^aky&muni for the 
Tibetan centre of Bikon, Switzerland (cf. Alsop and Charlton, 
1973: 32). Towards the end of 1970, Man Jyoti was again invited 
to Bhutan by its royal family, this time to teach wax- 
-modelling to a class of three pupils*. He remembers them as 
being unwilling to learn, even hostile, and after a stay of 
four months, returned to Patan.

Statues by Man Jyoti are to be found in India, the
U. &. A., Japan, Italy, and the U. K, His patrons include 
not only the royal families of Nepal and Bhutan, but also

* .During' ’ one of-his stays in Bhutan, Michael-Aris met Man 
Jyoti Vat Bechen Choling (the-royal palace in Thimphu)

‘ on ;the 13th ,November 1970 in accompany with the Nepalese 
politician HarshaGurung. They had both come “to Bhutan in 
the company of the well known Bhutanese teacher who lives 
in Kathmandu, Lobpon Tsechu. The Newari had worked in 
central Bhutan at Burnthang many years ago under royal 
patronage, and in Bumthang” Aris ’’met a father and his son 
(the latter called Yeshe Penjor) who had worked under 
his direction casting images. The Newari was of the Shakya 
caste and came from a famous family of hereditary craftsmen 
settled at Patan. In 1970 the plan was that he should cast 
10, 000 images of the lord Buddha for one of the grand 
projects devised by the King, probably under the inspiration 
cf his mother Ashi Phuntsok Chbdttn.'1. Aris recollects that 
uthe plan ran into all kinds of difficulties” and does 
not know ”if it was ever completed.”. Apparently, however,
”a workshop was established at Phuntsoling but (...) the 
craftsman returned to Patan before long and some attempt 
was made to complete the order there.”. 1 am very grateful 
to Michael Aris for the above personal communication (82nd 
September, 1980).

25A



26. Padmasaabhava. 
Iconometric drawing 
from one of Man Jyoti 
Sakya's sketchbooks. 
1958.

2 7. Maudjia1yayana 
and Jambnala. Rudra- 
varna Mahavihara. 
Patan. c. 1900. 1 ft. 
7 in. (̂ +8 cm.) and 
ll£ in. (29 cm.).
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the Dalai Lama and his teachers. One of the last orders, he 
received before becoming unable to work, was a replacement; 
for the statue of Vajravarahi , Nepal Valley, stolen fl?om its 
site in 1971. He had to complete the image of Vajravarahi 
within six months, in time for the yearly festival during' 
which the deity is shown to devotees and taken in procession 
by chariot. The goddess, which for tie rest of the year is 
kept in a shrine room not far from the main temple, was cast 
in bronze and then gilded; it measures 1* 7i‘u in height?
Finally, I should mention another bronze image, a 2* Vajrapani 
cast in 1973 for and studied by Alsop and Charlton (1973: ^6).
Man Jyoti stopped working' from June 10, 197^*

As is clear from this short account of Man Jyoti's life 
and main works, the majority of his subjects belong to the 
Buddhist pantheon, and their style exemplifies the final 
stage of that amalgamation of Tibetan and Newar art which 
started not laterthan the Xlllth century and to which it 
may be appropriate to refer to with the term "Tibeto-Newar"
(cf. ch. I). The Tibetan influence on Man Jyotifs art is 
confirmed by his various iconographic sources, one being a 
seemingly old Tibetan iconometric book of fine pen drawings 
on canvas, and another a sketchbook of brush drawings on 26
paper, especially prepared for him in 1958 by a Bherpa painter

* A four-armed aspect of the same iconographic type, .with a 
sow head only is_illustrated by Gordon (1959: opp. p. 8 0 ) 
and described as Aryavajravarahl. Her two legs trample on 
a female corpse, whereas Man Jyoti*s Vajravarahi dances 
treading on buffaloes*



28. ^ariputra and Maudgalyayana, Na^Ts, Yamuna and Gafina. 
Rudravarna Mahavihara. c. 1900. Brass.
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from Shar-Khumbu, during his two-month stay at Man Jyoti's 
house in Patan. This latter album is the one referred to by 
Alsop and Charlton as having been drawn "by a Tibetan artist" 
(Alsop and Charlton, 1973: 31 and 30), In any case, I am 
inclined to believe that by the early nineteen-fifties., the 
iconographic and ioonometric characteristics of the Buddhist 
pantheon had already been, memorized and. assimilated by Man 
Jyoti.

Siddhi Raj Sakya (b. c. 1922)
One of Man Jyoti's most prominent pupils, Siddhi Raj 

Sakya.began wax-modelling on his own when still very young, 
in the early nineteen-thirties while still learning the 
traditional family trade of casting pots*. His father, Punya 
Raj Sakya (1881-1922), although not a sc;ulptor by profession, 
produced some fine statues as offerings to monasteries; 
noticeably the brass images of ^ariputra and Maudgalyayana, 28,29
both 1* 7" high, two 11|-" Jambhalas, a pair of 811 Nagi, 27

and the goddesses Yamuna, I 1 2" high, and G-anga, 1* 3” high, 
wrongly identified by Alsop and Charlton as "Lakshmi"**, all

* Brass and bronze kitchen-ware has always been fashioned by the 
lost-wax process, thus allowing the tradition of wax-modelling 
to survive when, after the Gorkha conquest, the Newars had lost 
the political and economic power upon which the artistic patron
age of their monasteries depended,

** Cf. Alsop and Charlton (1973** 32). One of another pair of these 
river deities in one of the courtyards of the royal palace in 
Patan is illustrated by Macdonald and Stahl (1979: 110). Ganga 
holds a mirror in her left hand and dances on a makara's head, 
while Yamuna holds a tiered pot in her right hand and dances on 
a tortoise. The mirror originally held by the Gahga illustrated 
by Macdonald and St&hl has been stolen and its support has been 
left bare. The same goes' for the Yamuna, v/hicdi stands on the 
other side of the same entrance, as illustrated by Rouvre (1975: 
137). Early statues of both deities are to be found in Kulu and 
Pasupatinath (QOetz, 1969: pi. Ill and XLIX and Pal, 197if, I:
No, 216). For another Malla period pair see Singh (1971: 192-3).



29. Maud^alyayana (detail). Rudravarpa Mahavihara. P&tan. c. 
1900. Brass. 1 ft. 7 in. (^8 cm.).
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of which surround the shrine door of the Rudra Varna Mahabihar. 28
Unhappy with his progress, in sculpting, in the early fifties 
Siddhi Raj requested and obtained; Man Jyoti's tuition. He 
spent, three years in the latter's workshop and during that 
period,together with his brother Bodhi Raj Sakya, he made the 
half-ton. bronze bell for the courtyard of the Parvati temple 
at. GrUhyesori, Nepal Valley*. After an interlude touring India,
Siddhi Raj resumed his activity as a prolific, sculptor and 
in. the sixties he produced a number of icons to be found in 
various private shrines, including his own. A first order for 
a set of' twenty-one Taras, averaging 8" in height, came to 
Siddhi Raj from the Bhutanese royal family in 1968.

One of the most unusual images modelled by Siddhi Raj is 
an 8” male Citipati made in c. 1970 and cast in copper, as is 30
the case for most of Siddhi Raj's production. A deity frequently 
encountered, in the Tibetan pantheon, both in painting, and in 
statuary (cf. Tucci, 1967: 122, fig» A and Getty, 1959: OPP*- ,95), 
CItipati is rarely portrayed by the Newars, who, however, 
are well acquainted with it under the name of "Nkowa". An 
example of a brass Citipati holding a lamp (Dlpa-Citipati?) 
stands on the balustrade in front of the Annapurna temple in 
Asan Tole, Kathmandu. Siddhi Raj made his image with the 
help of a photograph of the anatomy of the human skeleton.and 
perhaps also had in mind the Citipati of the Annapurna 
temple, whose penis, partially broken, is still visible. All

* The ability of the Newars to cast monumental bells was. 
noticed by L^vi (1905, I: 306). Of. ch. I., pp. 22-3.



t

30. Citipati. Nepal, c. 1970. Copper. 8 in. (20 cm.). Musee 
d rEthno«$raphie. Geneva.
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the elements of Citipati's traditional iconography are to he 
found in Siddhi'Raj's image. The single-lotus pedestal and 
dancing' posture with a raised leg are common to almost all 
representations of Citipati, whether in painting or sculpture. 
The conch shell beneath the left foot is to be found in most 
of his images, for example, Getty (1928: pi. LV), Maraini 
(1952: pi. ?), Sierskraa (1966: 2 7 5, Ho. 23) and Dagyab (1977,
II: 7)* The long scarf, falling usually to below the knees, 
the coronet, though not necessarily made of skulls, and the 
loincloth, which .normally hangs from the waist rather than 
the thighs,, as is the case here (cf, Dagyab, 1977, 11:7), are 
all recurrent: attributes, of Citipati, The presence of some 
dismembered; part of. a human corpse held in one of Citipati's 
raised hands, usually the right, one,., is also common'. The yak- 
-hair wigs protruding' from either side of the back of the 
skull are found in most representations of the Lord of 
Cemeteries, including the masks used to enact, his character- 
in Tibetan dances and plays. One of Siddhi Raj's Citipati's 
was acquired by the Geneva Ethnographic: Museum and labelled 
as;-"Tibet, XlXth cent.", though described as "Nepal, XXth cent." 
by the vendor. Siddhi Raj also modelled pairs of dancing- 
skeletons, but they are extremely rare, and even fine images 
of his Citipati, such as that at Geneva, are difficult, to 
find, for their fragile bone structure is not easy to cast.

For Jtfmott? years, .(1971-197.5) , Siddhi Raj taught sculpting
to two Bhutanese monks in Patan until, on the occasion of the 
coronation of. their present king;, they had. to return home..
He presented them with six. of. his thasas - wax or clay mould



31. Bala Kumarl. 
Bal Kumari. Patan. 
1975- Fire-gilded 
brass. 1 ft 7i in. 
(49.5 cm.)

32. Bodhi Raj Sakya in the southern courtyard of the Rudra- 
varna Mahavihara. September 1978.
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sets which, help the artist, to model again the various parts
of. the same image in a shorter period of time - and his

rrtpupils in: their turn invited hi$ to accompany them to Bhutan.
Siddhi Raj spent one month and a half in the capital, Thimphu.
There are many of Siddhi Raj's works; in Bhutan, but none of 
them was sculpted during; his stay there; they were all. 
commissioned; through tie Bhutanese charge d*affaires; in Nepal 
and made in Patan. Statues by Siddhi Raj are also to be found 
in India and. the; West. During the same period, he received a 
very important order from: the Nepalese royal family for their 
shrine at Hanuman. Dhoka: a set of twenty-ei&ht gilded bronze 
deities belonging' to the Hindu pantheon, ranging between 6” 
and 18" in height, which may apparently be seen only during 
the first, nine days- of Dasai. For the iconography of this 
particular set, royal pandits provided the artist with a 
text. Other texts were given to him by Man Jyoti but, like all 
the major: Himalayan artists, Siddhi Raj claims to be able to 
remember iconography and iconometry by heart. Hasl̂ 7'i■,, high 
masterpiece of Bala Kumari riding a peacock v/as cast in brass 31
and gilded in 1975 to replace a more ancient, idol lost by 
robbery in the same year from the temple of Bal Kumari in. 
the outskirts of Patan.

Bodhi Raj Sakya (b. March/April*, 1920)
An orphan from the age of two, Bodhi Raj. gained his 32

knowledge of wax-modelling by watching; other, artists at work, 
though he was never trained or Influenced by any particular 
one of them. He started sculpting at the age of seven and is

* On the third day of the new moon, in the month ofChaitra,
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by no means less capable than his brother, Siddhi Raj. Like 
him, he works mostly for art dealers and private collectors, 
and his output., mostly cast in copper and mercury-gilded, 
reaches sixty figures a year.

To the period of his collaboration with his brother 
belong the; large bronze bell- for the temple at. Guhyesorl and 
a pair of 18" lions for. the shrine of Mahamanju^rl (1957),
Nepal Valley. Around the same year, Bodhi Raj made the first 
of a W  image of. Cintamaniloke^vara, an aspect of Avalokite^-

j
vara, derived, from a legend according to which the bodhisattva 
created a wish-fulfilling-tree from which human beings could 
obtain whatever they desired. A metal image portraying the 
deity is shown in the Patan Museum. Originally, Bodhi Raj 
had received orders: for two or three: such images, from Nepalese 
dealers- who intended to export them. They were stopped from, 
doing so, however, by the Archaelogical Department, of 
Kathmandu which considered them to be antiques and did not 
issue the export, permit necessary to ship any art object out 
of Nepal. In order to convince the Department; of the contrary,
Bodhi Raj produced six copies of the image, but failed to
obtain the desired effect: he had: to make at least six more
copies before the experts of the museum realized their
mist alee and granted an export permit much later on. This
episode is important in that it gives us an approximate date
after which unscrupulous dealers must have realized that
it was. possible to pass off mu. h of the XXth century statuary
as antique.. The next, step in this kind of fraud (see ch. IV, p. 230)
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was to age contemporary statues artificially, a process' which 
must still be successful, for I actually saw it applied, to 
small .and large, crude or fine, brass or gilded images, as 
late as 1978. It is interesting- to note that in the autumn, 
of 197^ I experienced great difficulty in obtaining; a Museum 
export permit for a 9" copper statuette of Manjqsri of which;
Bodhi Raj has produced at least fifty copies since 1966.
Although the image had not undergone any kind of. ageing 
adulteration, it could be mailed to Europe only thanks to 
the services of a shipping company, and that still with, some 
difficulties. By 1978, however, a scholar of. great integrity,
Hem Raj Sakya, had been appointed as export-permit officer at 
the Department of Archaeology and such incidents have never 
been heard of since: besides his scholarly background, Hem 
Raj Sakya has a first-hand knowledge of the artists and 
workshops of Patan, where he lives.

It must be mentioned) that Bodhi Raj Sakya made an attempt 
to make his: statues easily identifiable, by adding for some 
time ■ a small.. distinctive decorative element to the ornamentation 
of his figures* He subsequently abandoned that device, after 
realizing-that it was being copied by other artists. This 
circumstance, coupled with the fine quality of his production, 
as is the case, for all the artists examined here, increases 
the likelihood of artificial ageing and fraud of individual 
pieces, which now and then manage to reach the Western art 
market.

In 196^, Bodhi and Siddhi Raj sculpted the V  gilded 
brass image of ^ri Sai Baba* to be found in an open circular 33

* See above, p. 67. The statue is located in a pavilion on the 
premises of the Nepal Distilleries Ltd.



33. ^rT Sai Baba. 
Balaju, Nepal Valley. 
196*+. Fire-gilded 
braes, 4 ft. (220 cm.).

L !

34. oamvara. Nepal. 
1975. Fire-gilded 
copper. 12-| in.
(32 era.). Collection 
of the.author.
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shrine at Balaju. Cast in more than one piece, the statue is 
.evidence of its artists' ability to treat, a subject with a 
realistic? approach, as the folds of the ragged; garment,, the 
scarf, and the very attitude of the yogi, sittings in a 
Western posture with his right leg across: his left knee, 
prove. The crown is an unfortunate later addition •-

In 1966, Bodhi Raj left the family home which he had 
shared with Siddhi Raj for forty-six years and moved to a. new 
house, adjoining Rudra Varna Mahabihar, where he works 
assisted by up to five apprentices, including his. sons Bodhi 
Ratna (b. 1955) and Sanu (b. 1961).

For iconographic reference, Bodhi Raj occasionally 
makes use of a "cha-cha", one of those lifmrgic.al texts 
used by Newars, consisting not only of detailed prescriptions 
for the performance of rituals and descriptions, of mudras, 
asanas, and meditation techniques, but also hymns and 
iconographic. indications: concerning the deity, or deities, 
to which they are dedicated. Bodhi Raj's manuscript text is 
written in. Newari and Sanskrit, the script being Newari, and 
consists of 156 pages of five lines each. According to Hem 
Raj Sakya, if was copied about thirty years: ago and is now 
incomplete. Its extant parts are concerned mostly with 
Samvara, and, to a lesser degree, with Manjusri. Bodhi Raj 
did refer to that text to fashion his 5” Manjusri mentioned 
above., and used it extensively when he first made a 6" 
Samvara in 1965> & task which took him a month. According to 
Alsop and. Charlton (1973: k7) > ’’Bodhi Raj originally made 
this image on the order of a Newari curio shop owner (...)



35. oamvara (detail). 
Nepal. 1975. Fire- 
-Silded copper. 12| in. 
(32 cm.). Collection of 
the author.

36. White Jambhala. 
Nepal. 1975. Fire- 
-<?ilded copper. 8 
in. (20.5 era.). 
Collection of the 
author.



He worked with a small Tibetan statue as a model.*.11. In 
1 9 6 8, the artist enlarged the same image to 13u in height: 
and has produced, about thirty examples of it since. Bodhi 
Raj's Samvara illustrates well how difficult it. is. to assign 
much of: Newar and Tibetan statuary to one style or the other., 
and serves the purpose of justifying the use of the adjective 
"Tibeto-Newar" to qualify those images in which the two 
cultural influences seem to have merged.

During:the same year, Bodhi Raj made his first 8" White 
Jambhala*. Besides using; a Tibetan iconographic source.for his: 
subject, the artist saw a statue and a thang-ka.of the same 
deity. Apart from the design of the single-lotus: stand and 
a few other minor details, Bodhi Raj's image strikingly 
resembles a solid silver image of Jambhala riding a dragon 
illustrated and described in Spink's catalogue The Art: of 
Nepal and Tibet (1979: 69, NO. 71).

The Vajrasattva and Indra; studied by Alsop and Charlton 
(1973: -̂6-9) were first made by Bodhi Raj in ct. 1969. The 
artist maintains that, the iGonographic source of the former 
was a stone statue located outside a. temple at Bungamati, 
whose details Bodhi Raj studied and. retained mentally, while 
an old Newar image brought to the sculptor by.the customer 
was the model for his Indra. In 1972, Bodhi Raj was commissioned

* Bor this iconographic type, see, for example, Lowry (1973:
20-1) and Olschak (1973: 176-7).
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by a businessman to make a 3 f statue of Yamantaka (cf. Alsop 
and Charlton, 1 9 7 3: 5k) from an old image kept in the 
Archaeological Museum of Svayambhunath. Only one copy of 
that large and ccomplicated statue exists and unfortunately 
it has: been shipped abroad. Another tour-de-force was under
taken by the artist in 1973 when he modelled the first of 
four 22-£" copper images of Hevajra (cf. Alsop and Charlton, 
1973: 5k)* The copy I saw was ungilded and inlaid with 
silver. It: was on sale for the equivalent of about £ stg'.
1 , 500 in '197 B.

Finally, I should mention the 2' 2" gilded copper, image 
of White Tara made by Bodhi Raj for the Hotel Malla, Kathmandu. 
It is located on the reception desk of that hotel; its lack 
of a lotus stand and the poor quality of the chasing1 do not 
do justice to the artist's skill. Statues by Bodhi Raj Sakya 
are to be found in private shrines, too.

A cousin of Bodhi Raj and Siddhi Raj's, Sanu Kaji Sakya 
(b. 19^2 ), also follows the family's recently established 
tradition of sculpting, their elders being, in fact, pot 
casters. Sanu Kaji casts his own images, mostly in brass. In 
c. 1966, Sanu Kaji made a brass triad consisting of a 10"
Krsna. with 8" images- of Radha and Rukmini at his sides, for 
a. shrine at Bhatgaon. A fine silver-inlaid and parcel gilt 
I8-2" Dlpaftkara. inset; with stones was made by him in c. 1975  

for the shrine in the workshop of the master chaser Siddhi 
Raj Sakya (b. c. 193k) and. of his very talented son, Purna 
Man Sakya' (b. 1957)» in Oku Bahai. Siddhi Raj chased the 
image's face and the two Buddhas decorating its chest, and



37. Blo-bzang-grags-pa. Maitreya Monastery. Svayambhunath. 
c. 1967. Fire-gilded brass. 2 ft. 6 in. (76 cm.).

38. mKhas-grub-rje. Maitreya Monastery. Svayambhunath. 
c. 1967. Fire-gilded brass. 1 ft. k in. tk0.5 cm.).
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garment and Purna, Man chased the rest; of the image, including 
the inscription om manipadme hum on the bottom hem at. the 
hack of the garment. The combination of. partial gilding and 
inlay work is very rare in Tibetan and. Himalayan statuary.

Nhuche Raj Sakya (b. September/October, 1933)*
Nhuche Raj Sakya also belongs to the family of Bodhi 

and. Siddhi Raj. A self-taught sculptor, he entered the 
profession seriously at the age of twenty-one. Nhuche Raj's 
career and mode of work exemplify those of all the Newar 
sculptors of. his generation. As is the case with most of 
them, he was born in a Sakya.-family of metal pot-casterst*Since 
cast metal pots are produced by the lost-wax process, Nhuche 
Raj may have gained some experience in fashioning wax for 
hollow-casting; and in metallurgy from his father and. grand
father, who was; Punya Raj Sakya's brother (see above, p. 71). 
His decision: in 199^ to become a professional sculptor was 
mainly financial and is connected with the circumstance that 
after 1991 more and more Westerners were given the opportunity 
of visiting Nepal and the demand for metal statues increased. 
Since 1999» Tibetan exiles, too, have begun to order images 
for their newly-built monasteries and ̂private shrines, and 
Nhuche Raj has been, commissioned, to make statues mostly for 
Tibetan patrons settled in India, but also for Tibetan

* On the day before the full moon, in the month of Aswin.
** Casting metal images as well as cooking utensils is a 
hereditary occupation of the banras (see above, p. Zf9;.
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39v Cantfaro^aija. Nepal, c. 19^9. Copper inlaid with silver. 
lOf in. (27;5 cm.). Aniko Collection.
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monasteries in Nepal. Married, but without childred., Nhuche
spends most of his time in his workshop, where he is
assisted by up to eight, apprentices, some of them family 1
members. He produces a maximum of twenty-five wax models a
year, which are cast mostly in copper and, as is the rule
with all Newar sculptors, makes a »thasa*» set (see ch. IV, pp. 2066-
•*207) for each of them. He has never used iconographic texts
for his work, but uses mostly pictures instead. Although he
regards himself as a specialist in fashioning Buddha images,
he is at ease with both the Hindu and Buddhist pantheons.
and with a variety of styles. Examples of his work are to
be found at Bodhnath as well as in India. A gilded brass
triad of Tsong-kha-pa, 2' 6H high, flanked by rGyal-tshab-rje 37
and mKhas-grub-rje, both I 1 i|n high, was made by him in c. 38
1967 for the right niche of the shrine in the assembly-hall
of the Maitreya monastery at Svayambhunath.

To illustrate Nhuche Raj’s talent in adapting ho different 
statuary traditions, it will be sufficient to analyze two of 
his works which were not meant for religious purposes, but 
for the contemporary art market. One is his 11” Candarosana 39
(c. 1969)? a Hindu divinity long ago absorbed into the
Buddhist pantheon (Snellgrove, 1937: 78), and which Nhuche 
Raj cast in copper and inlaid with silver. Stylistically, it 
is reraeniscent of a group of Tibetan metal images portraying 
terrifying- deities, like the wrathful manifestation of Vajra- 
pani . illustrated by Pal (1 9 6 9:/ 99 > fig'* 67) and by B^guin 
(1977: 171, No. 187). According’to.B^guin,- the!triple pendant 
on the chest and the knot of the waist-band of that deity



Vaikun^ha. Nepal, c. 1971. Copoer inlaid with silver.
21-j in. (55 cm.). Aniko Collection.
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suggest Chinese models. However, in Nhuche Raj's work, the 
ancient Indian, and subsequently Tibetan, tradition, of inlay 
work, combines with the Chinese motifs to create an image 
which, for all stylistic purposes, is essentially Tibetan: 
how different Nhuche Raj's version is from the one in 
traditional Newar style may be appreciated by comparing it 
with the XVIth century Newar pata illustrated as No. 112 in 
Christie's catalogue of the sale1 "Kugti" of June 13, 1979**

A striking example of Nhuche Raj's ability to work in 
a style alien to the Tibeto-Newar1- statuary tradition current 
in Nepal is provided by his 23F1 Vaikuntha, which was first 4£),41
cast in 1971 and has been widely copied by less skilled 78

artisans since. It is possible that Nhuche Raj's source.. Of. 86

inspiration was a IXth century 3' lO'^Standing brass image 
of Vispu as the Vaikuntha Chatumurti from the Hari Rai temple 
in Chamba town, which was studied and illustrated by 
Gorakshkar (1971: 40-5, 36-42) and by Pal (1973: 214-6).

* Iconographers seem to confuse Candarosapa with a form of.
Marfju^ri termed by them "Kalamanjusri". Candarosana belongs 
to-'Aksobhyas*s vajra-family (Snellg'rove, 1957: 78) whereas 
in later Buddhism. Ma5ajusri moved from Vairocana's wheel- 
-family to Amitabha's lotus-family (Snellgrove, 1957: 65-7) 
and there was never a question of his being included in the 
same family as Capdaro^ana. The fact that_Christie*s pata 
portrays Candarosana and not "Kalamanju^ri" is confirmed by 
the circumstance that Candarosana's family head, Aksobhya, 
occupies the central position in the row of jinas above 
his head. The same applies to No. 83 of the same catalogue, - 
where Aksobhya appears in the crown of a XIIIhh/XTVth 
century Ladakhi Capdarosapa, again wrongly described as 
"Kalamanjusri", a deityTy/hich,,I have never-heard mentioned 
in either Nepal or Ladakh.

** Total height: 138s5cm. For another replica of the same 8?
image see ch. IV, pp. 232-3 , On the copying of alien 
styles see "Foreword”, pp. III-IV.



,raikuntha. Nepal, c. 1971. Copper inlaid with silver. 
21£ in. (55 cm.). Aniko Collection.
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Curiously enough, Nhuche Raj replaced the back fierce face 
of Kapila, with that of. a buffalo. The artists acknowledges ^1 
having-used a picture as his. iconographic. source, and having 
been advised by his patron for the iconography of the back 
face. The material in which Nhuche Raj cast his. Vaikuntha, 
copper, differs from: that: of his Chamba model, brass. Further- 
mote, he made: it in six. different partSj..body, crown., stand, 
GadadevI, Cakrapurusa, and Bpthvi,^whereas-Gorakshkar says 
that, the Chamba statue "appears to have been cast as a. single 
piece" (Gorakshkar, 1971: ^0). Notwithstanding: such 
differences*, Nhuche Raj's- Vaikuntha has all the appearance 
of a masterpiece. The silver inlay work is consistent with 
the northern Indian statuary tradition** which inspired the 
artist!s work. Vaikuntha is known in Nepal, although his 
worship there has never been as popular as in north-western 
India. The artist's misinterpretation, of a few iconographic 
details should not prevent our appreciating; the aesthetic 
qualities- of a. work which in the main follows the description 
of Vaikuntha in the Visnudharmottarapuraaa; for similar 
mistakes have undoubtedly contributed to enriching iconography

* The Vaikuntha of the Aniko Collection (No. l6'3) had its 
Ppthvi made by Rajesh;Kumar- (see below, p. 86 ), owing to 
the loss of the original piece by Nhuche Raj. Rajesh Kumar 
misunderstood Ppthvt's gesture_of supporting: the god on her 
two outstretched hands as mudras dnd her attitudeof 
emerging- from, the earth as an asana. However, his- rendering; 
should not obscure his great skill in modelling; such a. 
small statue so finely. The statuette was chased by Manik 83
Ratna Sakya (b. 1957)? & cousin of Purna Man Sakya, who 
also works for the chaser Siddhi Raj Sakya (see above, p. 79).

** Cf, ch.Ill,p. 171 .The chasing- of this statue was done by 
Sangha Ratna: Sakya (see below, p.87 )•
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in the past*. In this connection, it may he interesting to 
note that neither of the two ancient. Vaikuntha images known 
in Nepal** "agree with any known literary description.HPal, 
1970: 112). The fact that Nhuche Raj Sakya. followed a 
Chamba iconic type to fashion his Vaikuntha should not 
surprise anyone aware of the circumstance that Tibetan and 
Himalayan artists have copied foreign images not Just 
during the formative period's of their traditions, but. when
ever their patrons requested them to do so***, or whenever 
their curiosity was stimulated by a style different from the 
traditi onal one Furthermore, it should be not ed that 
Nhuche RaJ*s model belongs to the same Himalayan culture 
as that of Nepal, and that contacts between Kashmir and 
Nepal have existed for a long-time****. In the XVIth century, 
artists from Nepal went to work in Kashmir (Goetz, 1969: 109

* See, for example, p. 68, n. 1, Gf. ch. W, pp. 248-9.
** For one of them, nsee above, p. 63.
*** For a discussion of "copying", see "Foreword", pp. II-V.
**** Probably from at least the VUIth century A.P., when

king Jayapida of Kashmir organized an expedition against 
Aramudi,; a. ruler of Nepal. Goetz (1969: 184) takes 
Aramudi to be a "Tibetan general". The presence of 
Kashmiri merchants, having "offices and shops" in Kath
mandu in the early XVIIIth century is attested by 
Desideri (De Filippi, 1937: 317). Two Kashmiri "houses" 
were still active in Nepal in 177*1- (Regmi, 1971: l*f8 K  
In 1873) Wright: (1972 repr.: 2 7) noted that "a few 
MusulmansA consisting- of' Kashmiri and Iraki merchants, 
live in Kathmandu. The former have been established 
there for several generations. Altogether they do not 
number more than about one thousand.". On the Kashmiri 
Muslims of Nepal, see, for example,. Gaborieau (1966:
124 and 126). According to the oral tradition, the first 
Muslims arriving in Nepal were Kashmiri who traded wool 
between India and. .Tibet. They still are the most, ancient 
nucleus of Nepalese Muslims and are generally regarded 
as superior to later Muslim arrivals.
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and 1̂ -5) and Goetz recognizes the "admixture of motives and 
decorative details from Nepal" in the Chamba. imitative 
sculpture of the XVIth-XVIIth centuries (Goetz, 1969: 1A7-8)* 
Early contacts between Newar and Kashmiri artists are attested 
by the collaboration of two artists, "a Nepalese A^vadharma, 
and a. Kashmirian Van ku la" in the manufacture of three silver 
images still worshipped at Kojarnath (Tucci, 1956: 61-2 and 
1937: hO and pi. |t|i. IjlpfT). In his study of the Divsar
frame (see chvIII, p. 132, n.3 ), Goetz maintains that motifs 
going back to the Kushan tradition of Gandhara "were, later 
on, taken over in Nepalese art" and that other elements of 
Sassanian heritage later found their way into Nepalese art 
(Goetz, 1969: 8A). He also notices the intrusion of Kashmiri 
elements into early Nepalese statuary from the time of 
Lalitaditya of Kashmir (Goetz, 1969: 18k and 188-9), when 
Vaishnavism became the predominant religion in Kashmir and 
Vaikuntha images were being worshipped (cf. Gorakshkar, 1971: 
Mf), A Kashmiri style brass Buddha seated on a lion throne 
is manufactured by Newar artists, who are aware of its 
stylistic provenance. For these reasons, Nhuche Raj's Vaikuntha 
may be regarded' as symbolic of the complex cultural exchanges 
which have contributed to promote and enliven the various 
statuary traditions which are still continued in the Himalayas.

Kalu Kuma (b. June 23. 1933)
One of the most original sculptors of Oku Bahai is Kalu

* Following Taranatha, who wrote in 1608, Kong-sprul (Chandra, 
ed,, 1970: 570, 11. 3-^) states that "in the country of Nepal, 
the early tradition of sculpture was similar to the Old Western 
one", which flourished also in Kashmir.



Garuda. Nepal. 1971. Copper. 17 in. (43.5 cm.). Aniko 
Collection.
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Kuma* Jache Prajapati Thakur, a contemporary of Nhuche Raj 
Sakya. Although his father, a farmer, did not foster, his 
son’s artistic; vocation, Kalu Kuma started sculpting' in his* 
childhood. In 1955, he suffered from an illness v/hich kept 
him housebound for six months, and during that, period, he 
relieved his boredom by spending much of his time modelling in 
clay. Thanks to that forced immobility, Kalu Kuma. was able 
to develop his skill enough to begin wax-sculpting later oh>
In 1961, he paid several visits to Man Jyoti’s workshop**, 
sometimes in search of advice, sometimes just to watch him 
work, but it was not until 1965 that he began sculpting 
professionally. He works with the assistance of his eldest son, 
Rajesh (b. 1956), a promising, and already skilled*** young

* New.: ̂ Kumhar*1 (kumbhakara; Llvi, 1905,1:2^2, No. 19) or 
,fkumhal?' (Pe-cech, 1958: I8h). means potter. Rosser (1 9 6 6:
86) gives the caste name ’’Kuma" and the personal surnames 
"Kumale11 and "Prajapati”.They were recognized as a caste by 
the Mallas in the mid-XIVth century (cf. Petech, 1958: 182,
No. 29) and are divided into four sub-divisions (Petech,
*1958: l8*f). Although they have been defined as an endogamous 
sub-section, of the agricultural caste of the Jyapus (farmers; 
'FUrer-Haimendorf, 1956: 21) rather than as a sub-caste, 
many of Rosser’s Kuma informants claimed that"their particular 

. group is simply a sub-division of Jyapus, with no explicit 
bars: to intermarriage (the childred simply following the 
sub-division, of the father) and no barriers on commensality. ” 
(FUrer^Haimendorf/rfiAjl966: 8'4). Other informants argued a 
contrary opinion, but there is no central authority for 
promulgating'a definite decision on such points.

** Kalu visited Man Jyoti for seven consecutive evenings
and then once a week for some time (a score of occasions) 
after that.

*** The proficiency of a sculptor in Nepal Is assessed by 
his ability to model a wax image without the help of a 
”thasa”(see ch. IV, pp. 206-7).



U3. Haya^rlva. Nepal. 
1968. Copper. 8 in. 
(20.3 cm. ). Aniko 
Collection.

i+if. Hevajra. Nepal. 
1968. Fire-Gilded 
copper. 1 ft. 3 in. 
(38 cm.). Aniko 
Collection
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artist, one modeller, one caster, and three pupils, including 
his-second .eldest son, Maila (b, 1962). Kalu Kuma works', alone 
o,n‘ the ,first, model of each statue he produces, and his assist
ant^; and apprentices begin to help only after its: completion'. ;

As is the case for most; of the sculptors of Oku Bahai, 
Kalu Kuma has occasionally made a few images for private and 
public; shrines, the bulk of his production being for the 
local art market. He does not use iconographic texts, but 
works mainly from pictures and drawings. Host of. his 
iconographic sources were obtained from Sangha Ratna Sakya, 
one of the best chasers in Patan before he turned to art.« 
-dealing. Sangha Ratna Sakya used to chase all Kalu Kuma’s 
statues and to monopolize their sale. The images belonging; 
to the period of close collaboration between.the two artists 
(c. 1968-1977) mostly portray terrifying deities, sometimes 
of a rather obscure iconic type. Their pedestals tend to be 
stylistically uniform, with a plinth almost always chased.

The first image professionally produced by Kalu Kuma 
was a 5" Milarepa, made in c. 1965. fafom another artist's "thasa!1 
In 1 9 6 8, he made one of his more widely imitated statues, 
an 8" form of Hayagriva, which the artist claims to have 
derived from a Tibetan thang-ka. Iconographically the type 
is strongly reminiscent, of the winged form of Hayagriva as 
illustrated by Pal (1 9 69s 101, No. 69)s but the artist 
assured, me that, he did not use Pal’s book as an iconographic 
reference, a statement, supported by the later date of 
publication of The Art of Tibet. An almost identical image 
to Kalu Kumars Hayagriva, appears in Sotheby's catalogue



45- Hevajra (back). 
Nepal. 1968. Fire- 
-i^ilded copper. 1 ft 
3 in. (38 cm.).
Aniko Collection.

if6. " Prachanda Beer" 
Nepal. 1971. Copper. 
8 in. (20.5 cm.). 
Aniko Collection.
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"Vishnu” (3rd December, 1979: 63» No. 131). The date of Kalu 
Kuma's Hayagriva is important, because, following; an. 
incident in which a copy of his: image was artificially aged 
and sold as an antique, Kalu Kuma, unlike other sculptors, 
has ever since made a point, of casting' each stand of his statues 
with the Nepalese Vikrama year marked inside, in order to 82
make his pieces easily identifiable. Following the same 
iconic type, Kalu Kuma made a. V ? Hayagriva, a version whose a
closest iconographic parallel is a 16" high ungilded copper 
image described and illustrated by Khandalevala (1950: 37 
and. 39), where the snake in the dishevelled hair is replaced 

a not attributes are held in the two lower pairs
of hands of the god, and the yum holds a va.jra instead of a 
kart tpka.Both images are patinated to a rich brown, probably 
obtained' by the application of wax to the copper, surface (see 
ch. IV, p. 230 ). By 1968, Kalu Kuma had evolved a personal 
style, modelling' preferably, but not exclusively, yab.-yum 
divinities. The most outstanding achievement of that period 
is represented by his 15" Hevajra, derived from a Tibetan My
thang-ka. Its iconographic. perfection contrasts with two #5
obscure and widely imitated* terrifying deities, one made in

* For instance, a bad‘photographic, reproduction on' p. kk of Thakur 
Prasad: Mainali ’ s Contemporary Art. and Artists of Nepal. Kathmandu, 
Nepal Assoc, of Fine Arts, 1973, illustrates questionable 
"Megh Samvar" under the heading: of Jog; Man Sakya, a former member 
of N, A. Fv A. Kalu Kuma had in fact, already modelled that statue 
in 1968 using a Tibetan painted scroll-as his source. The icon- k7 
ography of this particular yi-dam, which I have not been able to 
trace anywhere, must be very rare and it. is hard to believe that 
the late Jog-Man Sakya came across’the same iconographic source 
used by Kalu Kuma. On p. 61 of Sotheby’s sale catalogue "Vishnu" 
is illustrated what is another work by Kalu Kuma, a yi-dam which



4?. li^dam. Nepal. 19^8. Copper. 9 in. (23.cm.). Aniko 
Collection.



c. 1968 in its 5" version and c. 1969-70 in its 8" version,
the other only as an 8" piece, in c. 197,0-1. To the’ period
1970-1 belongs a 5" yab-yum statuette’ o’f Candarosana,* whose 4 8 .
aspect in union with a consort is known to exist in Nepal
(cf. Pal, 1978, II: No, 109). In 1971, Kalu Kuma created
another masterpiece, alas often and badly imitated by other
craftsmen, a 17" Garuda, from a picture. The king of birds 42
and enemy of the nagas is a familiar feature of Nepalese as
well as Tibetan Buddhist literature* and iconography. In
Nepal Garuda is often portrayed as an anthropomorphic attendant
or mount of Visnu in the Hindu pantheon, but as an
independent deity in the Newar Buddhist pantheon (bf. Pal,
1974, I: No. 107). It is possible that Kalu Kuma drew sons 
inspiration from Pane ha Jyoti Sakya’s pair of garudas in 13,14
the courtyard of the Rudra Varna Mahabihar (see above, p.
3 8) for example, for the shape and inclination of the wings 
and for the modelling of the feathers. However, the presence 
of horns in Kalu ICuma's Garucla is characteristically Tibetan.

the Newars call ’’Prachanda Beer", and whose iconography 46
again I am unable to trace, though the artist, claims to 
have derived it from the picture of a Tibetan painted scroll. 
Against the advice of Brendan Lynch, Sotheby’s expert in 
Tibetan and Himalayan art, the statue was catalogued as 
XVIIIth century, on the suggestion of a well-knwon scholar.
The buyer returned the piece after the sale and Sotheby’s
accepted that it was a XXth century work. The inside of
the statuette’s base is inscribed with the Nepalese Vikrama
year 2028 (1971 A.D.). I do not wish to question the 82
competence of leading scholars in the field of Tibetan art:
the episode is reported to stress the urgency of recognizing
the existence of a XXth century Newar statuarjr tradition
and of studying it scientifically in order to avoid similar
mistakes in the future,
* It is mentioned, for example, in the biography of the 
lama dPal-ldan-blo-gros (1467-1363; Snellgrove, 1967,
I: 193).



48. Candarosana.
Nepal. i970-l. Copper. 
5 in. (12.5 cm.).
Aniko Collection.

*
mu

49. Naga. Detail of Garuda. Nepal. 1971. Copper. 17 in. 
(43.5 cm.). Aniko Collection.
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Tucci (1935 • , III/l: 163) maintains that the representation 
of a horned Garuda is very ancient in. Tibet, as is demonstrated 
by a metal (probably brass) amulet found with other Very 
ancient objects at Miang*, and illustrated by him (ibid.: 164, 
fig, k)- As an example of a Buddhist Garuda, Tucci describes 
and ‘illustrates a thang-ka of the Gu-ge school, found at.
Serkung and representing a horned Garuda of certainly Buddhist 
inspiration: a Garuda is there the central figure, surrounded 
by four smaller Garudas of different colours, and treading, on. 
the body of a naga whose upper portion is in human form. The 
figures of all the Garudas in that thang-ka have very visible 
horns (Tucci, 1935, III/l: 16V-5 and P1* LXXVII)**. Thus 
Garuda, horned and standing on a naga, is a common feature of 
the Tibetan pantheon***, though it appears more often as an 
attendant deity, and sometimes with an’brnamental1 function, 
above the thrones of main deities: according to Tucci, the 
ornamental Garuda, without horns, is of Indian derivation 
(Tucci, 1935 > III/l: 16A). The presence of horns, the
treatment of! the deity as a main figure, its treading on a h9 
naga, besides any stylistic consideration, point to the fact 
that Kal.u Kuma’s Garuda is iconographically Tibetan****.

* On this place, also Ma-yang', now Ma-dzong, see Tucci (1933 ,
II: 57). It is located on the Hindustan-Tibet trade route 
east of. Tiak, in western Tibet.

** Cf, also the four horned Garudas illustrated ibidM pi. LXXXII.
*** Cf. also GrUnwedel (1900: 188, No. 159), Gordon (1959: opp. 

p. 95) and Olschak (1973: 158-9, Nos. 18A-6).
**** The local belief that the picture used by Kalu Kuma portrayed 

a "Burmese" or "Thai" Garuda only proves that the iconography 
followed by the sculptor is partially alien to the Newar 
pantheon: no one having seen a south-east Asian Garuda could 
possibly confuse it with a Tibetan Garuda.



50. Samvara. Nepal. 
1972. Copper. in. 
(11.5 cm.). Aniko 
Collection.

51. Bhairava. Patan. 
August 23-September k, 
1978. Wax. 1 ft. 2 in. 
(35.5 cm.)
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In that respect, the type of Garuda which is iconographically 
closest to Kalu Kuma's is represented by a 12-̂ " x 9irn XlXth 
century Tibeto-Newar painting at the Royal Scottish Museum 
Reg. No. 1962. A53).

In 1972, Kalu Kuma fashioned a Saha3a-samvara, an 50
aspect of Samvara* frequently confused with Vajradhara by 
iconographers. That rare statuette not only shows Kalu Kuma’s 
ease vith miniature statuary, but also his ability to produce 
graceful and supple postures, belying a general impression 
that his images "tend to be somewhat stiff aid static” (Alsop 
and Charlton, 1973: k7) • It is more likely that the artist, 
by preferring ferocious and sometimes ”static11 postures 
to the graceful and hermaphrodite features of much Tibeto- 
-Newar sculpture, has infused it with new blood, out. of a 
personal aesthetic choice which is quite consistent, with 
the traditional stylistic character of much Nepalese 
demonology. His skill in modelling terrifying deities is 
undoubtedly appreciated by his Newar customers.

On September 28, 1977, Kalu Kuma completed the wax of a 
2 ’ Vajrabhairava on which he had been working for seven weeks, 72
constantly using the colour picture of.a Newar pata of the 
same deity as an iconographic source. In the summer of 1978 
he was requested to fashion a 1'2” image of Bhairava to 51

replace the idol stolen*"? a few;- years.-previously from the

* For this particular aspect., of Samvara, see, for example,
Guenther (1972: opp. 100), Pal (197A: 37, fig. 12 and 197k,
I: pi. 281) and Dagyab (1977, II: 55, Nos. 78-9).

** The original brass image was itself a modern replacement 
for a previous, image stolen from Bal Kumarm in 1971. As 
the temple lies in the outskirts of Patan, it has often 
been vandalized (cf. above, p. 7k), and the local people
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left niche of the shrine of. Bal Kumari, a temple which has., 
suffered from repeated theft and armed robbery as much as from 
neglect. He completed its wax model between August 23 and 
September A of the same year*. At the same time, he modelled 
two. 3i*M images of Radha and Rukmini, to replace those two 
companions of Krsna stolen from a temple at Sankhamul, north- 
-east of Patan.

A successful sculptor whose works have often been imitated' 
but never equalled, Kalu Kuma has not lost his innate modesty 
and kindness or his Buddhist religious fervour. He participates 
actively in the religious and cultural life of. Oku Bahai.
For the purpose of the Indra festival on September 15, 1978, 
for example, he made wax dolls representing Yasodhara, Deva- 
datta, and. other protagonists of Gautama’s legendary life, 
for a small pageant which was staged for the benefit of 
the local people on the site of the large stone fountain 
opposite his new house at Thapat, in Patan. Furthermore,
Kalu Kuma still finds time for his traditional occupation 
as a farmer and,, sometimes, potter. His rice and wheat 
fields yield enough crops to meet, the requirements of his 
large family. In this respect, his attitude is very 
traditional: "there is no Gorkha who farms; there is no 
Newar who does not, farm. Besides the rural class of the 
Jyapus, all the artisans and traders established in town have

seem to resent.'the presence of foreign visitors there, Kalu 
Kuma himself has been robbed of ancient statues of Vasudhara, 
Prajnaparamita, Avalokite^vara, Kuvera._a stupa and fifteen 
paintings from- his own private shrine (agama). Theft of 
antiques is a plague in the'Nepal Valley. For precedents for 
the replacement of statues with copies in antiquity, see p.
5/4, n. 1).



52. Rat. Kathmandu. 19^2. Fire-gilded brans. 1 ft. 4 in. (40.5 cm.)
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a bit of ground which they exploit personally” (L^vi, 1905»
I: 302).

Jagat Man Sakya (b. 19̂ -0)
The descendant of a family of pot-casters, Jagat Man 

Sakya began sculpting at the age of fourteen, acquiring his 
knowledge of metallurgy from his father but, as in the case 
of Bodhi Raj Sakya and other artists, receiving- no formal 
training whatsoever. Jagat Man’s artistic interests and 
approaches are varied and unconventional. In 1953, he started 
drawing with the help of a Tibetan iconographic text borrowed 
from Man Jyoti, from which he copied the iconometry; in. 1956, 
he started studying the tablas, drums which he still plays as 
an amateur; during three journeys to India he was able to 
devote himself to his favourite pastime of visiting museums-, 
an occasional source of information for his art; and between 
1970 and 1973, he worked with a theatrical group in Patan. In 
1962, he was commissioned to fashion the gilded brass rat 52

standing opposite Gane^a’s shrine in Maru Hiti, Kathmandu.
There are many such rats portrayed with their deity all over 
the Nepal Valley, and quite a few in Patan itself, like the 
superb pair on either'side of Ganesa’s shrine in Ikhalaku, 
which gives its name to the lane in which it stands: Tichu 
Galli. Jagat Man’s way of treating; the subject, however, was 
more original and charming;. His rat, wearing a bell around 
its neck, measures 2 ’ 1”. from nose to tail and 1’ If” from the

l

tip of the nose to the bottom of the inscribed* single-lotus

* The inscription bears the date of the Nepalese Vikrama 
year 2019 (1962 A.D.).



Dlpankara. Nepal, c. 1970. Copper inlaid with silver, 
loi in. (26 cm.). Aniko Collection.



pedestal, which measures 1 ’ 7" x. 1 * 2".
Around 1970, Jagat Man fashioned his ga-'1 copper Dipankara, 53 

a Buddha of a previous aeon, who receives special veneration 
in Nepal "every five or twelve years" (Waldsehmidt, 1967:
136, No. ifO), when many of his images from temples and 
private shrines are shown to the public,*. Images of' Dlpankara 
are common in. Nepal (cf,, Snellgrove, 1978: 3h8, No. 273 and 
349> No. 273)* Jagat Man Sakya may have drawn the inspiration 
for. the floral pattern of his figure's upper garment, from the 
splendid Dipaiu-'ikara of the Patan Museum illustrated by 
Waldsehmidt. (1969: fig. 0) and Macdonald and Stahl (1979:
38, fig. 2 5), The intricate chasing; and silver inlay work 
were carried out, by the famous Newar chaser Siddhi Raj Sakya 
(see above, p. 7 9)> who used. a. carving technique of his own 
in order t:o obtain the relievo effects in the Buddha's 
upper garment. A number of bad imitations of Jagat Man's 
Dipankara has appeared in the art trade without a stand. The 
double-lotus stand of the Aniko Collection. Dipankara (No. 115) 
was especially made by Rajesh Kumar (see above, p. 8 6) in 
1 9 7 8, approximately eight years after the casting of the 
main figure.

In 1972, Man Jyoti agreed, to model a 9' image of Gautama 
as a child for the Japanese monk Fuji Guruji, on the condition 
of •■receiving Jagat Man's collaboration. Man Jyoti fashioned

* Cf, Snellgrove (1978: 3M0 : "A tenlt: of the former Buddha 
Dlpankara persists in Nepal, and of him there are many 
beautiful effigies", and Macdonald and Stahl (1979? 77):
"During the festival known as Vanra Jatra, statues of Dlpankara 
are carried through the streets in processions.". The same 
authors (1 9 7 9: 1 1 1) mention "twelve yearly outings of the 
Dipankara Buddhas" in Patan.
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the face and Jagat Man the rest of the statue, now in, Japan. 
The modelling of the wax took one month and was done with 
the help of a 3" Japanese statuette of the same subject. He 
then made a 7’ Gautama child for a Japanese monastery near 
Pokhara, which has since been destroyed. After, that, he 
worked with Nhuche Raj Sakya to restore the clay Sakyamuni 
in the main shrine of the Mahabuddha temple, Patan. In 1973, 
for the anniversary of the Buddha's birthday (Baisak Purnima), 
he was commissioned to make the 2' 9" gilded brass Sakyamuni 
now in the shrine of a small garden in Darbar Square, Patan. 
Jagat Man's workshop has been the object of Labriffe-Aris's 
study of the manufacture of statues with the lost-wax process 
in Nepal (cf. Labriff’e, 1973: 187).

Santa Kumar Sakya (b. December 31» 19A-6)
One of the youngest sculptors of Oku Bahai, Santa Kumar 

Sakya (formerly Sangha Ratna Sakya) started modelling clay 
figures at the age of eight and later even made a self- 
-portrait with the aid of a mirror. He shares Jagat Man 
Sakya's musical interests and participates in local festivals 
and ceremonies as a performer on the flute, harmonium and 
drums. A self-taught sculptor, he gained his knowledge by 
visiting workshops and watching other artists. In 1962, he 
broke with the family tradition of goldsmith work at which 
both his father and grandfather had been employed, and set, 
up a workshop of his own. As do most of. the major Newar 
sculptors, he receives a number of orders from Tibetans, who 
provide him with the necessary iconographic sources, as was



5*f. Varaha. Nepal. 197A. Fire-gilded copper. 11 in. (28 cm.). 
Collection E. Lo Bue.
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the case with his 10u Golden Vaisravana. (February, 197A) and 
91" Simhavaktra dakini (February 12 - March 13, 1973). As for 
most of the sculptors examined here, much of, Santa Kumar1s 
production is also exported to the West, where his statues 
appear now and then in antique shops and auction rooms. His 
financial success: may be measured, for instance, by the fact 
that, during the interval between our first interviews: in the 
summer of 1977 and our last meeting in October, 1978, the 
number of his apprentices had gone up from, two to six and the 
artist was hawing- a new house built for his small family, 
consisting of a wife and one child. Like Sangha Ratna Sakya 
(see above, p. 87), Santa Kumar is a talented artist with, 
commercial aspirations; he sometimes travels to India to sell 
his statues to local antique shops:, and unlike all the other 
sculptors examined here, he does not concentrate exclusively 
on improving his skills,. His production undoubtedly suffers 
from the compromise, although he must, be ranked amongst the 
most promising sculptors of Nepal. One of his most, represent
ative pieces is an 11 Varaha, portraying that avatar a of 
Visnun as a boar in the act of saving- Bhumi, the Earth, from 
the waters. The Earth, personified, as a female, with her two 
hands in- namaskara mudra, has been raised by the god’s snout 
and is supported on his upper arm. The image conforms to the 
description of the god in the Vig&udharmottarapurana in. at 
least one aspect , that, he should support the Earth with the
same arm which holds the conch. This incarnation o'f'Visnu is* •
worshipped in the Nepal Valley, in a shrine at Dhum Varahi,
4 km. north-east of Kathmandu, Stylistically, however, Santa
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Kumar's Varaha betrays later models' and is somewhat reminisceiit 
of a wooden mask of: Varahi in a window frame of the. Brahmayavi 
sanctuary at Bhaktapur.1, as= illustrated by Macdonald and Stahl 
(1979: 88, No. 69).

The youngest self-employed sculptor reviewed here, Bhuvan 
Sakya (b. May, 1950), a cousin of Santa Kumar, works alone at 
Nag, Bahai and not only models, but also casts, chases, gilds, 
paints and inlays his statues with stones.

Babu Kaji Vajracharya (b. December, 19̂ -2 - January, 19^3)
Nag Bahai is the second main artistic centre in Patan 

and its greatest living* sculptor is Babu Kaji Vajracharya.
The son of a tailor*, he began his apprenticeship as a 
sculptor in I960 and received altogether about eight years of 
training' from his famous uncles, Bodhi and Siddhi Raj Sakya, 
who were still living together. As he works alone, his output, 
is small and his statues are hard to come by, but the quality 
of his workmanship is extremely fine and precise and most of 
his production is exported to Europe and Japan. The reason 
why Babu Kaji works only as much as is necessary to support 
his family of a wife and four children may also be connected 
with his chronically precarious state of health**. At the

* Vajracaryas following this profession are not a recent, 
phenomenon. Oldfield's tailor was a Vajracarya (Oldfield,
197*f repr.,1*. 182). "The British Surgeon .was in Nepal, during’ 
the period 1850-63. ’

** Babu Kaji's poor state of health may be due not only to the 
generally unhealthy living conditions in Patan, but also to 
mercury-poisoning from the fire-gilding technique still, 
used in the Kathmandu Valley (see ch. IV, pp.221-® . It, would 
not be surprising if Man Jyoti Sakya's and Jagat Man Sakya's 
ailments,both of n e r v o u s w e r e  due to the same cause.
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, 5 5. Vasudhara. Nepal. 1975. Brass. 61 in. (16.5 cm.).
Victoria and Albert Museum (T.S.21.1980).
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time of ray interview, in 1 9 7 7, his two sons were too young 
to help him, but his wife helps him in. the clay-covering 
■operation previous to casting* Babu Kaji!s ’C.asting-is done 
mostly in brass, but also in copper for the smaller and 
finer statuettes, which would otherwise be rather difficult 
to chase. It is one of this artiste habits to produce not 
too many images from the same model and to vary a main theme 
by combining different nthasas,land changing the ornaments 
worn by his deities. Unlike Kalu Kuma (see above, p. 87), he 
usually adapts the style of the lotus pedestal to suit the 
particular subject he; is fashioning.

One of the first pieces modelled by Babu Kaji Vajracharya 
was a 6-2u standing two-armed Tara in the form of. Vasudhara 55
holding a kalasa resting on a lotus flower in her left hand. 
Nothwithstanding" its uncommon iconography*, this image can 
be traced to an identical aspect of Vasudhara, standing to 
the right of a central image of Amoghapasa, in the shrine- 
-room on the first floor of the western side in the Kudra,
Varna Mahabihar**it is a 3' 6"** brightly painted clay statue 
made in c. 19̂ -8 and stands opposite a similar image of. Bhrkutl. 
Stylistically, however, Babu Kaji’s icon follows an earlier 
model and many of its details have a striking resemblance to 
the SI" four-armed gilt copper Vasudhara of the Nasli and

* For an example of two-armed Vasudhara, see Lowry (1973: 
26-7, No. 8 ). The artist maintains that his iconographic 
source was a similar statuette fashioned in c. 1957 hy his 
uncle Siddhi Raj Sakya. Newars sometimes regard Vaudhara 
as a form of Tara.

** Including its V 1 aura.
*** See ch. I, pp. ifl-2.



56. Laksral Narayana.
Nepal. 1960s. Copper 
10^ in. (26.5 cm.). 
Aniko Collection.

57. LaksmI Narayana (detail). Nepal. 1960s. Copper. 10£ 
in. (26.5 era.). Aniko Collection.
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Alice Heeramaneck Collection (Posenfield, Beach, et al.,
1967! 82, No. 8?). The trass version* of Babu Kaji's Vasudhara 
,is particularly interesting, for the brittleness of the 
material is a challenge to the craftsmanship of the chasers, 
who certainly prefer copper to the harder leaded-alloy of 
cast brass images in Nepal. The slightly disproportionate 
elongation of the divinity’s arm enhances rather than disturbs 
her graceful movement**. The arms themselves are a good 
example of how important the contribution of a chaser is to 
the final appearance of a metal image (cf. above, p. 79 ).
In the particular case of the statuette illustrated opposite 59 
(cast in 1975 &ad dated N.S. 1096), the large armlets worn 
by the goddess were not part of the original casting. Purna 
Man Sakya (see above, p. 79) hammered them entirely out of 
the naked arms, in order to make the wrists more slender, 
during the week of intensive work which it took him to chase 
this statuette. Notwithstanding his high degree of skill, 
he did not feel confident enough to chase the face of the 
goddess: a slip of the chisel on “the hard surface of brass 
could prove fatal to the final appearance of the statue. Thus

* The ungilded copper version once belonging to the Aniko 
Collection (No. I*f7)> like all Babu Kaji's copper images 
reviewed here, was finely chased by Rudra Bahadur Sakya.

** This kind of apparent lack of proportions is by no means 
characteristic of late Newar statuary only. For an early 
Newar stone image of Avalokite^vara with short legs 
and arras which "appear elongated by comparison", see 
Snellgrove (1978: 3̂ -0, No. 263).



58. Vajraoani. Nepal. 
1960s. Copner. lOf in. 
(26.5 cm.). Aniko 
Collection.

59. Vajarapani(detail) 
Nepal. 1960s.* Copper. 
lOf in. (26.5 cm.). 
Aniko Collection.
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the face was chased in the summer of. 1978 by another young,
but very skilled artisan, Manghal Narsingh Sakya (b. 1952),
who started learning his trade in c., 1968, when working' in 
a workshop owned by a Rana.

During' the same period., Babu Kaji also fashioned a more 
complicated deity belonging to the Vais^nava pantheon of 
Nepal , a 10£,f' Vasudeva-Kamalaja, which was subsequently copied 56
by other artisans. Pal (1970: 137 and fig. 108) states that: 57
the earliest known example of that conjoint form of Visnu and 
Laksmi is a Xlllth century stone sculpture in the Darbar 
Square at Kathmandu. However, Babu Kaji maintains that he 
derived the iconography of his statue from one of the stone 
images, probably also belonging to the Malla period, to be 
found in some of the fountains of the Valley of Kathmandu.
The slender hermaphrodite elegance of Babu Kaji's Vasudeva- 
-Kamalaja suggests a late iconographic source.

Later on, Babu Kaji was to model what must be regarded 
as an achievement by any standards of craftsmanship, a 10ir"
Vajrapani which compares very favourably with the British 58
Museum's XVth century larger piece illustrated and described 59
by Snellgrove (1978: 3k5, No. 269), Pal (197k, I: No.
2i3),, and* Barrett (1957: 93,, No. 7, and 95)*.,

* The attempt to distinguish Vajrasattva from Vajrapani by 
iconographic distinctions of any kind . • appearst:o be
unsatisfactory. Snellgrove himself, rather than differentiating 
Vajrapani from Vajrasatt.va, repeatedly hints at the 
"impossibility of making any final distinction between 
Vajradhara (Holder of the Vajra) and Vajrasattva (Vajra- 
-Being), for both represent Buddhahood in its adamantine 
aspect." (Snellgrove, 1957: 2kk; cf. also ibid.: 7k; 1959:
210; and Snellgrove and Skorupski, 1977: 12). By comparing- 
the inscriptions of the peaceful and wrathful aspects of 
Vajrapapi in the Tibetan xylographs reproduced by Olschak 
(1973: 135, No. 90; lk9, No. Ik6; and 155, Nos. 169-71), it



60. Vajrapani (detail). Nepal. 1960s. Copper. 10-J- in. 
(26.5 era.). Aniko Collection.
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The statuette bears a seated Sakyamuni in bhumisparsa mudra

on its crown. It took Rudra Bahadur Sakya more than two 60
weeks to chase this masterpiece.

Finally, I should mention a later (c. 1968) work by the 

artist, a seated 7irn Vajradhara holding his hands in vajra- 61
huiflkara mudra, with bell and vajra resting on lotus flowers

would seem that the distinctions between Vajrasattva and 
Vajrapani or Vajradhara are not quite justified and that 
Snellgrove is correct in calling Vajrapani the peaceful 
deity holding a vajra as his main symbol. Vajrasattva as 
an individual divinity is absent from the three hundred 
icons of the Tibetan pantheon mentioned above and Olschak's 
justification for that is awkward (Olschak, 1973: 126).
In view of these considerations, it may be suggested that 
Vajrasattva is just an epithet, which may equally apply 
to the bodhisattva Vajrapani, to the jina Aksobhya 
(.Snellgrove, 1957: 70, n. a, and ff#; cf. pp. 230-1, No.
2), to the buddha/b odhi s at tv a .■'Sam ant ab hadr a (Olschak, 1973: 
li+8), all blue, or to the adi-buddha Vajradhara (white or 
golden). Vajrapani is sometimes confused with Guru Seng- 
-ge-sgra-sgrogs, one of the eight manifestations of Padma- 
sambhava, as illustrated by Olschak (1973: 31)• I have since 
discussed the problem with Snellgrove and he has drawn my 
attention to the fundamental tantra, the Sarva-tathagata- 
-tattva-samgraha, where Vajrapani predominates, both as a 
tranquil and fierce form. He is often referred to as- 
Vajradhara (which means effectively the same as Vajrapani) 
while he is also sometimes called to as Vajrasattva, which 
is his spell or the essence of his being'. Thus they are 
all essentially the same divinity. In later tradition, 
presumably Indian as well as Tibetan, Vajradhara, seated 
cross-legged, holding vajra and bell in his crossed hands, 
may' certainly be distinguished iconographically from 
Vajrapani, and as such he appears as the supreme divinity 
of the Tibetan bKa1-brgyud-pa order. No such distinct 
iconographic form can be easily posited for Vajrasattva.
For the evolution of Vajrapani Snellgrove refers me to the 
references throughout the Image of the Buddha, to be_ 
found through the index. On the popularity of Vajrapani 
in Nepal, see Snellgrove (1957: 116).



61. Vajradhara. Neoal. 19*8. Copper. 74 in. (18. 
Aniko Collection.
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at each shoulder. Bahu Kaji’s iconic type can he traced to 
the form of Vajradhara. illustrated by Gordon (1959: opp. 50), 
though its double-lotus, stand with rather wide petals is 
reminiscent, of another similar Vajradhara, illustrated and 
described by Pal (197̂ -, I: No. Z97) as "Vajrasattva".

0-rgyan Rin-po-che (b. 1919) and. Tshul-khrims-dvangs.-pa (b. 1932) 
Whereas XXth century Newar sculptors seem to be equally 

at ease modelling wax or clay, contemporary Tibetan and 
Ladakhi sculptors appear to prefer the latter material. The 
sprul-sku 0-rgyan Rin-po-che $rom Nang-chen (Khams),. co-founder 
of the bKa-rNying Shes-grub Gling-at Bodhnath (1973), modelled 
the deities kept in the two outside chapels in the entrance 
courtyard of that large monastery: in the right chapel, the 
central 6' image of mGon-po Ber-nag-can, the 3* statue of 
dPal-ldan lHa-mo riding; a white lion on its left., and the 3 ! 
torsos of. E-ka-dza-tl and Tshe-ring-ma on its right; in the 
left chapel, the central 6 1 image of mGon-po Phyag-bzhi-pa as. 
well as the 3* statue of the wrathful "king" Pe-har riding a 
typically Tibetan elephant with tusks protruding from the mouth 
rather than the cheeks, and the torsos, of. iHa.-mo bDud-gsod-ma 
and. the crow-faced Bya-rog-gdong-can, both also 3* high.

In the assembly hall of the same monastery, the central 
image of Sha-kya-thub-pa, 11* high and made of gold-painted 
clay, stands against a background of intricate foliage pattern 
of the same material surrounded by Samantabhadra, Maitreya 
and the seven Manu^i Buddhas, all sitting; on lotus flowers 
belonging to the same background. This work, along with the
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103 .clay image of Padmasambhava located in the right.niche of 
the same shrine, and similarly surrounded by Amitabha, Sakyamuni 
and seven hierarchs of the rNying-ma lineage, was modelled in 
1973 by the Tibetan sculptor Tshul-khrims-dvangs-pa. The 
following year, the same artist fashioned the statues in the 
assembly hall of the Karmaraj monastery at. Svayambhunath and 
the 6 ' 6" Rang-byung-rig -pa'i-rdo-rje, the sixteenth Karma-pa 
(b. 192if), in the right niche of the shrine in the entrance to 
that monastery. The 2' 6” Zh^a-dmar <3ar-dbang-chos-kyi-dbang- 
-phyug*, (138if-l6 3 0), in the niche surmounting the present; 
Karma-pa's, and the 2' 6" Dus-gsum-mkhyen-pa, the first
Karma-pa (1110-1193)> in the niche surmounting Man Jyoti's. 
Padmasambhava**were also modelled by Tshul-khrims who, again, 
sculpted several clay images in the assembly hall of the same 
monastery. In 1977, he was living in Sir, Kangra, but when I 
tried to find him there, in September 1978, I was told that 
he had left, for Ladakh: travelling is unavoidable for artists 
fashioning large clay images (cf. above, -p. 6 7), for their 
weight: and fragility do not allow for transportation.

* This Z.hya-dmar, the sixth incarnation of his lineage, made 
a .small self-portrait; "in the year 1630, shortly before his 
passing". It. is preserved in the Rumtek monastery (built 
196^-68) in Sikkim (Douglas and White, 1976: IkS),

** See above, pp. 65-6 •



62, Avalokite^vara. 
Hemis Monastery, 
1940s. Painted clay. 
3 ft. (91.5 cm.).

63. Man'ju^ri. Hemis 
Monast ery. 1940s. 
Painted clay. 1 ft. 
9 in. (53-5 cm.).

f
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* Ishe-dbang-rig-’dzin (c. I890~c. 1970/l875-c. 1968*) and 
Ngag-dbang-tshe-ring' (b. 1 9 3 3)

, Ladakh is the country of clay-modelling par excellence.
The lack of an outstanding metal statuary tradition may have 
contributed to bringing the art of. clay9modelling to a high 
degree of skill. The master of the present, generation of 
Ladakhi sculptors appears to be the lama Tshe-dbang-rig-'dzin 
who was also renowned as a painter**. Born at Lingshot, in 
Sangs-dkar, he married in Kalatse. Pallis (19A2: 316) mentions 
him in Peaks and Lamas, in the chapter devoted to the painter 
dKon-mchog-rgyal-mtshan. Both artists worked together around 
1930-3 1 , painting the murals of the temples in the monastery 
at Phyiang, where Pallis met dKon-mchog. Images by Pig-’dzin 
are to be found in the gzim-chung Pad:**ma 'Od-gling, in the 
private shrine-room of Hands' head lama, Thugs-brtse Pin-po- 
-che, who is still held by the Chinese. A 3 f image of eleven- 
-headed Avalokite^vara made by Pig-'dzin for the central 62
niche of that shrine is illustrated in the Artou guide to 
Ladakh (Jaccard and Vittoz, 1976: 30). Pig-’dzin also fashioned 
and painted the 1 ’ 9" Manjusri in the left niche and the 2 ’ 63
Vajrapani in the right niche of the same altar. The triad was 6A

* According to bSod-nams-skal-bzang (see below), Pig-'dzin 
died in c. 1970 at the age of c. 80. According to the 
sculptor Pgag-dbang-tshe-ring, he died in 1968 at the age of 
93. Rig-’dzin undoubtedly lived to an old age, as I could 
see myself from a picture of him taken in the nineteen- 
-sixties,

** Painting and clay sculpture are more intimately connected 
than painting and metal statuary, for all clay images, 
unlike metal images, must be completely painted.



6A. Vajrapani. Hemis 
Monastery. 19A0s. 
Painted clay. 2 ft. 
(61 cm.).

I

6 5 . Sakvamuni, £arioutra and vaudgalyayana. c. 1 9 3 8. Twk-)jtÔ . 
Painted clay. 3 ft. 6 in. (106.5 cm.) and 3 ft. 1 in. (9A cm.).
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apparently fashioned in the late nineteen-thirties to early 
forties. To that period belongs another triad of his, that of 
a 3 ’ 6” ^akyamuni flanked by iBariputra and Maudgalyayana, 
both 3* 1 n high, in the shrine of the bKa’-'gyur assembly-hall 65
of Trak-thog monastery. Rig-1dzin also modelled the central 
1* 10” image of Amitabha with an 8" Vajrapani on its left, 
and a l 1 7n Sadaksari on its right in the Dung-dkar gYas-'khyil 
shrine-room of the same monastery. A fine painted clay mask made 66

by Rig-'dzin was shown to me on July 29, 1978, in the entrance 
to that, shrine-room, by the foremost of his living pupils, the 
sculptor Ngag;-dbang-tshe-rin@, from Thea. Ngag-dbang himself. 67
was then making'two masks, part of a set. for the Trak-thog 
monastery. Works by him are to be found in various parts of 
Ladakh. In 1977, he modelled the 6 ' image of Yamantaka in the 
right corner of the new assembly-hall of Spituk monastery.
Another fine 5' 2" image of the same deity, made in May 1978, gg
stands, in the right corner of the assembly-hall in the monastery 
of Saphud. Other pupils of Rig-'dzin are sKar-ma-tshe-ring,a 
contemporary of Hgag-dbang, from Himis Shukpa, and bSod-nams- 
-skal-bzang (b. 19/f3)‘*> who teaches sculpture at the Handicrafts 
Centre in Leh. bSod-nams was born in Wangla, not far from 
Mulbek^ but his father and grandfather, both clay-modellers, 
came from the same village as Rig-'dzin, Lingshot. Rig-'dzin was 
in fact a relative of bSod-nams *s and taught him both modelling 
and painting for seven years. In 1978, bSod-nams was awarded one 
Of the ten national awards fob master-craftsmen by the Indian 
Government.

* The artist: gave his age as 35 at the time of our interview, 
on July 16, 1978.



66. Mask. Trak-thog Monastery. 1940s. Painted clay.

67. Ngag-dbang-tshe-ring modelling a mask near the lantern on
the roof of the main assembly-hall of the Trak-thog Monastery,
on July 29, 1978.
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Chapter- III

METALS: A HISTORICAL SURVEY BASED. ON METALLURGICAL ANALYSES 
OF PARTICULAR STATUES. AND SUPPORT.IRQ. LITERARY EVIDENCE

The problem of "bronze11.
When speaking of Tibetan and Himalayan metal images, the 

term most often encountered to define both the statue and its- 
alloy is "bronze”. According to dictionary definitions, bronze 
is an alloy of copper and tin, or a work of art made of it. 
Notwithstanding- the presence of Chinese bronze cauldrons 
which were sent, to Tibet as gifts in various ages, and even of 
a European bronze bell in Lhasa (Richardson, 1977: 173, No. 
14), evidence seems to suggest that Tibetan and Himalayan 
metal statues were- hardly ever cast in bronze, and that its. 
use was mainly confined to the casting of ritual and domestic 
items, sometimes carried out in loco by Chinese craftsmen*. 
Unfortunately, the translation of Tibetan metallurgical terms 
in various dictionaries and other works has never been 
substantiated by any kind of metallographic evidence. The art 
historians' traditional fondness for using the term "bronze" 
to designate any statuary of copper alloy irrespective of the 
presence or absence of tin probably contributed, for example, 
to the false assumption that the horses of San Marco were 
cast, in bronze. Metallurgical analysis revealed that in fact

* Cf. the VHIIth century bell of the temple of Khra-'brug 
(Yarlung Galley), whose inscription specifies that the man 
who cast the bell was the abbot, the Chinese master Rin-chen 
(Tucci, 1930: 70-1; cf. also fig. 5 for another bell of Chinese shape).



68. Yaraantaka. Saphud Monastery. May 1978. Painted clay. 5 ft. 
2 in. (1 ra. 57.5 cm.)
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they were cast in almost pure copper*. Their case is by no 
unique: I could mention Lorenzo Ghiberti’s- ’’Gate of Paradise” 
(completed in 1452: Cu 93.7%, Sn 2.2%, Pb 1.3%, Zn 1.8%; cf. 
Bearzi, from Leoni, 1977: 196) or Benvenuto Cellini's Perseus 
(completed in 155^: Cu 95*37%, On 2.29%, Pb 1.51%) >v which*:are 
both thought of as "bronze” works of art.

The etymology of the word "bronze" is uncertain, and though 
(aes) brundusium (Brindisi copper alloy) has been suggested, 
it is "only from the Renaissance (that) the term bronzo was 
used in Italy to denote copper alloys specifically alloyed 
with tin"**. The question of the use of this word is not just 
a pedantic quibble. Craddock has noticed that "from the time 
of King James Bible of 1611 in which all copper alloys are 
called 'brass' irrespective of composition, the early develop
ment and use of brass has been confused, and learned books,
both ancient and modern have often tended to increase rather

* Cf/. Leoni (1977:
1

205):
I ■ I

Horse A %Cu %Sn %Pb %Sb %Ag %Fe
Head - Sample 1 9 8 .1 2 0.77 0.55Sample 2 96.67 1.31 1 .1 6
Trunk - Sample 3 97.63 0.95 0 .9 8

Sample A 96.95 1 .2 2 1.14 less than 1
Collar - Sample 3 98.95 0.39 0 .1 1
Horse B
Trunk 97 *22 1 .2 2 1 .0 4

** Craddock (1978: 1). The term, however, was already used in 
a treatise of alchemy which may be dated between the IXth 
and Xlth centuries according to the Grande Dizionario della 
Lingua Italians. Torino, U. T. E. T., vol. Ill, and 
Dizionario Etimologico Italiano. which records also the 
Mediaeval Latin terms brundum (1313, Treviso); brondi (1339, 
Verona); bronzum (1335, Bologna); brunzo and bronzo (1349, 
Wf7, Roma), etc. For this information I am indebted to Dr. 
Alberto Scaglia.
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than decrease this confusion!" . In fact, nowadays, in our 
ultra-scientific age, we somehow do the opposite of what, the 
Elizabethans did, calling "bronze" what- is in fact brass.
This is probably the result of centuries of dictatorship of 
classicism, whereby metal statuary, to be worthy of any 
consideration, has to te made of the same material which was 
used in the Oreek, Etruscan and .Roman civilizations. The study 
of Eastern metal statuary has suffered from the same prejudice, 
also in view of the fact that bronze found an early and intense 
use in China. Much northern Indian metal statuary from as 
early as the VTIth century A.D. was, however, actually cast 
in brass; (Cf. Werner, 1972: 138),. and a few examples of 
copper statuary from even ®irlier dates were found at Taxila * 
(Marshall, 195'!', I: 208-9)- The same applies to Tibetan metal 
statuary, and B^guin has mentioned how in that respect the 
word "bronze" is of practical use but not correct (Blguin et 
al., 1977: 61).

Early brass and copper statuary in northern India
A detail ̂ analysis of the materials used in northern 

Indian metal statuary is not within the scope of this study. 
Although it would not be correct, to try to diminish or deny 
the widespread use of bronze as a statuary metal in India, it 
is necessary to understand and underline the importance of the

* See .Marshall. (1951, I: 208-9; II: 605-6; III pis. 185-6,
Nos. 419-23, 426 and 429)- These images, two of which preserving 
a "pure Indian character"were-all "solid-cast in open or piece- 
-moulds", except for No. 420, "which is of thin repouss4 metal". 
Most of them were excavated from stratum II at Sirkap and cor
respond to the later Saka and Parthian period (90 B. C. - c.
60 A. D. See Marshall, 1951, I: 118).
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role played by brass in traditional northern Indian sculpture. 
Sometimes zinc and tin were used together with copper to 
form a brass-bronze alloy, but this may not. by any means be 
regarded as asta-dhatu, a. traditional northern Indian statuary 
alloy made of eight metals. Western and Indian scholars have 
sometimes attempted to make that ideal alloy coincide with 
actual statuary metal, but their speculations were never 
supported by metallurgical analysis, deferring to an "assay 
which was attempted t;o determine the composition of ihe 
metal of a Vishnu image from kangpur", Spooner held that Mr. 
Hooper's report, seemed "clearly to indicate that the actual 
composition” of. his sampling "consisted of the so-called 
ashfa-dhatu or eight metals" (Spooner, 1911-12: 157), although 
he could not identify even traces of two of its; necessary 
components: gold and silver. The traces of antimony, zinc and 
iron found by HOoper is his assay are percent.ually insignificant 
and may be regarded as accidental*: thus we are left with 
only three metals, copper, lead and tin, far from the eight, 
components, required for the agta-dhatu. However, the hypothesis

* Antimony finds its use in- lead alloys, as- a hardening' agent., 
and in tin alloys, to form "white metal" (cf,p.1 77,n. 1 ).
Spooner's naive argument- that: "the merest atom of these metals, 
if added, to the blend, is enough to constitute the theoretical 
composition: desired" does not excuse his extremely forced 
conclusion that "the absence of manifest traces of gold and 
silver does not,therefore, exclude the possibility, still 
less, destroys the probability, that in- intention. t£e bronze 
was of the ashta-dhatu type" (Spooner, 1911-12: 157). Obviously, 
Spooner believed that evidence may be gathered from intentions 
rather than facts. It is possible that agfa^dhatu originally 
just stood for the "eight elements." used for Indian statuary 
alloys, whether alone or in various combinations: "Metals- as 
enumerated" in the Vastu-texts (cf. Silpa-ratna - Pr. Lak§, p. 11) 
are eight-fold and they are designated as 'Astalohamaya*
(Shukla, 1958, II: 109). The use of all the eight metals to 
form.one alloy appears to have been neither intentional nor 
actual, though, at some stage, it may have been proposed as an 
ideal by subsequent: mythical literature on- the subject-
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that ancient northern Indian statuary metal may be actually 
made of the mythical asta-dhatu has become accepted as truth 
by many art historians, since. Some, like Majumdar and, Kramrisch. 
have been rather cautious and merely state that in ancient 
Indian statuary alloys are "supposed to be" (Majumdar, 1926: 
426) or "known as made of" (Kramrisch, 1964: 12) asta-dhatu. 
Others, like Baraswati (1962: 28) have not been disturbed by 
the apparent: c.ontadiction that, for example, gold and silver 
are absent from the alloy, though they may have realized that 
copper was its essential ingredient. On the basis of. Spooner*s 
"evidence", Bhattasali (1972: XX) coined the designation 
"octo-alloy", mentioning that, from a. study of twelve images 
of. the Dacca Museum-, sometimes a "coppery appearance predomin
ated in the alloy", but recognized that another was made of 
pure copper. Bahai (1977?: 233) accepted Bhattasali's coinage 
and reviewed a score of analyses of northern Indian metal 
images, without, realizing'perhaps that the alloys of the 
images taken into consideration by him never contained more 
than five elements in excess, of 1% In each case. Using 
Bpooneris and Baraswati's postulates as evidence, he also 
accepted their unsupported conclusions on the nature of the 
agfa-dhatu in full... Bhattacharya (1979: 146) follows Bpooner 
in the idea that, for the sake of proving the existence of 
the octo-alloy, six is equal to eight (cf. p. 109 , n. 1)! The 
agta-dhatu is not the only product of the Indian taste for 
magical numbers: the navaloha, s.attaloha and, panchaloha 
(Majumdar, 1 9 2 6: 4 6 2) are other alloys whose myth has dis
integrated thanks to the hundreds of analyses carried out by
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Werner (1972: 18^-91, tables if. 1-6.1).
Whereas the traditional Indian psychological attitude 

of trying to fit. a fact, to an ideal at the expense of the 
truth (but to the advantage of the myth) has blinded the 
above mentioned scholars, Western study of northern Indian 
metal statuary has suffered from1 another prejudice'. Goetz, 
for example, not only accepted the notion of: asta-dhatu as a 
fact , but even equated it to brass-. (Goetz, 1969: 139)» though 
he was somewhat embarrassed by the problem, discussed above: 
(pp*. 106-108 ), of calling brass; by its real name*. That kind
of. hesitation is reflected in the use of such expressions as. 
"brass, type of. bronze" and. in the circumstance that sometimes 
art historians; dealing- with northern Indian statuary refer to 
one and the same object., as "bronze" in the text and "brass" 
ih the relevant, caption (cf., for example, Gbrakshkar, 1971) 
or vice versa (cf,, for example, Goetz, 1969: 79 and 86 and 
plate XXVI) or even in the same text, unfortunately, even 
such an eminent, archaeologist, as Marshall admits 
the word "bronze" to include alloys other than copper and tin: 
"My reason for using the word in this more extended sense is 
that, without a chemical analysis of each article, it is not 
possible to determine the precise nature of its alloy, and it 
is more convenient, therefore, and likely to be productive of

* Such embarrassment, is expressed by Goetz’s use of the term 
"brass" in inverted commas1 and by his consideration that the 
brass; frame from Divsar (sea below, p . 132 , n . 3  ) was made 
in its "cheap metal" by a cynical king who deceived;his: pious 
people with the affectation of his own conversion., while 

in fact the temple’s property had "found its way into the 
royal pockets" (Goetz, 1969: 85)* Statements like this should 
be supported by a detailed study of the economic history of the 
area during'the period taken into consideration. There is no 
evidence that brass ever regarded as an inferior of "cheap 
metal" in the northern Indian statuary tradition.
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less-, error, if all these alleys are classed together as 
bronze" (Marshall, 1951: • It may be suggested that, in.
a scientific context,, the term "copper alloy", though less 
elegant, would have been productive of less, error than the 
term "bronze".

Werner's analyses of "northern Indian" images are rather 
misleading-) for most of the ob jects he takes into consideration 
are described by him as being; from Nepal or other Himalayan 
areas: however, having' analyzed one brass statuette from 
Nalanda and a dozen objects cast in brass, (with the exception 
of three, cymbals) from. Kajasthan to Bengal, he concluded that 
the eastern-most point of the development of. brass-, technology 
"seems to have been. Nalanda". How do Werner's results- stand 
up to other metallurgical evidence? Lai (1956: 55-6) records 
altogether nineteen chemical analyses: of Nalanda "bronzes", 
although it is not clear, either from his table or from the 
text, whether his nineteen samples come from: nineteen, different 
statues. However, what, is clear from his discussion and from 
his table is that nine samples turned out to be bronze, five 
brass*, four copper and one brass-bronze, v.Lai. (1 9 5 6: 5 7) 
concluded that "The data recorded here show that both bronze 
and brass, were used for casting, images", somehow forgetting 
to include in his final considerations the "four copper 
specimens" (Lai, 1956: 55) which contained more than 91%

* The figure of. the zinc percentage of sample No. 9 is incorrect 
and its alloy is referred to as brass:, in the text, where 
another brass sample is included, too (Lai, 1956: 55)*
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copper;, and other- elements- in amounts not exceeding:; 2 .61%.
Sahai reports and repeats Lai's data and considerations, to 
which he adds four more analyses of objects from Chausa,
Nalanda and Kurkihar, one being' bronze*and the other three 
leaded brass-bronze alloys, that is, alloys with significant, 
amounts- of tin, zinc, and lead:, and copper not; exceeding 90%.
He also mentions that chemical analysis: of five of the seven 
standing' images of the Buddha discovered at Phopnar (Madhya 
Pradesh) in 196V revealed the presence of "copper on. proportion 
varying: between 6 1.7% and: 7 0 .2% and zinc, varying' between 2 1 .4% 
and 30.3%» tin. being; phesent only in traces" and accepts; that 
"The images from Phopnar Kala. have thus been cast out of 
brass and not br onze.'K Sahai, 1977V: 2 3 6). However, on the 
basis, of all the results taken into consideration by him, that 
is, a total of ten bronze, ten brass,, four copper and four 
brass-bronze specimens,, Sahai unreasonably concludes that "in 
a great majority of cases, the images were cast out of bronze" 
(Sahai, 1977V: 2 3 6). In fact, if we add to Sahai!s data the 
analysis of the brass image from Nalanda stddied by Werner 
(1972: 139, No. 108 and. 211, fig-. 30) and those of the two 
Pala images reported below (p. 121, j\|os. 43 and. 46.), we reach 
a total of seventeen brass: and copper samples against, ten of 
bronze, leaving aside the four in. which both/ tin and zinc are 
present, in the copper alloy in significant, amounts*.

On the basis of the above results, we may indeed conclude 
that Pala and Sena statuary was cast not just in bronze, but.

* That particular specimen was analyzed by Jayaswal (1934:71)*
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very often in brass and unalloyed copper, and, in the absence 
of further analysis, we may well accept1 Werner’s suggestion 
that brass was used in northern Indian statuary as far as 
Nalanda in the east,, to which we may add. as far as Fast 
Nimar, in south-west. Madhya Pradesh, Furthermore, Werner’s 
own analyses: of northern Indian brass: objects allowed him to 
conclude that, ’’the zinc., content increases from the 15th to the 
17th century and beyond that to the- 20th century” (Werner,
1972: 1UJ.

The tables reporting'the chemical analysis of objects 
unearthed at Taxila reveal the use of pure copper, bronze, 
brass, copper-nickel alloy and solder (Marshall,, 1951, II: 
567-9, tables I-IV). From:those results it appears that brass, 
was manufactured in India at least from the Ilnd century B.C.: 
’’The objects of brass' discovered at Taxila are especially 
interesting;, as they represent the earliest specimens of this 
copper alloy so far found in India" (Ullah, in Marshall, 1951, 
II: 570)*. Literary evidence of the manufacture of brass in 
India may go back to the IVth century B.C., for it is mentioned 
in Kautilya’s. Artha^astra (Ullah, in Marshall, 1951, II:
570-1). According; to Vogel (1 9 0 8: 108), the inscribed brass 
statuette of the Buddha found at Fatehpur (Kangra, and now 
in the Lahore Museum, was cast in the V.Ith century. It measures

* It has been suggested that one of the brass items reported ibid. 
on table IV (No. 28) and attributed to the Illrd-IInd 
centuries B'.C". "may be Greek rather than Indian" (Marshall,
1951, II: 199). However, the results of the analysis- of item 
No. 2 9 , a Ilnd century B.C. bangle, allowed Marshall to state 
that "malleable brass (...) now makes its first appearance in 
India" (Marshall, 1951, I: 107). In the light of the latter 
statement, it would be interesting-to analyze the metallurgical 
composition of the famous 1 1 .2 5 cm. "bronze dancing girl" from 
Mohenjo— -daro at the National Museum of India in New Delhi.
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30 x 13.5 cm. and is inlaid, with silver and copper. Brass 
continued to be used consistently in northern Indian statuary 
also in the casting- of large objects, such as the Divsar frame 
(see*below, p. 132, n. 3). The majority of the western and 
north-western objects analyzed, by Werner was made of brass and 
the remaining items of; copper. NO bronze appears in his data 
(Werner, 1972: 190-1, table 61)*, though the picture changes 
for southern India, where brass tends to be replaced by copper 
and, sometimes, by bronze (Werner, 1972: l86-9> table 5.1)**.

Pure copper has been used to manufacture objects in India 
since prehistoric, times, at Harappa (cf., for example, the 
representative analysis reported by Piggott:, 1952 repr.: 197), 
down to Taxila (cf. Marshall, 1951, II: 567? table 1), and to 
this day. Copper ores are available in India and Marshall 
rejects Warmington's conclusion that in the 1st. century A.D. 
India was entirely dependent on the West for copper: nit is. 
quite impossible that the large quantities used under Parthian 
rule at Taxila could have been imported by sea." (Marshall, 
1951, II: 565-6, n. 1 ). Marshall. (1951, II: 56*f), however, 
points out that clear evidence of the scarcity of copper is 
forthcoming at Taxila, and quotes t h e Periplus of the Erythraean 
.Sea and Pliny as mentioning that. India imported copper, tin, 
lead and bronze from the West.. Even for a later period, Gopal 
(1965: 1 5 2) suggests that copper, as well as lead , was "in 
the list

* The Tibetan artist and scholar Padma dkar-po (1526-1592) 
mentions white and red. li along with brass as being-used in 
northern Indian statuary, of which Newar sculpture is regarded 
as a superior variation (Padma dkar-po, 1973, I: 300, 1 1 . 1-3) 
He also mentions a light-coloured brass obtained by mixing 
brass with white li.

** Examples of unalloyed copper embossed statuary from southern 
India are illustrated by Aravamuthan (1931: Nos. 21 and 21f).
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of India's imports from the- west:"* Gopal's study is mostly 
concerned with, northern India's economic history from the 
Vlllhh to the Xllth centuries.. From Marco Polo we know that 
"much gold and silver and copper" (Ponchiroli, ed,, 1979:
197) was imported in Tana, or Kana (Konkan, now corresponding- 
to districts in Maharashtra and Goa), According'to another 
version, it was - Gujarat, rather than Maharashtra, which 
imported "gold, silver, copper, and tutty, into its port of: 
Cambaet. (Cambay; cf. Masefield, 1936: 386), Gopal (1963: 136) 
refers to the imports of’gold, silver, and copper to the 
kingdom of Cambay, whose description follows that, of Konkan 
in the "ottimo" abridged Tuscan version of: Milione. In any 
case, it is clear that the coastal districts around, the Gull 
of Cambay imported metals which included copper and zinc 
oxide, the latter presumably from Iran* The import of copper 
and silver on the western Indian coast is confirmed by Marco 
Polo in his chapter on the kingdom of Malabar (Ponchiroli, 
ed., 1979: 193): "Traders bring here copper, silken and golden 
brocades, and bring silver, cloves and lavender (?), because 
they do not have them", from Manji (southern China; cf. 
Masefield, 1 9 3 6: 382-3).

One remarkable example of post-Gupta copper* statuary is 
the 7' 6" standing: Buddha discovered in 186if in the ruins of

* Cf; Coomaraswamy (1927: 2A0, pi. XL1, No. 160). Harle (197A?
8) acknowledges: that "the great, Sultanganj Buddha is generally 
thought to be a later work" which can no longer "be un
questionably assigned to the Gupta period". Thus the statue 
may be tentatively assigned to the reign of Harsa (590-6A7 
A.D.), It is likely that a work of that size would require 
some form of royal patronage, or at least political stability. 
In the latter part- of his reign, Harsa fell increasinglyunder 
the influence of Buddhism. If the Sultanganj Buddha is
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an old Buddhist monastery at Sultanganj (Bhagalpur District, 
Bihar). Lumps of copper ore, a fragment of a crucible and 
remains of four other copper images (Mitra, 186 A: 367-8,
Nos. 12-1A, 16 and 18) besides other copper items were found 
on the same site. It is possible that the monastery had 
casting facilities on its premises. The Buddha weighs more 
than a ton, and stands now in the Birmingham City Museum 
(jReg* No, 1116-85). The Chinese pilgrim I-Iiuen Tsiang left 
a description of a colossal pure copper statue of the Buddha, 
80' in height, which he found standing upright near the 
famous Nalanda* convent in Bihar. It is not impossible that 
the provenance of the copper for those statues was the 
Singhbhum district of Bihar, where many ancient workings 
delineate a copper-bearing' belt, some eighty miles long (Brown 
and Dey, 1955: 1A6). Another gigantic image of the Buddha made 
of copper was erected during the reign of the Kashmiri king' 
Lalitaditya Muktapida (c. 715-756) of the Karkota dynasty, 
for his stupa at Parihasapura (Kashmir). It was famous 
throughout the whole period previous to the Muslim onslaught 
(Lee, 197A: A and Goetz, 1952: 75. The latter's source is the

not to be assigned to the Harsavardhana,'s kingdom, then we 
must wait until the second half of the VUIth century before 
a royal dynasty is established in Bihar again. Gopala, the 
founder of the Pala. dynasty of Bengal, conquered Bihar 
about the middle of the VIITth century.
* The same pilgrim "refers to an unfinished brass vihara 

(convent) near Nalanda made during (...) the seventh 
century A.D.) (Ray, 1956: 95; cf. Beal, Si-yu-ki (undated), 
II: 17 A). For a discussion of the use of the term 
"calamine" to indicate brass, see ibid., n. 103. Hiuen 
Tsiang left China in 629 and returned there in 6A5 A.D.
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R a j at ar ang 1 ni *).
The choice of the materials preferred to bronze, that is 

copper and brass, should not surprise anyone aware of the 
fact that there are no tin ores worth mentioning in India**, 
whereas the availability of lead and zinc ores in Rajasthan*** 
made brass the alloy of obvious use in statuary****. Since 
calamine ore was available in India, it may have been cheaper 
than tin anyway.

Recent metallurgical analyses of Tibetan and Himalayan statuary 
Kramrisch (196k: 127) was one of the first art historians 

to recognize that "although Nepali metal sculptures are 
ordinarily referred to as 'bronzes’ they are actually composed 
of copper. Some cataloguers quite reasonably designate them as 
copper images. In Nepal and India, however, these metal 
figures are known as made of Ashta-dhatu (eight 'elements’ 
or metals). The eight metals include gold and silver.”*****.

* Book IV, v, 203: ’’With just as many thousands of Prasthas of 
copper he made the glorious (statue of) the 'Great Buddha’ 
(Byhadbuddha) which reached up to the sky" (Stein, 1900, I:lk2).

** See below, p. 16k, n. 1. There are no tin mines in India.
Cf. Brown and Dey (1953: map VIII), For a detailed discussion 
of zinc, see below. Indian zinc ores did not bear enough for 
home consumption and we know from Polo that Gujarat imported 
tutty besides other metals (see above,p. 1 1 6).

**** In a similar way the "general absence of bronze" in
Islamic metalwork "need cause no surprise as tin is not 
found in or even near the Islamic world" (Craddock, 1979:
73).

***** Besides Kramrisch (cf. also ibid.: 127-^2), other art
historians have described accurately the materials of the 

. Newaxy me;tal images, taken, into, consideration. For example,
Cobmaraswarny (1978’: Ik, 15,' 21 and'pis. XI, -XIX, and XLVI) 
describes three. Nepalese statuettes of the Xth, XVth and 
XlVth-XVth centuries as being- made of "copper gilt", "brass 
gilt" and "copper gilt" respectively.



^9. Sadak^arT. Tibet. Xlllth century (?). Brass. Ti in'. (20 cm. ).



119

However, Kramrisch does not expand on the myth of the asta- 
-dhatu alloy and seems to accept, at least, partially, its 
traditiona.il composition (cf". ibid.; 36). More interesting- in 
view of the metallographic. study of Himalayan metal statuary 
are Werner’s analyses of "northern Indian" metal images: 
most of the items in his table of northern Indian objects 
are in fact described as Nepalese and their metallographic. 
data confirm that copper and (especially from the XVIIIth 
century) brass are the two traditional statuary metals of 
Nepal.

In 1977, Bd*guin announced that, a study of statuettes 
from the Musle. Guimet by the Laboratory of the Mus6e du Louvre 
had failed to give constant proportions in statuary alloys, 
and mentioned the presence of bronze-with a tin percentage 
higher than copper and of brass, in.. a number of pieces. Un
fortunately, he did not support his statement, with any published 
analytical results, nor did he specify the origin of the 
"bronzes" taken into consideration*. The lack of available 
metallurgical data on Tibetan statuary alloys prompted, me to 
approach Mr* Jim Black, metal conservationist at the Institute 
of Archaeology of the University of London, in November 1978.
Mr. Black kindly analyzed a 20 cm. XTIIth century (?) 69

'Tibetan Sadaksar.I, then belonging to the Aniko Collection (Reg. 
No. 106), from a sample filed from the inside of the statue

* In a letter dated November 13, 1979, Mr. B^guin told me that 
he and his colleagues of the Laboratoire du Louvre were still 
working on their results and hoped to publish them in 1980.-
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toy myself. His results confirmed my thesis that torass: and not 
toronze was the alloy used to cast that statuette, the 
hypothesis toeing that, from mere observation of the aspect 
of the alloys, Tibetan and Himalayan metal statuary is cast 
or hammered almost exclusively in torass and copper: only 
copper, zinc and a very small amount of iron (perhaps from my 
file!) were detected in the alloy which could only be torass.

In 1979 > a further step was taken in the Research Laboratory 
of the British Museum towards the scientific investigation of 
Tibetan and Himalayan statuary alloys. The results, obtained 
toy X-ray fluorescence from' a selection covering the period 
Xllth-XI/lIXth centuries, are as follows:

Reg. No. Description Origin Century %Cu %Zn. %Pto %Sn
1992. Kalajambhala Tibet XII-XVth 72-77 20-25 1 N.D.11.1.1.
1969.
ll.Af.l.

Siva & Parvati S. Tibet XHI-XVth 
(figure)
(base)

/

72-77 20-25 1 N.D
72-77 20-25 1 N.D

1 9 5 9. Maitreya 10.16=2. Tibet XVth 62-6-7 33-38 N.D. N.D.

1880
126.

Sitatara
(figure)
(base)

Tibet XVth-XVIIIth
92-97 1-5 1 N.D.
7 2 -7 7 2 0 -2 5 1 N.D.

1979* Vajradhara Tibet XVth 83 15 0.7 2
5.14.1.
1968. Ma!n ju^ri N. China XlV-XVIIth 80 20 <1 n .D12.16.1.
1909. Bodhisattva 
8.2.5.

XVIIIth 7 2 -7 7 1 7 -2 2 5 -6  N.D.

1979. Seated Lama* Tibet XV-XVIIth
7 *. 26.1. (1st pouring)

(2nd & 3rd) . 60'265 30-35 2 
7 5 -8 0 2 0 -2 5 2

* John Lowry has drawn attention to the striking similarity between 
this portrait and another one inscribed nPan-chen Phyogs-las-rnam-
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The above analyses may be supplemented by the data provided by 
Riederer (in tfhlig, ed. , 1979: 63-68) who considered thirty- 
seven statues from Tibet, the Himalayas and northern India.
The results of their analysis*,, which, was carried out by Mr. 
Renschel at the Rathgen-Forsc.hung Laboratory in Berlin by
at om-ab s orpti on. t e chnique, f o 11 ow:
Cat.
No. Description Origin Century %Cu %Zn %Sn %Pb
k9 Buddha Swat Vl-VIIth 81.683 A.6 6: 8.08 A.22
31 Buddha Swat Vlllth 7 8 .1 0 1 9 .0 9 ,0 .2 6 1.A2
36 Buddha, Kashmir IX-Xth 73-106 1 3 .8 0.97 10.37
h3 ^akyamuni Pala. Xth 8A.30 9.12 2.85 2.38
A6 Maitreya Pala Xl-XIIth 88.34- 9.90 0.16 0.28
57 Vajrasattva- Ladakh XX-XIIIth 85'. 209 11.98 N.D. 1 .2 2

53 Maitreya W . Himalaya. Xll-XIIIth 82.31 1A.33 1.4-9 1.37
85 Maitreya. Nepal Xth 9 8 .8 8 0 .8 1 -
8? Aksobhya, Nepal XVth 96.50 2 .6 2  0 .1 2 0.55
95 Maitreya China XIII til 98.35 0 .1 3 0 .0 1

136 .^akyamuni China 1A26-35 8 7 .0 1 10.09 0 .2 5 1 .8 2
6.9 Aksobhya W. Tibet Xl-XIIth 76.71 2 1 .3 7  0 .1 1 0.36
71 ^akyamuni Tibet Xlll-XIVth 81.103 17.44. 0.35 0.35
76 Rat nas ambhava. W. Tibet. c. 1300 7A . 625 16.29 2 .5 7 3.69
98 Vajrasattva: S'. Tibet. XlVth 99.28 0.03 N.D. 0 .0 1
79 Aksobhya W. Tibet XlV-XVth 75.306- 11.33 0.65 9 .2 2
73 Aksobhya W. Tibet, XVth 80.87 16*-5A 0 .5 2 0.82
75 Aksobhya W. Tibet XVth 83.A4- 12.35 0.A7 2.05
100 Guhyasamaja Tibet:. XVth 97.37 1.57 0.31 0.07
101 Amitayus Tibet XVth 99.21 0.0A N.D. 0 .0 1
109 idakyamuni Tibet XVth 92.88 5.68 N.D. 0 .2 3

?A Aksobhya W. Tibet XV-XVIth 8 1 .0 6 12.?A 1 .86n 2.A1
10A Vajrasattva Tibet. XV-XVIth 8A.A29 10.5A N.D. 0.23

-brgyal-la na-mo bKra-shis.” (Victoria and Albert Museum, No. I. M. 
20 .1929). Lowry dates the Victoria and Albert’s lama to the 
late XlVth or early XVth century*
* The analyses are accurate within 1/1000%. The copper percent

age was obtained, by subtracting; the total sum of the*percent
ages' of tin, lead, zinc, iron, nickel, silver, antimony and. 
arsenic: from 100.
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Gat;.
No. Description Origin Century
10? ^akyamuni Tibet: c. 1500

105 Vajradhara, Tibet XVIth

%Cu %Zn: %Sn %Fb

90.69 8.40 0.13 0.16

(figure)
(mandorla)

7 7 .3 9 22.07 N.D. 0.07 
87.64- 9 -0 2 2.63 0.37

From all the data mentioned so far, it may be inferred that:
i) Brass was the most common alloy used in Tibet from the 
Xlth century (cf.. also below, "The Cleveland Buddha1*) onwards; 
copper was used unalloyed, too. The preference given to brass 
in western Tibetan* statuary may be due to its direct, connect
ions with Kashmiri statuary , which is usually cast,, in brass 
(see: above and also Cat, No. 56 of the above list). In 
central and southern Tibetan statuary, copper, is more frequently 
used, perhaps because of the influence of Newar statuary, 
which appears to have been cast almost, exclusively in copper 
until the XVIlIth century.
ii) Zinc: metal as opposedl to zinc ore may have been known to 
Tibetans perhaps as- early as the XVth century, as appears: 
from the high zinc: percentages in Reg:. Nos. 1959.10.16.2 and 
1979.7*26.1. For a detailed discussion, see below under 
’'Zinc11, p., 153 in particular'.
iii) Copper was by and large preferred to brass in Newar 
statuary until the XVIIIth century (cf, Werner, 196?: 184-5).
For a detailed discussion of this circumstance, see below1

under. "Copper11 and "Brass".

* On the question of "western" Tibetan statuary, see ch. I, 
p. 1 2 , n. 1 .
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iv) Copper was not only used: in connection with amalgam 
gilding*, but also as: a noble metal on its own (cf . British 
Museum Reg. No. 1880-126).. It. has been pointed, out that "the 
Tibetans must have been sensible, like us, to the perfection 
and mastery of a material which.gilding: would have profoundly 
invalidated, to such a degree, that, we are tempted, to attribute 
a greater aesthetic: value to ungilt than to gilt., statues, in 
opposition to a widely spread opinion, amongst Western collect
ors” (Neven, 1973* 14). A number of Tibetan and Plimalayan 
images- stored in the British Museum were cast in copper and 
not gilded, at. all**..
v) Brass: was. also used; for fire-gilding, purposes (cf; Cat. No. 
10?) by Tibetan artists, although brass' is. difficult to fire- 
-gild and requires treatment of the surface previous to the- 
applicatL on of the amalgam:. Lead should be absent from brass- 
used for fire-gilding:, for it would melt during the heating- 
process. My Newar informants are well, aware of the latter 
circumstance.
vi) Not. one example of bronze statuary emerges from all our 
available data to this day, although rare examples of. statues: 
cast, in that alloy may exist in Tibetan and Himalayan statuary,. 
Significantly, the one Vlth-VIIth century bronze Buddha whose 
analysis; is given above (Cat. No. 49) comes from Swat.

* Whereas brass and bronze are; difficult to fire-gild. and ■■ 
require treatment of the surface previous to the application 
of amalgam? copper is ideal for mercury-gilding. This circum
stance has- allowed Kraddoek and: Oddy to postulate a direct 
connection between the use of pure copper and mercury-gilding 
in Greek and Roman statuary. The same cannot be said of 
Tibetan and Himalayan statuary, v/here copper is also used; 
independently.

** As an example of a large ancient, ungilded copper- image in the 
Nepal Valley I could mention the Avalokite^vara in the court
yard of Kwa Bahai illustrated by Pal (I, 1974: No, 189).
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The Cleveland Buddha: a case study
The comparative study of: metals used in Tihetan and 

Himalayan statuary is very important for establishing; metallur
gical patterns- relating to the areas of provenance of the 
objects. That, stylistic evidence alone is not. always sufficient, 
for dating purposes may be illustrated, for example, by the 
case of: a stone standing; Ratnasambhav.a at. Svayambhunath 
attributed by Goetz to the early V.Ith century (Goetz, 1 9 6 9:
186 and pi. XLVII) and by Pal to the XVIIth century A.D:. (Pal, 
197*f, I: pl. 78). Epigraphic; evidence is also important,and, 
in the case of metal images, metallographic: analysis may 
provide further circumstantial evidence; for the origin and 
sometimes dating of a statue. The following- discussion is an 
attempt: to cast some light on the date and origin of one 
metal image on. the strength of historical, epigraphic: and 
metallurgical evidence.

On August 7» 1979, I requested, the Cleveland Museum of 
Art to let me have any analytical results which they might 
have. of. their famous standing "Kashmiri" Buddha inscribed with 
Tibetan characters. Stanislaw Czuma, curator, kindly informed 
me that two samples of their "Kashmiri bronzes" (No. TR 
lif 130/1 and TR li+lGV'l) had been analyzed in. 19&G by the Case 
Institute of Technology by means of X-ray emission spectroscopy, 
usingt the oxide pellet technique, and the report given was:

%C.u %Zn %Pb %Au %Sn- f e  • %As %Sb
Surya (TP 1W30/1) 78.1 18.7 2.73 0.^ ;g „20 0.13
Buddha (TR lifl6VD 68.3 20.2 11.0 0.1 0.10 0 .2 5

less than 0.1



125

fcAbundant literature exists on the subJectjof the latter 
statue (cl. Beguin. et al., 1977: 2 9 2), which is also known 
to art. historians as the '’Cleveland Buddha". Though often 
described as "bronze" or "gilded bronze", the image was in 
fact cast, in brass and. inlaid with silver and copper (Lee,
1967J 45)* It measures O.98I x 0.28 x 0 . 165 m. and is 
inscribed as being; a "vow of the lha-btsun Nagaraja",

Nagaraja’s name appears in the Deb-ther sngon-po (1467-8, 
by gZhon-nu-dpal: ka. 19 a 1. 7 ; cf. Koerieh, 1 9 4 9: 37 with 
Tuccl, 1933: 77) and; in the rGyal-rabs (by bSod-nams rGyal- 
-bstan, bSam-yas, 1328: fol. 142a, 1. 2) as reported by Tucci, 
who has discussed fully the western Tibetan dynasties and 
illustrated with comparative tables- the genealogy to which 
Nagaraja belongs*. According to the former source, which is 
regarded as the most reliable by Tucci on the grounds that it 
is written by such a scrupulous translator as gZhon-nu-dpal 
(1392-1481) and is in agreement with that of another scholar 
known for his accuracy, Bu-ston (1290-1364), Nagaraja was the 
son of the western Tibetan king 'Khor-re, who took his vows 
and became a monk with the title and name of Lha-bla-ma Ye- 
-shes-'od. According-to the latter source, Nagaraja was Ye- 
^shes-'od's nephew. As suggested by Snellgrove (1957: 184, 
n.a ), Ye-shes-'od must, have died about 1040. His name is 
associated with that of his grand-nephew lha-btsun(-pa) ByangT-

* Cf. Tucci (1933,B: 17, 19, 22; 1956: 53 ff.). In neither of 
the Tibetan sources mentioned above is Nagaraja»s name 
preceded by the title of lha-btsun (Tucci, 1933,tf;77 and 80), 
which, however, is found in the Deb-ther sngon-po (ca, 2 a, 1. 5) i n ' front of the name of. Nagaraja*s second cousin, 
Byang-chub-'od (Tucci, 1933,K*.8l). Petech(1977: 31 and 5 5 ) 
aptly translates the term as "monk-prince".
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~chub--,od, and the two are mentioned as "the two lha-btsun*,
uncle and nephew"- in Padma-dkar-po's verse treatise on the
metals and alloys used in the casting- of sacred images:

"Regarding the varieties (of early Tibetan metal images) - 
at the time of the two monk-princes, uncle and nephew**,
they were mixtures of red copper —  zi-khyim*** — , 
thickly coated with gold from Zhang-zhung*"***.
Their nose is beautiful and the shape of their body 
sturdy.
Their d^hanchement has a graceful manner. Those which 
resemble the images of Nepal are called mthon-mthing-ma*****".

It was at- the request of Ye-shes™1od and Byang-chub-fod that
the great- translator Rin-ehen~bzang»po (958-1055) went on his
second journey to India with the task of "bringing back books

* Translated by Petech (1977: 55) as "monk-prince",
** See Tucci (1953, II: 51) and Karmay (198O: 150).
*** See below, pp. 1^2-6.
**** Guge, in western Tibet. On Zhang-zhung' and its extension 

see Tucci (1956': 71 f f.).
***** I. e. "azurite blue ones", with reference to the pigment 

(see below, p. 1 3 9) used to paint their raised up hair.
See also Tucci (1959: 186) and Karmay (1975: 7). Padma- 

-dkar-pc? s. verses (1973 repr., X: 301-2) read:
"Bye-brag. lha-btsun khu-dbon rnam gnyis dus
zangs dmar zi-khyim bsres-pa Zhang-zhung gser
'thug-po (for: thug-bo) dbyugs-pa shangs bzang sha- 
-tshugs rgyas
’gyin-bag- bde-nyams Bal-pofi lha ’dra zhig
’byung-ba Tdi~ltar mthon-mthing-ma-ru grags".
Dagyab (1977, I: 56) follows a text on statuary alloys 
by Tdlgs-med-gling-pa (1729-1798), who is largely indebted 
to Padma-dkar-poTs own verse treatise on the subject, to 
tell us that lha-bla-ma Ye-shes-’od and lha-bla-ma Byang- 
-chixb-’od had many statues cast in native copper mixed with 
other metals, and that, those cast in li-khra, a kind of 
brass alloy (see below, pp. 1^2-5)}"were of such fine 
quality and resembled so closely the Indian statues as 
to be easily mistaken for-them,". The Cleveland Buddha, 
which was probably cast in western Tibet by Kashmiri 
artists or by their Tibetan pupils, well illustrates 
the resemblance pointed out. by Dagyab*s sources.
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and artists to model the statues of the gods. During1 that 
second stay, Rin-chen-bzang-po had the opportunity of' testing 
the ability of Kashmiri sculptors. On the occasion of his 
father's death, Rin-chen~bzang-po "went, to see the artist 
Bhidhaka. and asked him to make an image of Avalokitesvara the 
same size as his father, which he took back to Tibet on a 
wooden cart and put in the Kha-ce; go-khor temple." (Karmay, 
1975: 3k, n. 131). After six years-, Rinr-chen-bzangrpo returned 
to western Tibet with thirty-two Kashmiri artists (fol. 33. 
of Rin-chen-bzang-po's biography followed by Tucci in his 
monograph, on the great translator; cf.. Tucci, 1933pl‘.67).
Thanks to royal patronage, Rin-chen-bzang-po put his artists 
to work and built temples and chapels in. twenty-one different 
places'donated to hite by the princes of western Tibet.
Special preference was given to the temple of Rad-nis, in 
Khyung'-chen, the birth place of Rin-chen-baang-po. That 
temple was adorned with "forty-five statues made of copper 
or brass" and the term used in the text is unequivocally rag, 
"brass"*. Tucci (1935,V :L22) saw copper and brass- images made, 
accbrdingpho tradition, by the artisans of Luk in the. now 
half-ruined temples of Tsaparang;, in western. Tibet**.

* CT. Tucci (1933,IB69) :"gzhan-yang: (ms. bzhan) zangs (ms. 
zang) sku rag- sku-la sogs-pa'i rten rnam-pa. bzi-bcu-zhe- 
-lnga bzhugs-so". Tucci translates rag as bronze, inconsist
ently with his translation of that word, anywhere else (for 
example, in Tucci, 1959 : 180) and with the generally 
accepted translation of rag- as "brass".

** These may well be the same images illustrated by Govinda 
(1979, II: 160 and 1 6 2) and discussed in ch. II, p. 12 .
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Whether we read the inscription, of the Cleveland Buddha 
following Karmay, as I have done, or we translate it as "vow 
0  ̂lha(-bla-ma Ye-shes-’od), btsun(-pa Byang-chub-'od* and) 
Nagaraja", as may be suggested following Tucci1s interpretation 
of. the anonymous texjt based on Padma-dkar-po*s , we are here 
in the presence or a large brass figure cast with a relatively 
high percentage of zinc-, and attributable to the Kith, century, 
if we accept that, the inscription, is contemporary with the 
statue: "It would be very unlikely for a man to acquire an 
ancient image and usurp it as his own." (Pal, 1975: 100),

It may be mentioned here that, another Nagaraja. (Tucci, 
1 9 5 6: 5 0 , 53, 5*f, 56-8 , 59, 6 5-6 , 69, 70-1 , 106-8 ) appears 
as the head of a Malla family which "entered Western Tibet - 
Guge - and.ruled over it for about two centuries" (Tucci,
1956: 3), in an inscription of. May 1357 studied by Tucci (1956': 
A7> bottom line). This Nagaraja, who appears in the Blue 
Annals (Roerichi, 19^9: 37) and various other chronicles 
studied by Tucci with the name of Nagadeva (or Na-ga-lde, in 
the rGyal-rabs, p. Iif2a, 1, 2, and Deb-ther dmar-po. p. 38a; 
cf. Tucci, 1933j!T‘*90 and 1971: 169, respectively), defeated

* Following- the bRa-thang' (Potala ed., nga, 69): lha-bla-ma 
Ye-shes-*od andj btsun-pa Byang-'od (sic). Cf. Tucci (1933* II: 
21 with. 1959: 186, n. 3h)• At the time of Rin-chen-bzang-po*s: 
return from Kashmir with his team of artists, Ye-shes-*od 
was the prisoner of a tribe, probably the Qarlug- (cf, Snell- 
grove, 1957: 29 ,̂ n. i(-3), which never released him. The 
fact, that his name in the inscription is not immediately 
followed by that of his son (or nephew), Nagaraja, but by 
that of his grand-nephew, Byang-chub-’od, might be owed to 
the close historical association of their names, by virtue 
of their common activities.
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a kingdom in Cina.* and established his capital in Semja. 
(Ya-tse, north-west of Jumla, in western Nepal). Comparing 
in detail his Tibetan and Ndpalese sources, Tucci concludes 
that "an- invasion from the south-west:, followed the- arrival 
in Gu-ge of some families from Central Tibet, who were 
responsible for the first, efficient introduction of the 
Tibetan culture after: the colonization started with K'ri sron 
Ide btsan and its conquests"** and that the ancestor of the 
Malla dynasty Nagaraja/Nagadeva "and his successors conquered 
the country and controlled it along- with western Nepal up to 
the 14th cent." (cf. Tucci, 1956: 106-7). If we supposed that 
the title of lha-btsun was kept by the"aryan-speaking' tribes" 
who broke into Tibet about the Xlth century,which Tucci has 
proved to have gone"so far as to Tibetanize their habits and 
names" (Tucci, 1956: 109), and that the Nagaraja of the 
Cleveland, Buddha inscription is in fact.. Nagadeva, Karmay's 
dating of the Cleveland Buddha "to the beginning of the 11th 
centur^1 (Karmay, 1975: 2 9 . Cf. Pal, 1975: 100) could be shifted 
to the second half: of the same century. In either case, we 
can safely assume that the Cleveland Buddha was cast in the 
Xlth century and conclude that by the end of that century a

* Cf. Tucci in Macdonald (ed., 1971: 548): "that Gina was a 
province lying near India appears clear from the evidence 
which can be collected from the literary sources, and that 
it was in the proximity of N. Western Nepal is proved by the 
reference to it contained in the inscriptions I discovered 
in Dullu.".

** Tucci (1956: 71)* In vol. II of Snellgrove and Skorupskifs 
work on Ladakh, Denwood argues that the area was already 
culturally Tibetan on grounds of linguistic and epigraphic 

evidence.
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well-advanced brass statuary technology penetrated from 
Kashmir into western Tibet*, as is confirmed by the literary 
evidence provided by Rin-chen-bzang-po's biography.

Technological;Implications
Frgift the metallurgical analysis of the Cleveland Buddha 

it. also appears that, "the parts of the mix. are radically 
at: variances with those prescribed by various: ancient, holy 
texts for the guidance of artisans. In these, unfounded theory 
takes precedence, and we are given imaginary formulae for 
particularly auspicious combinations of metais based on 
numerical magic- but certainly incapable of producing: the 
desired effect.11 (Lee, 1967: 7̂)*- How true that is may be 
verified by comparing; Werner's tables of analyses, of northern 
and southern metal images with the fanciful compositions of 
the five- and eight-metal alloys used in the manufacture of 
metal images according to the Indian scholastic traditions**.

* This conclusion may cadt some more light, on a similar but 
smaller (22.7 cm.) "Kashmiri” brass image inlaid with 
silver and inscribed with Tibetan characters, which was 
studied by Gorakshkar (1971: 33-4)* Gorakshkar had the 
inscription ”rGya-gling” (a Tibetan place-name) wrongly 
transliterated by the Office of the Chief Fpigraphist of 
Mysore, which obviously did not identify the script. Goraksh
kar attributes the statuette to the VUIth century A.D. For 
all we know, that, image may be as late as the Cleveland 
Buddha: in the VUIth century, Kashmir "was being ravaged 
by raiding-Tibetans, who were (...,) scarcely yet converted 
to Buddhism" (Snellgrove and Skorupski, 1977• 6 ), "Indo- 
-Tibetan" would define this type of statuette better than 
"Kashmiri".

** For their extravagant statements in. the field of. metallurgy, 
the reader is directed, for example, to Bhattacharya (1932: 
121-1 3 3)* See also above, pp. 110-1 1 1.
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Thus, also on the "basis of my discussion on pp.. 108-118, I 
c:annot help subscribing to Lee's conclusion that "the artisan 
knew better, and his results were more faithful to the intent 
of the text insofar as they depart from the magical formulae" 
(1967: 47).

The date and composition of the Cleveland Buddha are 
also important, for they prove beyond any doubt that by the 
Xlth century there existed in Kashmir and western Tibet a 
brass technology which preceded by three hundred years the 
use of brass in eastern Asia: in Thailand, Cambodia and Java, 
zinc appears as: nothing but a chance impurity until about 
the XVX'h century, whereas that element's presence in excess of 
a couple of per cent is generally regarded as a post-XIth 
century A.D. feature of Chinese bronze technology*. Brass 
technology with zinc levels often in excess of 30% "prevailed 
through the Far East from, the XVXIth cent, onwards"*.

Furthermore, the Cleveland Buddha provides the necessary 
historical and artistic and metallurgical link between 
western Tibetan statuary, which we have seen t,o be cast almost 
exclusively in brass, and north western Indian statuary, 
where the introduction of zinc in the melt seems to have 
been remarkably early in some regions: in Kashmir and Gujarat.,

* CX. Fleming, "Scientific Analysis of Ceramics and Bronzes" 
(undated paper, after 1 9 7 2), Cf. also Werner- (1972: 1^0, 
table 9-l» No. 7)* Werner, however, gives the analytical 
data of a 1 5 . 7 cm. Chinese brass Buddha dated to 533 A.D.. 
(Werner, 1972: 192-3} No. 349)* Werner and Fleming's 
assumption of a late start in Chinese brass technology is 
also challenged by Needham's data of T'ang' coin compositions 
whose bulk mint figures allow 1 4.5% zinc and 8 3 .5% copper 
(Needham, 1974-: 210, table 9 8).



132

deity groups of even the V.IIth century A.D. may contain more 
than 13% zinc; (cf. Werner, 1972: 138)*.

Finally, though Werner has suggested, that the use of 
zinc; metal as opposed to zinc: ores** as an alloying; material 
may have "begun in China earlier than in India (Werner, 1972: 
±1+1) y the wide use of statuary brass in north western Indian 
and the advanced technology required, to cast a statue like 
the Cleveland Buddha, "probably the largest Kashmiri 
metal image known outside the region" (Lee, 1967: point
to the suggestion that the technological revolution leading to 
the recognition, of the necessity of an. external condenser for 
the smelting;, of zinc metal in commercial quantities may have 
started in north-western India***.,

* The fact that, brass items are found at, T'axila in strata 
corresponding;; to the Illrd and; Ilnd centuries points to the 
suggestion that, brass;: was. used in India from a much earlier 
date than Werner and Fleming'may have been able to suggest.,

** On zinc metal, see below, p. 1A7 ff. Only zinc in proportions 
higher: than 30% is evidence of the manufacture and use of 
metallic zinc;, instead of chiamine ores, in brass; casting; 
(Werner, 1 9 7 2: 138-9 ). A challenge to the common assumption 
that metallic; zinc was. not produced in India until the 
Middle Ages is provided by the analytical data of a brass:
;/vase found at Taxila. in a layer corresponding' to the Illrd 
century B.C., containing•3^.3^% in the alloy (cf. Marshall,
195J, I: 107 and II: 3 6 8, table IF, No. 28). Cf. also a 
percentage of 3 0 .3% zinc in the early brass referred to by 
Sahai (see above, p. 113 ).

*** In the light of this purely speculative suggestion, it 
would be interesting, for example, to analyze the zinc- 
percentage of the datable masterpiece of medie^val Kashmiri, 
metal statuary which has been discussed at length by Goetz 
(1969: 77-8?, pis. XXFI-XXFII. Cf. also Pal, 1973: 70-3).
It is a gigantic brass' frame of c. 900-903 A.D.,found in;
I93I at Divsar and now at the Srinagar Museum, measuring;
6if in height, and weighing-360 lbs-. (Goetz, 1969: 79). It. 
was cast in one piece' and., preceding the Cleveland Buddha: 
by less: than two centuries, it must be regarded; as represent
ing an early phase of the Indo-Tibetan brass sculpture known to 
us mainly from western Tibet (cf. Goetz, 1 9 6 9: 87).
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Individual metals: the literary evidence

Copper
Copper occupies a pre-eminent position in the traditional 

-classification of metals in India*, Nepal and Tibet**, 
and in their metallurgies. Pure copper in particular is very 
highly thought of: "Ped copper is superior on inspection" 
(Padma-dkar-po, 1973, I: 295;* 1< 2). The Mongol lay physician 
'Jam-dpal-rdo-rje (early XlXth century) explains that "native 
copper from under the earth is as precious as gold: it is 
rock copper. The native red copper from rock copper*** is 
called ’gold copper1. Black copper**** is called ’iron copper’." 
(Chandra, ed., 1971: tl). 'Jam-dpal-rdo-rje's definition of 
"native copper" casts light on an otherwise obscure term 
used by the dGe-lugs-pa encyclopaedist Klong-rdol bla-ma 
(1719-1805. Cf. Smith,-1969: 26. f.f.) and recurrent, in Tibetan 
metallurgical literature (for example, in Padma-dkar-po,
1973, I: 300, 1. 3):

* Cf. Hamilton (1819: 77): "copper bears, in India a much 
greater value in proportion to silver than it does in 
Europe"-

** , zangs-dmar, and sometimes li-dmar and zi-kliyim
are the Tibetan terms generally used to define "copper". 
Cf. Dagyab (1977, 1: 51-2).

*** The host rock may be porphyry, schist, conglomerate 
rock, or other rock.

**** Cupric oxide?
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’’The one which is dug out like gold is native copper.
It has the famous name of ’precious dzhai kshim stone”’*. 

Klong-rdol adds that ,{copper is dug out from parts of Nepal” 
and makes a distinction between pure Nepalese copper, soft 
and. without grooves, and a late poor quality copper of his 
day, harsh and with many grooves (Klong-rdol bla-ma, 1973? ha; 
1462, 11. 3-k)• Nepalese copper was known in India from at 
least the Vllth century, for Hiuen Tsiang-, who travelled in 
India from 629 to 645 > re.ports that Nepal ’’produces red 
copper (...) In commerce they use coins made of red
copper" (Beal, II: 80. Cf:. Watters, 1905, II: 83). It is a 
fact that copper is found in small deposits in hilly areas- 
of Nepal, "particularly Baglung; and other areas in.the western 
hill region" (Regmi, 1971: 68) , and had. been extracted, and 
also exported from that country to India**at least since the 
Xlth century, for the use of Nepalese copper is mentioned in 
C^akrapani Dutta.’s treatise., Cakradatta, written in 1050 A.D, 
(Ray, 1956: 108 and 110),In Book V-', vv,.. if2—if, of the late 
Xlllth contury*** Rasaratnasamuccaya we read:"There are two

* Klong-rdol bla-ma (1973, ha: 1462, 11. 1-2). On this metal, 
see below, pp. 142-6 .

** On the location and mining from ancient times of copper ores 
in northern India, see Brown and Dey (1955: 146-154): "There 
are many occurences of copper ores in the outer ranges of 1.1 
the Himalayas at intervals from Sikkim in the east to 
Kashmir in the west. In Sikkim they were worked Extensively 
iifethelpast by Nepalese miners". A cogper mine in Kamraz; 
(Kashmir) is mentioned In Kalhana’s Rajatarangipi (Book IV, 
vv;; 616., in Stein, 1900, I: 1 7 6). "Mining of copper ores 
and the extraction of the metal had been carried out. on a* 
large scale in the various states of Rajputana (Rajasthan) 
from a very early time till towards the end of the 19th 
century" (Ray,{̂ 1 9 5 6: 210).

*** Ray (1909: 222-3), The best quality copper is said, to come 
from Nepal also in the Rasayana^astrauddpti (Tib.: Gser- 
-’gyur-gyi bstan-bcos bsdud-pa) a short treatise included 
in the Tdnjur,
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varieties of copper: the one brought from Nepal is of superior 
quality" (Ray, ed., 19%: 182)*. Ray concludes: M0n account of 
it purity Nepal copper was, highly valued in old days" (1956:: 
93-4). During his mission in 1793, Kirkpatrick noticed the 
presence of copper mines in Nepal and reported that, though 
some of them were nearly exhausted, others were being exploited 
by a caste of miners (Kirpatrick, 1975 repr.: 62)* The 
government profits from their annual revenue had been three; to 
four lakhs of rupees, a considerable yield, and in those days 
Nepal must still have been self-sufficient, in copper, for the 
item does not appear in Kirkpatrick's list of‘ ̂ principal 
metal commodities exported from; the East India Company's 
dominion in Nepal, either for use in that country or for the 
Tibetan market (Kirkpatrick, 1975 repr.: 209). Copper was in 
fact stilj. being exported from: Nepal into Tibet, as it appears 
in Turner's list of usual articles of commerce between Tibet 
and the surrounding countries (Turner, 1800: 382).

Klong-rdol's indication■of copper as a metal of Nepalese 
origin is again confimed by Hamilton's mention, of about forty 
copper mines and sites in Nepal**, of the export of "large

* Again, the land, of the Kiratas (western Himalaya) is mentioned, 
in connection with the production of copper: pyrites in Book 
II, v. 77- The same verse occurs in Nagarjuna's Rasaratnakara, 
vvr. 25-30 (cf. Ray, ed., 1956’: 130 and 16;8). Nepal is 
mentioned as a copper-bearing country also in .the Dhatukriya 
(couplets 143-5 In Ray, ed., 1956: 210).

** Cf. Hamilton,(1819: 76-7, 203, 2 4 2, 264, 267, 269, 2 7 2,
275, 277 and 301). In Parbat (or;Malebum) alone "the mines, 
of copper are said to be twenty-five in number, and produce 
a great revenue" (Hamilton, 1819: 2 7 2).
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quantities” (Hamilton, 1-8191 272) sr of copper to India, and the 
use of Nepalese copper both in Nepal and in Tibet. Again,
Hodgson (1972 repr.: 119) noted that "Nepal is full of fine 
copper, and supplies hopper currency to the whole tract” and 
that copper pots and the like were exported from Nepal to India. 
In the XVIIIth century, copper fi?om the northern areas of Nepal 
was traded in Terai (Regmi, 1971: 20). By the end of the XVIIIth 
century the production of copper in Nepal was barely enough 
for home consumption, although the trend obviously continued 
in spite of the fact that not only its export, but even its 
private trade had been banned and stringent methods adopted to 
stop it being smuggled out of the country at least since 1813**. 
From 1800 all existing mines in Nepal were brought under 
direct governmental'management and arrangements were made to 
purchase copper on a monopoly basis from all mines in Nepal. 
Indeed, Kirkpatrick had already noticed that "European copper 
was procurable in Calcutta” for one rupee, a seer and less 
expensive than Nepalese copper. Colohel Kirkpatrick 
had a poor opinion of Nepalese mining expertise and 
notes the "backwardness of the natives in the arts of miner
alogy and metallurgy” (1975 repr.: 1 7 6)***. Copper appears

* It should be noted here that Hamilton's list of articles of 
exchange referred to the past, whereas Kirkpatrick's and 
Hodgson's information on the subject of Nepalese exports 
and imports, was up to date aid issued from original research 
(cf. h£vi, 1905, I: 309-11).

** Cf, the "Mining regulations, 1813" reported, in Appendix 
G by Kegmi (1971: 219).

*** Hamilton (1819: 76-7) reports that "the ore is dug from 
trenches'entirely open above, so that the workers ©annot 
act in the rainy season, as they have not even sense to 
make a drain. Each mine has attached to it certain families 
who seem to be a kind of proprietors, as no one else is 
allowed to dig”.
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as an import in Nepal from the turn of the XlXth century (cf. 
Lefvi, 1903, I: 312) and has been imported ever sinc:e. Copper 
used by XXth century Newar artists is now bought on- the London 
metal exchange and there is reason t:o believe that, by the end 
of the XlXth century, Nepalese copper mines were exhausted- 
and that very little mining is done in Nepal nowadays. Casters 
buy it in sheets and use it with any scrap copper they may lay 
their hands, on : old wires, mis-castings, cuttings from previous 
works, and so forth. The vast, majority of so-called Nepalese 
"bronzes’* are in fact fire-gilt copper images, for the use of 
gold and copper in Newar statuary is very ancient, (cf. Kramrisch, 
196A-: 30). Copper is still very much in demand amongst Newar 
sculptors for the casting of finer statues, notwithstanding; 
the problems that its high melting point. (1083°C) poses for 
the still comparatively primitive Newar metallurgy. Its soft, 
surface is easier t.o chase than the hard and brittle surface 
of brass, statues, and. it. does not present, any problems for 
fire-gilding;.

Although Tibetan sculptors had. alternative supplies to 
Nepalese copper, it is likely that Nepalese copper continued, 
to reach Tibet in one way or another during" the- XlXth century, 
for, as a rule, Tibetans themselves did not get involved in. 
mining on a large scale. They believed tha tprecious metals 
contributed to the fertility of the earth (cf. Coalea, 1919:
2A6 ) and feared upsetting: the local gods of the earth*.

* This attitude is reflected in the prayer, offered by a
specially appointed monk to a site to be excavated in order 
to obtain statuary clay: "0, Earth. Goddess, I have come to 
beg from you some earth. Don’t be angry or grudging" (Van 
Manen, 1933 : 105)-
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Consequently, they preferred to import metals from India?
East Turkestan and Nepal, To that effect, Hedin mentions 
Csoma's native source on the matter, dating from a few years 
before 1834: "Mines are rarely excavated in, Tibet, In the 
northern part of Nari (sic.), and in Guge, son?© gold dust is 
gathered, as also in Zanskar and Beltistan (sic) it is 
washed from the rivers. If. they knew how to work mines, they 
might find in many places gold, copper, iron and lead." (Hedin, 
1922, VII : I8 3)# Ordinary Tibetans have religious and economic 
objections to tie exploitation of mines: in Tibet "there is an 
old-established objection to mining on religious grounds. 'If 
minerals be taken out of the ground1, says the ordinary Tibetan, 
'the fertility of. thd soil will be weakened1. Many think that 
the minerals were put in the g?ound by the 'Precious Teacher', 
Padma Sambhava, when he brought Buddhist, teachings from India, 
and that, if they are removed, rain will cease and crops will 
be ruined. The religious objection is intensified by an 
economic one. When a mine is found, the local peasants and 
others are expected, to work it without pay. This work being for 
the Government., the system of ula (unpaid labour) is held to 
apply. So the villagers' have every incentive to conceal the 
existence of mineral wealth, and will sometimes turn out and 
attack those who try to exploit the mine" (Bell, 1968 repr.: 
110-111), Conflicts between Tibetans and Chinese, for example, 
arose in eastern Tibet, where the latter flocked t:o mine gold, 
especially when the gold-bearing- sand lay beneath fields

* Cf., for example, the "Customs House Returns, Yatung" and the 
mention of metal imports in . Candler,(1905: 63* Cf. Chandra, 
ed., 1971: 40-61, passim).
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belonging to the former (Coales, 1919: 2Zf6). The Tibetan 
administration, on the contrary, was interested in developing' 
the mineral wealth of the country (Bell, 1927: 138-9; cf. 
below,pp.l85-*6 ).

The presence of copper ores in Tibet was reported by 
Saunders, who accompanied Captain Turner to Tashilhunpo, neat 
Shigatse (Turner, 1800: ^03). Tiirner himself. mentions "mines 
of lead, copper, cinnabar and gold" on the roads to Ladakh 
and Kashmir (Turner, 1800: 296). Copper mines, as well as 
silver and gold mines, were mentioned also by Hedin's inform
ants (Hedin, 1922, IV: 99)» and deposits- of malachite and 
azuriHe are known to exist in sNye-mo-thang:, a site probably 
in the hills south-west of Lhasa, but placed by Ronge somewhere 
between Gyantse and Rin-spungs. Because of their importance,
"the Lhasa government strictly controlled" their "mining and 
distribution", which supplied most of the green, and blue 
pigments used' by Tibetan painters'- (Jackson, 1976: 27*b). The 
central Tibetan administration rained, the cdLour-bearing minerals 
only once a year, apparently not to exhaust the supply, but 
the people of sNye-mo also picked up loose bits on the mining 
site in order to sell them for their own gain. (Ronge, 1978:
1̂ 1-8). 1 Jam-dpal-rdo-rje mentions'specifically "malachite"
(spang) and "azurite" (mthing) in his sec.tion dedicated to 
copper ores (Chandra, 1971: 37): "They appear in the earth 
which has malachite and azurite (...) By melting them there 
appears copper. It is the one which is called, 'native copper'"*.

* Emerald green malachite is very commonly associated with deep 
blue azurite. Both are basic copper carbonates, to be found in 
nearly all copper mines: malachite is one of the commonest ores of copper and perhaps the most conspicuous, being a useful guide 
in prospecting; azurite, too, is an important copper ore. It is 
likely that the exploitation of ores like those of sNye-mo-thang was superficial, as was that of gold from alluvial deposits, for fear thab extensive mining might upset the local earth divinities



H O

The existence of copper, besides, iron, zinc, lead, and 
a wealth of other minerals, was reported during the surveys 
carried out by investigation teams despatched to Tibet by the. 
Geological Section of the Chinese Academy of Science aften 
the occupation of the country in 1959. Copper also occurs in 
the northern foothills of the Kunlun between Yarkand and 
Khotan, and bronze amd brass items, from east. Turkestan date 
from the Tilth century (cf. Werner, 1972: 190-3, table 7*1).

In eastern Tibet for a long time, copper has been
\

extracted to the south of Li-thang- (Gong-kha-gling; Coales,
1919: H 6 spells this place name "Kungkaling") and near 
'Bathang (Le1), in eastern Tibet: (Ronge, 19.7 8 : H5)* It is- 
interesting to note that, "one of the most, important, areas for 
metal casting;is the province of Khaim in eastern Tibet, Three; 
well-known: centres-in the province are Derge, Chamdo, and 
Reo-Chi" (Pal, 1969: 2 9 ). The smiths: of sbe.§?:dg;ei, famous through
out Tibet, got their raw- material also from. Gong-kha-gling: 
(Coales, 1919: 2if6), Copper ore was found in: the area of 
sDe-dge: itself: at Va-ra-dgon-pa, a copper "mine was opened, in 
1910 or thereabouts;, but has since been, closed" (Coales, 1919:
H 6 ), Although copper ore was worked in the neighbourhood of 
Zi-ling, on the Sino-Tibetan border, miost. of the copper 
objects in eastern Tibet and Amdo were imported, from China,
As-the greatest: copper deposits lie in eastern Tibet, and those 
in-sPo-^mact played no great role, central Tibetans occasionally 
obtained that metal from Khams (cf. Ronge, 1978: H'6 ): "sometime

* On this district , see, Waddell (1906v: kkO and 502-3)
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between 1831 &nd l853ri > rDo-rje-don-grub. of sKyid-stod "was 
sent to Khams to procure the copper necessary for the repairs 
at bSam-yas" (Petech, 1973: 91)* It is possible that, the co^ppar 
exported from. Tibet into Bhutan during the 1830s (cf., Pemberton, 
1961 repr*: 77) was from eastern Tibetan ores, but it. is 
certain that the metal continued to be imported into Tibet 
through its southern borders (cf. Ronge, 1978: 1A3) also for. 
minting purposes (cf. McGovern, 192A: 3A2).

In Tibet, copper has been used either pure, or to form 
the various alloys which go under the general terms of li, 
fkhar-ba and khro. The 'Brug-pa bKa-rgyud.-pa scholar and 
artist Padma-dkar-po (1326,-1592) informs us that during, the, 
reign of Srong-brtsan-sgam-po native copper, li-dkar (white 
li)». and, li-dmar (red li) were used "pure", and also in 
composite metalwoik (inlaid, patchwork ; Padma-dkar-po, 1973>
I: 300, 1. 3), and that during the reign of Ral-pa-can (815- 
-838) copper would be used not just to inset the lips of 
metal images, but also in their, alloys, whereby "they gradually 
turned darker than the early ones"*. Native copper was used in 
we stern Tibet, either pure (c.f. Tucci, 1959: 186) or in. alloy

* Padma-dkar-po (1973> 1:301-2). Details such as lips, nipples 
and eyelashes could be made of copper even in Western, 
classical bronze statuary (cf. Craddock, 1977: 113)* Also, 
the separate casting of pieces belonging; to the same statue 
by the lost-wax- process: and the technique of fitting them 
together by crimping and rivetting were characteristic, 
of Greek statuary. These techniques were also common in 
Indian metal statuary and were used, for example, in the 
making of the Sultanganj Buddha (see above, pp. 116-7).
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with zinc,. We have seen (above, p., 123) how copper has heen 
used in Tibetan and Himalayan stathary both iif connection 
with mercury-gilding, and as a noble metal on its own. Copper 
has also been, traditionally employed in Tibet, and Nepal for 
embossed, workmanship and relievo statuary, for its pliability 
and smoothness. Red li_is mentioned by Padma-dkar-po as being 
used in northern Indian statuary along;, with brass, in a passage 
in which he acknowledges the excellence of the Newar style 
(Padma-dkar-po, 1973; I: 300, 11. 1-2 ). Iih view of the virtual 
absence of bronze and white metal and the use of brass and 
copper in ancient, northern. Indian statuary it may be postulated 
that the term red li_as used by Padma-dkar-po more often than 
not corresponds to ncopper"*and white li to "brass".

Zi-khyim: a case study 
A good example of a metal-designating Tibetan term and 

of the confusion arising;' from its various interpretations in 
the absence of any chemical analysis of actual samples, is 
a variety of iridescent: jLL which might be defined as a kind 
of'bronze", if we were to trust the list of its ingredients 
as given by Klong-rdol (1973: 1162, 11. 1-2). it is known as 
li-khra** and regarded as a variety of dzhai kshim*** (cf.

* Cf. Dagyab (1977, I: 32): "Li-dmar is the same as rah-byuh-l.joh 
or ran-byuh-zans - natural copper.".

** Das (1976 repr.: 1212) translates, li-khra out of the context 
of Klong-rdol*s passage (1973: 1162, 11.. 2 - 3 ) otherwise 
followed by him to translate the word li as "bronze", —in this 
fanciful manner: "a compound made of gold, silver, zinc and iron 
cast together". The exclusion of the term from his source may 
have been deliberate, for the compound he describes could 
hardly have fitted his definition of the various types of li as 
"bronze" or "bell metal", due to the absence of tin from its 
list of ingredients.

*** Also dzne-kgim (Dagyab, 1977, I: 31)* Perhaps both forms derive
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Tucci, 1959: 181, n. 6 , and Dagyab, 1977, I: 52), whose eight 
ingredients, "Gold, silver, copper, and white iron*, and 
rock crystal, tin, lead and mercury, are known as ’artificial 
dzhai kshim* when ground and melted”. The fact that the Jo-bo 
of Lhasa is said to be made of such an alloy (Tucci, 1959: 
181-2 and Dagyab, 1977, I: 52) by Tibeta.n. sources and the 
circumstance that no Western visitor has ever been able to 
have a proper look at. the material of the image**, which is 
heavily covered with clothes and bedecked with jewellery, 
should make us cautious, if not suspicious, with regard to 
the alloy as described by Tibetan writers. Neither li-khra
nor dzhai kshim are mentioned Iitr. * Jam-dpal-rdo-r je compre
hensive Materia Medica of Ayurveda. On the othert: hand, IClong- 
-rdol gives us a clue by distinguishing "artificial" dzhai 
kshim from the "precious" dzhai kshim, which is "nativ.e 
copper dug out like gold underneath the earth*** (Klong-rdol,

fro'np the third one, zi-khyim (see above,p» 135»*•&), and have 
been Sanskritized. None of the three terms is to be found in 
Indian literature on the subject.. X therefore follow Tucci 
(1959: 180) who suggests a. Chinese etymology: ch’ih chin. Cf*. 
Mathew (1969: 1A-5, 10^8): "deep coloured gold; copper". Laufer 
(1918: 55) postulates a Sanskrit origin with a question mark. 
Naturally occurring metallic, or nahive, gold has a variable 
amount of copper or other elements admixed to it..
* In the West; this defines a kind of cast iron with a silicon 

content substantially lower than 1.5%. It shows a white 
fracture when freshly broken.

** Landon (1905, II: 310) refers to the tradition that it was 
made by Vii^vakarma in a mythical alloy where tin is not 

• mentioned.
*** In view of. the Tibetans * antipathy for underground mining 

it is likely that Klong-rdol did not have direct knowledge 
of it and refers here to mining in countries other than 
Tibet, Cf. below,pp. 137-8.
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1973! 14-62, 11, 1-2), Padma-dkar-po, who uses the spelling 
zlbkhyim, tells us that it "appears like the gold on the 
hanks of the Sin-dhu river; it is therefore called 'red gold'" 
and "it is recognized precisely hy its red colour; it emits 
the light of a rainbow; when touched by acid, it shows, the 
very bow of Indra" (Padma-dkar-po, 1973,1*. 264, 11. 3-6). The 
confusion among native copper, iridescent li, and gold is 
echoed elsewhere in Tibetan literature (Rechung, 1973: 67):
"The red coloured gold is found in. the sands of the ocean,.
Bells made out. of this gold produce excellent sound"*. Even 
Dagyab's descriptions of statuary metals are of scant, metallo- 
graphic or archaeological interest for explaining the components 
of the alloys under consideration.

Although it may be assumed that Tibetan scholars writing 
on the subject of. native dzhai kshim and li-khra (iridescent 
li) did not actually know their chemical composition, and 
were merely following, a current myth or a mixed academic 
tradition partially traceable to Chinese and.Indian sources, 
it is reasonable to suggest that, in fact, they were speaking 
of copper, or, at least, copper compounds and alloys. In this

* Although copper may be found in oceanic clays and river 
silts, Sechung's statement is obviously mythical. The 
association of gold and copper is frequent in Indian and 
Chinese alchemical literature: cf., for example, Medhurst 
(quoted by Beal, Si-yu-ki, II: 1?4-, n. 1), and the definition 
of the Chinese term for zi-khyim (see above, p. 14-2, n, 3)*
On the equation of gold and copper, see also 'Jam-dpal-rdo- 
-rje (Chandra, ed., 1971: 4-0, 11. 3-4-)> Gold exists in 
association with most copper and lead deposits, though 
usually in extremely small quantities. Cold and copper also 
occur in pyrite (fool's gold) in the metallic form of minute 
inclusions dispersed within the crystals or as a thin film 
along the cleavage planes. Aureous pyrite may be an- 
important source of gold, and a considerable quantity of 
copper is obtained from certain pyrites. Gold tellurides are bronze-yellow.
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respect, it is quite interesting' to no te that there is an 
important copper ore, bornite or erubescite (Cu,_FeS^)* which, 
on account of its peculiar c.olour and iridescence, is known, 
as. 'peacock ore', 'purple copper ore', 'variegated copper 
ore', and 'horseflesh ore’. The colour of a freshly cut 
surface of bornite is coppery, but in moist air this rapidly 
tarnishes to iridescent, blue and red colours. "It occurs in 
several parts of India" Holland** in Hay, 1902, I: 7 6). 
Holland does not tell us in which parts of India that copper1- 
-iron sulphide is to be found. However, the presence of. 
sulphur in some of the copper objects found at. Taxila was 
noticed by the chemist Ullah (in Marshall, 1951, II: 570).

In Padma-dkar-pd's description, of the statuary alloys 
used in western Tibet in the Xlth century (Padma-dkar-po, 
1973 1̂: 301,, 1 . 6 )***, as well as in the corresponding passage 
from the anonymous text: translated by Tucci (195:9: 186),
"red copper" is equated with "zi-kh.yim". In the same context, 
Dagyab. defines red li as "natural copper", probably following- 
'jig-med-gling-pa's- gTam-tshogs theg-pa'i rgya-mtsho-las sku- 
-gsung' thugs-rt.en: rnams-kyi sku-rgyu ngos-'dzin etc. (Dagyab, 
1977, I: 56). We have also seen how Klong-rdol explains that 
the "precious" variety, of dzhai kshim' is nativ.e copper. Even 
Das comes very close to Klong-rdol's definition of nor-bu

* Or: Cu^FeS-,.
*$V0'ff-the Geological Survey of India.
*** See above, p.126,
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dzhai kshim as native copper by noticing that "images of the 
Buddha and Bodhisattva made of pure copper are called, nor-bu 
dshaiksim.. ." (Das, 1976 repr.: 1090). All these facts point 
strongly to the suggestion that native copper, zi-khyim and 
red la are indeed one and the same thing. In connection with 
the use of those three: terms to define one particular western 
Tibetan statuary metal, I must draw attention to the existence 
of a native copper of a very high degree? of purity in the 
Zanskar- valley, thus in direct., proximity to western Tibet, as 
reported by the chemist Ullah (in Marshall, 1951, II: 970).
The analysis of a specimen of Zanskar copper made by Ullah 
gave: Gu 99*48; Fe 0.081; Insol. (SiO, etc.) 0.34%. It is 
possible that a similar, kind of native copper of very great 
purity (zi-khyim) was used by kings of western Tibet for 
casting the images mentioned by Padma-dkar-po, by the anonymous 
text studied by Tucci, and by Dagyab's source, and that it 
was also used in alloy with zinc to cast at least some of the 
early brass images from western Tibet.

Whatever copper compound it may be, we know from Padma- 
-dkar-po that Zi&khyim was used in Tibetan statuary at least 
from the time of Srong-btsan-sgam-po (Padma-dkar-po, 1973? I: 
300, 1 . 3 )? along with "pure" red and white li for composite 
inlaid metalwork* in statuary.

* The expression "sho-bsgrigs" has been translated (Dagyab, 
1 9 7 5: 55, 57) as "square patches" and "square pieces (...) 
like the patches of a beggar's garment". Some Tibetan 
brass statues are inlaid with copper and silver square
patches of metal on: the garment, of the main figure, as is 
illustrated, for example, by a XVIIth century brass §adaksari 
from Lhasa, now at the British Museum (Reg-. No. 1905.5-19-7).
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Zinc.
Zinc. (Tib.: ti-tsha), like tin, is not used as a statuary 

metal on its own, but always in alloy with copper* The history 
of zinc metallurgy is dominated by 1he fact, that its oxide 
is not reduced by carbon below the boiling' point of the metal: 
without special precautions, zinc, ore heated to boiling point:, 
(above- 906 °G) simply evaporates into the atmosphere. It was 
not until 1738 that William Champion obtained, patent protection 
for a furnace fitted with an external condenser for the 
production of metallic zinc:. It is not known whether Champion 
received his knowledge directly or indirectly from the East: 
according to Needham (1974: 213 and 211, table 9 8) zinc coins 
with 98.3% zinc, were minted from the time of the Ming emperor 
Yung-lo (l/f03"1424); and Ray provides us with sufficient 
literary evidence to conjecture that: zinc had been isolated 
by Indian alchemists from at least the Xllth century*

The problem of tackling the time and place of the recog
nition and production of metallic zinc is directly connected 
with the manufacture of brass:: until zinc was isolated and 
produced on an Industrial scale, brass was manufactured by 
adding zinc ore (calamine) to melted copper, which would 
combine with the zinc, metal in statu nascendj  ̂Champion’s 
and Werner’s experiments showed that, brass manufactured with

* In section VII, vv. 37-38, of the Rasarnava, which "is 
believed to be a Tantric work of the 12th century A.D. 11 
(Ray, ed., 1 9 5 6: 119), it is stated that calamine mixed with 
various ingredients and "roasted in a covered crucible, yields 
an essence of the appearance of tin; of this there is no 
doubt." (Ray ,4,1956': 138).
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this method could contain no more than 28% zinc. In other words, 
copper could not absorb more than 28% zinc, in the manufacture 
of brass by the cementation process or "calamine method". A 
zinc peocentage above 30% is a sure indication that the brass 
in question has been obtained from metallic zinc.

This circumstance is important, for ascertaining the 
period and area of the first production of zinc metal would 
help to establish a terminus post quern for those brass images 
with more than 30% zinc in the alloy. Conversely, a dated Image 
with a zinc percentage exceeding 30% would cast more light on 
the history of the metallurgy of zinc. Since metallurgical 
analysis reveals that brass was used traditionally in northern 
Indian and Kashmiri statuary and was adopted from at least the 
Xlth century in western Tibet for casting images, it may be 
useful to look for historical evidence of the production of 
zinc and brass not only towards India, but also towards the 
"brass country" (Needham, 1974, V/2: 220), Iran, with which 
Tibetans traded from at least the Vllth century.

Duriiig:. • his stay in Iran, Marco Polo (1234-1325) witnessed, 
the process of making "tuzia" (tutty*, Impure zinc oxide) 
from an ore which he describes as and^nico"** and which we can

* Tutiya is the Middle Persian word for calamine, "which spread 
into Arabic and most V/estern languages" (Needham, 1974, V/2:- 
203).
por -the term andhnico, cf. Olivieri (ed., in Milione, Bari,
1912: 28 and. 34). The same word appears also in Steiner (ed., 
Cecco Angiolieri, II Canzoniere, Torino, 1928, comp. No,
105, tt* 2). Cecco Angiolieri (1260-1311/13) uses the term in 
connection with the word "steel". I am indebted to Dr.
Alberto Scaglia for the above references. From Marco Polo's 
description of the process, I should think that the trans
lation of and^inico as "zinc carbonate" or "zinc ore" is more 
appropriate than the Italian dictionary current definitions 
of it as "very hard metal, akin to iron and steel", for I do not 
regard the leading Italian comic poet of the Middle Ages as
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reasonably assume was calamine: "They take the crude ore 
from a vein that is known to yield such as is fit for the 
purpose, and put. it into a heated furnace. Over the furnace 
they place an iron grating, formed of small bars set. close 
together'. The smoke of vapour ascending from the ore in 
burning attaches itself to the bars, and as;; it cools it. be
comes hard. This is the tutty; whilst the gross and heavy 
part, which does not ascend, but remains as a cinder in the 
furnace, becomes the spodium."(Masefields, 1936 repr,: 71).
In his Cosmography (c. 1200) the Persian A1 Kazvini describes 
the sdraping of tutty from the sides of the furnace (Dawkins, 
1950: 5). Again, Polo mentions "a mountain where the mines.

an authority in mineralogy. On the same process, see the 
reference given by Craddock (1979: 69* Of. also Forbes,
1964, VTII: 265 ff.) Zinc oxide has a pigmentary strength 
somewhat superior to white lead, and, having the added ad
vantage of being non-poisonous, is used in cosmetics. Polo 
says that "excellent c.ollyrium" was made from the tutty by 
the inhabitants of Gobiam (Cobinan, now Kuh-Banan. Cf. 
Ponchiroli, ed., 1979: 31). Ponchiroli believes that andknico 
stands for ferrurn indianicurm , "Indian iron" and translates 
it as "antimony" in the "Glossary" to his edition of the XlVth 
century version of Milione known as "ottimo". That is the 
most authoritative Italian manuscript among the ancient 
Tuscan translations of Polo’s book and was written not later 
than 1309, a few years after the Franco-Italian original had 
been dictated to Rustichello da Pisa by Marco Polo himself,, 
in 12-98-9. Ponchiroli’s suggestion of equating the term 
andknicO' with "antimony" is inconsistent with the smelting 

process described by Marco Polo, and with the terms used in 
the early XI¥th century "ottimo" version, /tuzia and apodio ,, 
which refers to zinc oxide and the residuum of zinc ore 
smelting respectively, as is clearly explained in the Glossary 
of Ponchiroli's own edition (1979: 239 and 240)
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produce steel and also zinc’' in the district of "Chingitalas"*, 
in Turkestan: zinc deposits have been located: in the Khotan 
district, and reference found "in sixth century texts" as 
well as "archaeological finds at Kucha in Khotan show the 
Way" by which knowledge of. brass--making; with zinc, ore "penetrated, 
from-. Persia" (Forbes, 1971» VIII: £81). It is quite significant 
that Needham. should conclude his section on"The. origins of 
zinc,"(Needham, 1974, V/2: £12-20) by stating that Chinese 
mentions of "brass as a Persian export, would point to the 
Iranian culture-area as the place where we ought to look, but 
unfortunately ^ke early history of science and. technology in 
that region is still (...) poorly documented (..„) All in. all, 
nevertheless:, we are disposed, to favour the view that brass- 
-making began in. the Persian culture-area and spread both 
west t.o Europe and east to China" (Needham, 1974, V/2: 220 
and n. c,). In any case, it seems, that the recognition 
and production of metallic zinc; had started in India'iq. by the

* Ponchiroli (ed., 1979* 49). C.f. Masefield (1936 repr.: 108- 
-9). Amongst the objects from East Turkestan analyzed by 
Werner, there is one from Ko-cho (Turfan oasis) with 51% 
zinc. (Werner, 1972; 190-1, No. 24). If its dating is correct, 
it would seem that the manufacture of metallic zinc in that 
area began in the VUI/IXth centuries, since a zinc percent
age in excess of twenty-eight is evidence of the use of the 
complicated method to extract zinc, from its ore. by means 
of an external condenser.
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XIIIth* and in China by the XVth century (cf, Needham, 197̂ 1-»
V/2: 213 and .211, table 98).

In 1597, Libavius (c. 15^5-1616) received from Holland 
Indian zinc*, which he called ’'Indian or Malabar lead” or 
’’Malabar** tin".: He was uncertain what it was, but ancient 
lead-'Zinc deposits ’’which according to the information of 
Car us must have already-been exploited: around 138& H (Werner, 
1972: 127) exist near Jawar (or Zawar), ”15 miles due south 
of Udaipur, Rajasthan” (Brown and Dey,, 1955: 165; cf., Werner, 
1972: 161-2). There are remains of zinc furnaces at Sojat. in 
Jodhpur* The zinc: mines at Jawar were active through the 
XVTIIth century until 1812. According to Bomerlatte, ’’very 
many small clay retorts are to be found in the ruins of fcawar, 
which may possibly have* been used for zinc production in ancient 
times’̂ (Werner, 1972: 127). Indeed., it has been suggested that 
the term ’’calamine” may derive from ’’its place of exportation, 
Calamina, at the mouth of the Indus” (Beal, Bi-yu-ki, II: 17h, 
n. 103). Small zinc deposits exist also in Kashmir.

* Cf. Forbes (1971, VIII: 28l) : ’’Though the value of the old 
Indian alchemists and their modern commentators is very 
doubtful it. seems that zinc was prepared by. Indian chemists 
since the twelfth century, but that this remained a laboratory 
experiment and was never applied to industrial production.
This zinc or ’the essence of tin” as it is sometimes called 
was prepared by distilling calamine with organic substances 
in an apparatus suitable for destillatio per descensum. 
where a substance could be heated in an upper flask and the 
drippings could be collected in a lower one.”.
This corresponds to Marco Polo’s ’’Melibar” (Ponchiroli, ed., 
1979: 191!— 5), whereas Polo’s ’’Minibar” and ’’Mabar” (Maabar) 
refer to the Coromandel Coast, present day. coastal districts 
of northern Tamilnadu and southern Andhra Pradesh, from 
Cape Calemere northward to the mouth of the Krishna river. 
Polo’s ’’Melibar, to which Libavius’s ’’Malabar” corresponds, 
refers to the coastal districts of. Goa, Karnataka and 
Kerala.

\
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The following details of the extraction of metallic" 
zinc from calamine are to be found in the R as aratnasamuccaya 
as translated by Ray (1956: 171)' 1lRub calamaine with 
turmeric, the chebulin myrobalans, resin, the salts, soot, 
borax, and one fourth of its weight of Semicarpus anacardiuitu 
and the acid juices. Smear the inside of a tubular crucible 
with the above mixture and dry it in the sun and close its 
mouth with another inverted over it, and apply heat,; when the 
flame issuing- from the molten calamine changes from blue to
white, the crucible is caught, hold of by means of a pair of
tongs and its mouth held downwards and it is thrown on the 
ground!, care being-taken not to break its tubular end. The 
essence possessing the lustre of tin, which is dropped, is
collected for use” (Book 11,. vv.:. 157-161), The treatise,
which starts with a Buddhist invocation, and is attributed 
by Say and Kala. to "about,. 1300 AvD."* merely borrowed the 
description of calamine and the couplets concerning the 
extraction of zinc, almost word for word from the Rasapraka^a- 
sudhakara, a comprehensive work by Yasodhara who, according 
to Ray, lived in the Xlllth century and who, amongst his 
authorities, mentions Ragarjuna**, It is interesting-Id note

* Ray (1903, I: 223). On the extraction.of zinc from calamine 
cf, also the Xllth century ms, Rasarnava, in Ray (1909; 71),

** Cf. Ray (ed., 1956: 122). Ray (1909: lvii) used a copy of 
the ms, preserved in the Runbir Library, Kashmir, of which 
the "readings are on the whole accurate" (ibid,, footnote),
A fuller discussion: of the use of metallic zinc, in medieval 
India is contained in vol. I, pp. 156 where Ray concludes
11 In the medical Lexicon ascribed to king Madanapala. and 
written about the year 137^ A.D,, zinc is' (...) distinctly 
recognised as £cmet.ai under the designation of Jasada,". The 
extraction of zinc is also mentioned in the Xllth century 
Rasarnava, see above, p. 1A7, n. 1).
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that later on, in the XVth century, perhaps in connection 
with the Muslim conquest,, alchemy had become so neglected in 
India that one alchemist,, Govindacarya, declared that for 
the knowledge of certain processes he was indebted to the 
Buddhists of: Tibet*. This circumstance could be confirmed by 
the fact; that Tibetan metal statuary was then at a peak. 
Indeed:, of the two Tibetan brass statues cast with metallic: 
zinc** analyzed by the British Museum Research Laboratory, 
one is attributed to the XV.th and the other to the XVth-XVIIth 
centuries. If their dating' is correct, it may be speculated 
that by the X\Tth century Tibetans had knowledge of the need 
of an external condenser for the extraction of metallic, zinc., 
whether they derived it from Iran, from Indian alchemical 
treatises or from; the Chinese. However, it is more likely 
that they Imported the metal already smelted either unalloyed, 
or alloyed with copper,., as brass;.

The presence of zinc: deposits in Tibet was reported 
by investigation teams of the Chinese Academy of Science 
after 1959 and zinc oxide is! mentioned by 'Jam-dpal-rdo-rje 
as ti-tsha dkar-po ("white zinc") in his description of brass- 
manufacture (Ghandra, ed.,, 1971: A3). In the same Materia 
~ Mediea. 1Jam-dpal-rdo-rje describes metallic zinc, in the 
following terms; "As for zinc;,, it is blue*** and is like the

* Ray (1909: Ixvii).
** Maitreya (Reg. No. 1959.10.16.2.) and t;he seated Lama (Reg. 

No. 1979.7.26.1.) show zinc proportions higher than 30%
(see above, p. 1 2 0) and point to the use of metallic zinc 
for the manufacture; of their brass alloys.

*** Freshly-cast zinc has a bright silver-blue surface.
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Tibetan silver which appears from both red and green stones.
If-you rub it with fodder barley it produces, a sharp sound..
If. you break it its edge is like c.ongrzhi*1. If it is mixed, 
with copper it. turns into brass,.,4{'̂ . Sine ores, probably 
sphalerite and calamine of various colours, are described under 
the title of "Yellow zinc"**'1', and associated with lead and 
silver. The ophthalmic use of tutty from the melting of the 
metal is acknowledged by ’Jam-dpal-rdo-rje. He also describes 
the ores used, to make brass: "The one having blue-whitish

* 'Jam-dpal-rdo-rje (Chandra, ed., 1971: 44). Sine is again 
mentioned: for the malting-of brass in folios 45 and 5 7.
Writing in 1730,Della Penna (Markham, 1879: 317; cf. Giorgi, 
■1 7 6 8: 4 5 6) noted that a "mineral, of a white colour, like tin, 
which is called tikz^" was worked by Tibetans "into a sort of 
brass by being mixed with copper.". As we know (see above, p. 
147) ti-tsha is the Tibetan word for zinc.

** Also: "cung.-zho". This word has been, inadequately translated 
as "a kind of white stone" (Jhschke, 1972 repr.: 14D , "a 
medicinal white stone alleged to cure diarrhoea" (Das, 1976: 
383)» and "calcite" (Hubotter, 1957: 123). *Jam-dpal-rdo-rje 
(Chandra, ed,,. 1971: 4 6 ) lists five types of cong-zhl, with 
colours varying from' that of. rock-salt, to white, bright 
purple, yellow and even blue and black, and says* that, the 
first, two are found in hot springs. It may be suggested 
that, the word indicates a range of minerals, from calcium 
carbonate (calcite, calcareous spar) to sodium carbonate.
The modes of; occurrence of calcite (Ga CO,) are exceedingly 
varied. It occurs as limestone as well as^marble, Calcite 
is a common product; of hydrothermal solutions and is apprec
iably soluble in ground water containing organic acids and 
dissolved carbon dioxide. It's solution mechanism is respons
ible for the wide distribution of massive banded deposits of 
travertine around springs and spongy calcareous" tufa in 
ordinary streams and springs,

*** *Jam-dpal-rdo-rje (Chandra, ed., 1971: 58), Sphalerite, a 
sulphide of zinc;, is the c ief: ore of that metal. The 
colour varies widely. Generally, it is a shade of reddish- 
-brown to black, but some sphalerite is green, yellow or, 
in crystals of high purity, almost colourless, transparent 
to translucent. Calamine is usually coloured green, blue,, 
yellow, grey or brown by impurities (cf. Forbes, 1 9 6 4: 261),
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lustre or the cloudy one, with specks* is like a-rag-. It 
has hair-clefts. After; having- heen finely ground, it is thrown 
into molten copper and there appears light-coloured brass.
Brass is not produced (from the ore alone)n (Chandra, ed.,
1971: 57). In that passage, not only is calamine (smithsonite), 
sometimes blue but whh-te when pure,, recognized as zinc, ore, 
but the cementation process is mentioned, too.

The presence of' zinc ores and mines in Nepal was reported 
by Hamilton (1819: 76,9^, 195, 26k, 272) and Hodgson (187^:
109): "Nepal produces plenty of zinc, but no skill to work 
the mines". However, "little is known of the deposits, near 
Tiplin in Nepal" (Brown and Bey, 1955: 16^)**, Hodgson specifies 
that, there are lead and. "Zinc mines in Nepal, but no skills 
to work them profitably. A deal of. each is imported, from the 
plains, and also of Tih, with which last, and with the Zinc 
got from us, the Nepalese mix their own Copper, and make a 
great variety of mixed metals in a superior style." (Hodgson, 
187^: 119). In fact, Kirkpatrick (1975 repr.: 209) mentions 
zinc. in his list of principal commodities exported by the 
East India Company to Nepal either for use in that country 
or for the Tibetan market, in, the;- late XVIIIth century, aid 
the circumstance is not surprising when we know that by then

* Tib..: skya-sob, not in the dictionaries, as translated by 
P♦ Wangyal.

** Ullah. follows Latouche in mentioning that, "copper ore
associated with that of zinc is common in Sikkim" (Marshall, 
1951, I: 571).
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Europe had started to produce metallic zinc as a separate entity 
in commercial quantities.

Brass.
Brass* is described in a number of Indian and Tibetan 

texts for its external properties. The different proportions 
of the basic copper-zinc melt form alloys of varying ductility 
and brittleness and give a remarkable series of natural 
colours, of which the most notable are those with about 80% 
copper, since they simulate gold* Klong-rdol distinguishes 
various types of. brass: " ’female brass1 and 'stone brass’, 
which are yellow, (and) have a good ductility; ’male brass’ 
is the brass which makes the ’light yellow' type of brass 
and is poor," (Klong-rdol, 1973: 1462 j 11. 4-5 )• 'Jam-dpal- 
-rdo-rje tells us that "red, yellow and bright types of brass 
come from China, one or three parts of copper having, been 
admixed to (one of) zinc;. Also, the white one is firmer than 
silver." (Chandra, ed., 1971: 43), and he describes its 
theraputical properties. Three out of six in the selection 
of metal images from Tibet, analyzed by the British Museum 
Research Laboratory had. constant percentages of 72-77 of 
copper and 2 0 -2 5 of zinc: one had 72-77% copper and 17-22% 
zinc with 5-ead in excess: of 3%, and a fifth one had a zinc, 
content in excess, of 30% (see above, p., 120). The composition 
of Indian brass (^yellow metal") exported into Nepal seems to

* Tib. : ragr, ra-gan, and some types of li.
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have a higher zinc percentage: 62% copper and 36% zinc (Brown 
and Dey, 1955: 150). The late Nepalese brass image analyzed 
by Bhowmik reflects similar percentages: 60.5% copper and 
35.3% zinc*. iw MtrPk/lrv̂ tn(vrf£r

Padma-dkar-po mentions that brass—was m-ixed ■■ with -whart-e 
sj~ WkttB' idr f  brjvs '̂¥ * > pvnft_, bdfn&. vw K & t, Vfc WM WkiL. fh g r  yz tM h i’
feL-t-Q' o-btain—t-h-e^4n^t^^4re^^-y pe of ter ass in nertherai

faM5m &tPndia** r-and- -that fogardy^g- the materials of the "new11 Chinese 
images, by which he means statues cast from the advent of 
the Ming~ dynasty (1368),. "those which are known as sku-rim~ma 
and appear in Chinese brass or in light yellow brass are 
superior on inspection"***. In Tibet itself, he tells us 
that the images of. the period, of the first religious king 
Sronj-btsan-sgam-po (609“6Jf9 ), when, made from brass or khro 
are similar (Padma-dkar-po, 1973,1*. 30k, 1* 1), end that composite: 
ones, made with different metals (zangs-thang-ma), during

nfife
* Bhowmik (196k: 395). It is interesting to -notice how, though 
reporting the same analysis, Labriffe (1973j:191) seems 
to overlook the absence of tin from the alloy and prefers 
to speak of bronze for an alloy of copper and zinc or brass 
and zinc.

** Padma-dkar-po (197^Ii300, 1. 1). In view of the above
considerations' on red and white 11  ̂and of the composition, 
of northern Indian alloys, I suspect that Padma-dkar-po 
is .ag-ain—s-peaking of brass .

id 'to

*** Padma-dkar-po (197^T: 30̂ ., 11. 5-6). Cf. Tucei (1959:
187). Dagyah (1977, I: 55) suggests that such statues 
were probably used inihe public 'ceremonial1 act of 
worship (sku-rim) of fered by the emperor Yung-lo (lk03- 
-lk^k) * Cf.. also Karmay (1975: 95-6) *.
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the reign of Khri(-gtsug-lde-brtsan) Ral(-pa-can , 815-856) 
"were not as good, as those made of brass"*. It is possible 
that during the period of the early Tibetan kings brass was 
imported from Iran. Intercourse between Tibet anti Iran at 
that time is confirmed by a number of historical sources, 
and it has been suggested that parts of the costumes worn 
by the early Tibetan kings and their ministers were of 
Iranian origin (cf. Karmay, 1975: 15). Iranian influence 
on Tibet was then manifest in medicine and, to some extent, 
in the arts (cf, below, p. 178), From the Xlth century on
wards, brass was consistently used In Tibetan statuary, 
though often confused with bronze, a circumstance to which 
the next section is devoted.

The first Tibetan artists known to have used brass 
and mentioned as "great in the art of sculpting images in 
Tibet", were Padma-mkhar-pa and Sl&u-chimg (Kong-sprul, in 
Chandra, ed., 1970: 572, 1, 5). They were contemporaries of 
Tsong-kha-pa (1357-1^-19. See Dagyab, 1977, I: 38-9) and 
were probably active in the early X?th century. From Dagyab 
(1977, I: 56) we Itawt that the statues made by .Sit5 u-chung 
closely resembled the "new" Chinese (Ming, 1368-164h) 

ones, a remark which can be traced also to the anonymous 
author of the text studied by Tucci, who tells us that 
the Images made of brass or the

* Padma-dkar-po (1973, I: 301, 1, 5 )* On zangs-thang-ma, 
see also Tucci (1959: 181, n. 6 ) and Dagyab (1977, 1:52^ 
57).



69A. Sa-skya lama. Tibet. XVth century. Fire-gilded copper 
alloy. 5 in. (12.5 era.).
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gilded images* by Padma-mkhar-pa and S&zlu-chung and other 
clever artists may be mistaken for the Chinese ones (Tuaci,
1959* 186). Both Tucci's and Dagyab's sources describe the 
style specific to S&B/u-chung, and mention that the "cushion- 
-seat was formed, from a double row of lotus flowers completely 
encircling' the seat"(Dagyab, 1977, I: 56), a characteristic 
to be found in a. gilded, seated Sa-skya lama of the Aniko 69A
Collection (No. 12.9), which can be attributed,lalso in view 
of stylistic, and'historical evidence**, to the Yung-lo period. 
Brass continued to be widely used in Tibetan statuary until 
the present century and Turner was well aware of the types 
of metals used in.the workshops and in the- collection of 
images he could study in a "gallery" of bKra-shis~lhun-po*s 
monastery. After mentioning' the manufacture of a brass portrait 
of a deceased dge-slong he goes on to say (1800: 27A-5): "Some 
of those images were composed of that metallic- mixture, which

* Gilded brass images are frequently encountered in Sino- 
-Tibetan statuary of the XVth century onwards (see above, 

p. 121, Cat. No. 136). Other examples may be found at the 
British Museum and the Victoria^ and Albert. Museum.

** This kind of Sa-skya portraiture found its climax, before 
the rise of the dGe-lugs-pa power in Tibet, at a time when 
the Sa-skya enjoyed the patronage of the Mongols, and 
continued during' the reign of the emperor. Yung-lo, only 
to diminish from the triumph of the Yellow Hats in the 
XVIIth century. Describing the "new" Chinese statues, 
Padma-dkar-po specifies that "the two corollas (kha-sbyar) 
of the lotus- divide one above the other and adhere at t;he 
front and back" of the base (Padma-dkar-po,, 1973m I:30A,
1. A)* Karmay (1975: 95) notices that "In many respects, 
Padma dkar-po's account, although describing-Ming-bronzes 
in general, concords with"' her description of the Yung-lo 
bronzes in particular.
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(fac)
in appearanc.e resembles Wedgewood's black ware, but the 
greater part were of brass, or copper gilt.". He concludes:
"The manufacture of images-, is an art for which they are 
famous in this cou&try. Theshoo Lomboo has an extensive 
board of works, established, under the direction of the 
monastery, and constantly employed, in this manufacture.".
Some of the images shown to Turner- had been brought from 
China, Lhasa and Nepal. More than a century later, also Bell 
could visit, the "Tashi Lama's metal factory" where he found 
"some thirty artisans at work. They were engaged in turning 
out five hundred images" of Amitayus "for distribution to 
various monasteries throughout Tibet." (Bell, 1 9 2 7: 8 6).
It: is not impossible that amongst the artists of the Pan-chen 
Lama there may have been some Newars from the one hundred and 
fifty New^r families who lived in Shigatse (cf. Hedin, 1910, I 
37*4-). Brass- was imported into central Tibet, from Nepal (c;f. 
Sandberg:, 190h: 160), whereas Khams was supplied by Muslim 
merchants bringing in brass.ware from Kansu (Teichman, 1922,;
86.).

Brass must have been known and used for various purposes 
in Nepal from a very early date. During, the administrative 
organization of Tibet under Khri-srong-lde^u-brtsan (7h2- 
-7 9 7 )> one of the four kings regarded, as tributary was. that 
of Nepal, with the appellation of "king; of brass" (Stein,
1962; 20, from a Tibetan chronicle written between 15*4-5 and 
1563)* The preference for copper, in early Newar statuary may 
be explained by its relative abundance until the XlXth century 
by its prestige, aid by its advantage for mercury-gilding. The'
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i'
production of brass statuary seems to have flourished, par
ticularly after the Gorkha conquest, perhaps because of 
economic reasons following; the diminished wealth of the 
Buddhist monasteries and lack of royal patronage, but also 
because of the availability of zinc from British India 
coupled with the progressive exhaustion, of the local copper 
mines. Hodgson mentions its: manufacture: with zinc imported 
from India, to the extent that,in his day, not only c.opper 
pots, but also brass pots were exported from Nepal (Hodgson, 
1972 repr.: 118-9; cf. Pegmi, 1971: 20). The increased use 
of brass- in XTXth and. XXth century Newar statuary is witnessed 
by a number of dated images of. deities and devotees...

Though more difficult to chase than pure copper, brass 
is much easier to cast, owing to its lower melting point.
The colour and lustre of brass surfaces is an alternative*to 
the very expensive mercury gilding, vhich is usually associated 
in Nepal with images cast: in copper. Gilded brass is rare 
in Newar statuary, for the presence of zinc, and lead in the 
brass alloys** makes fire-gilding, impossible without previous 
treatment of the metal surface. Nowadays,, Nepalese brass is

* In Western metallurgy the most notable copper-zinc alloys 
are those with about 80% copper, which simulate gold 
(Dutch metal, Mannheim gold, pinchbeck, etc.). According 
to my informant J. M, Sakya, first-born in a family of 
metal-casters which owns one of the largest workshops in 
Patan, the brass used for casting images in Nepal is an 
alloy with four parts of copper and one of zinc. It has 
excellent cold-working- properties, for its extreme ductility 

and ease of forming- and drawing.
** A very samll amount of lead is usually introduced, probably 

to temper the metal. On the problems raised by fire-arildinff 
leaded-brass alloys see ch. I\T, pp. 227-8. g



162

imported from India in the form of rods and sheets, the 
first sheet, having been rolled in India in 1930*. Scrap 
domestic brass hardware, such as broken plates, and various 
pots, provides another source of the metal used in casting.
The colours in. the same casting: may vary from that of pure 
copper to golden yellow: because of the relatively primitive 
casting technology, zinc and copper do not always mix; evenly. 
Brass is susceptible of a fine polish,but tarnishes on. 
exposure to the air. As is clear from comparing the various, 
examples analyzed by the Research Laboratory of the British 
Museum, colour and oxidization vary irrespective of copper 
or zinc, percentages or of the age of an image. Therefore, 
dating statues from the observation, of the condition of the 
metal surface cannot be regarded as scientifically serious. 
Moreover, XXth c.entur.y brass: images are sometimes given a 
black patina by heat treatment., or a verdigris surface by 
various acid treatments to give them an appearance of antiquity.

If we compare the figures of. the metal percentages
given on. pages 120, 121-2 and 12if with the historical data 
mentioned above, we may conclude that brass and. not bronze 
has always been the copper alloy par excellence in Tibetan 
and Himalayan statuary and that copper has been constantly 
preferred to brass for gilding purposes** from at, least the

* Brown and Dey (1933• 150). The metal market in Kathmandu 
is controlled by Indian dealers,

** Cf. Gddy's "Report on the Examination of Gilded Bronzes 
from the Deparimeiit. of Indian Antiquities", unpublished 
paper.
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Xlth century until the 1970s* Though Tibetan and Himalayan 
statuary previous to the Xlth century is hardly datable 
because of the lack of inscriptions and because "copying” 
has been a permanent, feature of its tradition, it is safe to 
assume that the composition of the earliest Tibetan and 
Himalayan metal images., perhaps from as early as the V~IIth 
century and certainly from the Xlth century A.D., followed 
the same metallog.raphic pattern already revealed in the 
alloys of the contemporary production in north-western and 
northern India, What, is even more important for the purpose, 
of my study is that, in any case, the use of brass and copper 
by XXth century Himalayan*, sculptors falls perfectly into a 
tradition which is at least nine hundred years old.

Tin
Like zinc and lead, tin (Tib.: gsha.'-dkar) has been 

imported into Nepal since at least the XVIIIth century 
(Kirkpatrick, 1973 repr.: SO9 an<j Hodgson, 197^ repr.: 109),
The general absence of tin ores from, the Himalayas, India 
and Tibet partially accounts for the rarity of its use in 
Newar and Tibetan statuary* Like lead and zinc, it is used 
only in alloy with copper. fJam-dpal-rdo-rje’s mention of 
average and. poor quality Tibetan tin is not supported by 
geological evidence. He also regards " 1 upperIndian”* and.

* Cf* Ray (1956: 57): "silver, tin and mercury ores (...) are 
till now not known to occurr in India". The "^upper1 Indian” 
tin mentioned by 1Jam-dpal-r&o-rje may have been Burmese: as 
I cannot find any trace of Burma being regarded as a/separate 

r ..geographical entity in Tibetan literature, I assume that 
Tibetans may have assimilated Burma to India. Since in the 
XlXth century', the British felt justified in regarding Burma
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" ’lower1* , Chinese," tin as the best?*: "upper" and "lower" as 
used by Tibetans, in a geographical context mean respectively 
"upstream" and "downstream" and here, as is often the case, 
they stand for "West" and "East", namely Western Asia and

as a province of the Indian Empire, it is difficult, to expect: 
that Tibetans would have been more sensitive to the subtleties 
of geographical distinctions in the Indian subcontinent. It 
may be interesting to note that, in a similar way, Arab writers 
extend their geographical notion of India to Burma and', for 
example, "Sulaiman and Al-Mas’ udX definitely mention gold 
and, silver as being found in the kingdom of Rahma" (or Ruhmi, 
"which is generally identified with the Pala kingdom". tfe 
know that "these metals are found not in Bengal but in Lower 
Burma. It would appear that the Arab narratives included both 
Lower Bui'tna and Bengal in the kingdom of Rahma." (Gopal,
1965: 151-2).
* Although no one would question the presence of important 

tin ores in China, the picture is quite different, for India, 
a country which has traditionally imported tin ores, at 
least since the Illrd-IInd centuries B.C.: "the oxide of tin, 

cassiterite, has been found at a number of places in the
Hazaribagh, Ranchi and Gaya districts of Bihar, but none of 
the occurrences appear to possess economic importance, though 
as long ago as 1849 tin ore was being smelted in village 
iron furnaces’ at Purgo, in the Palganj estate near Parasnath" 
(Brown and Dey, 1955: 167)- "Outside Bihar, cassiterite 
has been found, but again only in insignificant, amounts 
(...) There are no recorded instances of the occurrence of 
tin ore in Pakistan" (Brown and Dey, 1955: 168). Discussing’ 
the use of metals at Taxila, Marshall, (1951, II: 565) 
acknowledges that "even If these deposits were worked in 
ancient days (which is uncertain), they would not have been 
adequate to meet the needs of the country.". Marshall infers 
that, tin was then imported from the West, to which may be 
added Finch’s observation (1599)* as reported by Brown and 
Dey (1955: 168), that Burmese tin served all India. A 
detailed study of the history of Indian statuary metals is 
outside the scope of this work and I am satisfied with 
bringing circumstantial evidence to my suggestion that bronze 
was not the obvious alloy to use for statuary purposes in 
India, owing to its lack of tin. Significantly, Marshall 
(1951> II: 5#6) states that the Sanskrit Kastira derives 
from the Greek word for tin, kassfteros, and "not vice versa".. 
Indeed, we understand from Pliny that the coastal districts 
of western and southern India "possessed neither bronze 
(aes) nor lead, but exchanged precious stones and pearls 
for them," (Marshall, 1951, II: 564 5 6 6).
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China. Tin is apparently not even found in Eastern Tibet,
•ffor no mention of it is ever made'1 (Coales, 1919*' 2^6).

The analytical data provided on pages 120, 121-2,
12/-1- and 157 seem to point to the suggestion that tin was 
seldom used in Tibetan and Himalayan statuary alloys. The 
use of this metal is entirely connected with the discussion 
of bronze, to which the following section is devoted.

Bronze*
Brass and bell metal are both mentioned in Book V of 

the late XIIIth century Hasaratnasamuccaya. and the latter is 
described as being made by melting together eight parts of 
copper and two parts of tin (Ray, 1903: llh)» 1Jam-dpal-rdo- 
-rje states that "upper" ("Western”)** tin from India was 
mixed to six and eight parts of copper to produce respectively 
red and white li, the only types of Tibetan bronze he positively 
describes in his section 011 hi (Chandra, ed., 1971: ^1), and 
whose compositions (8?.lh% and 88.89% copper) correspond to 
Western statuary bronze ( 80% and 90% copper). However, he 
mentions those two types of bronze only in connection with

* Tib.: 'khar-ba, mkhar-ba, some types of li and perhaps 
khro.

** On " ’upper’, Indian" tin, see above, under Tin. It is not 
surprising to note- that 1Jam-dpal-rdo-rje does not 
mention China in connection with the export of tin to 
Tibet. Bronze items were seldom manufactured in the 
country, being mostly imported from China and Mongolia 
(see below, p. 169)-
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the manufacture of various items, including musical instruments 
The only two types of li which 1Jam-dpal-rdo-rje recognizes 
as being used specifically for statuary purposes are of 
foreign origin and he does not give us their composition: "As 
for Chinese li, which appears from the smelting: of Khotanese 
ores, there are two: white li, of white brilliancy, slightly 
yellow; and red, li, of. red brilliancry, slightly yellow* The 
images of the gods are made with them" (Chandra ,4,1971: +̂1). 
Padma-dkar-po describes statuary white and. red lî  in. identical 
terms and accordingio him too, both were "obtained in the 
mountains of Khotan" (Padmar-dkar-po, 1973jX'.295> !• 1). As 
for these two types of Chinese statuary li obtained from 
Khotanese ores-, it is doubtful what Padma-dkar-po .and * Jam- 
-dpal-rdo-rje had in mind. It is interesting to note, however, 
that copper occurs in the northern foothills of the Kunlun, 
between Yarkand and Khotan, and that zinc deposits have been 
located in the Khotan district, but no tin* Although the. 
manufacture of bronze objects from East Turkestan is largely 
demonstrated by WernerTs analyses (1972; 190-1, the same 
.author (1972 : 1A1) ventures to say that for the period from 
the Xllth to the XVIth century, the zinc content among the

* Klong-rdol*s statement that both red and white li, as well 
as yellow li, iridescent 3d, and dark reddish-brown li, 
are used to make musical instruments confirms that for that 
purpose the alloys in use were actually bronze. On iridescent 
li, see' above, pp. 1AA-5. In any case, neither the yellow 
nor the reddish-brown varieties of li are mentioned by him 
in connection with statuary purposes (Klong-rdol, 1973) ha: 
1A62, 11. 2-3).
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objects of Chinese Turkestan and China analyzed ’’rises 
sharply to 30% Zn"• indeed, one standing goddess from Turfan 
’’dated to the 8th century, yielded a zinc content of 27%
Zn" (Werner, 1972: 139).

It has been suggested, that white li is "an alloy of
silver and bronze" (cf. Neven, 1975: 35, No. 67), although
such a statement has. not been supported by metallurgical
evidence and is challenged by its accurate definition given
here by 1Jam-dpal-rdo-rje. Padma-dkar-po*s recurrent use of
the term' for various periods: and schools of statuary and the
rarity of images cast in any kind of "white" metal point to
the suggestion that white li must have been some other kind
of alloy. On the statistical evidence provided by the results 

a-of the analyses discussed d^ove, I should tend to suggest 
speculatively "brass" rather than any other alloy of silver*.

* This suggestion is reinforced by the circumstance that 
Tibetan and Indian silver statuary is rare and that silver 
ores are virtually absent from Tibet and India. In his 
study of economic life in northern India between c. 700 and 
1200 A.D., Gopal notices; "The general paucity and debase
ment of silver coins may be connected with’.the decrease in 
the amount of silver which India could receive. In those 
times before the discovery of America the chief source of 
silver was Central Asia, The rise of the Arab power under 
the vigorous impact of Islam and the political disturbances 
which resulted in Central Asia must, have affected the trade 
relations between India and these parts of Asia, with the 
consequent decline of the quantity of silver come to India," 
(Gopal, 1965: 220-1). Bajput kings issued, coins "composed 
of billon, a mixture of. silver and copper. The ratio of the 
two metals in these coins varies so much that that the 
coins range from fairly good silver to merely pure copper.
But the number of coins which can be classed as honest 
silver coins is limited indeed and most of the coins of these 
kings are to be branded as of4.,highly'debased silver or of 
billon" (Gopal, 1965: 220). This state of affairs does not 
encourage us to regard Padma-dkar-po 1 s. northern Indian statuary 
white li as silver. The central Asian areas referred to by 
Gopal obviously do not include Tibet, which was never 
conquered by Islam.
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Obviously Tibetans were aware of the circumstance that brass 
is yellow and not white, and they do have their own word 
for "brass"-. As is clearly shown here, however, they convention
ally use'.d the adjectives "red" and "white" to describe alloys 
which., even accepting, their definition as "bronze", do not 
appear as "red" or "white". Although those alloys are described 
as c.opper-tin. alloys, it is very likely that Tibetans had 
little direct knowledge of the li_metals they were talking 
about, which were-, in; practice, more often than not, brass.

It is unlikely that Padma-dkar-po and *Jam-dpal-rdo-rje 
had first-hand knowledge of the components of the two statuary 
alloys whose exterior aspect they describe in identical terms, 
a circumstance which may be due to the fact that probably 
both white and red li were of foreign provenance. Since 
metallographic. analysis and careful inspection of Tibetan ■ 
and Himalayas metal images show that the vast majority are 
cast either in brass or copper - and the same goes for northern 
Indian and Kashmiri statuary, whose alloys are again often 
described by Padma-dkar-po in terms of li_ - we may conclude 
that Tibetan writers used the term "li" in the same loose 
and incorrect- manner in which we use the term "bronze" when 
referring'to objects actually made of copper or brass* It 
may thus be suggested that the terms "white" and "red" li 
used by Tibetan writers in connection with Tibetan and Indian 
statuary more often than not indicate in fact "brass" and 
"copper", which are indeed by and large the most common 
statuary metals used in the area with which we are concerned.
The general confusion among Tibetans about the term "li" and
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its composition could "be explained by the fact that: they 
were virtually unacquainted with the manufacture of bronze 
for statuary purposes and were rather out of their depth with 
that word which betrays suggestions of foreign origin. Bronze 
was imported in its prepared form from China, India and Nepal 
into Tibet for the manufacture of musical instruments, such 
as bells and cymbals, Hor was the best source of bronze ’ 
products (Ronge, 1978; 1^6) and in. Amdo Tibetans would receive 
bronze items from Peking and. Dolonor (Ronge, 1978: 1̂ -7)* 
Obviously Tibetans would use bronze scraps, too, but it does 
not appear that they ever manufactured bronze, a fact which can 
be explained by the virtual absence of tin ores from Tibet,
Also "the white alloy of tin used in Dege in metalwork is 
imported from China'* (Coales, 1919: 2^5)* These circumstances 
account for the Tibetans' somewhat vague use of the word li, 
which strongly contrasts with tie relative precision of the 
words they use for copper, gold, silver, lead, tin, zinc, iron 
and, significantly, brass. This suggestion is strongly 
supported by the metallographic analysis: of an In&o-Tibetan* 
metal image of Pala-Sena style belonging to the British 
Museum (Reg. No, 1969.11.^*1*, see p. 120) and inscribed:

* I use this adjective in connection with images made by 
Indian artists in Tibet or by Tibetans in Indian style. 
See above, p. 130, n. 1,
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De-mo li-ma, 11 li object of the De-mo"*# That statuette was 
cast in brass and no tin is detectable in the alloy. It is 
described by Beguin (1977: 70) asAnorthern Indian "replica 
of an original of the Xllth centufctfjuand included in a group 
of Tibetan images betraying very strong: Indian stylistic 
features (Beguin, 1977: 11-12), It. portrays Uma sitting on 
diva's left leg, with the latter caressing her chin. The donor 
at the bottom of the pedestal wears a seemingly Tibetan garment 
and chignon. In connection with the group of. Indo-Tibetan 
images in which Beguin includes this statuette, it is quite 
interesting to report Padma-dkar-po’s account of statuary in 
Tibet during' the kingdom of mNga-bdag-khri-ral (Ral-pa-can, 
815-836). He explains that as for

* A brass Green Tara studied, by me at Messrs. Spink of London 
in 1979 &r.d a brass White Tira studied by me at Sotheby^ in 
1980 bear identical inscriptions, Karmay (1 9 7 5: 3 0) mentions 
a standing; Vajrasattva bearing the same inscription, in a 
private collection in London. I have never come across a 
"de-mo" type of li-ma in any of the Tibetan texts dealing 
with the subject. I am rather inclined to follow the suggest
ion that the inscription was the owner*s mark. From Ferrari, 
we know that De-mo (Qutuqtu) was the name of three important 
regents of Tibet: "the first incarnate, an important figure 
in the history of Tibet, was regent, for the VII Dalai-Lama 
from 1757-^1777; the second was regent for the IX and X 
Dalai-Lama from 1810 to 1819; and the third was regent for 
the XIII Dalai-Lama from 1886 till he was ini. 1.893 deposed 
and. thrown into prison by the young Dalai-Lama, who took 
the government in his own hands.".. Their residence was 
bsTan-rgyas-gling, the most important monastery in Lhasa, in 
the northern part of the city. In 1912 the monastery was 
destroyed by the Tibetan government because it had taken 
sides with the Chinese. Afterwards, the Post Office of Lhasa 
was installed on its premises. We know that at the time of 
Richardson's mandate in Tibet the De-mo lived in the gZhi- 
-sde College in Lhasa, bsTan-rgyas-gling- was apparently 
built by the regent of Tibet, which means later that 16̂ -2 
(Ferrari, 1958: 93). It. is possible that due to the vicissi
tudes of the De-mo and their seat, their collection of metal 
images started being scattered: even before the Chinese 
occupation of Tibet in 1959. It may be suggested, as Beguin 
does, that these images are replicas of more ancient Pala and 
Sena statues, or else that they were actually made by Indian 
artists working in Tibet or by their Tibetan disciples during 
an earlier period (see below, p. I71 ).
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"the images manufactured by Indian artists (in Tibet),
their kind is similar to the- images of Magadha, made 
out of white li (of the quality called) 1indisputableT,
As for the dissimilarities setting them at variance,
their face is a little plump, their d&hanchement has a 
great share of grace,
and the silver and. copper openings of their eyes are 
perfect.
Zangs-1hang-ma (images also) occur;
they are (with) copper lips and silver eyes."*.

The description given by Padma-dkar-po in the first four 
verses above fits remarkably well the group of images studied 
by Beguin, which are often inset, with copper and silver. Is 
it possible that, that kind of statuary was/ produced by Pala 
and Sena artists in Tibet perhaps as early as the IXth century 
and that the type of white li mentioned by Padma-dkar-po was 
in fact brass? The latter suggestion seems to be confirmed by 
the metallurgical analysis of the Umamahesvara mentioned 
above, and also by the circumstance that a Tibetan inscription 
was found inside the base of the Xlth to Xllth century silver- 
■inlaid brass Maitreya listed on p. 121 (Gat. No. 46). Further
more, if, as Neven has implied, white li. were to be understood 
as a kind of silver (cf. Neven, 1975: 35, No. 67)**, there

* Padma-dkar-po (1973, I: 301, 11. 3-6). Padma-dkar-po explains 
that "those images which are made with white li for the body 
and red li for the garment are called zangs-thang-ma." (Padma- 
-dkar-po, 1973, I: 295, 1. 2). Cf. Tucci (1959: 181, n. 6) 
and Dagyab (1977, I: 52 and 57).

** Elsewhere, Neven describes li-dkar as a "rarely encountered 
alloy, characterized by a whitish tint (dkar), differing- 
from silver in its lack of oxidation" (Neven, 1975: 12).
The term, however, is of very frequent occurrence in Tibetan 
literature describing Tibetan and Indian statuary alloys.
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would have been little* point in inlaying those statues with 
silver. Indeed, all the images belonging; to this group appear 
to be cast in brass and. copper and are inlaid with silver 
and copper, when cast in brass, and. with silver, when cast in 
copper. The dating of these Indo-Tibetan metal statues should 
take into account also the following historical information:

i) According, to dPa’-bo gTsug-lag-‘phreng-ba, all the statues 
in 'IT-shang-rdo (see: ch. I, p. 4) "were modelled on the gods 
of ’Magadha, cast in white and. red Id and gilt with gold from, 
the River Dzam-pu?’ (Karmay, 1975 J 5)« The temple on that, site 
was erected by the Tibetan king'Ral-pa-can during the IXth 
century.
ii) Kashmiri and Indian artists worked in Tibet at the I time 
of ftin-chen-bzang-po and Atisa (Xth. and. Xlth centuries;.
iii) During the first quarter of the Xth century Mahmud, of 
Ghazni (971-1030) campaigned in north-western India, thus 
posing a threat to its Buddhist centres.
iv) During the Xlth century important monasteries such as Sa- 
-skya (1073) were founded, in western and central Tibet.
v) By the end of the- Xllth century, the northern Indian king
dom of Magadha had, been conquered (1194-1197) and all the 
great places of Buddhism in. India destroyed by the Muslim 
onslaught.
All these circumstances point to the suggestion that Indian 
artists, whether indirectly or directly, as guests or refugees, 
played a significant role in the founding of a Tibetan brass 
and copper statuary tradition from the IXth to the Xllth 
century. It is possible that, during; the Xlllth century some
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of them benefitted indirectly from the Mongol protection 
and patronage of the Sa-skya order and that statues like 
the British Museum Umamahe^var.a. mentioned above should be 
assigned to that period. By that time, however, the influence 
of. Mewar sculpture was increasingly felt, in the newly 
established Tibetan metal statuary tradition.

The fact that the term li has to be understood in a 
loose manner, as merely indicating any copper alloy is again 
suggested by the several kinds of uses attributed by 'Jam- 
-dpal-rdo-rje to the various types of li he describes in the 
same passage (Chandra, 1971: 41): after specifying that white 
li, slightly yellow, with white brilliancy,and red li, slightly 
yellow, of red brilliancy, both lis being from Khotanese^^ 
ores,are used to manufacture metal images (which we know to 
be cast almost exclusively in copper and brass), he mentions 
"coloured li" (or "coloured lis1!) as the metal used for 
fashioning the metal rings for thef&rainmandals , (though 
copper is the metal more often employed for those), whereas 
he indicates "resonant" li as the alloy used for the manufact
ure of various musical instruments, such as cymbals* (and 
which perhaps stands there for "bronze" or "bell metal"). For 
all these reasons, dictionary translations of the term li 
as "bell metal" or "bronze" and of li-ma as "a metallic 
compound containing more gold and silver with which images 
are generally made" (Das, 1976 repr„: 1212, from *Jigs-rten

* It is interesting to note that "cymbals, and other 
musical instruments" are mentioned by Turner (1800: 381) 
amongst the items exported to Tibet from China,
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lugs-kyi bstan-bcos) are either inadequate or fantastic*.
mKhar-ba ( or 1khar-ba) is another term which has been, 

variously translated as "bronze" and "bell metal". Klong-rdol 
(1973: 1̂ -62, 11. 9-6) says that, "apart from black khro** a n d IS 

iron, the alloys (known as) 'thousand lotus', like silver,

* It may be mentioned here that outsid© Tibet, in east Turk
estan, a mixture of white and red 0-1?) was. used to manufacture 
"dark khro-li" (Padma-dkar-po1973, Is 302, 11. 1-2), a 
term not to be found in tfam-dpal-rdo-rje's Materia Medica, 
but which could be translated as "bronze" if the bronze 
objects from that area analyzed by Werner did not belong 
mainly to a bracket of two centuries only (Vllth-IXth centuries) 
and come mostly from one site (cf, Werner, 1972: 190-2). On 
Khro, see below.

** Gf, Das (1976 repr.: 173): "The kind of bronze called
khro-nag or dark bronze is also called lcags khro on accourt 
of the predominance of iron in the compound.". The analyses 
reported above (pp. 120-122) . exclude the likelihood
of such an alloy being used for statuary purposes. Das never 
mentions tin - rather speaks of zinc: - to justify his. 
translation of mkhar-ba as "bronze". In fact, Klong-rdol 
seems to take great care to exclude khro from the various: 
types of mkhar-ba (bronze) he mentions. If we had to follow 
Das's own explanations, we should suggest translating the 
term as "brass" rather than any kind of bronze, at least as 
far as khro-dkar is concerned (cf, Dagyab, 197^1:30).* 'Jam- 
-dpal-rdo-rje (1973: bk-) qualifies khro-nag as "iron" and- 
mentions that the Chinese one is used to make ploughshares 
and roasting-pans (those used, for parching- barley), thus 
confirming that we are in the presence of an iron compound, 
not quite of "bronze". It is likely that, as in the case 

zi-khyim, which is absent from 'Jam-dpal-'rdo-rje1 s 
compilation - and probably of Chinese origin, too - Tibetans 
imported, khro-nag' and did not know its constituents, or 
that its manufacture was limited to eastern Tibet (Dagyab, 
19731; 50). Even Das (1976 repr .,1:173) acknowledges that the 
alloy "is largely manufactured in China". Dagyab's definition 

khro-nag as ’tan alloy of iron and 'khar-ba" (1977*1; 5 0) 
does not. cast much light on the issue, for his failure to 
define 'khar-ba with any certainty and., generally to 
provide any kind of metallurgical evidence in his study 
of Tibetan statuary metals*
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’poor’, like mkhar-ba, ’red paradise1, like copper, ’clear 
white’, like white iron, are called mkhar-ba. Lately, all 
these were made with dong-rtse ('copper coins1, cf. Laufer, 
1918: 106). After being perforated, in the middle it is easy 
to carry them. It is reckoned that China and India enjoy of 
extensive trading: currency (of them)". The fact that copper 
enters into the composition of. mkhar-bai alloys is confirmed 
by ’Jam-dpal-rdo-rje (Chandra, 1971: ^3)» who by the same 
token gives us a positive definition of "bronze": "As for 
’khar-ba, by mixing' seven parts of copper to (one of) tin from 
Khams and. (one of) tin from 'Jus (in eastern Tibet*; cf. 
Dagyab, 1977>Ii50), it turns into whitish-red 1 khar, which is 
used to make mirrors and gongs.".

That ' proportion of tin to copper corresponds to 
the mean value of tin percentages, for example, in the Chinese 
mirrors analyzed by Chikashige (1920: 919) > or put forward 
by Craddock (1979: 77) in his discussion of khar sini** 
("Chinese bronze"), an alloy used in Islamic metalwork: they 
also confirm that Craddock's interpretation of the term is 
correct, and hint to the possibility that ukhar sini" was an 
alloy manufactured not only in-China, but also in eastern

* It is possible that this eastern "Tibetan" tin came from 
ores near Burma: a region with the name of 'Dzud is placed 
precisely in the proximity of the Tibeto-Burmese border on 
Wylie’s map of Tibet according to the 'Dzam-gling-rgyas-bshad 
(Wylie, 1962: opp. 286).

** On khar srni, see also Allan (1979: 50 ff.). $ul

mtfvl klt-a/c Ifo Mjl f&tto/ii U &\ijjpfcite.
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Tibet, perhaps with Chinese or Burmese tin.
Since bell metal varies considerably in composition 

from about three to five parts of copper to one of tin, and 
the composition given by ’Jam-dpal-rdo-rJe falls within such 
percentages, we may well accept: "bell metal" as a suitable 
term for translating 1khar-ba. at least when supported by 
chemical analysis. In Nepal, according to my Newar informant, 
tin is present in three types of bronze used in the casting 
of various domestic and ritual items:

i) Newar "bell metal" with two parts of copper to one of tin, 
used, for example, in the manufacture of water-pots and wine 
jars;
ii) Newar "bell metal" with three parts of copper to two of 
tin, used, for example, in the manufacture of traditional 
plates. Neither appellations of "bell, metal" by my informant 
correspond to the use of the word in Western metallurgy*, 
where it may indicate any type of bronze in which the parts 
of copper may vary from three to five, to one of tin (75% to 
83.34% in the alloy, whereas, statuary bronze contains 80% to 
90% copper in the alloy);

II ntji n JirifT,! I II— *

* My informant, J. Sakya, uses a Western word, either found 
in dictionaries or heard from foreigners. His proportions 
should be taken very cautiously until they are substantiated 
by metallographic analyses of actual samples of the objects 
he mentions’.
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iii) "bronze" made with two parts of white metal* to one of 
tin is mostly imported from India. The very low percentage 
of copper from this melt, makes it preferable to regard it as 
a variety of white metal;
iv) white metal, imported from India.

Images cast in white metal are rare and, because of 
their wOight, I tend to believe that they are made of lead- 
-based alloys, which are cheaper thafn tin and cadmium alloys.
It may be interesting to note that the low melting point 
of lead and its relative freedom from contraction when 
solidifying makes it particularly suitable for casting and 
that it has been used as a substitute for bronze or precious 
metals from the time of Troy and. Mycenae to this day in 
Western and. Eastern art. Alloys i), ii), and iii) have not 
been mentioned to me as being used for common statuary pur
poses by any of my Newar informants. This circumstance confirms 
that the terms "bell metal" and "bronze" as translations of 
names of Tibetan and Himalayan metal alloys and compounds can 
be used only in a rather vague and approximate way with regard 
to ritual and domestic implements and can hardly be used at. 
all in connection with the statuary from that part of the 
world. Hamilton's remarks also seem to confirm the use of

* In Western metallurgy, the following- types of white metal 
exist:

i) 91% Sn, if.5% Sb, k.5% Cu, or 
89% Sn, 8.0% Sb, 3.0% Cu;

ii) h% Sn, 10% Sb, 86% Pb, or
1% Sn,. 15% Sb, 83% Pb> 1% As;

iii) 98.if% Cd, 1.5% Ni. The cadmium percentage is a 
minimum.
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"bronze by Newar craftsmen for the manufacture of domestic, 
and ritual implements (1819: 232): "In Lalita Patan and 
Bhatgang there is very considerable manufacture of copper, 
brass, and Phul, which is a kind of bell metal*. The bells of. 
Thibet are superior, to those of Nepal: but a great many 
vessels of Phul are made by the Newars, and exported to 
Thibet, along with those of brass and copper. Iron vessels 
and lamps are also manufactured for the same market.".

Silver
The earliest: known silver** item from Tibet, was apparently 

manufactured in Bactrl(Mia and has been studied at length by 
D.enwood (1973 repr.: 121-7). Authentic survivals of silver 
metalwork from the royal period are extremely rare and no 
serious archaeological or metallographic work could be carried 
out on the silver jug kept in the Jo-khang at Lhasa "said to 
be a recent outertcpvering, made in replica and containing an 
original piece dating from the time of Khri-sr ong-1de-b rt san.11 
(Bnellgrove and Richardson, 1968: 50)**£

* Cf. Klong-rdol's text on "the manner to recognize precious 
substances": "There appear various counterfeit types of li in. 
Nepal, Khams and Tibet, soundless.- and of a black colour." 
(Klong-rdol, 1973, ha: 1462, 1. 3).

** Tib.: dngul,
***.The "pottery drinking vessel, said to have been used by

iSrong-brtsan-sgam-po and now enclosed in silver" mentioned 
by Snellgrove and Richardson (1968: 30-1), appears 

to correspond to Srong-brtsan-sgam-po!s bowl described by 
Tucci as being encased in a silver vessel on which he.could 
read a date corresponding to 1946 (Tucci, 1932: 77). However, 
Richardson maintains that the "round-bellied silver jar with 
a long neck surmounted by a horse's head" bears a date 
corresponding to 1946, "a new covering in exact replica having 
been put over the original jar for its protection" and 
mentions Srong-brtsan-sgam-po's "earthenware beaker, now 
protected by a silver case" (Macdonald, 1977: 181).
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According to an - ac count--G-ontained - in tlio -K-a-nju-r— fc-f .
^Karmay, 1975: 31, n. 28), silver was used in the manufacture 
of a portrait of king Khri-srong-lde-brtsan, said "to have 
been placed in the extension of the temple of Aryapalo (...) 
in bSam-yas, during the construction of this monastery." (c. 779;
Karmay, 1975: 4). From a Chinese source we also know that 
in 82A A.D. Tibet presented China with a yak, a sheep and a 
deer, all "cast in silver" (Demi^ville, 1952: 203, note):
"Gold and silver objects are often mentioned anong the presents 
offered by Tibet to ihe Chinese c:ourt.". It is possible that 
Iranian silverwork was known in Tibet from a very early 
period and that its reputation lasted until the early XlXth 
century. *Jam-dpal-rdo-rje mentions that silver, if "roasted 
in the ru-ba-da wood of the country of Khurasan, flowed" 
(Chandra,fil,1971: 41) and Das maintains that "the kind of 
silver called mchog-can is imported, into Tibet from Khorasan" 
(Das, 1976 repr.; 358). Whereas no silver mining- occurs in 
Khorasan and during the Islamic period silver was used 
mostly as inlay or for jewelry, it is a fact that the zenith 
of the old Iranian silverwork tradition* was reached during the 
Sassanid period (A3DV1224-651) and that Tibet came into 
contact with the Iranian civilization by at least the Vllth 
century A.D?*The Tibetan tradition associating silver with

* The Persians have been skilful metalworkers since the 
Achaemenid period (550-330 B.C.).

f* Contacts with Iran continued after the Arab conquest 
(see below, p. 189). During the early VTIIth century 
Tibetans sent an embassy to the Arab governor of Khurasan 
requesting a teacher of Islam.
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the Iranian world is contrasted by 'Jam-dpal-rdo-rje with 
the types of silver actually available in his day, which he 
specifies to have been Indian tang-^kas, Chinese ingots in 
the shape of horse hoofs* and Tibetan coins. ''Chinese 
silver, especially in the form of horse's hoofs'1 was imported 
into Tibet from Mongolia (Bell, 1968 repr.: 122). Tibet 
imported.silver also from Bhutan (of. Pemberton, 1961 repr.: 
77). Klong-rdol (1973, ha: l/*6l, 1* 3) also mentions silver 
from Hor (Turkestan?) and from Khams : silver was indeed 
worked in small quantities at Dar-rtse-mdo (Coales, 1919:
2-kS, "Tachienlu"); and Tre-’o (or: sPre-'u; Coales, 1919: 2^6 
spells it "Dau"), in eastern Tibet, where the presence of 
silver was attested in the early XVTlIth century by Desideri 
(Filippi, 1937: 121), as well as in lower sPo-bo (Ronge,
1978: 1̂ -5). Furthermore, Hedin's informants mentioned the 
presence of mines in western Tibet, (Hedin, 1922, IV: 99).

Tibet imported, most of its silver requirements for 
minting from India and its trade had been in the hands of 
Newars for generations (Ronge, I9 7 8: lif5). However, in 1930 
the British had so much raised its customs duty in India, that 
its purchase in Tibet became difficult. In 1931, the Xlllth

* Klong-rdol seems to have a high opinion of Chinese silver, 
but not to extend it to Indian silver: "The 'Indian yellow1 
ononis the faulty one from India and Nepal." (Klong-rdol, 
1973, ha: 1^61, 1. 3). It is true that Newars sometimes 
use a poor type of silver, with a yellow tinge, to cast 
jewellery items. As a rule, however, Newars use almost 
pure silver for their jewellery. Abdul Kadir's mention 
of silver "mines" in Nepal (Regmi, 1961: 2.1+7) is not 
supported by geological evidence.
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Dalai Lama (1876-1934) attempted to import some from the 
United States, though probably without success (Cutting,
1947: 177-3)# The silver exported from Tibet into Nepal 
(Levi, 1903, I: 313) from at least the XVlIth century (Wright, 
1972 repr.: 211) was probably imported from China or from the 
West and some of it. re-exported to Tibet after minting.

Silver has sometimes been used by Tibetan<and Newar 
sculptors to cast images, and its statuary use has survived 
to this day (cf. Alsop and Charlton, 1973: 43)*- Like copper 
and brass, silver has been widely employed for repouss8 work 
by Newars in Nepal and Tibet and by Tibetans. A good example 
of a XXth century repouss^ silver Tibetan statue is the 
13 ft. high image.of an eleven-headed Avalokite^vara** 
erected in 1970 in the main chapel of the newly built Tibetan 
Cathedral in Dharamsala (cf. ' Dalai Lama, 1970: 14).

The use of silver inlay in white li. and composite copper 
and white li Tibetan statuary is attested by Padma-dkar-po 
from the reign of Ral-pa-can (815-836: see above, p. 171).

* In the shrine of Mr. Ravi Raj ICarnikar, the keeper of the 
main teashop in the Darbar Square, of Patan, there are two 
splendid cast silver images of a six-armed Bhairava and of 8
an eight-armed“Mahalaksml"standing-on two lions. Unfortunately, 9 
they are displayed for public veneration only once a year, on 
Yunyapuni. As I missed the opportunity of studying them on 
September 16, 1978, because of the compact crowd of visitors,
I could not examine their inscriptions and can only provision
ally assign them to the early XXth century. They both 
measure 9 x 6 inches,

** This image includes faces from the eleven-headed Thugs-rje- 
-chen-po which was destroyed by the Cultural Resolution in 
1966. Parts of the heads were somehow rescued by the 
Tibetans and conveyed to India in 1967 and 1968 (cf.
Dalai Lama, 1970: 13 > and Richardson, in Macdonald et al.,
1977: 174).
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Silver has been consistently used for inlay work in brass 
and copper statuary in Tibet,and that tradition, traceable 
to Pala^ Sena and Kashmiri statuaries as they entered 
Tibet, is still followed by Newar sculptors like Nhuche Raj 
Sakya;, Jagat Man Sakya and others, more often for their 
copper than for their brass production.

Gold*
Deposits of alluvial gold in Nepal are mentioned by 

Hamilton (1819: 76 and 2 9 8), but their importance is minor 
and cannot be compared with tie reputation held by Tibet as 
a gold-bearing country. Although the presence of gold mines 
in Tibet has often been the subject of wide speculation, 
extensive goldfields in the district of Sankora, western 
Tibet, were discovered by Swami Pranavananda, an Indian who 
made surveys in the 1930s md 19^03 in the Mount Kailas and 
Lake Manasarovar districts. The mineral specimens he collected 
were analyzed at Benares Hindu University. Gold mines were 
also mentioned by Hedin’s informants (Hedin, 1922, IV: 99) 
and gold was used by the Xlth century kings of western Tibet 
not only to gild the statues mentioned above (p. 12^, but 
also to pay Ati^a for his visit •to Tibet in 10^2. In central 
Tibet, Atls'a himself was presented by a nun with "the image 
of a horse made of gold on \hich a small boy made of turqiioise 
was riding" (Roerich, 1976 repr.; I: 256). Gold mines at

* Tib.: gser.
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Thok-ja-lung (cf.. Macdonald, 1929: 2 3 ) in western Tibet 
are mentioned by Tucci (1935: 11^-5) an^ illustrated by a 
picture of a pit in the Byi'u g£er-ka-kyi flo (Tucci, 1937: 
opp. p. 65) area, where by order of the Lhasa government it 
was then forbidden to mine gold, "perhaps because the mines 
are too close to the border ( , * i )  People obey because they 
are convinced that by extracting from the earth the treasures 
contained in it, its fecundating power is made barren and its 
crops impoverished," (Tucci, 1937: 61-2). Besides the use of 
common placer techniques, digging occurred in western Tibet: 
"there are left the traces of the ancient excavation works: 
deep and narrow pits, like many ant-hills." (Tucci, 1937:
62). Commenting upon Pliny's and other historians' mention 
of‘ the presence of gold in the area, Petech (1977: 6) states 
that the most detailed treatment of the question is still, 
that of Herrmann, who brings arguments to show that the tale" 
of the "Dards"' gold-digging ants "goes back to a hazy 
knowledge of gold-washings in Ladakh and Baltistan, and. 
chiefly at Kargyil.". Although "gold is found in the sandy 
banks of the Indus and its tributaries right from Saspolo to 
Chilas on Dardi Stan"(Franeke, 1977: 5)> It is more likely 
that Herodotus's tale is connected with the western Tibetan 
areas visited by Tucci. (cf, Tucci, 1937: 62), rather than 
with Ladakh or Baltistan. Gold excavations were noticed by 
Hedin (1910, I: 17*f and. 179) also "in the La-shung country" 
and his informants mentioned that many gold placers were in 
the north too (Hedin, 1910, I: 19*f)* Many trails and paths 
of gold-diggers were,: spotted by Hedin (1910, I: 191 and 196)
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in western Tibet. The Swedish explorer describes the technique 
used in two places in -e astern- Tibet: "men come every summer, 
dig up the sand, throw it into the air, and collect the grains 
of gold on a cloth spread out on the ground. If the output, 
is abundant., the number of, gold diggers is doubled the following- 
summer" (Hedin, 1910, I: 188). Most of the Tibetans digging 
gold in western Tibet, came from Shigatse and Lhasa (Hedin, 1910, 
I; 194) for a period of two or three months and combined 
their mining activities with the trade of various goods carried 
during their journeys (Hedin, 1910, I: 189-90). On the other 
hand, workmen from "upper" (western) Tibet, were brought in 
by the governor of IHa-khang-rdzong, in lHo Brag, not far from 
the Bhutanese border, to dig; gold from an old river-bed in that 
area in the XIX. century (White, 1971: 201).

In central Tibet, gold seekers had to buy the rights to 
prospect, for gold (Ronge, 1978: 144; cf. Bailey, 1997: 188).
Gold is found in lower sPo-bo (Ronge, 1978: 145) and, Dvags-po 
(Waddell, 1906: 437; and Bell, 1968 repr.: 110) and Bailey 
describes the placing techniques used by labourers in the 
latter district (Bailey, 1957: 188; see also p. 193): "The 
way they did it was this. They dug a channel beside the 
stream about a yard and a half. wide. With what they removed 
they made a dam across the exit. of. the channel. On this dam 
they placed five pieces of very short turf about 15 x 8 x 1 

inches. These made a weir-top, when the stream was diverted 
into' the channel. Then they dug- the mud from the stream-bed: 
up stream and placed it on top of the turf, letting- the top 
get gradually washed away. The mud in this way was removed
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and the gold dust fell and was caught in the turf'. As they 
worked, they moved slowly down stream, repeating, the process 
over and over again. Twice a day, at noon and in the evening., 
the sods were removed and the dust, washed out of them. The: 
dust went through three stages, being washed first in a 
wooden pan three feet by one with a hollow in the middle. The 
contents of the hollow were washed finer in a small wooden 
bowl and finally these were washed more finely still in a 
tin. By the second stage I could detect grains of gold. But 
the deposits were obviously not very rich'.?-and !'if a nugget 
was ever found, it was replaced because the people believed, 
that, the nuggets would breed more dust’**. However, gold,,mines'f 
existed in Dvags-po at Mani Serkha and Michung (Waddell,
1906: k 3 7  and map) and the monastery of b.Sam-yas contained, 
"the State tr?l.sury and gold from the mines" (Waddell, 1906: 
ifAO, n. 1). South of the gTsang-po river, the nomads of: Mus 
mined gold because they were required to pay their taxes in 
gold dust (Ekvall, 1 9 6 8: 55)* An episode illustrating the 
Tibetans * ambiguous attitude towards mining is reported by 
Macdonald (.195̂ : 220-1): wishing to be self-sufficient in
gold supplies, the Tibetan administration sent a monk who had 
been trained in England as a mining- engineer to prospect for

* Cf. Waddell (1906: 5): "The gold is found in nuggets
as well as in spangles and dust; but the Tibetans are 
careful to leave the nuggets iivtac.t- or to replace them 
if disturbed, under the belief that they ace living and are 
the parents of the spangles and gold-dust, which latter 
would disappear were the lumps removedi".
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local monastery towards such unsacred activities was such 
that, although the prospecting had, been successful, the monk 
was "recalled to Lhasa, and placed on duty as a police officer, 
with the title of Khenchung, of the fourth rank of monk 
officials.". According to the Nepalese consul in Lhasa at the 
time of the Younghusband expedition, the best, gold came from 
a reef, "a few daysf journey due east of Lhasa" (Waddell,
1906: k7k).

The presence of. gold in eastern Tibet did not escape the 
notice of Desideri, who also describes a1 placer technique 
used by Tibetans as he.observed it in the early XVIIIth century 
"gold and- silver of good quality exist in the province of Khan^ 
indeed gold is to be found everywhere in Thibet, but there 
are no mines as in other countries, the people simply separate 
it from the earth and sand, in the following manner* Near the 
rivers, with great labour, Thibettans move large blocks of 
stone and dig out the earth and sand underneath, which they 
throw into a trough. Into this, after placing therein large 
sqitare sods, they pour much water, which running down carries 
off the earth, the coarser sand and the small stones. The gold 
and fine sand is caught in the rough grass of the sods, which 
are washed over and over again until none remains, The gold 
is generally like sand and not in nuggets.. It is usually 
found in flat land at the foot of mountains, because the min 
washes down the earth and with it the gold. It is therefore 
manifest that if the Thibettans knew how to tunnel mines 
in these sterile bare mountains they would find much gold"
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(Filipp, 1937: 121-2). Alluvial gold is widely distributed 
in the sands of the great eastern Tibetan rivers (cf. Ronge, 
1 9 7 8: 143)’ "the usual method of cradle washing is employed, 
the concentrates being finished off. with quicksilver”
(Coales, 1919. 2 4 6). .Similar mining techniques were used in 
eastern and western Tibet (Ronge, 1978: 144). It is possible 
that placer mining was favoured because "it can be operated 
without undue damage to prejudice against, digging", which 
arose from the religious belief that delving into the earth 
was "to disturb the subterranean demons and destroy the crops 
and the people" (MacGovern, 1924: 343). Centres of gold 
exploitation in Khams were in the further neighbourhood of 
Li-thang (cf. Waddell, 1 9 0 6: 474)» for gold washing was 
forbidden by the monks in the near neighbourhood of the town, 
although its trade was allowed in Dar-rtse-mdo (Ronge, 1 9 7 8: 
143)* T'ai-ning, a locality north-west of Dar-tse-mdo "used 
to be a gold-mining centre, but the neighbourhood" had been 
worked out by 1919 and everywhere "abandoned workings, in the 
shape of pits in the gravelly soil by the streams" were noticed 
by Teichman (1922: 61), Besides the regions of Dar-tse-mdo, 
T'ai-ning and Li-thang, Gor£ (1923: 324) mentions southern 
Mi-nyag- and Tchan-touei, the Chinese name of an area where 
gold mines were being exploited. The most productive gold 
mines on the frontier in 1918 were in Erkhai, in rGyal-rong, 
and Nyag-rong (Teichman, 1922: 63-6 and 7 0). Information on 
gold deposits in eastern Tibet brought "hordes of Chinese" 
into the country (Duncan, 1964.: 19 ), hut the Chinese gold- 
-washers who appeared in the nineteen-forties in those areas 
could prospect only under military authorization and protection



188

(cf. Guibaut, 194-9: 59 and. 174-5). The eastern Tibetan gold 
deposits controlled by natives could only be exploited by 
the local rulers (cf. Ronge, 1978: 14-3). Already in the early 
XFIIIth century, Desideri had noticed that ’'anyone can dig for 
gold after, obtaining permission from the Governor of the 
district to whom a small quantity of the gold found is due" (De 
Filippi, 1937: 122). Although "the yield of gold" v/as 
"generally poor" and. the mines were exhausted "after a year 
or two", in the winter of 1 9 1 6 -1 7 "several thousands" of 
Chinese labourers were engaged in exploiting the gold fields 
50 miles north-east of Tre-'o, in Hor (Coales, 1919: 24-6) *
That gold reached the market of YUnnan (Ronge, 1978: 14-3).

Gold is also "found in places in the uplands of the 
Northern Plains and in numerous river beds" (Bell, 1968 repr,:
1 10) and "mined at several place's over a tract of some 300  

miles in length, on the Changt’ang desert to the north-east 
of Lhasa" (Waddell, 1906: 4-74-). Chinese gold was imported 
from Mongolia (Bell, 1968 repr.: 122) "more as a donation 
to Tibetan Lamas than as the price paid for Tibetan goods.
This influx of gold from Mongolia" did much in enabling 
Tibet "to keep the balance of her trade" (Kawaguchi, 1909:
4-56).

Mining gold by placer techniques is a subsidiary activity 
of northern and north-eastern pastoral nomads. However, it 
"is contrary to nomadic prejudice concerning disturbing the 
soil and robbing the soil lords. It appears to derive from 
the proximity of historically worked mines (...) and tax 
policies which require taxes paid in gold dust (...) A number
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of pastoral communities prohibit mining altogether and enforce 
heavy penalties", even death, "for any violation" (Ekvall, 
1 96 8: 55).

Tibet exported gold from an early time. During' the early
kingdom there was a very lively trade- between Tibet and the
Arab Caliphate, and, besides musk and other items, Tibetan

&gold found its way to the West. Gold, "in dust, grains and 
small lumps" was produced and exported from Tibet in Kirk
patrick *s days (Kirkpatrick, 1975 repr.: 206) and gold was 
exported not only from Tibet, to Nepal (cf. Levi, I: 515) from 
at least the XVIIth century (cf. Wright, 1972 repr.: 211), 
but also to China in the form of gold dust (Bell, 1968 repr.: 
122). However, that the Tibetan administration found it 
difficult to be self-sufficient in gold is shown by the 
episode of the prospecting monk mentioned above. Gold was 
imported from China through Mongolia (Bell, 1968 repr.: 122) 
and thanks to the efficiency of the British mail system, bars 
of gold packed in wooden crates of the weight of: ten pounds 
could be mailed by a Newar trader from India to Lhasa for 
minting purposes (Ronge, 1978: 1̂ -5)* For generations Newar 
traders exported gold into Tibet, sometimes from India (Ronge, 
1978: H5).

Statues cast in solid gold are extremely rare in Tibetan 
and Himalayan statuary and, as a rule, textual references to 
gold images should be understood as meaning "gilded". Solid 
gold has been used to cast or hammer ritual objects and 
jewellery by Newars and Tibetans, and Landon (1905, II: 509) 
mentions "rows and rows of great butter-lamps of solid gold"

* Sit B e d J f t ,  ( 4 9 8 0 : 3 5 ) .
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in front of the Jo-bo's altar in the Jo-khang at Lhasa, 
whereas Tucci (1932; 80) mentions solid gold lamps in the 
chapel of the XJIIt.h Dalai Lama (1876-193^-) in the Potala*; 
a XXth century golden butter lamp is illustrated and described 
by Pal (1969: 128 and 160, No. 117)*

According; to a traditional account contained, in a text 
written by Pang-'byung-rdo-rje in the XVIIIth century, "as 
to the most precious thing of the king- of the Hor", on the 
eastern side in the tomb of the Tibetan king Srong-brtsan- 
-sgam-po, "it was the figure of a man and of a. horse in gold" 
(Tucci, 1950: i±). Indeed, Padma-dkar-po mentions gold being- 
used for statuary purposes during the reign of Srong-brtsan- 
-sgam-po (Padma-dkar-po, 1973, I: 300, 1. 3). The T'ang; 
annals refer to all kinds of golden presents the Chinese 
received from the Tibetans; "a suit of gold armour, a golden 
goose seven feet high and holding-ten gallons of wine, a 
miniature city decorated with gold lions, elephants and other 
animals, a gold wine vase, a gold bov/1 and agate wine-cup, a 
gold duck, plate and bowl. Gold animals are also mentioned as 
decorating the camp of the Tibetan king (Ral-pa-can) on the 
occasion of the visit of a Chinese envoy in 821" (Snellgrove 
and Richardson, 1968: 31): "The king- sits in a tent, which is 
decorated with gold ornaments in the form of dragons, tigers

* Gilded silver offerings are mentioned in the same context, 
thus reminding us that gilding is by no means limited to 
copper and brass only*
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and leopards (...) He bears a sword inlaid with gold’1*
(Snellgrove and Richardson, 1968: 64-5)* It is very difficult 
to ascertain whether what the Chinese envoys saw were gilded 
rather than golden images**. By the IXth century, Tibetans 
had started making' use of inset stones in their statuary, 
for we know from al-Ya'qubi that the Tibetan governor of 
Turkestan presented "a statue made of gold and precious 
stones*1 to A1 Ma-*mun ( Shakabpa,1967 :£f8)*** during the reign 
of the Tibetan king Khri-lde-srong-btsan (800-815)* Significantly, 
Padma-dkar-po mentions that gold was used during the first 
and third period of the religious kings (Vllth and IXth 
centuries; Padma-dkar-po, 1973? I: 300, 1. 6 and 501, 1* 6 ) 
for the fire-gilding process, which consists in applying; a 
gold amalgam to the metal and driving off the mercury with, he at, 
leaving- a coating of gold on the metal surface (see ch. Ilf, pp.

* This mention could confirm that inlay work was known to 
the Tibetans from at least the IXth century (see above, pp. 
170-171 )* The bibliographic sources referring to
all these gold objects are reported in a long note by Demi^- 
ville (1 9 5 2: 2 02-3 ), who concludes that **the workmanship of 
precious metals appears to have been very advanced in ancient 
Tibet.

** It may be interesting' to note that "many of the artificial 
golds produced by the Chinese aurifictors and alchemists 
were brasses of suitable composition" (Needham, lf/2: 209).
In both Indian and Chinese alchemical literature the addition 
of zinc ores to copper was sometimes thought to give rise to 
gold (cf, above, p. 156 ). Brass has been assimilated to gold 
since the dawn of the history of its manufacture (cf. Ray, ed., 
19563 131).

*** I am grateful to Mr. Denwood for drawing my attention to 
this interesting' bit of information. The statue was later 
sent to the Ka’ba in Mecca (Petech, as reported by Shakabpa, 
1967: *f8 )*
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221-228 )* Further confirmation of the gilding of metal
images during the IXth century is provided by dPa-'bo gTsug- 
-lag-1phreng-ba (cf* Karmay, 1975: 5)*

Iron*
. Though thought to be used in alloy to manufacture, the 

artificial dzhai-kshim mentioned above, it hardly appears in 
any significant amount in Tibetan and Himalayan statuary 
alloys (cf. tables above, pp. 120-2 ).

I understand that the Newar artist Jagat Man Sakya has 
made use of it in casting a few images. Alsop and Charlton 
(1 9 7 3: 4 3 ) confirm the use of iron for occasional casting- in 
Patan. Iron images are comparatively rare in Tibetan and 
Himalayan statuary, notwithstanding; the presence of ores in 
Tibet and Nepal (cf. Hodgson, 197^ repr.: 109). ’Jam-dpal-rdo- 
-rje dwells extensively on the subject and Klong-rdol mentions 
that "the soft Tibetan white iron is good as material for the 
begging bowls” of monks, into which edibles are thrown by 
alms-givers; whereas in China 11'poor' iron, not tempered, is 
ideal for various arts and crafts (..,)** Farming £ools are of

* Tib.: lcags (though in other contexts Icags merely means 
"metal") and khro -nag (see above,, p. 1 7 4, n. 2 ),.

** Klong-rdol must have been aware of the fact that, besides 
its more traditional uses, iron sometimes replaced bronze 
in Chinese statuary, and that it was used in China not 
only for temple-furniture (braziers, censers, cauldrons and 
even bells), but also to build pagodas and, in the XVIIIth 
century, pictures, through the medium of wrought iron.
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•poor1 iron from Khams and Kong(-po)" (Klong-rdol, 1973• 
1461-2). Tibet is "full of iron ore" (M^-cGovern, 1924: 343). 
The existence of iron deposits in. Khams was confirmed by the 
findings of the geological section of the Chinese Academy of 
Science (see above, p. 140) near G.hab.-mdo (cf* Ronge, 1978: 
146). Iron deposits were also located in the Tha&glha Range, 
now on the border of the Tibetan Autonomous Region and the 
province of Tsinghai, Iron mines in the Nag-chu-ka area, in 
central Tibet, were reported in production by the late 
1950s. Iron, is to be found also in western Tibet, where 
Pranavananda (see above, p. 1 8 2) discovered it on the eastern 
shores of Lakes Manasaro.var and Rakf&s Tal. Iron ores also 
exist in lower sPo-bo (Ronge, 1 9 7 8: 145) and it is very 
likely- that Tibet was self-sufficient in iron and the item 
does not appear in Kirkpatrick’s list of exports t:o Nepal 
and Tibet. Iron ores and mines are known to exist also in 
Nepal (Hamilton, 1819*. 76, 269, 2 7 2, 275 and 2 9 7) and only 
steel appears in the lists of the country's imports from 
India in the XlXth century (cf. Hodgson, 1972 repr.: 109): 
"Nepal is full of copper and iron and people have great skill 
in working' them.".

Lead
Lead* is not used as a statuary alloy on its own in
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Tibetan and Himalayan art*, although, it enters, in the composition 
of white met.al (see above, p. 177, u* 1)* As we have seen, 
lead deposits were located in Tibet by the Chinese Academy 
of Science after the Chinese occupation of the country (see. 
above, p. IlfO). Lead is found in eastern Tibet, in ’Ba-thang 
and dMar-khams (Cooper, 1871: A63 ) and Yu-t'ong (Gore,
1923: 3BA). The existence of a lead mine two-day'^ journey 
from bKra-shis-lhun-po is reported by Saunders (Turner, 1800: 
if05)* The lead mines mentioned by Bailey (1957: 167) at 
ICyimdong Dzong, in. Dvags-po, were nearly exhausted at the time 
of his expedition in 1 9 1 3, although "they were still being 
worked, the lead being extracted by heating the ofce with 
charcoal.".Tibet had to import,, lead from Szechwan and perhaps 
Nepal (Waddell, 1906: 170) in round-shaped ingots and that 
"treasured metal was typically reckoned equivalent, 
weight in silver"(Ronge, 1978: 1^5)* 1Jam-dpal-rdo-rje was 
aware of the circumstance that lead can be associated with, 
silver ores: "It flows out of the place of the ashes (residuum) 
of silver (Chandra, edX»l, 1971: ^3). He also mentions Indian,
Chinese and Nepalese red lead and explains that "if you roast
it,lead flows out" (0handra^l;̂L971: 61)* A Uda occupational
group specialized in the manufacture of recL:lead in Nepal
(see ch. I, p. 2.7 , n. 2)**Lead mines existed in Nepal (Kirkpatrick,

* In the West lead has been used for statuary purposes from 
the time of Troy and Mycenae: its low melting-point and 
relative freedom from contraction make it particularly 
suitable for casting, and it. has been used as a substitute, 
for bronze or precious metals,.

** Lead, China red lead, and white lead were imported into 
Nepal from India (Hodgson, 1972 repr.: 109). White lead is 
a pigment manufactured by the corrosion of metallic lead.
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1975 repr.: 212 and Regmi, 1 9 7 1: 6 8), but there was "no 
skill to work them profitably" (Hodgson, 1972 repr.: 119; 
cf, ibid.: 109) and the metal was imported from Patna (Kirk
patrick, 1975 repr,: 212)., The presence of lead ores in Nepal 
is reported also by Hamilton (1819: 76, 195 and 2 7 9),

From the study of Werner’s data (Werner, 1972: 18A“7> 
table if.l) and the analytical data reported above (pp. 120-2 ) 
it appears that small lead percentages are. present- in a number 
of brass statues and virtually absent from copper ones. The 
late Nepalese image studied by Bhowmik (see above, p. 157) 
contained 2,37% lead in its brass alloy. The Cleveland Buddha 
contains as much as 11% lead in its brass alloy and the brass 
Kashmiri Buddha reported on page 121 (Cat. No. 56) contains 
10.37% lead. The lead values, ofHwestern111 Tibetan images in the 
same list vary from 0 .82%*to 9 *22%, but most of the statues 
analyzed by the British Museum Research Laboratory have a 
lead proportion of only 1%, which more often than not corresponds 
to constant copper and zinc percentages. The presence of 
lead in Tibetan and Himalayan statuary brass dates from at. 
least the Xlth century and Newar sculptors still use it in 
small amounts for casting'brass images: although the lead 
addition to the alloy reduces the strength of brass, it in
creases- its ductility and makes it more suitable for engraving' 
purposes.%

* Because Western leaded brasses contain from 0,5% to 3.5% 
lead, I regard any lead percentage above 0.3% as significant, 
in the study of Tibetan and Himalayan statuary brass. It- 
should be noted that the Nepalese . Aksobhya reported above 
(p. 121, Cat, No. 8 7), although cast in almost pure copper, 
contains 0 ,55% lead, perhaps to compensate for the presence 
of 2,62% zinc in the alloy, or else because of the use of 
scrap leaded-brass in the casting#
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Mercury
The importance of mercury in metal statuary is connected 

with its unique and irreplaceable role in the traditional 
mercury-gilding process as described in the following chapter.

Mercury* enjoys a great reputation in Tibetan and Indian
alchemical literature and occupies first place in the list
of precious substances which can be melted, as examined by
• Jan-dpal-rdo-rje (Chandra^lp.971: f̂O), thus preceding gold,
silver and copper. 'Jam-dpal-rdo-rje quotes the fourth book
in the r&yud-gzhi, the "Phyi-rgyud", to say that mercury Tlis
manufactured by roasting cinnabar", the native mercury-sulphide
(Chandra,JV19711 ^0, 1. 3). He further distinguishes vermilion
(Tib.: mtshal), a synthetic mercury-sulphide, from cinnabar
(Tib.: cog-la-ma) and again mentions that if one roasts the
former "quicksilver flows" (Chandra,^ 9  71: 59* 11. 2-3). As
to the latter, "it is called mtshal-rgod ('wild vermilion1)
and also rgya-mtshal** on account of its appearing in India.

* * *(Tib.: rGya-gar) and China (Tib.: rGya-nag). In the native 
red stone there is a great deal of purple. It. is like an 
arrangement of wide needles. By melting it there appears 
mercury." (Chandra^l.,1971: 59> H *  1-3). It is generally

* Tib.: dngul-chu and a number of esoteric names.
** rGya is an adjectival prefix which may indicate India 

or China. Chinese vermilion was occasionally exported to 
Europe during; the first half of the XVIIIth century and 
its reputation of high quality became firmly established' 
from the second half of that century (Harley, 1970: 116).

*** Quicksilver and cinnabar appear in Turner's list of 
Chinese exports to Tibet (Turner, 1800: 381).
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accepted that Tibet imported vermilion ’’from India or China, 
both which had the ttechnology for synthesizing; it since anciert 
times.” (Jackson, 1976: 277), but the evidence for the existence 
of various occurrences of both mercury and cinnabar in India 

itself "is not trustworthy and those that have been examined 
have proved spurious" (Brown and Dey, 1955: 2 9 9). Both 
vermilion and mercury were exported from India to Nepal and 
Tibet (Kirkpatrick, 1975 repr.: 209jand Hodgson, 1972 repr.:
109) during the XVIIIth and XlXth centuries, although the 
Newars were acquainted with the technology necessary to 
synthesize the latter and vermilion was manufactured in both 
Kathmandu and Patan (cf. Regmi, 1971: 67). According to 
Nadkarni (195^* II: 72) cinnabar was "found in Nepal", and 
Hamilton (1819: 26A and 272) confirms the existence of cinnabar 
mines in Nepal. However, as the item appears in Kirkpatrick 
and Hodgson’s lists of Indian exports to that country, it is 
very unlikely that Nepal was self-sufficient in mercury.

The earliest, mention of cinnabar ores in Tibet is by 
della Penna (1730, in Markham, 1879: 317). Native Tibetan 
cinnabar ores "exported to the low country for sale" are men
tioned by Turner (1800: 78 and 2 9 6) and "cinnabar, containing 
a large portion of quicksilver" by Saunders (Turner, 1800:
^05), who travelled through southern Tibet to Tashilhunpo. 
Saunders, a surgeon, only mentions the medical uses, of mercury 
(Turner, 1800: A10)ll). Mercury ores are found in lower sPo-bo 
(Ronge, 1978: 1A5) and Ronge (1978: 1A8) maintains that vermilion 
was produced from crystalline rock (cinnabar?) found near Go-’jo, 
in eastern Tibet. Waddell (1906: A75) confirms that mercury 
came from Li-thang' and ’Ba-thang, and Ronge (1978: 1A5) maintains



198

that the one obtained from cinnabar deposits in the latter 
district was actually used for fire-gilding purposes. Also 
Pranavananda (1939: 37) mentions that mercury is obtained 
in eastern Tibet. Again, Jackson (1967: 277) suggests that 
cinnabar "occurs naturally in some parts of .South-East Tibet. 
It is easily recognizable by its reddish metallic appearance 
and extremely heavy weight’1. However, I understand from Mavis 
Bimson that according to Dr. Pesters, of the National Gallery, 
London, vermilion made by the sublimation method is pretty 
well indistinguishable from the best native ores. In any case, 
it is clear from 'Jam-dpal-rdo-rje's descriptions that 
Tibetans knew how to extract mercury from cinnabar*.

* Turner (1800: 372) maintains that Tibetans did not know 
how to extract mercury from cinnabar, though he mentions 
the existence of mines of cinnabar, containing a great 
proportion of mercury and used"for colouring, in paint".
In the same book, however, Saunders (Turner, 1800: iflO-1) 
observes: "nor could I allow myself to think that they were 
acquainted with the method of preparing quicksilver, so as 
to render it a safe and efficacious medicine. In this, 
however, I was mistaken (...) There is one preparation of 
mercury in common use with them, and made after the follow
ing manner. A portion of alum, nitre, vermilion, and 
quicksilver, are placed at the bottom of an earthen pot, 
with a smaller one inverted, put over the materials, and 
well luted to the bottom of the^labger. pot* Over, the small 
one, and within the large one, the fuel is placed and the 
fire continued for about forty minutes* A certain quantity 
of fuel, carefully weighed out, Is what regulates them 
with respect to the degree of heat, as they cannot see 
the materials during the operation. When the vessel is 
cool, the small inverted pot is taken off, and the materials 
are collected for use. I attended the whole of the process, 
and afterwards examined the materials. The quicksilver 
had been acted on, by the other ingredients, deprived of 
its metallic form, and rendered a safe and efficacious 
remedy.". This passage, along- with 'Jam-dpal-rdo-ro*e 's 
observation, suggests that Tibetans were aware of the property 
of heated mercury and cinnabar to evaporate and possibly of the 
techniques to collect/HtfijCXÛ during the heating process. How
ever, quicksilver and cinnabar appear in Turner's list of 
Chinese exports to Tibet (Turner, 1800: 381).



199

Chapter IV 

THE TECHNIQUES

Clay and wax require different modelling techniques 
and different tools. Dagyab (1977* I: ^6-7 an<̂  U s  plates 
55-6. and 63) Has devoted, a chapter to clay modelling, an art 
in which Tibetans excel to this day: clay statues of small 
to very large proportions, masks, and tsha-tshas* are manufac
tured extensively in. the Himalayas, from Ladakh to Bhutan (cf. 
Dagyab,. 1977, XX: k9, pis. 61-2). The main tool used for 
modelling clay is a double-ended spatula called 'ded-wan-''.( ?) 
(Dagyab, 1977, X: ^6 and II: if9, pi. 63) made of wood, although 
I have seen a metal one being used: by the chief living- 
sculptor in Ladakh, Ngag-dbang-tshe-ring, for modelling masks 
(see ch. II, pp. 10A-5). Tsha-tshas, the small clay reliefs 
and statuettes or stupas- used to fill gaus and larger statues 
or stupas, are impressed with metal or wooden moulds of. 
corresponding sizes**. Tsha-tshas may be baked, but that Is 
not the case with statues and masks. Both methods, of firing 
or of simply drying clay with a source of heat, have been 
used in the Himalayas and clay images are classified accordingly

* For an exhaustive study on these votive objects, see Tucci 
(193^:33-109).

** An inscribed metal tsha-tsha mould is kept at the British 
Museum (Reg; No. 1906.7-18.9.)•
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in ^ilpasastras like the Silparatna* (Shukla, 1958, II:
100). Clay statuary is given a pre-eminent position in some 
Sanskrit texts: in distinguishing the degree of suitability 
of materials for images, the Agnipurana.-places clay first, 
wood second, and fired clay third, before stone and metals 
(Bhattacharya, 1979: 62). That is not surprising, for. metal 
came to be intensively used for statuary purposes only during 
the Pala period: "The archaeological evidence also shows 
that possibly for durability, portability and high finish, 
metal images became more popular towards the end of the Gupta 
period" (Bhattacharya, 1979: 62): the 'Madhucchistavidhana• 
as reported in the 68th chapter of the Manasara. "(a work of 
Gupta period as contended by Dr. P. K. Acharya) and detailed 
instructions as detailed in the Pancaratra religious-texts (sic) 
like Hayasirsa, etc. in regard to the preparation of clay to 
be used in besmearing the wax-model are a sufficient testimony 
of this icono-plastic art.. of metal-casting" (Shukla, 1958, II: 
108-9).

Both solid and hollow-casting by the lost-wax process 
were then practised in northern India, and reference to them 
is made in the Vjshudharmottarapurafla (III, 43-^* Reeves,
1962: 32) which is also a well-known text in Nepal (Pal, 1970: 
13; cf. L^vi, 1905> III: 133). However, the earliest, text 

describing that technique is the Abhilasjtartha-cintamapi, also 
known as Manasoliasa or Manasollasa ^astra, written in the

* Presumably the Silparatna by Sri Kumara of Kerala, who 
lived in the latter part of the XVIth century (Sastri,
1922, I: 2).
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Xllth century. The verses concerned with the lost-wax process 
have been translated by Saraswati (1936: 148-44). By then, 
hollow-casting had reached,, a degree of perfection which enabled 
sculptors to attempt fashioning' very large images, for which 
the repousse technique is generally preferred in Himalayan 
and Tibetan statuary. The 2.85 m. Sultangany copper Buddha 
referred to in chapter III (p.1 1 6) wasr cast in several pieces 
by the hollow-casting method (Reeves, 1962: 22-3) and it is 
very likely that, the 1.98 m. Divsar frame (see ch;. Ill, p. 132, 
n. 3) was cast with the same technique and method

During the first half of the IXth century, at the time 
of Devapala’s rule (c. 821-861) "the work of two outstanding 
Bengali painters and sculptors, father and son, named Dhiman 
and Bitopala respectively, gave rise to a new style in metal 
art. This school’s widespread use of the cire -perdue process 
was to influence the manufacture of copper* icons in Nepal 
and Tibet at. the turn. of. the ]£Xth. century A.D., particularly 
with respect to copper gilt images which are still produced 
there today" (Reeves, 1962: 23). Reeves’ assumption that the 
lost-wax technique was spread by Dhimanr.a. and Bitpalo may be 
based on the fact that hollow-casting by the lost-wax process 
was used in post-Gupta (cf. the Sultanganj Buddha) and Pala 
northern India. The earliest reference to those two artists 
is to be found in Taranatha.’s History of. Buddhism in India*.* 
Sura-pa-rmkhan-po (1702-1775) mentions them in his dPag bsam
l.jong bzang (Goswamy and Dahmen-Dallapiccola, 1976: 114) >

* And brass (see chapter III).
** Written in 1608.
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and stresses how both artists had ,!a number of followers in 
Nepal". A slightly more detailed account in the steps of 
Taranatha is given by Kong-sprul (Chandra, ed., 1970: 570,
11. l~k); "In the time of Devapala, in Varendra, there 
appeared (an artist) named Dhimanra and his son, named Bitpalo,. 
who lived in Bengal. As for those, they were very skilled in 
the arts of painting, embossing, casting and chasing. The 
followers of their traditions were thus called respectively: 
•Central (Magadha) sculpture', 'Old Western casting'^and 
'Eastern sculpture’* Also, as for (the school of) the 'Eastern 
Gods', the followers of the father were regarded as 'Eastern 
(school of) graphic arts', and the followers of the son as 
(the school of) 'Central painting', for it spread in Magadha". 
In the following section it is made clear that "furthermore, 
in the country of Nepal, the early tradition of sculpture 
was similar to the Old Western one. As to the paintings and 
copper alloy images of the middle period, they conform to the 
Eastern One. Later on it is not clear, for, to an eminent 
degree, the Newar is a school of its own*".. These two passages 
suggest that Reeves is right in assuming that Newar sculpture 
drew its techniques from northern Indian and Pala metal 
statuary. The earliest literary evidence of the use of. beeswax 
for the casting of copper images by a Newar artist is found in 

Yuandai huasu ,ji which "records several sculptural projects 
that Anige was asked to undertake. This book is a record of 
the materials used by artists of the Mongol court, between 
1295 and 1550 AD." (Karmay, 1975: 21). From its detailed 
account we know that Aniko (see ch. I, pp. if-6) and other

* Or: "school".
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artists were ordered to cast six copper images by imperial 
decree' in 1305. For this purpose "he used Al8 catties (...) 
of beeswax, 8A3 catties of copper....36 ounces of silver 
etc." (Karmay, 1 9 7 5: 23 )-

Both hollow and solid lost-wax methods are used by 
XXth century Newar sculptors, the former for medium size 
(from 6" to 1-2-') to large (from I2 1) images, the latter for 
smaller (6" or below.) and sometimes medium size images: the 
use of the two methods overlaps for medium size images 
ranging from 1* to l^-1 and Nh'uche Raj Sakya’s figure of 40
Vaikuntha studied in chapter II (pp. 82-5) is a good instance ifl
of. medium size solid lost-wax casting. Whereas for solid 
casting the model is made of solid wax, in hollow casting 
the model is made- of hollow wax. Within the hollow-casting 
method two further techniques must be distinguished: one 
consists in applying a layer of wax to a clay model, and the
other, the only one used in the Nepal Valley, consists in
modelling a hollow wax model without the help of any kind
of core (cf. Alsop and Charlton, 1973: 51). The latter tech
nique was apparently in use in Bengal and Bihar during the 
Pala dynasty and it is- likely that it was exported into Nepal 
by the end of the Xllth century, when the Sena lost their 
political control over most of their northern Indian dominions 
to the Muslims and Indian, artists may have emigrated to Nepal 
and Tibet (cf. ch. Ill, p. 172).

A seminal study by Labriffe-Aris on metal casting with 
the lost-wax process in Jagat Man Sakya’s workshop (cf. ch.
II, pp. 93-5) was published in Kailash in 1973. Another study 
by Alsop and Charlton, on image casting in Oku Bahai was
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published in Contributions to Nepalese Studies the same year. 
The following notes are intended to sum up the technique of 
lost-wax casting as practised by XXth century Newar sculptors 
and aims chiefly at supplementing those studies with more 
detailed information, especially with regard to the timing 
of investing and casting. They were written also keeping in 
mind four pages of specific questions on the subject, as 
drafted by Dr. Craddock, Oddy and Bimson of the
British Museum Research Laboratory, on January if, 1980.

i) Wax model
. The composition of the wax used in modelling varies - *

according'to the climatic, conditions in the Valley: the light 
''summer11 wax is made with a mixture of 50% beeswax, bought from 
Tamang farmers* living' in the hills surrounding the Nepal 
Valley, and 50% "sila", a tree resin** imported from India; 
the dark "winter11 wax is made with a mixture of one dharni
(- 216 tolas)*** of beeswax, to 2 paos (27-36 tolas) of

* The Tamangs are the most numerous ethnic group living in 
Nepal. In the XVIIIth to the XlXth century, Nepal produced 
enough wax and honey to export them to India (cf. Kirk
patrick, 1975 repr.: 205, Hodgson, 1972 repr.: 115, and 
Regmi, 1971: 2 0 ).

** The 68th chapter in the Manasara, reporting the Madh5.cc.his- 
tavldhjna, mentions that the dammar used to manufacture 
statuary wax is the resinous sap of the sal tree (Reeves, 
1962: 30). Sal dammar is obtained from Shorea Acobusta, a 
tree abounding in sub-Himalayan regions, including the 
Nepalese Terai.

*** In his list of "Weights used in weighing metal utensils", 
Wright (1972 repr.: 2 9 8) gives "1 dharni = 5 pounds 
avoirdupois". According to him and to Hodgson (1972 repr. 
10if) "The Nepalese dharni is equal to three seers". One 
seer = if pass and 1 pao = 18 tolas (Wright., 1972: 2 9 8). In 
that system^tytkA was standardized by king Ram Shah (Regmi,



70A. A wax sheet is slightly heated above the stove (%ilaca^.

70B. Tools used to model the wax figure. Note the "silatuMs 
(Nos. 1 and 3).
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"sila" and about f pao (9 tolas) of vegetable ghee extracted
from the seeds of the tree Madhuca butyracea (Roxb.) Macbride give
Bassla butyracea Roxb. (Nep.: o^yurl), a Sapotacea attaining
21 m. in height, distributed in the sub-Himalayan tract
from 300 to 1500 m. altitude and growing also in the
Kathmandu district. Small pieces of beeswax are melted in a
brass or aluminium pan over a low flame of a charcoal brazier,,
then powdered resin is added to it and stirred well*. Next,
the vegetable fat is added and stirred vigorously. The round
wax sheets (Labriffe-Aris, 1973: fig. II, opp. p. 186) used 7OA
by sculptors for modelling their images are prepared by
beating a cake of wax with a mallet and by spreading it
uniformly on a stone slab with a roller.

The chief tool used in wax-modelling is the "silatu"**, 70B
a buffalo-horn spatula rounded at both ends, one end being
wider than the other, and with one side slightly rounded and
the other almost flat, so that its edges are not sharp.

\"Silatus" vary slightly in size, but they usually measure 
between 5'2,r and_ 7” and are about 5/16" thick. A larger type 
of "silatu", with the shape of the horn from which it is 
made, but cut at both ends (cf. Labriffe-Aris, 1973: fig. I), 7OB

1971: 2 0 7), one dharni = 216 tolas.One tola = 1 1*6 6 38 gm*(cf, 
Regmi, 1961:2]).We thus have the proportion 2^:3/^:1.
* Krishnan (1976: 30) mentions mustard seed oil instead of 

vegetable ghee and gives the following proportions: six
teen parts of beeswax, eight parts of resin and one part 
of oil:*

** Labriffe-Aris (1973? fig. I, opp. p. 186) gives the 
spelling "silayaku". The outline of this spatula is 
reminiscent of the shape of some fountain pens..



70C. Modelling stove.

71A. The artisan evens out the edges before joining the sections 
of the wax figure.
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is used to roll wax rods, which are employed to make 
attributes, necklaces, and so forth. The importance of the 
smaller "silatu" in modelling the wax is such that Kalu Kuma 
(see ch. XI, ,pp.~ 85-93) is understood to regard it as a 
sixth "finger". Other tools, such '-as the scissors used to 
cut wax, are made of metal or wood.

The sculptor models the parts of his images, whether 
hollow or solid, without a core, by skilful manipulation 
of portions of wax sheet and the use of the "silatu", which 
is frequently moistened with saliva to avoid sticking, near 
a portable cylindrical charcoal stove ("ou aha"; Labriffe- 70C 
-Aris, 1973: fig. IV, opp. p. 18? has "milaca") made of a 
clay called "ghoti cha" (Labriffe-Aris, 1973: 189, n. 13c 
has "gathi") and. provided: with a draught window in the 
lower section and a perforated fuel receptacle in the upper 
section. The stove used by Ealu Kuma measures 7M in height 
and has a diameter of 11". The thickness of the hollow wax 
models oh their parts varies according to the size of the 
statue and type of metal to be used: hollow copper images 
need a thicker wax model than brass ones (cf, Alsop and 
Charlton, 1973: 38 and AO). The various parts of the statue 
are assembled by-evening' out and heating their edges before 7IA
joining them. Once the model is completed, the artist wets 72

its outer surface with water and firmly presses on its 
various parts portions of slightly heated thicker wax in 
order to obtain the "thasa" ("key", cf. Labriffe-Aris, 1973: 190 and 
fig. Ill, opp. p. 186),"female"mould sections which will 7IB
allow him to duplicate the same image or parts of it in a
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Female" sections of a mould

72. Kalu and Rajesh Kuma assemble the 2 ft.(61 cm.) wax model of 
Vajrabhairava. Patan. September 1977 (see ch. II, p. 91)
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shorter period of time. The MthasaM also ensures that in 
case of. mis-casting, the time employed to remodel the image, 
or part of it, will he reduced. In order to model from a 
"thasa" the sculptor or his apprentice wet the inside of the 
sections and press the slightly heated thinner modelling 
wax against them. The various parts obtained from the 1fthasan 
are then joined together as with the first model. Although
the apprentices may be involved in all modelling operations
connected with the ’’thasa” , the modelling of the prototype 
is carried out by the sculptor alone. Finally, ornaments, 
and jewellery and attributes are modelled and fitted to the 
assembled wax figure. Kalu Kuma makes use of. a., black stone 
obtained: from Tibet, carved in low relievo With the female 
moulds of a number of half-tondo religious attributes and 
ornaments which are part of the garments of his tantric deities.
Once a wax model or its parts are complete, a wax tripod is 
fitted to their bottom edge: its rods will become sprues
when the wax is melted away.

During the whole process, the artist makes use of a 
basin filled with water, in order to cool and harden the wax 
as needed, and of a small pot filled with constantly molten 
wax for retouching and joining. It should be noted that j
the artists do not use cores at any stage of their modelling, j
although a core is formed when investing the wax of hollow \
models,

. !]
ii) Investing the wax

The investment of the wax-is carried out by the sculptor 
or his apprentices, or else by a clay worker hired especially



73. Investing the wax with yellow clay.

7k . Copper "window" and tenons visible in Kalu Kuma’s Garuija.
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for the job, as was the case with the investing of a number
of small or medium size wax' images as I observed it in one
of Kalu Kuma’s workshops. During the four days which it
took one clay worker to invest Kalu ICuma's models the weather
was sunny. I shall follow a chronological sequence to give
an idea of the time involved in the various investing operations..

5.IX.7 8 / A paste made of fine clay.(Nep.: mashino mato;
New,: umashin cha"), water and cow dung in equal parts is
applied to all the modelled nooks and crannies, which are more
difficult to reach. Immediately afterwards, a more liquid,
creamy solution of the same paste is splashed and poured over,
and, where; hollow, inside the wax model or parts of it, with
the fingers (cf. Labriffe-Aris, 1973i fig* VI, opp. p* 187)* 73

Where there Is no direct access to the inside of a hollow
model or parts pf it, a small window is cut in the wax aid paste
pushed into it to form a core, whose thickness varies
according to the size of the model or its parts. The wax
window may be replaced before smearing the outer surface
with the following layers, or else may be filled with clay
and sealed with a piece of copper sheet after casting. The 7k
excess cream is then shaken off end the clay left to dry In
the workshop for about twenty-four hours.

6 .IX.7 8 . A thick paste made of yellow clay (Nep.; pahenlo 
mato; New.:"masu cha"), water and rice husks is applied to 
the first layer. The resulting moulds are then put on a roof 
terrace to dry in the sun for a couple of days. Clay and 
rice husks are kept separately and mixed with water as needed

in a large clay pot.*.



75. Moulds drying on a roof
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8.IX.78 One or more iron nails with the function of chaplets
are driven into the outer layers through the wax and into
the inner layers of clay . of hollow models or parts of them,
so that during the melting of the wax the inner layers
constituting the core will not he displaced and will.not hinder
the molten metal from reaching all parts of the space left
by the molten wax. A second, thicker layer of thick pasteis
then patted onto the moulds, which take their final) cumbersome/
shape and are left to dry completely until ready for casting 
(Labriffe-Aris, 1973: fig. VII, opp. p. 188). 75

iii) Removing the wax
Dev/axing and the following operations will be described 

here in a time sequence referring- to the copper casting of 
the same images whose investment has been described above. It 
took place in the small courtyard (101 9" x 7 ’) and porch of 
ICalu Kuma's old house, on the evening of September 13, 1978.
The choice of time was due to the fact that casting is 
obviously more bearable in cooler conditions. Kalu's son,
Rajesh,directed the operation, which involved four more 
workers, including;his own brother-in-law, two other helpers 
of Kalu , and one of Bodhi Raj's (see ch. II, pp. 7^-80) 
apprentices.

Although some workshops are provided with a dewaxing 76
stove (Labriffe-Aris, 1973: fig. IX) and firing kiln (Labriffe- ?74
-Aris, 1973: fig. XI) besides the blasting furnace (Labriffe- 77B
-Aris, 1973: fig. X), the Kumas use a dual-purpose yellow 
clay kiln measuring 2'3" x l ’7" x l110”, and built on a similar 
principle to the stove described above (p. 206): here, however,,



77A. Firing kiln

77B. Blasting furnace
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the lower compartment, is provided with a larger draught door, 
whereas the top compartment is provided with side and hack 
walls, a temporary front, wall being: provided by loose bricks. 
Furthermore, the kiln is not moveable, but. is built against 
one of the walls of the courtyard.

5.00 p.m. The moulds are placed on a charcoal fire resting on 
the receptacle' separating' the lower from the upper compartment 
of the kiln. They are turned with tongs until they are thoroughly 
heated, but not baked, for a period varying from two to five 
minutes according: to the size of the mould. They are then 
taken out of the kiln and placed over a clay bowl. The head 
of the tripod is pierced and wax starts flowing out through the 
sprues. It takes a few minutes for all the wax to come out 
and eventually the sprues are poked with metal tools in order 
to ensure a clear passage for the_ molten metal to be poured 
into the tripod at a later stage. The wax thus recovered will 
be re-used for modelling, with, its vegetable ghee.: replaced.

5.15. Copper sheets and. scraps (including wire and a variety 
of bits and pieces) are hammered, to the smallest possible 
size and jammed into an open glazed clay crucible 8U high and 
6 in diameter*. These crucibles are imported from India and 
used especially for casting copper.*

iv) Firing' of mould and melting of copper

5.40. The fire. in.the kiln is reactivated with paper, dry 
corn cobs, small bits of wood and an electric fan whose

* All diameter measurements refer to the outer edge.



211

draught is directed against its door. Charcoal is placed on 
the receptacle and once it has started burning, well the fan 
is switched off.

5.^5. Coal* is placed in the receptacle of a furnace built 
with bricks and yellow clay located in the corner opposite 
the kiln, and measuring 2* 7H- x 2'7" x 2'2n. Combustion is 
aided by directing an electric blower into a pipe protruding 
6M from the window in the lower compartment of the furnace, 
which, again, is built according to the same principles as 
the stove and the kiln,, though with much thicker walls. The 
blower is actually se^ed to the pipe with clay.

5.50. Cross-armed crucible tongs are brought into the court
yard. Their length varies from 3 ’ 10" to Jf'B" anc3- their fulcrum 
is located so as to allow maximum tightness when holding the 
crucible. Their ends are semicircular so as to fit perfectly 
the shape of the crucible almost all the way round. Glowing 
coal is transferred from the furnace receptacle to the kiln 
receptacle in order to reach a higher firing temperature.

5*55- The coal in the furnace receptacle is burning with a 
flame 2' high, undoubtedly because of the pressurized draught 
from the electric blower.

6.00. The crucible containing the metal is placed directly on 
the coal in the furnace and a brick chamber is built around it,.

* This fuel is imported from India. It has probably replaced 
wood or charcoal, the former still now being used for 
firing models (cf. Alsop and Charlton, 1973: 3B). Coal is not 
found in Nepal (Imperial Gazetteer of India, 1908: 119)> 
does not appear in the lists of imports from India, Tibet and 
China during the XVIIIth and XlXth centuries. Coal deposits exist and were exploited in eastern Tibet, at Li-thang and other 
places (Duncan, 196̂ -: 19; cf. Saunders, in Turner, 1800: if06; 
and Cooper, 1871: k&3)•
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The chamber is one brick thick and leaves the upper, portion 
of the crucible visible. Copper pieces stick out of the 
crucible to a length of. 6". The crucible is not fixed in 
position, but just rests on the coals, whose level is continually- 
topped up.

6.10. A convex iron lid is placed over the furnace chamber. 
Charcoal is added to the receptacle of the kiln and moulds 
are placed on it for firing. Their clay will, have to be 
brought, to a temperature close enough to that of the copper's 
melting point (1083°C) to prevent the metal from starting to 
solidify half way into the mould, and the mould itself from 
cracking during pouring. No thermometer or other 'form of 
mechanical temperature control or measurement is ever used by 
Newar sculptors even today.

6.12. Blue flames 6M long spit horizonatally from beneath 
the furnace lid.

6.17. The lid is red hot and four sheets of scrap copper 
reduced to equal size are put around it, leaning partly on 
the lid and partly on the chamber's temporary brickwork. More 
copper scraps, mostly sprues recovered from previous castings, 
are beaten, and coal is hammered into fragments.

6.20. The kiln receptacle is filled, but not topped,with coal, 
and a slate is put as a roof over its three walls, while a 
temporary wall of bricks and clay is raised in front of it 
to seal off the moulds in a chamber.. The scrap copper sheets 
which were being heated on the top of the furnace are hammered 
with the help of pliers to a size to fit the crucible.
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6.28. The furnace lid is so red as to appear almost transparent.
A large clay bowl, measuring 7“ in height and 1' 8" in diameter, 
is filled with water in preparation for cooling the moulds 
after casting.

6.35* The position of the crucible is adjusted viith a long 
iron bar through an opening in the temporary chamber wall, 
and the lid lifted. The copper in the lower portion of the 
crucible must have started melting because the level of the 
red hot copper scraps visible in its upper portion has dropped. 
They are further pressed down with an iron bar. Small copper 
scraps are poured intô  the crucible from a ladle, 3~2'M in diameter 
and 10̂ -" long, provided with a wooden handle.

6.37. The crucible is red hot and more coal is added to the 
chamber by hand, as is always the case. Both coal and scrap 
copper are carried in buckets,

6.45* The furnace lid is lifted to add more scrap copper to 
the crucible. After removing part of the temporary front wall, 
llajesh puts five more moulds into the kiln and tops it up 
v/ith charcoal.

6.50. The bricks are put back and the flames in the kiln 
receptacle are fanned with a piece of straw matting.

7.10. The furnace lid is lifted again to add more bits of 
scrap copper.

7.20, More charcoal is added to the kiln chamber.

7.35* The coal level in the furnace chamber is topped up too.
The kiln is fanned again.



? Q. Removal of Nhuche Raj Sakya's Vaikuntha from its clay 
mould. Oku Bahai. March 1973.
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7.kO, A two-layer high brick wall is built on the ground in. 
the porch in preparation for supporting the fired moulds.

7.45. The temporary front brick v/all of the kiln chamber is 
dismantled and the fired clay moulds are placed on the ground, 
leaning against the tv/.o-layer brick v/all. They are red hot and 
stand upside dov/n with the sprues1 tripod upwards, ready to 
receive the molten metal.

7.50. The copper is molten and casting begins. Rajesh stirs 
the molten copper with an iron bar before pouring it into the 
tripod*s head in order to test the evenness of the fluidity 
of the metal. A certain amount of spilling can be noticed, 
probably because of the circumstance that glazed crucibles are 
open, and thus difficult to handle. No precaution is taken to 
ensure that the air escapes from the moulds and, as a consequence 
mis-castings are not rare, as I could see the following day, 
when the sprues were sawn off' the bottom of:.the copper statues 
and parts of statues.

From the timings above, it appears that it took one hour 
and fifty minutes for the copper in the crucible to melt, and 
one hour and thirty-five minutes for the clay moulds to be 
fired. The molten copper is allowed 11 to cool and harden for 
about fifteen to thirty minutes. The cobling is speeded by 
pouring cold water over the moldy v/hich emits huge volumes of 
steam. Finally the. entire mold, is placed in a large jug of 
water to complete the cooling process." (Alsop and Charlton,
1973: 39).

The casting operations v/ere not very different to those 
of brass casting', as I had observed them in Sanu Kaji Sakya's
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house (see ch. II, p. 79) on September 12, 1978. Preparations 
started there at k p.m. Both his kiln (2'V* x. 2*AM x 3'4”) 
and his furnace (3'1M x 3* x W ) are located in the porch 
adjacent to the courtyard. Sanu ICaji's furnace is'larger than 
Kalu Kuma's and is provided with a 5i~lf x 5i?M draught window 
at 1GM from the floor. The sculptor and his assistants were 
casting medium size images of Vajrapani, Amitayus and a.
Burmese style ^akyamuni: lotus stands, bodies and head-dresses 
were cast separately. The crucibles were 9'an high, with an 
oval shape, completely sealed and provided with a short spout 
protruding from the lower section. These crucibles are made by 
the artists themselves and, according to Krishnan (1976: 31), 
withstand only one melt. After the crucibles were heated 
enough to allow the brass to melt, they were removed from the 
furnace and their spouts perforated-with an iron rod'. Brass 
melts at a lower temperature than copper and it appears more 
fluid and easier to cast: the molten alloy was cast into 
sprue tripods without the spilling noticed at Pajesh’s casting.

v) Removal from mould
After casting, Sanu Kaji dropped each hot clay mould 

into a brass basin full of water, with considerable steaming 
and bubbling. The moulds were kept in the water for a few 
minutes and then taken out to be broken with an iron bar (cf. 78
Labriffe-Aris, 1973: fig. XII, opp. p. 189). The fired clay 79
came off the metal statues easily and, as is to be expected, 
with brass, Sanu Kaji's casting had a higher rate of success 
than Rajesh's copper one. • , ‘



79. Casting tools. 
Note the crucible 
rin<? tongs (No. 3) 
and the iron bar 
used to break the 
moulds (No. 1. See 
p. 215).

80. Polishing the cast
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vi) Cleaning; up and assembling the cast
After removing the clay from the casts, the sprues are 

sawn off the statues or parts of statues, which are then 
cleaned and polished for hours with the help of files' (cf.
Labriffe-Aris, 1973: fig. XIV, opp. p. 190), sandpaper and 80
rags, Hone of the operations ii-vi has to be performed by 
the artist, although most sculptors do their own casting.

Finally the statues are assembled by means of crimping 
and rivetting, The back of the neck, shoulders and wing 
attachments of Kalu Kuma’s Garuda provide a good example of 81
crimping combined with rivetting and dovetailing: the head is 
held in place •by fitting it between' the shoulders- and driving 
a rivet between the shoulder-blades into the neck. The neck 
ornaments conceal the junction and the continuation, of the 
neck into the shoulders and make the rivet hardly noticeable,
A break in the dovetail joining the right wing and shoulder- 
-blade of the Aniko Collection Garuda (No. 119) reveals that 8l
the wing is also provided with a peg, which is inserted into 
a corresponding hole in the shoulder-blade. The latter type 
of fitting is always used to join medium or large size 
figures to their stand or vehicle: their feet or bottom are 
provided with pegs which fit into corresponding sheaths in 74
the stand or vehicle. An early example of such pegs is 82
provided by the four-armed Visnu illustrated by Singh (1971:
224-5)° Similar fitting techniques have been traditionally 
used also for statuettes. A XVIth-XVIIth century image of 
^iva and ParvatiT sitting on Nandi (Victoria and Albert Museum,
Reg. No. I.M:,89-1937) reveals how .Siva is secured to the bull
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81. Crimping, dove-tailing and rivetting on the back of 
Kalu Kuma's Garuda.

82. Pegs, sheaths and date appearing inside the single- 
-lotus stand of Kalu Kuma's "Prachanda Beer".
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by means of a peg and the latter is riv.et.ted to the single 
lotus pedestal. ParvatT is cast separately thus bringing the 
number of pieces cast separately for a single statuette to 
four. The same considerations apply to a group of XlXth. 
century Newar medium and- small size gilt copper statues of 
Manju^rl studied, by .Sipra (1968: and 91) and firmly
dated by their inscriptions. The use of different components 
for the same image has the advantage of reducing to a minimum 82

losses due t o mis-casting-, besides allowing the sculptor to 
model wax surfaces relatively easy to handle. This method was 
also used by northern Indian sculptors and we know that the 
Sultanganj Buddha (see ehvvIII, pp. 116-7) was made in several 
sections, the hands and feet, having1 been solid-cast separately,
Newar and Tibetan sculptors adopted the same devic:e as may 
be seen from a c. XIIIth century gilded copper image of 
Maitreya, cast in four pieces by the lost-wax process and 
regarded by von Schroeder as an example of the Sino-Newar 
school of Aniko (Uhlig, ed ., 1971: 168-9, No. 95). The 
X th century Tibeto-Newar gilt copper Tara, 36" high, 
illustrated and ascribed by Kramrisch (196^: 70-1, No. 26) 
to the end of the XlVth century, is made of. several parts 
crimped and rivetted together at the waist, base of the neck, 
arms, etc., including the crown and lotus flower, which were 
also separately made. Separate casting is favoured for both 
medium size and large images, but is frequently used to cast 
the stand, vehicle, aura, halo and some attributes of smaller 
statues, too, sometimes in different alloys or metals, accord
ing to circumstances and taste. Although specialists in



218

Tibetan and Himalayan art tend to be suspicious of figures 
whose metallurgical analysis reveals a metal composition 
different from that of the stand, the aura or the halo, it 
should be noted that such differences are not necessarily 
evidence of forgery or restoration work. Because of the 
relatively primitive Himalayan casting technology, brass 
alloys, for example, may reveal different copper, zinc and 
lead percentages even within the same cast, and appear red or 
yellow accordingly on the very same surface. Furthermore, 
auras and stands may be cast days after the figure they belong 
to for a number of reasons, including labour organization 
conditions, availability of metal, delays due to weather 
conditions or time of the year (Newar metalworkers are 
extremely reluctant to work during the numerous festivals 
of the Newar calendar), and mis-casting. Labour organization 
is probably the most important factor in the variation of 
metal composition for different parts of the same image. The 
parts of statues may be manufactured in bulk amounts, because 
"the high degree of specialization plus the varying nature of 
orders received necessitates at times the laying-up of stores 
of semi-finished ware. Tiers of hands, torsos and ears, lotus 
flowers end stalks may thus pile up on the shelves pending 
their use at some time or another." (Montell, 195^: 15*f). 
Though the above statement refers to the production of Lama- 
istic sculptures in China at the beginning of this century, 
and does not strictly apply to the organization of labour in 
present-day Newar workshops, it is true that the various 
parts composing one' statue may be,cast, by Newar artists on 
different occasions and with alloys with varying proportions
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82A. Padraasambhava. Tibet. XVth century. Copper and 
brass. 10 in. (25.5 cm.).
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of metalo Because of the use of scrap in the alloy, it should 
not be surprising that brass castings of different parts of 
an image at a distance of a few days in the same workshop 
may give significantly different results in the composition 
of- the alloy. Furthermore, one should be aware of the fact that 
the percentages of metal composition may vary at different 
points within the same casting.

Availability of metal and taste may also account for the 
use of different metals for different parts of the same image, 
as is the case for an XVIIIth century Tibetan copper statu
ette of Na-ro-mkha'-spyod-ma dancing on a brass pedestal 
(British Museum Reg. No. 1905.5.19-H) M.I |ot m  XVIII-XIXth 
century Sadaksar.i illustrated by Waldschmidt (1969: No. 39) 
and Werner (1972: 211, fig. 31). The same applies to other 
pieces, like the XVf&-XI)(&century Tibetan copper statue of ' 
Sitatara sitting on a brass’ stand, whose analytical results 
are reported in chapter III (p. 120, British Museum Reg. No. 
1880.126), the X\fth century 10" Tibetan statue of Padma- 
sambhava. illustrated in Christie's catalogue "Wat" (February 
19} 1980, p. 19, No. 79) and various other pieces. Although 
the possibility of later restoration work cannot be excluded 
to explain the use of different metals in the same image, 
it is important to stress the role played by chance and 
taste in composite metal statuary from,Tibet and the Himalayas. 
The same observations apply to original restoration work, 
where different metallurgical data from the same statue only 
prove that time has elapsed between the first and second 
casting, but cannot quantify it, whether in terms of days or 
centuries, unless other evidence is available.

82A



83. Manik Ratna Sakya chasing Rajesh Kuma's Prthvl. 
Patan. September 1978. . . .

8/f. Chaitya Raj Sakya 
chasing Man Jyoti 
Sakya's Klong-chen-pa. 
Patan. September 1978.
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With the polishing of the cast, the task of the sculptor
is completed, for those of. chasing, engraving and inlaying
belong to the chaser, who also seals the statue with a plate
of' hammered copper- sheet* and may inset semi-precious stones
where necessary. Although the first two operations are decisive
for the final appearance of a metal image, their techniques
and tools (cf. Dagyab, 1977, II: 51-3, Nos .67̂ ,3,71; Mont ell,
195*t; 1 5 0-5**) are rather different from those of. a sculptor,
and their study, as well as that. of. statuary embossing

* ■’ * .

techniques**, deserves the attention of a study of its own.
/Suffice it to say that the chaser gently beats the surface of
the cast with the aid of a little hammer and punch before 83
engraving it v/ith a hammer and chisel. Copper is soft and 8*f
relatively easy to chase and engrave, whereas brass is hard 
and brittle and few chasers bother-to challenge that medium 
with more than an average performance-, though such was the case for 
the brass Vasudhara studied in chapter II (p. 99). Copper 55
is-also more suitable for mercury-gilding’ than brass, partic
ularly the leaded brass commonly used by Newar metalworkers, 
which in any case requires treatment of the surface previous 
to heating for gilding purposes, in order to avoid zinc 
sublimation. The materials used for inlay work are usually 
silver and gold for copper,and copper for brass. Gilding is

* This operation follows the consecration of the image, when 
such is the case (cf. van Manen, 1933: 106-110).

** Embossed copperwork was widely used in Tibet and Nepal, 
particularly for the manufacture of large images. The 
Jung Ho workshops in Peking played an important role in 
supplying Tibetans and Mongols with large numbers of 
embossed copper and gilded copper statues until at least 
1932 (cf. Montell, 195A-: 1^3-156). One of the earliest known 
examples of Newar free-standing embossed statuary is probably 
the XV’Ith century Tara mentioned above (p. 217. Victoria and 
Albert Museum I. M. 259.1927).
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seldom associated with inlay work, although I have seen one 
example of gold a.nd silver inlay in a partially gilded copper 
statue of Dipankara (cf. ch. II, pp. 79-80). This practice 
finds an antecedent, in at least one example of a post-Gupta 
gilded metal image, whose eyes are inlaid with silver (cf.
Majurndar, 1926: 425) •

vii) Gilding
} Fire-gilding, that is, gilding by means of an amalgam

\of mercury and gold, is mentioned by Padma-dkar-po as being- 
used in Tibet, from the Filth century (see ch. Ill, p. 19D. 
However, textual reference on the. subject is scanty and its 
technique is not described in detail by any of the Tibetan 
sources used for this- introductory study. The Kub ,j ika t ant r a, 
copied in Gupta characters in about, the FIth century A.D. 
and mentioned by Ray as belonging to the "valuable manuscript, 
collections of the Maharaja of Nepal" (Ray, 1956: 115)> makes 
reference to the transmutation of copper into gold with 
the help of mercury. It is possible that mention of such a 
transmutation in Indian and Tibetan alchemical literature 
is merely descriptive of amalgam gilding-. Mercury is referred 
to in connection with copper in the Rasayanasastroddhrti« a 
text which was translated and.included in the Tenjur, and 
therefore, is previous to 1335* However, the translation 
from the Tibetan version of verses 17-18, concerning copper 
and mercury, by Suniti Kumar Pathak (cf. Ray, 1956': 469, Nos. 
1? and 1 8), who interprets them as if they hinted at amalgam 
gilding on copper, is, to say tie least, excessively free. The
word for; gold does not even appear in the corresponding-
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Tibetan verses. It is likely that. Tibetan artists were 
acquainted with fire-gilding- from at. least the XITIth century 
(cf.. ch. Ill, p. 121, Cat. No. 95)* On page thirty, the 
Yuandai huasu ji ( see above, p. 202) records that an image 
was "adorned with Tibetan liquid gilding" (...) This may 
refer to the technique where mercury is used, although this 
is also called, fire-gilding; 11 (Karmay, 1975: 23). It is 
possible that, the method was already known in the Vllth 
century in Tibet, where it may have been introduced from Nepal, 
if we accept Padma-dkar-po*s literary evidence and the 
mention, of gold amalgam in contemporary Indian alchemical 
literature as at all significant. In the Nepal Valley, mercury- 
-gilding has been used since the Xth century (cf. below, p.. 
227)* and Newar artists have preferred., that, gilding technique 
on metal statuary almost to the exclusion] of any other, even 
after 1 9 7 9> when electroplating- was first, introduced into the 
Valley. The Newars probably derive that, gilding' technique from 
India, although few examples of gilded, northern Indian* statuaiy 
have survived**.

* Still in the XVIIIth century Kirkpatrick (1975 repr.:210) 
noticed that the Newars "gild exceedingly well".

** Majumdar (1926’: -̂27) assumes that the 2* 9H standing* 
Maftjusri excavated in the ancient city of Mahasthan 
(Bogra District, Bangladesh) was mercury-gilded. However, 
he contradicts himself in regarding- the image first as 
"not earlier than the Pala period" (Majumdar, 1926: -̂23), 
then ascribing it. to the Gupta period (ibid.: ^26-7). 
Antiquities- found at Mahasthan indicate that the city 
flourished during both periods, but in view of the very 
few metal images which can be unquestionably assigned 
to the Gupta period, it is safer to assign the statue: 
to the post-Gupta period* Khandalavala(1930: 2 5 ) suggests 
that "the practice of gilding Nepalese copper images is 
also borrowed from Pala metal sculpture where gilded images 
are frequently met with.".
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!. This gilding-method became very popular 
in the Nepal Valley probably for aesthetic, religious and 
practical reasons, for the gilding of Hindu and Buddhist* 
copper images. Gilding "has remained the sine qua non, for 
Nepali metalwork, whether free-standing images or repouss^ 
plaques (...) Indeed?, gilding in Nepali art was as important 
as it was in medieval Christian art in Europe" (Pal, 197^: 
33). However, there is no'evidence that all copper statues 
from Nepal were gilded or were meant to be gilded (cf. ch, 
III, p. 123, No. iv).

Parcel-gilding appears in Newar statury from at least 
the XVIIth century, sometimes for aesthetic purposes, some
times as an economy measure, leaving' the back of the image 
ungilded and painted red. This type of parcel-gilding became 
very common in Nepal in the XlXth and XXth centuries. The 
frontal part of the statue was entirely gilded, with the 
exception of the hair, and polished. Sometimes the main 
figure was gilded and its accessories left ungilded. 
Waldschmidt (1969: No. 39) and Werner (1972: 211, fig. 31) 
illustrate a XVIIIth-XIXth century Newar gilded image of 
§adaksari seated on an ungilded throne with an ungilded 
ornamental back and canopy. This statue and all its parts 
were cast in brass (cf. Werner, 1972: 18^-5, No. 173 a-c). 
Examples of mercury-gilded brass from an early period are 
less common, because brass started being widely used in Newar 
statuary only from the XVIIIth century, perhaps with the 
greater availability of zinc imported from the East India 
Company (see ch. Ill, pp. 16.1-162 ). Since 1939 parcel-gilding 
for aesthetic purposes has occasionally been carried out on



statues meant for the Western and Tibetan markets: parcel- 

-gilding was common in eastern Tibetan and Sino-Tibetan brass 

statuary from at least the XVIIIth century onwards, and now 

Western collect.ors seem to appreciate it too* The jewellery 

and naked parts of a figure, with the exception of the hair, 

are gilded, and the garments, or parts of them, are left 

ungilded., or vice versa* That applies to both the front and 

back of the statue. Parcel-gilding in Tibetan and Newar 

repouss^ metalwork has also been used, in the last two centuries 

and is still very common, particularly in domestic: and ritual 

objects meant for Tibetan customers.

In November 1979, Mavis Bimson, of the British Museum 
Research Laboratory, was able to observe the fire-gilding 
process: on a copy of Jagat Man Sakya*s copper Dipankara 
(see ch. II, p. 94). The statue was parcel-gilded, its 
stand and part of the garment being left ungilded. Although 
this process is described briefly by Dagyab (1977, I: 49), 
it may be interesting to supplement his few lines with, a 
short, description drawn from the notes kindly supplied to 
me by Mavis Bimson and Andrew Oddy, of the British Museum 
Research Laboratory. The gilding took place, in Puspa Raj 
Sakya1s workshop, in an open room at the top of the house 
and was carried out by one gilder. The statuette, as it was 
received from the chaser, was immersed in a very dilute 
solution of nitric acid and then rinsed with water. Tradition
ally, the metal surface was prepared by cleaning it With 
ashes (cf. Jackson, 1976: 284). This served to remove surface 
films of oxide etc. which prevent mercury amalgamation with 
the copper surface. A small amount of mercury was ground with
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charcoal in an oval stone mortar and thoroughly mixed. The 
mixture was rubbed onto the copper surface with the help of 
a small piece of rag; and a slender metal rod, to reach its 
more inaccessible crevices. This process, hook about one hour. 
The surface was repeatedly rinsed in order to facilitate the 
process: of. amalgamation. Areas, where amalgamation had not 
ocurred were apparently rubbed with soya sauce before re
applying the mixture of mercury and charcoal. When this 
stage was completed, the casting; had a v.ery bright, silvery 
surface (cf. Jackson, 1976: 28k).

The amalgam of mercury and gold was prepared by grinding 
mercury and small pieces of gold foil in a mortar, and was 
kept under water in a small porcelain bowl. The proportions 
of mercury and gold used for gilding: Dipankara were 2 2 .5  

tolas* and 5 tolas respectively, giving- a proportion of 9 :2 . 
The gold amalgam was applied in a.similar way to the mercury- 
-charcoal mixture and levelled with a hog:'s hair brush**.
At this stage, the statuette had a dull white surface. It 
was then left to stand for about ten minutes. The appearance 
of a green tinge in the amalgam layer on the surface 
indicated areas where amalgamation was not complete. If this 
happens, soya sauce is again rubbed on before applying more 
gold amalgam to the surface. Finally, a blowlamp was used to 
evaporate the mercury. In the past, however, the mercury

* See above, pp. 20k-*5, n. 3.
** Dagyab (19?7» I: k9) refers the use of this brush to

the stage preceding1 the application of the amalgam: 
’'When the mercury has dried, the surface is rubbed down 
with pig's bristle.".
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would be driven off by heating' in a fire of, cow dung (cf. 
Majumdar, 1926r: 4^7) or some other "medium-heat fire" (cf. 
Dagyab, 1977, I: 49). The object would be "slowly heated 
gilded side up over coals to evaporate the mercury" (Jackson., 
1 9 7 2: 284).

After heating for a few minutes, the statuette was 
rubbed with cotton wool in order to improve the final appearance 
of the gilding. Heating then continued until the mercury was 
completely driven off, and the gilding' assumed a dull mustard 
yellow colour. This matt gold was next, burnished with an 
agate in order to produce a bright colour surface. The face, 
however, was not polished in this way and retained its matt 
appearance. Another burnisher, like a "smooth steel rod” 
(Jackson, 1976: 284)»may used to polish the image. In 
order to remove the marks of burnishing, the gilded casting' 
was immersed in water and the surface was brushed with a fine 
brass; polishing brush, using -a-H-SO&p-uut* to create a mild foam. 
Finally, to improve the colour of the gilding', the statuette 
was pickled in, the boiling extract of madder twigs**, which 
was deep red. in colour. This operation was rather long, and 
Bimson estimated that the whole of the fire-gilding process 
lasted three hours. If the object to be fire-gilded "is. large, 
as for example a large copper statue, the gilding is done in 
small pieces, which are assembled afterwards" (Jackson, 1976:
284).

In 1976', Tv G. Padley examined a few Tibetan and Himalayan 
images from the Department of Oriental Antiquities of the 
British Museum, His results, as reported by Oddy, are only 
provisional, as they are based on the qualitative analysis 
of the metals:

* Identified by the Jodrell Laboratory, Royal Botanic Gardens, 
as- the fruit of Sapindus sp. , and said' to be a well-known 
soap substitute for- washing clothes and bathing. Saplndus 
mukorossi Gaertn. is a handsome tree distributed in the Hi
malayan region of Nepal at 1200 m. (Suwal, 1970: 122).

** See Denwood (1978 repr.: 20-1): "Most Indian madder is said 
to be obtained from Rubia munjista (cordifolia) alleged to 
contain only the colouring’matter purpurin(....) There is a 
Himalayan species.R. sikkimensis. Madder is still produced 
in Sikkim, Bhutan .and/northeeast Nepal.11. Rubia cordifolia 
is distributed' in the Himalayan region of Nepal at 2400 m . 
and "the dye extracted from this plant is used for dyeing- 
wool." (Suwal.,. 1970: 110).
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Mercury-gilded copper 
Peg". No. 1 9 7 1.9“25 .1 .\raaudhara, Nepal. XIIth century.

Mercury-gilded copper alloys
Reg. No. 1967.7-13.1. Maitreya. Nepal. IXth-Xth century.
Reg;. No. 1928.3-13*1- Amitabha, Nepal. 17^0.

Mercury-gilded brass
Reg. No. 1963.6-1^.1. Avalokitesvara. Nepal. Xth-XIth century, 
Reg. No. 1953*7^20.1. Kuvera. Nepal. 1639*
Reg'. No. 1952.11-21.1. Manjusri. Nepal. 1819.

Mercury-gilded bronze
R. L. File No, 3k39 (examined in 197^)* Standing Buddha.
Nepal or Tibet. Vllth-XIIth century,

Padley and Oddy's report appears to confirm the suggestion, 
that mercury-gilding is not limited to copper statuary, but 
may also be used on brass. Newar artists are certainly 
aware of the difficulty of fire-gilding brass (see ch. Ill, 
p. 123, No. v), but it is likely that they were acquainted 
with the problbm from an early period. Tibetans probably 
learnt from them, as is suggested by a fire-gilded ^akyamuni 
dated" c.. 1500 ('Uhlig- ed., 1979: 180 and 183, No. 107).
The alloy of that image contains only 0.16% lead and 8,^0% 
zinc. The low percentage of these two elements in the brass 
alloy may be explained by their behaviour when heated during 
the fire-gilding process. Lead melts at 327.*f°C and zinc at 
A1 9.5<30 , and consequently both are lost from the surface of 
a leaded-brass alloy when it is strongly heated. If the
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heating is part of a fire-gilding process:, the lead and/or 
zinc react, with the gold to leave white spots on the surface. 
The Newar brass. Sadaksari analyzed by Werner (1972: l&t, No, 
173a) and containing only 0.1% Pb and 16% Zn must have been 
fire-gilded on a low heat, such as that produced by the 
combustion of cow dung. In both cases the artists were aware 
of the fact that leaded brass- cannot be used for fire-gilding 
purposes.

Cold gilding is mentioned by Padma-dkar-po as being used 
to gild the statues of kings during the period corresponding- 
to the VUIth century (Padma-dkar-po, 1973,. I: 301, 1 . 3).
Cold gilding may be done by the application of gold leaf, to 
the surface of the statue, either by burnishing it on, or 
by using an adhesive. It seems, however, that the most common 
technique used for cold gilding statues is in fact painting. 
Traditionally, gold paint is prepared by binding ready-made 
lentil-shaped drops of gold dust with glue. The exact method 
of preparation of those drops is still a guarded secret, known 
only to the Newars, and even in Tibet a few'Newar goldsmiths 
residing in Lhasa monopolized its business. The names of their 
establishments "were well known to the painters of Central 
Tibet, 51 (Jackson, 1976: 232), However, one way of making 
finely powdered gold is by cutting paper-thin gold sheets, 
into small ribbon-like strips, mixing them with bits of 
powdered stone and glass, and grinding them with a little 
water (Dagyab, 1977*1:^5 ) •

Cold gilding is particularly suitable for statues made
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of materials other then metal, ancfc: the-XIV" th century (cf . 
Snellgrove and. Richardson, 1968: 15^) clay (cf. Stein, 1962; 
2Ztf and pis, opp. 2^6) groups of. Srong-brtsan-sgam-po and his 
two wives preserved in the Potala and the Jo~khang* (cf. sis 
and Vanis: 133 and' 12*7-9;) are certainly gilded by that, 
technique. Gold paint, is still used by Tibetan and Newar 
artists to give the faces aid necks, of images meant for Tibetai 
shrines their characteristically dim golden colour. This 
practice is very common in Tibetan metal statuary, whether 
fire-gilded or not, and in}: the former case the gold paint is 
applied to the mercury-gilded surface of the face. A rare 
instance of a combination of cold and fire-gilding' on the 
body of the figure is represented by the Victoria and Albert 
Museum Tibeto-Newar Tara, mentioned above (pp. 217 and 220, n. 
2 ) where the lower section is fire-gilded and the upper one. 
entirely cold-gilded. Finally, I should mention the use of 
gold as an offering in statuary metals, as is revealed by 
Himalayan copper and brass images with a gold percentage 
higher than about 0.005% (cf. Werner, 1972: lif6-7, table 9*6, 
Nos. 167, 173 and 208). The 25 cm. brass statuette of 
Sadaksari studied by him and Waldschmidt ( see. above, pp. 219 
and 2 2 3) has a gold content of 0 .130%, although it, is not 
clear whether the result of the analysis may have; been biased 
by the circumstance that the main image is actually gilt. The 
back and stand of its throne have only 0.012% and 0.008% Au 
in the alloy. However, the detection of pieces of gold sheet 
beneath the surface of a few thang-kas examined in 
recent years by Robert Bruce-Gard’ner of the Courtauld 
Institute:, by means of an infra-red viewer, suggests that gold 
may have been similarly added to statuary metals for purely
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religious reasons. It is possible that this circumstance 

contributed to the creation of the myth of the "octo-alloy"

(see ch. Ill, pp. 109-110).
Ungilded copper images are finished with other substances. 

The tradition of waxing metal images is very ancient, in Tibet 
and may be owed either to aesthetic reasons or to the realization 
that it was a good method of preventing oxidization. From 
Padma-dkar-po (1973, I: 300, 1. 6 ), we know that fire-gilded 
images at the time of king Srong-brtsan-sgam-po were smeared 
with byo rtsi (for: "byo rtse " a  term translated by Tucci 
(1959: 185) as ’'resin or greasy material". Again, the statues 
made during the reign of Khri-srong-lde-brtsan "were smeared 
with byo rtse" (Padma-dkar-po, 1973, I: 301, 1. 2). Elsewhere, 
we learn that Chinese statues,made during the Ming- dynasty 
"were actually smeared with zho rtsi" (Padma-dkar-po, 1973, I: 
30k, 1. 5), literally "curds varnish", although Tucci (1959: 
1 86-7 ) translates the corresponding expression from his anony
mous manuscript as "red". Mustard seed oil and even shoe 
polish are often smeared on Newar copper images in order to

confer on them a patina, and not necessarily for the purpose of 

ant i quing; it;hem.

Antiquing
The antiquing of images in the Nepal Valley started in 

the nineteen-sixties as a result of the growing demand for 

Tibetan and Himalayan antiques in the Western art market., 

and it is now carried out by a handful of specialists in Patan 

and Kathmandu. The artificial ageing of works of art is forbidden 

in Nepal and this makes it very difficult for the researcher 

to get- in touch with professional forgers who, in any case, 

are not ready to disclose their trade secrets, some artists
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like Kalu Kuma and Bodhi Raj Sakya (see ch. II, pp. 88 and 
76), have tried to mark their images in order to avoid trouble 
with the Department of Archaeology of Nepal, which issues 
the export, permits and seals necessary to take all art works, 
whether old or new, out of the country legally: the export 
of items over one hundred years old is forbidden. However, 
that does not prevent some Newar and Western dealers from 
having a large number of the statues bought from artists 
artificially aged*. Various methods of antiquing have evolved 
duringr the .last- two decades. In the nineteen-sixties, dealers 
were generally happy with darkening brass imagels by heating 
them at a high temperature, thus obtaining a black patina on 
the metal surface. Labriffe-Aris (1973: 192) mentions heating 
over oil lamps, but I doubt that such a method was ever 
popular, for the soot would come off. the metal surface 
easily and stain the hands of any potential customer, thus 
defeating its purpose. I understand, however, that a similar 
method was used to antique'paintings. Occasionally oxidization, 
is induced by smearing the statue with acids and Labriffe- 
-Aris (1973: 192) maintains that some statues were snB ared 
with a mixture of lemon and salt and kept in a damp place 
surrounded by cloth for a period varying from six to twelve 
months. She also mentions another method, consisting-of 
besmearing the statue with liquid manure, ashes, salt, and 
cow dung and burying it in earth for a year, in order to 
obtain a verdigris surface. However, such relatively primitive 
methods of oxidization are now seldom used, perhaps because

* Cf. chapter II, pp. 75-6 and 87-8.



232

collectors have realized that ancient Tibetan and. Newar metal 
images are not excavated from archaeological sites, hut come 
from temples and shrines where they are reasonably well kept, 
and oxidization is minimal: “even if the gilding has worn 
off, usually the bronze acquires a dark patina, and the 
surface may betray signs of erosion, or else assumes a. velvety- 
-smooth texture and a copperi-red sheen. Since most Nepali 
bronzes appear to have been used continuously or were tucked 
away in. the attics of monasteries, they rarely attain the 
green patina that, is characteristic, of bronzes dug up from 
the ground - a fact well worth remembering by the aspiring 
collector11 (Pal, 1974: 32-3)* A verdigris or black surface 
on any Himalayan statue is almost certainly the result of 
forger3r. In some cases, forgeries are not made complete with 
all their parts in order to give the impression of loss due to 
age, and,, by comparison with current high standards of crafts- 
manship, their polishing and chasing is relatively crude.

During my stays in the Nepal Valley in the nineteen- 
-seventies, I made several cautious attempts to get in touch 
with professional forgers, but only managed to create sus
picion and fear among my informants. Although antiquing methods 
vary, they may be reduced to two basic, techniques: rubbing, and 
heating with a chemical agent. Subbing is carried out for days 
and days v/ith cloth which may be imbued with any kind of 
greasy material, including milk, and incense, to give a more 
convincing appearance of "genuineness". The heating of 
mercury-gilded, images smeared with sal ammoniac*

* Ammonium chloride (NH.C1). Nepal imported it from China from 
at least the XVIIIth century (Hamilton, 1819: 212).



Christie's "highly important Chamba bronze figure of Visnu 
as Chaturvyuha" dated to the "lOth/llth Century". Nepal. 
Cooper. ZVk in. (54.6 cm.).
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partially destroys the gilding, but gives the effect of mild 
corrosion which still now successfully dupes many buyers of 
Tibetan and Himalayan antiques. Finally, vermilion and other 
ritual substances may be smeared on the forehead or other 
sacred parts of the statue to add the final touch of "authen
ticity” to the image, as if it had just been snatched from 
the altar. The most sophisticated methods of antiquing are used 
for statues which sculptors are especially commissioned by 
Western dealers, on the understanding that no other images 
will be produced from the same "thasa". A model produced in 
one or two copies is obviously more expensive and I understand 
that the professional artificial ageing of a statue may 
cost up to 100 U.S.dollars, but the investment must be worth
while, for dealers are ready to pay the money.

A good example of how lack of knowledge and systematic 
study of the production and techniques of present-day Newar 
sculptors and chasers may dupe Western experts is provided by 
the "highly important Chamba bronze figure of Visnu as 
Ghaturvyuha” dated to the "lOth/llth Century" and sold at 83
Christie's on December 11, 1973, In my opinion, that statue is 
a badly chased copy of Nhuche Raj'Sakya's Vaikuntha studied 
in chapter II (pp. 82-5), The first striking similarity 
concerns the almost identical base, with three rectangular 
holes cut in it to house the pegs of the attendant figures.
Christie's Vaikuntha's stand is not chased. The second AO,kl,86
disturbing similarity is the size of the two statues, c.21^*'.
Their third common feature is the' material,' copper. Finally, 
proportions, posture, garments, ornaments and iconography 
are identical in both images. Of course, there are minor
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8^. Vaikuntha. Nepal. 1971 . Copper inlaid with silver.
21| in. (55 cm.). Aniko Collection.
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differences of workmanship, easily accounted for by the 
circumstance that the number and variety of "thasas" used to 
manufacture the same image allows for a certain freedom in 
the final appearance and: disposition of the ornaments, further
more, Christie's Vaikuntha is not inlaid, probably because 
the customer who commissioned it must, have decided not to 
go through the trouble and expense of producing' as fine an 
image as the Aniko Collection one. The chasing on Christie's 
Vaikuntha is differently and not very well executed, and that 
accounts for further dissimilarities between the two pieces.
The same statue given to two different chasers varies greatly 
in its final appearance, and we have seen (ch. XI, p. 99) to 
which extent a chaser may contribute to it. However, a few 
clues have helped Christie's experts to be more
suspicious of the age of their Vaikuntha: the ic.onographic 
oddity of a bull's head*replacing the traditional demon's head; 
the circumstance that only the face had traces of fire-gilding’; 
the presence of inset turquoise in a "Chamba" statue. Indeed, 
a note to the caption on page 69 of Christie's sale catalogue 
(December 11, 1973) suggests, not far off. the mark, that the 

"statue may have been ordered by a Nepalese donor in Nepal, 
faithfully copying the Hari Rai image". However, the caption 
itself unequivocally describes the image as a "Chamba bronze".

A bit of good sense should make Western collectors 
suspicious of black, verdigris or corroded metal images, for 
anyone .who is familiar with Tibetan statues ought to be aware 
of the generally good state of preservation of their surface, 
which in any case would not be stained by vermilion or other 
offerings, Tibetans have a less physical contact with their

* Buffalo head, according to Nhuche Raj Sakya (see ch. XI, p. 83).
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images than Newars do and seem to regard the direct application 
of offerings to their surface as not far short of sacrilege.
A good example of conflicting Tibetan and Newar attitudes 
towards Buddhist images kept in Tibetan monasteries of the 
Nepal Valley is provided by Kuber Singh Sakya’s 121 ^akyamuni io 
(see ch. XI, pp. 56-7) which had to be encased with, glass 
panels around 1975 in order to protect it from the offerings 
thrown at it by Newar religious devotees. Drier climatic con
ditions in Tibet* also, contribute to t;he better preservation of 
metal images there than in the Nepal Valley, where they are 
exposed to the intense dampness of the monsoon**. Thus, as a 
rule, Tibetan antiques are better preserved than forgers 
would have us believe. The problem of establishing whether 
Newar metal images are ancient or recently made is sometimes 
more difficult. Newar statues are quickly worn by frequent, 
worshipping and. the organic ritual substances deposited, on. 
them do not provide a clue to dating: by chemical or carbon-li+ 
analysis because their recent application is perfectly 
justified by the fact that the same images have been constantly 
worshipped to this day. Furthermore,, it is doubtful that 
antiqued gilded images will retain sufficient, traces of ammonium: 
chloride on their surface to be detected by chemical analysis.
It Is likely that the growing demand for Himalayan antiques 
will lead to the perfection of artificial ageing methods, 
particularly as far as Newar statuary is concerned, and

* The total fall of rain and snow over most of Tibet is less 
than 10n per year,

** From July to September the Valley receives most of its 
annual rainfall, of 50" to 55M -
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especially where those methods- are encouraged and supervised, 
when not practised, by Western dealers.

Conclusions'
Leaving, aside the problem and methods of forgery, it 

appears that very few technological innovations have occurred 
in the statuary techniques used by XXth century Himalayan 
sculptors. They still manufacture their own modelling tools 
and model clay and wax. in a traditional manner. Their invest
ment techniques may ^hd ̂  jUMKllW ift the use of various grades 
of clay as mentioned in Indian, texts such as king Bhulo- 
kamaila Some^vara's Manasollasa, a manual composed in the Deccan 
in 1131 (Saraswati, 1936: 1 ). Thatjiadiculdntext also specifies
that the ratio of brass and copper to wax should be 10:1 or, 
according to a variant reading, 3:1 (Sarasv/ati, 1936: 1A3).
Apart from the use of coal, the only improvement made in 
firing- the mould and melting the metal is the use of electric; 
fans and blowers^ instead of bellows^by some sculptors. No 
innovation has been brought about to solve the seemingly 
more difficult problem in casting^ namely the measurement of 
the temperature of the clay mould before pouring the molten 
metal into it. Artists obviously feel confident enough to 
trust their own experience rather than thermometers.

The separate casting- of parts of the same statue is not 
a novelty, as is shown by the above -mentioned instance of 
the Sultanganj Buddha (see; above ABffjllll, PP. 116-7). 
Occasionally medium size statues, whether hollow or solid, 
may be cast in one piece (cf. Alsop and Charlton, 1973: 38).
A few minor changes have occurred in the fitting- techniques:
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pegs tend to be bigger than in the past and can no longer 
be bent,as they used to be. This is understandable in the 
case of medium and large size statues, but, nowadays, eien 
statuettes are assembled with thick pegs and have to be 
lifted from the bottom, for the stand cannot be secured to 
them. However, examples of. unsecured stands in ancient 
statuettes are very frequent, too..

Brazing and silver soldering' are nowadays used to repair 
minor mis-castings and both techniques appear to have been 
recently introduced, in Newar statuary. However, chasing-, 
inlaying and gilding* are still carried out with the traditional 
techniques and it may thus be safely concluded that. Himalayan 
sculpture in the nineteen-seventies thrives on a technology 
which is centuries old.

* See above, pp. 22if-g.
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Chapter V 

THE SOURCES

Iconography
The Newar pantheon is so complex and sometimes puzzling 

that no. iconographist has so far endeavoured to treat it 
in a systematic way. The number of local variations on the 
same iconic type is so great as to justify, for example, the 
publication of monographs such as the one by Pal devoted 
exclusively to the Vaisnava iconology of Nepal. Hinduism 
and Buddhism have co-existed and overlapped in a process 
lasting for centuries, and their icons can be seen side by 
side everywhere in the Nepal Valley. Buddhism shares many of 
the Brahmanical divinities, to which it has assigned secondary 
roles, in India, Nepal and Tibet, The inclusion of deities 
which have traditionally come to be regarded as Brahmanical 
in the Buddhist pantheon was part of a.larger historical 
process in which Buddhism incorporated Brahmanical ideas and 
practices. If we accept that "there is nothing that need 
appear from the point of view of later Buddhist tradition 
as an heretical intrusion" and that "the Buddhist tradition. 
(...) was sufficiently strong to absorb and transform these 
new notions, enriching itself in the process" (Snellgrove, 
1959: 211), we should regard the consequent growth and. 
changes in iconography as part of a vital process, rather 
thana. unorthodox, or decadent. It may be useful to remember 
that whereas Christianity maintained, fairly effective control 
over its iconographic developments during most of its history,
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often the only check in Buddhist iconography was the living 
tradition itself. Indeed, "Buddhism was clearly incorporating 
all the time notions which the very earliest ^ravakas might 
have considered unnecessary, if not. altogether erroneous" 
(Snellgrove1939: 211). Hinduism drew very little from 
Buddhism, although Buddha was accepted into the Hindu pantheon 
as a form of Visnu (cf. Levi, 1905* I: 31? and 37^).

A few good instances of changes in the development of 
the Buddhist pantheon in India are provided by Snellgrove's 
study of the evolution of a fivefold scheme of buddhas and. 
bodhisattvas as "the deliberate expression" of a "centripetal 
conception of existence" (Snellgrove, 1957: 6*t ff.), from 
the "original three-fold pattern" (Snellgrove, 1957: 65) of 
early Buddhism. Sets of. buddhas and bodhisattvas were created, 
to fit new philosophical notions and, for example, "the names 
of the sixteen buddhas^ of the Lotus of the Good Lav; have the. 
appearance of being- pure invention (...) They serve no other 
purpose beyond the perfunctory supplying: of the requisite 
number of names" (Snellgrove, 1957: 59)* Some of the 
divinities mentioned in religious texts never found iconic 
expression.

The nuifrber and fortunes of Buddhist and Hindu traditions 
and schools, and the sheer bulk of Religious literature and 
local folklore open up the possibility of accretion, deliberate 
change and even misinterpretation of the iconographic details 
of certain divinities. The Newars, for examgple, interpreted 
Ganesa's attribute of a broken tusk as a white radish (Gordon, 
1 9 3 7: 18) &nd their interpretation, became tradition.
After Buddhism in Nepal was cut off from its Indian sources
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following the Muslim conquest, iconographic alterations 
occurred owing to the introduction of local lore, to the 
pressure of Hinduism, which enjoyed the social prestige 
deriving from the Mallas1 royal patronage, and even to the 
misunderstanding of iconographic references in religious 
texts. In the Nepal Valley some gods, like Brahma, virtually 
fell into oblivion, while others, like Indra, were given a 
more prominent role. Others, like Visnu, acquired a variety 
of. new forms. Local minor gods, such as those freeing from 
specific diseases or aches, were introduced. Saints, like 
‘k*10 yogiu Matsyendranath. were deified, and temples erected 
to them. In Tibet, new sets of divinities, like the sthaviras, 
were introduced probably from China, and others like Kalacakra, 
from India. The yogin Padmasambhava was deified and given the 
rank of a Buddha and, since then, a number of holy men have 
found a place in Tibetan iconography.

Although it is unlikely that new divinities will enter the 
Tibetan pantheon from the composition of new religious works, 
new icons, portraying holy men and teachers will continue to 
be included into it for as long as the Buddhist doctrine is 
taught. The historical process which caused, a number of 
saints to become part of the everyday Tibetan pantheon through 
a millenium of history has not been stopped yet. Thus we 
find not only Padmasambhava, but also Ati^a, Tilopa and his 
lineage, Tsong-kha-pa and his disciples, Dalai Lamas, Panchen 
Lamas until the XVIIIth century and afterwards in the ’’Three 
Hundred Icons of Tibet", a Tibetan pantheon composed during
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that., period (c£. Olschak, 1973: 113 ££.)*. We even find the 
author of its preface, Rol-pa'i-rdo-rje (1717-1778) included 
in the first set of xylographs. Tibetan iconographers seem to 
have a more elastic, notion of what iconographic works' should 
be than their Western counterparts-do. Attributes, colours, 
number of heads, arms and legs are not always positive clues 
to.the identification of icons: in an ever-proliferating 
pantheon, such as the Tibetan one, Iconographic identification 
should take into account the religious texts whence particular 
divinities Issue-**, the particular schools of Buddhist thought 
by which they are cherished most, the order or lineage to 
which they belong', and, when available, their inscriptions, 
besides other information gathered from iconographic sources.
It should also take into consideration the circumstance that 
different schools of Tibetan Buddhism may assign a different' 
rank to the same divinity.

Tibetan iconographies appear to differ from Western 
iconographies of the Tibetan pantheon in that, they may limit 
themselves to listing'icons and names of Buddhist saints and 
divinities, whereas the latter include written information on 
the attributes, gestures, postures, colours, and vehicles of 
each divinity, but tend to leave out the lineages of teachers of

* This pantheon was selected by the Grand Lama of Peking;, the 
ICang-skya Hu-thug-tu, who was considered to be an incarnation 
of Rol-pa’i-rdo-rje (Waddell, 1971 repr.: 2t3-4), during' the 
reign of the emperor: Chdien Lung (1736-1795)* It was first 
painted on three thang-kas of one hundred, icons each and 
then a xylographic version "to serve as an iconographic: 
manual (...) was made in 1800" (Burrows, 1970, n. 1-3)*

** If that were the case, the Western neologism "dhyani"
Buddha would have long been abandoned. The term does not 
appear in any Buddhist text (of. Snellgrove, 1957: 103).
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the various orders* The struggle of Western iconographers 
to tackle the enormous task of: ordering; the. Tibetan pantheon 
is similar to that of anyone facing the task of compiling a 
dictionary. A number of icons have to be left out. The 
iconographic types which suffer most from this kind of. 
exclusion are the portraits of teachers and saints. By not 
recording' them, 'Western iconographers come to present their 
material as a sequence of stereotypes, lose all historical 
perspective, and may give, the impression of having said the) 
final word on the identification of icons. Yet, we cannot 
become acquainted with Himalayan and Tibetan art by identifying 
its iconic types on the basis of iconographies any more than 
we may learn to speak a language by looking at words in a 
dictionary. The legendary material surrounding, a divinity 
may expand through the centuries and its iconic type will 
be altered accordingly. The process is very slow indeed, but 
an understanding of it may help us to realize that northern 
Buddhist pantheons as systematized by Western iconographers 
are only the provisional picture of a process' of slow, 
continuous and inevitable transformation. This notion is 
particularly important for the study of XXth century Tibetan 
and, Himalayan art, which continues1 to evolve in a process 
which has not yet known any interruption.

Iconography plays an important role in our scholarly 
attempts to identify icons. How important is its study to 
the artists who make those; icons? According to Krishna5n 
(1976: 29), followed by by Bhattacharyal X1979: 1 67) 1 HeWar 
artiste -Hclaims that?: they usb- an ^ncie&t ^tonbgra$hM5e
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text in Newar± known as Yo Dekgo Sapuo as guidance tor their 
work.”* However, on the occasions of several interviews with 
the leading Newar sculptors in Patan, I never heard mention of 
that text. My insistent questions of where the sculptors 
obtained their iconographic reference almost offended some 
artists. To understand why, 1 had just to look around myself: 
iconographic models are provided at every street corner aid 
in all squares, fountains, monasteries and temples in the 
Nepal Valley, which has been declared by UNESCO as having ”one 
of the highest monument densities in the world” (Morrow 
Lockwood, 1979: 16), No wonder that, after mentioning the 
Yo Dekgo Lapuo, Krishnan (1976: 2 9) admits that Newar artists 
’’actually (...) carry on their work on the basis of their 
practical experience,”. When asking major Newar sculptors 
for their iconographic sources, I sometimes noticed that my 
questions appeared very odd and sometimes even indelicate to 
them. They obviously did not understand my approach, which 
derives from a Western scholarly academic, attitude, seriously 
concerned with the artists ’ respect for tradition and trusting 
written information more than oral information. However, if 
we were to be consistent and extend the same approach to 
Western religious art, could we really say that Ghiberti’s 
iconographic sources are of great interest, or importance in 
view of appreciating the artistic value of the ’’Gate of 
Paradise”?. The artist’s knowledge of such sources is taken 
for granted. In a similar way, Newar sculptors know their 
iconographic sources because they are part of their historical 
and cultural heritage. The artists are physically surrounded 
by religious icons. They were born among them, they grew up
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with them, they worship them, and their details do not 
escape their attentive eyes*. This situation has existed for 
centuries in Nepal and, for all practical purposes, very 
little iconographic literature existed apart from the icono
graphic references mentioned in religious texts. Artists did 
not draw pantheons, hut preferred to sketch, for example, 
icons or motifs which may serve their purposes or happen to 
strike their imagination as being unusual or interesting.
The early XVth century sketchbook studied by Lowry (see ch.
I, p. 7) well illustrates the latter fact.. A XlXth century 
sketchbook used by the XXth century painter Vishnu Bahadur 
Citrakar of Bhaktapur (Macdonald and. Stahl, 1979: 1*1-3) shows 
that the tradition of using memory-aids has persisted through 
the centuries. That such is still the- case is shown by the 
sketches owned by Man Jyoti Sakya (cf. ch. II, pp. 70-1 and 
Alsop and Charlton, 1973: 31 and 50). During his working life, 
Man Jyoti occasionally used sketchbooks for iconographic 
reference, some of which he lent to other artists and were 
never returned. In order to give an idea of the kind of 
iconographic sources used by Newar sculptors in the XXth century

* After comparing an early XVIth century wooden Hayagriva 
with a Newar pata dated 1531 (on Newar chronology, see ch.
11» P* 57, n. 2)y Pott (1971-2: 65) concludes that "the 
figures of the more important deities and their parivara as 
depicted in older thangkkas, were meant to illustrate” famous 
sculptures or bronzes existing in the more important temples 
or religious centres, and not as more or less abstract forms 
to be conceived according to iconographical descriptions, 
however important those instructions may have been for 
religious purposes and practices. This conclusion is the 
more important as it teaches us that whenever we encounter 
representations on the thangkas from Nepal and Tibet of very 
important figures from the Buddhist pantheon, we may be sure 
that they were meant to depict concrete sculptures, venerated 
by devotees, and not reproductions from miniature illustrat
ions in manuscripts, known only to specialists in iconography.11



it may toe interesting to list all those which were shown to 
me during and after my interviews with Man Jyoti Sakya in 
1977 and 1978:

i) A Tibetan xylograph portraying a siddha holding,, a kapala 
surmounted toy an amrta kala^a in his left hand. Another 
Tibetan xylograph portraying a siddha.

ii) A Tibetan xylograph representing Jambhala sitting on a 
lion.

iii) Two paintings of Hindu deities, one being- Ganeda, painted 
toy a Newar Citrakara. The Citrakara caste includes painters
of all kinds and decorators. Not all Newar painters are 
Citrakara (cf. ch. P* 5̂)*

iv) Twenty numbered sketches, seventeen toeing toodhisattvas 
and. three dharmapalas , drawn toy an unknown artist.

v) A Newar sketchbook drawn toy a Citrakara in September to 
October, 19^2. The colophon reads: ''Brawn on a Sunday, in the 
month of Aswin 1999* (and) belonging-to Bikhu** Mana". Ten 
of its twenty pages are illustrated toy drawings, including: 
the oifl mapi padme hum monogram (p. 1); the.eight dravyas, the 
so-called "auspicious" or "lucky" symbols of Buddhism (p. 2); 
the left side decoration of a religious box, including two 
lions, one dragon holding- a pearl, one phoenix, one conch- 
-shell, one kala^a, all resting on an intricate floral pattern 
(p* 5); Chinese trigrams, pus takas, scares, a stylized cloud,

* Vikrama year. See ch. II, p. 57, n. 1.
** For: "Bikhum".



8?, Ink drawing on transparent paper used by Santa Kumar Sakya 
to model his Vaisravana. Actual size.



and two crossed dagger sheaths (p. 6); the wheel of the 
doctrine (p. 8); the six jewels (p. 11); a bodhisattva (p.
1 3); a siddha. (p. 1 5); an elephant carrying the six ratnas 
on its back, with a mirror on. its head (p. 17); a horse 
surmounted by the dharmacakra (p. 18).

v-i) A sketchbook of eighty pages, eight of which contain ink 
drawings of deities brushed by a Sherpa artist from Shar-Khurahu 
(see: ch. IX,. pp. 70-1) who spent two months at Man Jyoti's 
house, in Patan. The drawings include: Aksobhya, drawn within 
a canonical iconometric frame; Vairocana; Amoghasiddhi (?), 
holding a kalasa in his left hand; again Aksobhya; Katna- 
sambhava; again Vairocana; Amoghasiddhi; Amitayus; Sadaksari; 
Green Tara, drawn within a canonical iconometric frame; 
Jambhala, drawn within a canonical iconometric frame; a four- 
-headed ^amvara; Vajravarahi; an eleven-headed Avalokitesvara, 
drawn within a canonical iconometric frame; Padmasambhava, 
drawn within a canonical iconometric frame; and two different 
aspects of Usnisavijaya. Thirteen more pages drawn by the 
same artist illustrate mostly lakgapas and mudras. The sketch
book contains eight more drawings by an inexperienced hand, 
perhaps that, of a beginner.

vii) A very large (713" x V )  drawing of. an eleven-headed 
Avalokitesvara, brushed by the Sherpa painter mentioned above.

viii) A Tibetan sketchbook made of twenty-two cotton cloth 
pages measuring" 8n x 81*, with thirteen drawings of various 
deities, including: three Samvaras, ^akinis, Yamantaka, 
Vaisravana, Buddha, etc. Two pages are written in Lantsa 
letters, The icons are very finely brushed with ink and their
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88, Ink drawing on transparent paper used hy Santa Kumar Sakya 
to model his Simhavaktra <$akini. Actual size.
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canonical iconometric patterns dravm in pencil are almost 
defaced.

None of Man Jyoti's sources may be regarded as a pantheon. 
The sculptor may have used them occasionally as memory aids, 
and other artists had access to them. The sketchbook copied 
by Jagat Man Sakya (see ch. II, p. 93) was probably the 
Tibetan one mentioned under No. viii. The circumstance that 
some of Man Jyoti’s sketchbooks were borrowedvby other artists 
and never returned shows that Newar sculptors do not only 
work by memory, but also appreciate iconographic references. 
Sometimes they use religious texts instead of drawings, as 
Bodhi Raj Sakya did on a couple of occasions (see ch. II, 
p. 77 )* We can thus conclude that Newar sculptors use the
following iconographic sources: their surroundings, pictures, 
and books. It may be useful to note that sketchbooks may 
receive the special veneration accorded by Buddhists to 
religious texts as symbols of Speech within the frame of the 
trikaya. Man Jyoti, for example, jealously keeps his Tibetan 
sketchbook in his private shrine (agama) and it is possible 
that it played a religious function even more than an icono
graphic role in Man Jyoti's artistic career.

The above threefold division of Newar artists’ sources 
has been given in order of importance and should be qualified 
by the statement that Newar sculptors seldom use them. In 
case of doubt they can always resort., to local learned men, 
asSiddhi Raj Sakya did-when. he was commissioned an order by 
the royal family of Nepal (see ch. II, p.. 7k)* Often the 
patron or dealer commissionxdng- the statue also provides the



' 89. Yamantaka. Nepal. 1974. Fire-gilded copper. 9 in.
(23 cm.). Collection S. Lo Bue.



sculptor with the necessary iconographic reference, as was the 
case with Santa Kumar Salcya when he had. to model icons of 
Kai^ravana and Simhavaktra d.akinl (see ch, II, p. 96). This 
has often been a sta,ndard procedure with more complicated or 
unusual deities (of. Montell, 1954s 154 and 140, No, 6 ).
Patrons tend to be more exacting than dealers with regard to 

the iconographic specifications of their orders, Kalu Kuma had. 

to remodel the arms of an icon of Ehairava for the temple of 

M  Kumari because he had fashioned a wrong mudra (see ch,

II, p, 92, n. l). In the case of complicated or rare deities, 
if the patron or dealer does not provide iconographic sources, 
mistakes may creep in, sometimes at the chasing sta.ge, which 
is not carried out by the sculptor himself. The backs of div
inities are more likely to be misunderstood, mainly because 
their details seldom appear in iconographic drawings, and statues 
or texts illustrating them may not be available. A 9” gilded 
copper statue of Yamantaka, made in 1974 by the Newar sculptor 
Dambar Sakya (b.c. 1940-1), was incompetently chased by Kern Raj 
Sakya (b® c® 193’2™3), w -̂°" interpreted the head of the elephant 
skin* worn on the back of the yi-dam as a floral motif. There 
are precedents to this type of misinterpretation, as has been 
shown by the example* of Gaxjesa mentioned .above (p. 239)* Ass, 
Sakya Pandit (b. 1938), the only artist met who had attended a 
regular art school in Kathmandu, omitted to model the two lotus 
flowers usually held by Green f ea for a 3" icon of that deity

* * ' 8i"which he made’ in 1973 ® The 'reason for that omission was■ pro- * 
bably the difficulty of successfully casting the

SE' q * nThe st^uette x-jas cast and chased in the summer of 1978 by
Manga1 Narsingh Sakya (see ch. II, p. 100), who used an
alloy made from copper, sine and tin,



90. Tara. Nepal. 1973. Copper alloy. 3 in. (7.5 cm.). Collection 
of the author.
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details of such a small image, and it is true that- some 
lakgauas may he cast or embossed separately and fitted to the 
image after casting. Major sculptors are usually very attentive 
to all iconographic details, and iconographic mistakes are the 
exception. In any case, iconographic oddities are net rare in 
Newar art and Tibetan provincial art even previous to the XXth 
century. One instance is provided by the Kurukulla illustrated 
by-Beguin*' (ed«, 19775 129 and 138, No, 113 ) and Trungpa (19755 
108-9? Ncr, 4l)® Iconographic as well as iconometric imperfect- 
ions and errors often creep into provincial- Tibetan and Newar 
art. It seems that iconographic and iconometric inaccuracy 
largely reflects the standards of scholarship in the various 
areas and periods taken into consideration. Perhaps because 
Hindu and Buddhist scholarship have been in constant. .decline' 
in the Nepo.l Valley over a period of centuries, Newar art 
appears to be more liable to iconographic oddities or unique 
iconographic types, owing partly to erroneous interpretations 
and partly to la.o:al developments (see, for example, ch. II, p* 
68, n. 1 and p. 8 4)* A.study of the'.iconography of the' astral 
divinities in Nepal shows Ivow many acute dissimilarities exist 
with regard to the descriptions of their attributes and vehicles 
in the various texts concerned with them (see Pal and Bliatta- 
charyya, 1969s 34-9)*. Other differences arise from the 00- 
-existence of a scholarly (conventional) and popular (unconven
tional) type of religion within the same cultxiral compound.

From-the beginning of the XXth century, photography has 

provided Newar sculptors with a new iconographic medium. It is 
difficult to put a date to the first use of photographic sou.rces

in Newar statuary, but it is likely that the iconographic model 
for the neo-classie-looking lions made for the
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second court3rard of the Rudra Varna Mahabihar in the nineteen- 
-thirties (see ch. II, p. 58) was a photograph. Pancha 
Jyoti's "Arjamber Purus” and ^uddhodana (ibid., pp. 58-9 and 15,16
63-4) were probably drawn from portrait photographs provided 
by the Ranas during that same period. The statue of: Suddhodana,, 
leaning with his right elbow on a column supporting a pot 
of flowers, holding an open book in his right hand and the. 
top of his sword's hilt with the left hand, seems to point to 
the use of a Victorian portrait* as an iconographic source.
Portrait photography and painting was known to the 'Ranas and 
their circles in the XlXth century as is' illustrated, for 
example, by a few pictures in L^vi (1905, II: 141, 321, 333 
and 349). The same occurred in Tibet (cf. McGovern, 1932: 
opp. 2 9 0). With the diffusion of printing material in Nepal, 
other, kinds of photographic reproduction have become available 
to Newar sculptors. They are the pictures of icons individually 
printed, by museums, such as the one used by Kalu Kuma to 
model his 2* Vajrabhairava (see ch. II, p. 91), &s well as 72
illustrations published in Western art magazines, catalogues 
and books. Dealers and patrons tend to provide sculptors 
with photographic prints and reproductions for iconographic 
purposes^ and Man Jyoti himself often worked from photographs 
(Alsop and Charlton, 1973: 31)* The use of photographs for 
iconographic reference must not- be regarded as a challenge

* I thank Mr. Rawson for drawing my attention to this
suggestion. Portrait photography had become very popular 
in the West, by the 1860s and quickly spread to British 
India (cf. Worswick and Embree, 1976: passim). The Ranas 
first visited England in 1850-1.
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to tradition, but as a useful innovation which adds to, 
rather than diminishes, the artists1 iconographic repertoire. 
It is merely the extension of. the use of pictures, one of 
the three traditional categories of iconographic sources 
used by Newar sculptors, and the use of printing in the 
form of xylographs for iconographic purposes in Tibet and. 
Nepal had already established a precedent from at least the 
xyillth century onwards.
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Iconometry
The history of iconometry is also a history of style 

and, although iconometric; systems arise; from a need: of 
standardization', and: of preservation, of' tradition, "it would 
be a mistake to assume that, theories of proportions per. 
se; are constantly one and the same" (Panofski, 1970: 82),
The role played: by their ,theoreticians appears to find a 
counterpart in that of: grammarians. The latter dissect, 
languages' and fix* them in artificial logical systems, ex
cluding what- may disturb their creations or including; it 
as "exception" when they cannot, avoid, its recognition, and 
tend to record, in a rather discriminating: way the language 
of the educated classes:, leaving: out a great deal of. the 
live material of sounds and, signs produced: by a vast majority 
of uneducated: people whose primary concern is communication 
rather than the subtleties of grammatical rules and distinc
tions:, Examples of this* kind of attitude exist in Tibetan 
iconometric literature and. the XVIIIth century scholar 
A-kya Blo-bzang-bstan-paTi~rgyal-mtshah*, for example, 
"unambiguously declares- the purpose of his work to be co
operation in interdicting: all incorrect, methods and: establish
ing-uniform rules of iconography" (Gerasimova, 1978: i+2). 
However, Indian iconometry reached Tibet after centuries of 
development in India, and’ underwent further changes under the 
influence- of Tibetan artists, Ruelius (197^: Introduction) 
notes that, when fie sets of measurement. -.data provided by

* Born about 1708 in Tsong-kha, He was the first Peking A-kya 
(Elmer, 1980: 98).
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Indian iconometric texts are distinguished from each other, 
one observes the product of historical accident within 
tradition, and of literary requirements. Peterson (in Aris

iconometry are more variable than previously thought.". It: 
is likely that amongst the factors which contributed to 
further iconometric changes practical considerations by the 
artists often played an important role. According to tradition, 
for example, live models were used in the making of early 
Btiddhist divinities in Tibet (cf. Karmay, 197.5* 4-5) ** The 
proportions of the Buddha figure were modified by the 
Tibetans, x\rho departed from its measure of 120 angulas 
as laid doxtfn in a canonical text, the Pratimamanalak;ga$a, in 
favouxr of a new measure of 125 angulas. which in turn became 
canonical in Tibetan iconometry from the XVth century, when 
the great Tibetan painter sMan-thang-pa, "closing an experience 
x-jhich had lasted for centuries, both in India, and in Tibet, 
classes images, and according as they belong to one type 
or another, he fixes different iconometric canons." (Tucci,
1949: 297). A series of diagonals was also introdxiced into 
the scheme (Ruelius, 1974® section 2.5.). In the XVlIIth

35 Karmay (1975 J 5) points out that "adaptation to indigenous 
physiognomy and physiology in Buddhist art is apparent 
throughout Asia. Whether this transformation x*jas conscious 

and abrupt, or unconscious and gradual is a question that 
lArould be interesting to investigate. The former would 
seem to contradict the injunction to absolute integrity 
in the transmission of the teachings of one’s master, a 
condition xdaich applies all the way through from meditation 
to painting in the Tibetan tradition up to the 20th century. 
This accounts for the extreme conservatism as well as the 
survival of the entire range of Buddhist teachings in Tibet 
and may have caused the later suppression o.f the idea of a 
Tibetan, therefore heretic, style.".

I98O: 2:43) argues that "Tibet’s canons of



254
century, Klong-rdol (cf. ch. Ill, p. 133). condensed and 
simplified that system T̂ucci,- 1949s 299). The "progressive 
reduction of the proportions" in Tibetan art, however, lessened 
the suppleness and levity conferred upon it by more ancient 
canons (Tucci, 1949s 299). In Nepal, too, iconometry under
went further developments and Ruelius (l974ssection 2,1*3.) 
mentions two tantric works, the Erahmay amal at ant r a, and the 
Pingalamata, to that effect, though he does not explain the 
nature of the developments posited by him. Manuscripts of 
those two texts, dated respectively N.S* 17!2 (lQ51 A.D.) and 
2'9'4 (1173 A.D.) were, discovered by Bagchi (1935s 90) I*1 3929 
in the Nepal Valley. Txvo extensive chapters contained therein 
give very detailed iconometric information on the making of 
Brahmanical images. The standard of measurement used by the vr 
two texts "varies from that of the south Indian texts (•*,) 
but it agrees with those of the north Indian texts" (Bagchi, ‘ 
1935 s 9l)* may be suggested, hox̂ ever, that the confusion
between two different categories of divinities having 
different proportions in the Brahmayamala (Bhgcbi, 1935s 92) 
was reflected in the production of images in the Nepal Valley 
for centuries to come, allowing a certain amount of iconometric 
freedom to the artists. The extinction of Buddhism in India, 
and progressive xtfithering of Newar scholarship as it x̂ras cut off 
from its sou/bces further contributed to a relaxation of the 
iconometric and iconographic canons in the Nepal Valley.
Whatever has survived of the northern Indian tradition in that 
respect is now almost exclusively oral, and based on the obser
vation and study of ancient models by
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the artists.
That iconometry is not an immutable arithmetic systemj 

whatever the intentions of its theoreticians, is again 
suggested by the observation of the disparity of proportions 
within Tibetan and.HimaJayan statuary. If we were to carry 
out a statistical survey of the bodily measurements of a 
random selection of Tibetan or Newar statues by means of 
accurate and consistent standards, we would find that their 
proportions vary within the same class of divinities 
and that there are a number of exceptions to the iconometric 
rules as laid down by canonical treatises and drawings. We 
would come across larger shoulders, thicker necks, narrower 
faces, larger torsos and shorter legs than prescribed by 
canonical proportions, and realise, for example, that the 
length of the lips and eyes or their' distance from the nose 
do not always follow uniform ratios. The reason for such 
inconsistencies is threefold. In the first place, the in
terpretation of iconometric treatises does not always 
coincide with the intentions of authors of works whose date of 
composition goes back several centuries (cf. Ruelius, 1 9 7 4? 
Introduction). Secondly, iconometry is an ideal science, 
arising from men’s need to order the apparently chaotic 
space surrounding them on an anthropomorphic basis and fr.Qnr. 

their desire to preserve such order in the form of tradition.
Many of its specified dimensions have been arrived a.t purely 
mathematically, and throw little light upon the practice of the 
artists. Although its starting point is the measurement of the human



256;

"body, anatomic proportions vary from race to race and within 
. the same race- 'Their representation changes from culture to 
culture and, diachronically, xdLthin the same culture. As 
such, it should he understood as a set of rules more or less 
freely interpreted, hy the artist and expressing an "artistdiO’- 
intention?'1 (Panofski, 1970* S3), rather than the product of 
abstract mathematical formulations. This is particularly 
obvious in Mewar painting, which appears to have been concerned 
more with iconographio than with iconometric problems from at 
least the XVfth century to this day (of,, for example, the 
Newar sketchbooks illustrated by- Loxvry, 1977 s 103-1185 and
Macdonald and Stahl, 1979: 137)*

The third reason is purely technical, though not less 
important. Ruelius (1974s Introduction) notes that if x->je are to 
establish the measurements of its design from the finished work, 
xtfe must alloxtf the artist a certain freedom of execution and some-

« r.times also a, certain "carelessness of measurement" . '1 The three- 
-dimensional space does not allow the sculptor to be as accurate 
as the painter, who can draw his iconometric patterns on the two- 
-dimensional space of a canvas or paper1 and build his icon on a 
grid of visible lines. Tibetan and Himalayan sculptors use the 
same tx-jo-dimensional iconometry as painters, and have not pre
served or evolved a three dimensional iconometry for statuary 
purposes, as laid down by some Indian iconometric treatises, with 
frontal, rear, lateral and orthogonal schemes otff' proportions 
(cf. Ruelius, 1974s figs. 2,3,10 and ll). Tibetan sculptors

35“ r thank Philip Denwood.for drawing.my,attention, ±0 this, ana for making a translation of RueTius's Pn, D, thesis 7
available to me.



erecting very large clay images sometimes draw the fronted 
iconometry of their icons on the surface of the wall behind 
them (cf. Dagyab, 1977? H: 49? 61). The drawings always
depend entirely upon the painters' iconometry, as appears from 
an iconometric drawing of Vajrapani belonging to the Tibetan 
clay sculptor Ts.-hul~khrims~dvangs.-pa (see ch. II, pp. 102-3)* 
Given the mobility of their medium and. product, Newar lost-wax 
metal sculptors not only make use of iconometric drawings obtain
ed from painters, but also learn their proportions from the 
world of icons by which
proportions which are not less real when they are not formula
ted in mathematical terms. - We have seen (above, pp. 24|>-7/? Nos. 
vi and viii) how Man Jyoti Sakya owns at least five ink 
drawings of various icons brushed by Newar and Tibetan 
painters on their respective iconometric grids. However, 
canonical proportions, as much as other artistic information, 
are also transmitted orally from artist to artist in a process 
which is probably centuries old., This applies equally to the 
traditional Newar and Tibetan methods of learning, Pradhan 
(cf. ch. II, p.68, n. l) suggests that sections of the 
Indian vastusastras have been transmitted orally through the 
generations of Newar artists, although actual texts appear 
to be unknown to them. Discussing the anonymous *Jig-rten 
lugs-kyi bstan-bcos dpyad-don gsal-ba'i sgron-me,. a text on 
the Tibetan classification of various schools of statuary 
according to their style, Tucci (19595 180) suggests that 
its "author drew not only from books but also from the oral 
tradition handed down from father to son in some of the most



important artisan centers of Tibet.", Oral learning was an 
important feature of the cultural life of Tibet: "in the 
major dGe-lugs-pa establishments, especially the Three Great 
Monasteries around Lhasa and also in bKra-shis-Ihun-po 
(Tashilhunpo), the main em'phasis was on learning by rote 
to such an extent that writing and notetaking were discouraged 
when not actually forbidden. Learning to write and compose 
good Tibetan was regarded as the work of clerks and officials, 
and so positively harmful to the acquisition of true religious 
knowledge (...) Examinations were entirely oral (...) It is 
noteworthy that despite the existence of a well-established 
written language, such a tradition of oral scholarship,, 
clearly based on ancient Indian styles, should have continued 
right into the mid-twentieth century. But at the end of their 
long training some of these highly expert ’scholars' might be 
unable even to write their name properly, however well they 
might read" (Snellgrove and Richardson, 1967: 2 3 8). These 
circumstances should help us to understand that iconometric 
literature in Tibet and the Himalayas was relatively poor 
and suggests that Tibetan and Newar artists had to rely upon 
other sources for reference, although they may be acquainted 
with textsfon iconometry.

Tucci (1949: 2 9 1) explains that Tibetan iconometry is 
"the grammar of drawing", a science of mathematical proportions 
which cannot be dissociated, from its liturgical purpose.
It serves ritual sacred acts and has nothing; in common with 
the canons, of. Western classic antiquity. Respect for the 
canonical proportions of a statue is indeed an act of religious 
devotion dictated by traditional values as transmitted chiefly
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by ora], tradition rather than a complicated technical or 
scholarly pursuit. During his stay in Sri Lanka, Ruelius 
(1974: Introduction) was able to observe sculptors reciting 
an unspecified Sanskrit text without possessing any really 
sound knowledge of Sanskrit. Being aware that it is quite 
impossible for an Indologist to edit and understand a 
silpasastra without the help of native artists and a knowledge 
of their modus operand!, Ruelius attempted to become acquainted 
with their interpretation of. iconometry. He was concerned, 
not only with the transmission of two Sanskrit; texts on 
iconometry, the .^ariputra and the Alekhyalakgapa., but also 
with making them comprehensible by showing their potentiality 
for being given practical expression by the artists. Noticing 
that the sculptors reciting the unspecified Sanskrit text 
could interpret, it, although their interpretations did not 
always correspond precisely with the wording of that 
text, Ruelius assumes that the artists ’’evidently had learnt 
their texts with the commentaries” and concludes that their 
detailed understanding of the text is unnecessary. Ruelius's 
approach, however brilliant, is flawed by some limitations.
For example, he does not seem to be concerned with establishing 
whether the two texts translated by him are specifically 
known to, and, if so, to which extent and how they are put 
Into practice by present day Ceylonese sculptors. He does 
not provide evidence of the artists’ knowledge of the 
commentaries of the unspecified Sanskrit, text he heard being 
recited. He does not explain the paradoxical reversal of 
functions created by his own approach, whereby iconometric 
literature may be understood only through the observation of
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the present day application of iconometric rules Toy living 
artists, whereas the traditional function of iconometry is 
to help the artist in his task. Though acknowledging that 
the understanding of iconometry depends upon its practice 
and that the Indian silpas are generally corrupted and in a 
had state, he maintains that they are "still serviceable and 
fulfil their purpose". In short, Ruelius's observations prove 
their "potentiality1" of being given practical expression 
by the artist but do not tell us whether they are "physically" 
known to and actually used by them for practical purpose. Ruelius 
concludes that we are not dealing with systematic treatises 
of iconometry, but with handbooks to be memorised by the 
artists, which do not serve the purpose of teaching, but of 
marshalling together what has been learnt from a teacher and 
of committing it to memory in itemised form. Ruelius's 
explanation accounting for the recitation of iconometric rules 
in a little known language by artists who must apply them almost 
every day of their lives does not prove their practical function 
any more than the recitation of the alphabet before setting to 
write would. It may be suggested, rather, that such recitation 
has a purely religious significance, quite independent of the 
artiists' supposed need of itemization. On the other hand, Ruelius 
(1974s Introduction) suggests that Indian iconometry is not 
the Tirork of artists, but of scholars and literati, and 
accordingly distinguishes a "textual tradition" and an 
"artists' tradition" running side by side, so that their 
mutual correspondence is usually maintained, though he is



261

aware of the fact that such is by no means always the case. 
Ruelius's distinction? however? is fundamental because it raises 
the issue of the relationship between the theory of proportions? 
as seen by literati? and iconometry? as practised by sculptors. 
Provided that there is a relationship between textual tradition 
and the artists' tradition? hoi* do they relate to each other?
Are they the result of a binary fission of one iconometric 
tradition? or does one derive from the other? The first sugges
tion postulates an ideal moment in the history of art when artist 
and scholar were in close contact with each other or one and 
the same person. That was seldom the case? and the occupational 
stratification of the Indian caste system does not allow for 
much intercourse between those two classes. The second sugges- 
tion implies that either the artists derived their iconometry 
from the literati or the literati from the artists. However, 
the literati who compiled iconometric texts did not always have 
first-hand experience in the artistsv modus.operand!. Further
more? it is likely that the artists supposed to use those 
texts were not always able to read or even understand the 
language in which they were couched.
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Iconometric: texts seldom have a truly independent 
character. "Some of 'them are chapters, parts: of. larger texts: 
on. art, and their: iconometric: measurements may he adjusted 
by means of astrological numerology, as is the case with the 
Pratimavidhana, the sixty-fourth chapter in the Manasara 
(see ch. IT, p. 200). Most are compilations from different 
sources or extended adaptations from other works (Ruelius, 
197^: Introduction), Texts which may be regarded specifically 
and solely as artists:1 manuals or handbooks to be easily 
consulted by a sculptor are rare. It is significant: that one 
of the few Indian iconometric texts of independent, character 
written undoubtedly by an expert., the ^ariputra, „ shows, that 
its author must have had sketches in front of him, from 
which he measured off‘ very carefully before writing; his text 
(Ruelius:, 197^: Introduction). The suggestion is therefore 
permitted that the literatis tradition and the artists.* 
tradition evolved at an early stage from different approaches 
towards iconometry, sometimes religious, sometimes theoretical
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and sometimes practical* iL„det ailed discussion of the recip
rocal influences and exchanges deriving from their common 
religious cultural "background is not within the scope of 
this chapter. The fact that an expert in iconometry should 
start writing a text from sketches, however, suggests that 
drawings, probably based on oral tradition, could always provide 
a primary source of information on the subject, and that 
artists did not need to resort to the mediation of literati 
for their iconometric information, because they could always 
refer directly to the literati's own sources, drawings.
It should be noted that sculptors are practical people, 
with practical problems and practical tasks. Their role is 
the creation of images, not the interpretation of texts.
On the other hand, a literatus does not need to be 
concerned with the technicalities and real problems facing 
artistic creation, for his interests a,re primarily academic 
and his religious concerns are often expressed in symbolic 
terms. The Heva.jra Tantra, for example, lays down fantastic 
conditions to be fulfilled before painting the image of 
Hevajna'! "it should be painted with the five colours reposing 
in a human skull and with a, brush made from the hair of a



human corpse (...) in a lonely spot at noon on the fourteenth 
day of the dark fortnight, in a ferocious state of mind from 
the drinking of some wine, with the body naked and adorned 
with the bone accoutrements? one should eat the sacrament in 
its foul and impure form, etc." (Snellgrove, 1976 repr«, Is
114-5).

Even when works of iconometry are produced by artist 
scholars, as is the case with Padma-dkar-po's text "On the 
various propoi’tions for the various classes of Buddhist images" 
(Padma-dkar-po, 1973? Is 307-317)? they are tarred by the 
almost insuperable epistemological difficulty that they can 
be understood only by readers already familiar with the 
subject. This difficulty characterizes many Tibetan texts on 
arts and crafts. As is the case for all Tibetan literature, 
they are composed chiefly -for the purpose of accumulating 
religious merit and are sometimes concerned more with a 
display of esoteric knowledge to impress the audience of 
other scholars or the donors who may4 have commissioned them, 
than with problems of clarity of exposition characteristic 
of manuals and handbooks as medieval European artists may 
have conceived them. However systematic Tibetan writers may 
be in gathering and conveying information, their exposition 
is often extremely condensed and takes for granted a vast 
amount of knowledge on the part of the reader, defeating 
what may be regarded as its purpose by Western epistemological 
standards.

We may thus conclude that Himalayan sculptors derive their 
iconometric information from drawings and their oral tradition, 
and that they do not
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resort to texts as they may do when facing iconographic 
questions. There is ample evidence to suggest that, more often 
than not, suoh has always heen the case, particularly in view 
of the fact that in the past the level of literacy among 
Tihetan and Newar.artists was probably even lower than it is now. 
In relying almost exclusively on oral tradition, iconometric .. 
drawings and simple tools, XXth century Himalayan sculptors appear 
to share a common attitude towards iconometric texts, which may 
he traceable to their Indian forerunners.

Perhaps the question of the relationship between literati!s 
tradition and artists’ tradition may he better understood 
when considering that iconometry is not intended to be a 
complicated science requiring the use of literary sources 
by the artist. On the contrary, "the canon of proportions was 
so compiled that the iconographer required no numbered hand
book 5 it sufficed him to remember the general principle of 
relationship of the units of standard body measurement, in 
order to calculate, without special difficulty, the proportions 
of any portrayed figure of any magnitude" (Gerasimova, 197B:
44)* Tibetan sculptors not uncommonly adopted as an icono
metric unit the patron’s own finger (Tucci, 1967s 103) and it 
is likely that, like their Newar colleagues, they calibrated 
it by means of dividers *and rulers. In Sri Lanka, sculptors 
carry ô t̂ their iconometric measixrements with a system of 
plumblines.

* See fig. 70B, No. 2.
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Style
The above considerations may explain the virtual absence 

of iconographic and iconometric texts in Newari literature 
and the little ^̂ se that Tibetan iconometric literature has 
for Himalayan sculptors in general* They may also account for 
some of the evolution of Tibetan and Himalayan statuary 
styles through the centuries* Iconometry is not only a system 
of proportions! the ways and, means of its application and the 
significance invested in these by the artists are also 
included in it (Ruelius, 1974i Foreword).

Gerasimova (1978s 46) suggests that "the aspiration 
for maximum perfection and rigidity agreed with the philoso
phical mood of Buddhist art and to a great extent, contributed 
to its future necrosis", and notes that "in Tibet, Mongolia 
and the Buryat, we see on one hand, that over a period of many 
centuries all iconographies images were constructed according 
to a single principle while on the other, and just as 
characteristically, they show a distortion of the classic 
norm, an illiterate imitation of the canonical principles 
and even a complete misconception as to the purpose of imagery, 
along with a disintegration of form and content.". Gerasimova 
appears.to draw an impossible line between respect for 
traditional iconometric rules and "illiterate imitation" of 
canonical principles and, in accusing Tibetan artists of 
"complete misconception" of the purpose of imagery, she 
implies that at some stage they stopped being motivated by 
religious inspiration, which is the only standard against 
which the integrity of religious art may be measured. It is
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true that, for example, Klong-rdol's reduction of sMan-thang- 
-pa’s oanon to simplified proportions contributed to the 
stiffening of Tibetan painting. However, Tibetan statuary 
was freer from the compulsions of iconometry and did not undergo 
the same necrosis as painting. This limited freedom may be 
easily observed in Tibetan portrait statuary^ in which the 
genius of Tibetan artists finds its most original expression, 
although it should be added that this genre was also 
practised by Newar sculptors working in Nepal and Tibet (cf. ch.T, 
p.15)* Buryat iconographers ”say that there were no canonical 
rules for biographical icons’* (Gerasimova, 1978 s 47)• Some 
of these portraits appear to be very early, and Lowry (1973s 
34~7) attributes two inscribed brass images at the Victoria, 
and Albert Museum to the Xlllth century, although Beguin (1977s 
242 and 2 44, No. 238) suggests XVth-XVlIth century for one of 
them and regards that kind of portraiture as ’’generally 
relatively late” (ibid.: 243). This genre was not limited to 
any specific monastic order, or area,, or medium, as may be 
seen from a clay portrait of Rin-chen-bsang-po (cf. ch. fir, 
p. 126) in the White Temple at Tsaparang, in western Tibet 
(Govinda, 1979? 181), and it has lived to this day, as
is shown by a, XXth century clay image of Dam-chos-gyur-me d 
at Phiyang, in Ladakh (Snellgrove and Skoi>upski, 1978s 122,
No. 3ig$) . ,G:erasimova (1978s 48) claims that ”in the artistic 
thought of the tBuddhistl peoples, biographical themes created 
an: escape from the cul-de-sac of the conventional dogma .of 
the canon and prepared a professional basis for the develop
ment of secular art.” As is often the case, Gerasimova does 
not define or specify her thought any further and we are left
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with the doubt that she may regard Tibetan portraiture as a 
kind of link between the fundamentally religious art of 
traditional Tibetan culture aid the ideological art of socialist 
realism. It is possible that in Tibet no other options have 
been left after the Chinese occupation of 1959 but to follow 
the latter kind of art. However, Chinese literature on Tibet 
provides no evidence that socialism has promoted any kind of 
new artistic expression in Tibet, whereas it is clear that 
traditional religious art has thrived in the Himalayas to 
this day as. a result of popular faiths which play an essential 
role in the social structures of Himalayan cultures, rather 
than of the "illiterate imitation" of iconometric rules. 
Furthermore, examples of secular art have been produced by 
Tibetans for centuries in the form of a purely decorative 
genre of murals illustrating- animals and plants on walls of 
lay dwellings (cf'. Denwood, 1980: 9) and even stables (cf.
Cutting, 1974: fig*, opp.. p. 236)and 1946: 195). Some paintings 
have an anecdotal ot topographical character (cf.., for example, 
Monod-Bruhl, 1954: nLe Potala", Jisl: 32-6, Beguin, 1977:
5 8, No, 277, and Trungpa, 1975: 131, No. 32).

Gerasimova’$ suggestion of a possible development of a 
new secular art from religious portraiture does not apply 
to XXth century Newar sculpture either. Nepalese monumental 
statuary of the XXth century, as illustrated by images of 
Gorkha kings, Rana ministers and Gurkha unknown soldiers, is 
by no means rooted in traditional Newar religious sculpture.
In the only instance of that, genre examined here, Pancha and 
Man Jyoti Sakya’s "Arjamber Purus" (see ch. II, pp. 58 and 15
63-4)y.lay and religious themes overlap, but there is no sign
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Newar statuary. In the main, the old stylistic characteristics 
expressing ontological conceptions have survived, probably bee 
because the religious feeling and the culture nourishing them 
are still alive In the Himalayas. Newer sculptors do not appear 
to have been involved in the manufacture of images glorifying 
the Gorkha and Hana regimes. As was the case in the past, 
they continue to be concerned with religious subjects, and lay 
biographical or other themes are the exception rather than the 
rule. However, they have shoxm their ability to understand 
and adapt to Western styles alien to their traditional taste.
An example of partial assimilation of foreign motifs to a 
Buddhist subject is Pancha Jyoti Sakya's ^uddhodana (see ch. II, 
pp. 58-9)3 cast five years after "Arjamber Purus". The most 
recent and interesting development of Newar religious portrait- 
ure is provided by Bodhi and Siddhi Raj Sakya's Sri Sad Baba 
(see ch. II, pp. 76--7)» The scarcity of this genre in traditional 
Newar statuary does not allow for much specula,!ion, Bbdhi and 
Siddhi Raj l:s realistic portrait represents a stylistic change f 
from the Newar sculptors' traditional interpretation of the ana
tomy of the human body. Being an isolated example, however, it 
would be premature to suggest that it announces a change in the 
ontological conceptions of the artists , and is better interpreted

Like India, Nepal has produced a number of modern artists who 
are not involved in the manufacture of religious icons, and 
are more or less heavily Influenced by modern Western art 
(cf. Mainali, ed., 1975: passim). This work is only concerned 
with traditional religious sculpture.
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as. an.experiment or, perhaps, a token concession by the 
sculptors to their patron's specific instructions.

Answering; the above question in detail without yielding to 
speculation and generalisation is a rather difficult task, in 
the absence of a historically acceptable chronological frame
work upon which to follow the stylistic development of Tibetan 
and Hewar art. The instances of the Ratnasambhava at Stvayam- 
bunath ch. III, p. 124), of the "Tibetan" Hayagriva and
Prachanda Beer (ch. XI,. pp. 87-9) the "Chamba" Vi^nu 
(ch. IV, pp. 233-4 ), illustrate the uneasiness with ihiich art 
historians and experts, however serious and competent, da/fce 
Himalayan statuary. iL.boolc by Ulrich von Schroeder' , reporting 
the literature and conflicting dates for specific Indian,
Tibetan and Himalayan metal images by different art historians 
points to the suggestion that inconsistent views on chronology 
are the rule rather than the exception. Agreement does not even 
exist on-the dating of inscribed portraits (cf. above, p. 2 67). 
The furthest art historians have arrived so far In their attempt 
to break the subject has been the analysis of different schools 
and tendencies in Tibetan art. The method- used has consisted 
in working inwards from the outsider relying on the available 
data of the various cultures which Influenced Tibetan art through 
its history. B^guin's catalogue is an admirable effort in 
that direction, even if, in the end, we are left iwb.ndp.rl‘.ng 
about what may be positively definable as "Tibetan art",

Indo-Tibetan Bronzes, Hong Kong, Visual Dharma Publications
Ltd., in press.
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provided that Tibetan art needs a definition to justify its 
existence. Under circumstances which do not allow for a sound 
chronological framework, let alone a definition of Tibetan 
art,, an att.empt to analyze, for example, the stylistic 
evolution of Ladakhi sculpture during' the XXth century, would 
have to rely upon conjecture and speculation based on the 
relatively poor knowledge we possess of the history of art 
in western Tibet after the XIIIth century. Though we may 
assume that the forms used by present-day Ladakhi sculptors 
have evolved from; those of the past, we know next to nothing- 
of the chronology of the most important clay images to be 
found in western Tibetan monasteries. The same applies to 
western Tibetan metal statuary, and we, have seen (ch. I, p.
1 2 , n, 1 ) how there is no historical evidence of the provenance 
of the so-called "western Tibetan bronzes". The approach of 
Lowry, who shows an understandable reluctance to ascribe 
Tibetan metal Images to specific dates, a fact that proves 
his integrity and stems from his awareness that there are 
simply not enough firmly dated pieces to use as a framework 
of reference, seems preferable at the present, state of our 
knowledge. Until more of such items become available, we 
can hardly discuss. Tibetan art in terms of "stylistic evolution".

Is the picture any clearer when we turn to Newar metal 
statuary, where inscriptions with dates are more frequently 
found, than in Tibetan sculpture? It may be useful to report 
the opinions of qualified art historians on the subject. The 
origin of Newar sculpture itself finds them in disagreement. 
Kramrisch (196^: -̂0) maintains that from the Xth century to 
the XIIIth century, Newar statuary was influenced by the
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images "are unmistakable in their suave line and expression. 
They extract from the ornate maturity of Sena sculptures a 
delicacy of feeling' and an elegance not within reach of the 
East Indian bronzes.". The modelling becomes "more shallow 
and the contour more smoothly melodious" (Kramrisch, I96A:
Al) and "the rich modelling of the Sena school is presented 
by the Newari sculptors as sensitively as are the ornaments. 
Its plasticity, however, has less tension (...) The images 
appear not so much as direct embodiments' steeped in glory but 
rather as if listening to the voice within which invests 
them with radiance" (Kramrisch, 196A: AO). According to Pal 
(197A: 33), "such generalisations, however, must be accepted 
with caution, and a comparison of -the actual works of art 
tells a different story". The stylistic features shared by 
Pala/Sena and Newar statuary are "rather the result of their 
common heritage, for both the Pala style of eastern India 
and the Nepali style are ultimately derived from the Gupta 
tradition" (Pal, 197A: 3k)* Newar and Pala statues appear to 
reflect two distinct stylistic traditions which are the 
legacy of the Gupta classical phase of Indian art.

From the Xlllth century onwards, "delicacies of sentiment 
were carried, by an attimes equivocal form" into the XVth 
century. In the period 1A80-1768, Kramrisch (196V. AO) sees 
the "last phase of Newari creativeness" characterized by 
"images of frenzied grandeur". On the other hand, Sipra (1968: 
A5) maintains that "in the later mediaeval art of Nepal 
metal cast, images are found in abundance but they are devoid 
of the earlier balance and plastic quality which was inspired
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toy the Pala school of art. It has been a work of more ornament
ation, yet there is no dullness in it, because to attract the 
illiterate mass the Newari artists powerfully emphasise a 
legend or dogma toy adopting florid features.11. In the XlVt.h 
century, "with an increasingly summary modelling (. . .), the 
contour of the simplified, volumes, tightens with an arrested 
energy. In the Newari response to the Sena style, the ornaments 
which had formerly enriched the effect of the sculptures 
became an essential and expressive part of ther sculptural 
vision" (Kramrisch, 1964: 41). Ike XlVth and. XVth centuries 
"seem to abound in new creations in different ramifications 
of an evolving new style". Towards the end of the XlVth 
century "a renewed interest in modelling makes the surface of 
some images appear as if kneaded (...) or, where the intention, 
is more descriptively suggestive, parts of the body, like the 
abdomen or thighs are made to appear resilient to the touch,". 
B'odhisattva figures "assignable t o the early part" of the 
XVth century "are over-elongated in their slimness. As 
provocative as they are unearthly in their stance, they seem 
to sway while the figure, after having sett foot in this 
world, halts," (Kramhisch, 1964: 41). Towards the XVIth 
century, "these slim, elongated figures swell with a new sap" 
(ibid, 1964: 42). Meanwhile,"in the third quarter" of the 
XVth century, "a more earthbound type (...) had become estab
lished. In these figures the fluency of the contour is 
interrupted and the torso sits on broad hips (...). 
rarely (.,..) is this type given (...) lyrical charm (.,.). In 
the fuller proportions which the figure is given toward the 
end of the fifteenth century", the work of the XVIth century
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"introduces itself (...,)* These two centuries correspond, 
not only in time hut also in their- sequence of artistic content, 
to the Renaissance in Italy.". From the end of the XVIth 
century, "the form becomes dilated, charged with fierce or 
brooding emotion (...) or desicated by it". Images of tie 
XVIIth century "often have a dry correctness which rigorously 
preserves the sweet nobility of Newari tradition.". In the 
XVIIIth century, the "unprecedented elan" and power given 
form from the mid-XVth. century, "although diminished, do not 
subside" (Kramrisch, 1964: 42 and 43). Images made in the 
XlXth century "manifest a characteristic lack of rhythm"
(Sipra, 1968: 45)» although in some instances "metal images, 
both cast and repouss^, maintained their quality" (Kramrisch, 
1964: 40). Unfortunately, until recently, no art historian 
bothered to define the development of Newar art in the!XIXth 
and XXth centuries any better. Late Tibeto-Newar and Sino- 
-Tibetan statuary were dismissed, as unworthy of serious 
study: "The metal images of ’Lamaistic Buddhism1 of the 
seventeenth and eighteenth century became familiar to the 
West in figures of average quality, produced in large quantities: 
in Tibet, Nepal and Mongolia" (Kramrisch, 1964: 43).

Kramrisch’s account, based as it is on only two dated 
metal images (cf. Kramrisch, 1964: 42*, 92 and 141, No. 67), 
may hardly be regarded as historical, for its almost complete

* The image of Vasudhara here mentioned by Kramrisch is 
illustrated by Pal (1974, I: pi. 39) and described by 
Barrett. (1957: 91, No. 2). It is inscribed with the N.S. 
587 (1466 A.D.) and "seems to be the earliest dated Nepal
ese bronze yet published. It is a solid casting of a good 
coppery bronze, and is gilded and delicately enhanced with 
turquoise, lapis and. spinel rubies, a late Pala technique. 
It is 4 1/10 inches in height, and of lovely quality." 
Barrett. (1957: 93).
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lack of epigraphic or other documentary evidence. Her 
attribution of specific items to precise periods within a 
century is contrasted by the surprising statement that 11 the 
dates given the (sic) works of artt are meant to suggest a 
relative chronology. Very few of the works are inscribed 
with dates, and, in many instances, lack of comparable 
objects precludes any but a tentative dating1' (Kramrisch, 196̂ -: 
127). In the absence of "absolute chronology" "'and epigraphic 
evidence, Kramrisch relies upon stylistic considerations in 
order to establish a "relative chronology". How accurate is 
Kramrisch*s "relative chronology" once her descriptions have 
been emptied of their Pindaric metaphors and arbitrary similes?* 
I have made a point of quoting them at length, in order to 
show the limitations of a kind of approach based on stylistic 
considerations unsupported by historical evidence. Kramrisch's 
account does away with any detailed analysis of the evolution 
of specific motifs, garments and ornamentation of the single 
items taken into consideration. Sometimes only one example 
is used as evidence to illustrate the style of a whole period* 
The very attempt to establish a "relative chronology" on the 
presupposition of some ideal stylistic evolution rather than 
first building' a framework based 011 firmly datable pieces, 
and then interpreting uninscribed pieces' on that absolute 
background, cannot be regarded as the task of an art "historian'.1

* K.ramrischTs comparison of Newar art of the XVIth and XVIIth 
centuries, "in their sequence of artistic content to the 
Renaissance in Italy" is hardly specific and is totally 
oblivious of the three main features of the Italian 
Renaissance: the rediscovery of the classical world; the 
introduction of perspective; and the raising of man to a 
central position in the universe. Newar sculpture of the 
XVIth and XVIIth centuries is not characterized by any of 
those three essential features of the Italian Renaissance.
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We know, for example, that in Tibetan statuary, "increasing 
ornamentation is not necessarily an indication of stylistic 
progression in a chronological sequence" (Pal, 1969: 33)- 
The same applies to Newar sculpture, and a stylistic approach 
to the chronology of Newar statuary without the support of 
epigraphic or other historical evidence is little more than 
a circular argument casting little light on its stylistic 
developments. A seriously historical attitude is shown by 
Pad (1974> I) in his study of the sculpture of Nepal, where 
he pioneers the establishment of an absolute chronology on 
the basis of firmly datable pieces. However, his lack of 
interest in the development of Newar statuary during the last 
two centuries is betrayed by the illustration of only one 
group, dated c, 1821 (Pal, 1974, I: No. 49). Like Kramrisch, 
Pal seems to imply that the history of Nepalese art has 
ceased to be in the XXth century. More recently, Macdonald 
and Stahl have illustrated a number of metal images in their 
book on Newar architecture and painting during the Malla 
period, without discussing the chronology and materials of 
Newar statuary and generally accepting previous dates, when 
dates are made available.

The task of writing a detailed survey of the stylistic 
evolution of Newar statuary in the XXth century is thus made 
very difficult not only by the lack of a definite chrono
logical framework for previous periods, but also by the 
neglected state in which XVIIIth to XXth century Newar art. 
has. been left:by:all art historians. No analysis of the 
history of. Newar sculpture from the Gorkha conquest to this 
day is available yet.. However, a number of inscribed brass



91. Manju^rl. flanked by White and Green Tara. Fire- 
gilded copper. Au^u^t-Septeraber 1816. Ilf in. (29.5 cm.).
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and gilded copper images dated to the XVIIIth and XlXth 
centuries* allows a few general considerations. Some of them 
show stylistic characteristics, sometimes already announced 
in icons like the 20 3/10" fire-gilt Amitabha (British 
Museum Reg. No. 1932.2-11.*0 dated N.S. 639 (1538 A.D.; c.f.
Barrett., 1957: 90-2, No. 1). They include elaborate thrones,
the presence of elongated stamens above the lotus petals
surrounding the base, and highly decorated mandorlas, sometimes 91

with complicated floral patterns. Technic&l features recurrent.
in Newar metal statuary from the XVIIIth century Include
frontal gilding, whereby the back of an image is often left
ungilded and sometimes painted red, an increase in the number
of the parts fitted together to constitute the same figure,
the use of combined techniques, whereby a cast image may rest
on a repouss^ stand, and the increasing popularity of brass
for casting, at the expense of copper.

The Gorkha conquest did not mark a stylistic change in 
Newar statuary, for the new rulers contributed very little to 
the art of Nepal**. During the Rana period, Western neo-classical 
features appeared in some icons, but the architecture in 
the Nepal Valley was more affected than any other art. Italian 
architects were invited to Nepal by the Ranas, and many houses 
and palaces in the Valley were, built or restored in the XlXth 
century European style***.. Architectural elements in religious

* Cf. ch. II, pp. 52-3.
** Cf. Wright (1972 repr.: 73-^). "How the Gorkhas'occupy 

and amuse themselves is as yet an unfathomed mystery to 
me. They have 110 business, except playing at soldiering; 
they have no out-of-door-games; they never shoot, except 
when they go to the Terai; and they have no literature to 
occupy them in their houses,"..

*** Cf., for example, Hosken, 197^: 102-3, Nos. 1 38-lAO; 116, .
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■buildings appeared in the same style (cf. Hosken, 1974s 281,
No. 442), like the now demolished arch giving access to the 
stupa of Bodhnath, built in the Italian style of the XlXth 
century (Snellgrove, 1966s 105).

In Newar religious: sculpture, however, these new trends 
were short-lived, always co-existing with the more traditional 
N’ewar and Tibeto-Newar styles and allowing other, developments, 
as is shown-1 byr the life and works of Man Jyot1 Sakya (see ch.
TI, pp. 6’3-7l)* During the third quarter of the XXth century, 

the increase in demand encouraged some Newar sculptors to con

tinue the late Mai la style of the XVth to KV/HTth century, as 

represented, for example, by the White Tara illustrated by 

Kramrisch (1964? 51-52, No. 65)* The most outstanding represent

atives of this school are Bodhi,* Siddhi and Whuche Raj' Sakya and 

Bhbu Kaji Kajracharya. They have also continued to produce 

images in Tibeto-Newar style and occasionally followed ancient 

Kashmiri, Indian, and even Burmese models, also succeeding in 

a few attempts at realistic portraiture. As was the case in 

the past (cf. Foreword, p.lV and ch. I, p.10), different styles 
may co-exist in the work of one artist, who may model images to 

suit his customers, whether Newars, Tibetans or Westerners.
The work of JagatMan Sakya well illustrates this kind of ver- 
satility. Other sculptors, like ICalu

No. 147/5 138, No. 200; 151, No. 234? 158; 176, Nos. 261-2;
179, No. 270; 185, No, 283; 191? Nos. 289-9O; 192, Nos 291;
194, No. 297; 198, No. 306; 201, Nos. 310-313; 209, No 330;
214-5 , Nos. 341-5; 229, No, 357;* 239, No, 37.65?; 291, No. 46O;
2 9 3, No. 467,

For a detailed analysis of the iconographic a,nd stylistic fea
tures of selected pieces by these artists, the reader is directed 
to their respective biographical sections in ch. II.
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ICuraa, have responded to the demand for yah-yum deities "by 
abandoning the soft attitudes of much Maila art and adopted o ■ 
coarser forms, sometimes derived from the Hindu Uewar 
tradition of XVIIIth and XlXth century painting, and some- 
times from Tibetan art. In that respect} Kalu Ktuna represents 
the most original development of Uewar statuary since Man 
Jyoti Sakya ceased his activity as a sculptor, because of his 
vigorous interpretation of the ontological conceptions of the 
past with a new eye and of his infusion of personal taste 
into the forms of today*
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