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Dedicated to the forgotten Tibetans, among them many artists,
who have suffered and perished
in the last forty years for their beliefs and ways of life.
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Foreword

he present study grew out of a paper that I

began in 1980 in conjunction with my
research on the methods and materials of Tibetan
thangka painting. It was largely inspired then by
the previous studies of Mr. E. Gene Smith (espe-
cially Smith [1970]), in whose library in New
Delhi I was also able later to consult several im-
portant sources while in India from 1981 to 1983,
I am indebted to Mr. Smith for looking through
the paper as it stood in late 1981 and for discour-
aging me from publishing it then in that very
unfinished state.

This study then remained in limbo for some
years, and I did not pursue it furcher until 1991
when I came to Vienna to work at the Austrian
Academy of Sciences and at Vienna University’s
Institute for Tibetology and Buddhist Studies.
Here the proximity of several interested colleagues
inspired me to take up the subject again. After
reviewing the Western publications on Tibetan
painting styles that had appeared in the mean-
while, I concluded that my earlier study, if revised
and expanded, could still contribute something
useful. Certainly the study will now reach a much
larger and better-informed readership than would
have been the case even ten years ago.

[ am grateful to the Austrian Academy of Sci-
ences for having provided, within the frame of its
Institute for the Culture and Intellectual History
of Asia, the right circumstances for me to pursue
this study, and to Prof. Ernst Steinkellner for
much-appreciated moral support. At many points
during the study I also benefitted from the exper-

tise and knowledge of Tibetan artists, including
the late Shel-dkar dBang-grags (1925~1988), the
late "Phan-po Legs-grub-rgya-mtsho (1927/8—
1984), and Lha-rtse Khang-zur Dar-rgyas. Other
artists who were kind enough to furnish historical
information included rTse-gdong che-mo Shi-
log, dGe-dga’ bla-ma, Dol-po Ting-kyu bsTan-
‘dzin-nor-bu, and Lha-thog Rang-dge rNam-
rgyal-mgon-po. For historical references and for
other assistance and inspiration I remain indebted
to the late sDe-gzhung Rin-po-che, to bCo-
brgyad Khri-chen Rin-po-che, Khra-"gu Rin-po-
che, bsTan-dga’ Rin-po-che, and 'Bri-gung Che-
tshang Rin-po-che.

I am also very thankful to Dr. Deborah Klim-

) burg-Salter, Dr. Erberto Lo Bue, Mr. Ngawang

Tsering, Mr. Burkhard Quessel, Dr. Francoise
Pommaret, Prof. Leonard van der Kuijp, Dr. Hel-
ga Uebach, Mr. Jampa Samten, Shastri, Ms. Ge
Wan-zhang, Dr. Amy Heller, Mr. Cyrus Stearns,
Dr. Veronika Ronge, Mr. Namgyal Ronge, and
Dr. Samten Karmay for bringing Tibetan sources,
data or modern publications to my attention or
for helping me obtain copies of them. Deborah
Klimburg-Salter, Leonard van der Kuijp, and Er-
berto Lo Bue were also kind enough to read
through a draft of the book or at least several
chapters of it and to offer helpful comments and
suggestions. | am indebted to Mr. Tashi Tsering
in particular for helping me locate many sources,
including several otherwise unavailable modern
Tibetan publications and rare manuscripts.
Dr. Franz-Karl Ehrhard, too, deserves special
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thanks for generously sharing many sources and
references.

When finally readying this study for publica-
tion I benefitted from the careful proof-reading
and suggestions of Ms. Sophie Kidd (Vienna). 1
am also deeply indebted to Mr. Philip Pierce
(Kathmandu) for his very close reading of the
manuscript; his remarks went far beyond that of a
normal proof-reader and often addressed the ac-
curacy of my texts, translations, and other matters
of substance that only a highly versed specialist
could have noticed.

I am likewise grateful for the cooperation of
numerous individuals and institutions who
helped in the arranging of the color plates. In this

connection I would like to express special thanks
to Mr. Ulrich von Schroeder, Dr. E. Jucker,
Mzr. R. Vitali, Prof. M. Driesch, Mr. M. Henss,
Ms. Marilyn Kennell, Mr. G.-W. Essen, Mr. J.
Zimmerman, Mr. and Mrs. R. von Biiren, Mr. A.
Fleischer and several who prefer to remain anony-
mous. That this book can be brought to comple-
tion in a settled and supportive environment, I
owe to my beloved wife, Marhama.

I have tried to quote at length the most impor-
tant passages from the Tibetan sources, not only
for the benefit of fellow Western scholars but also

in the hope that interested scholars of Tibetan
nationality will also be able to share and make use
of these references in the future. In a few instances
I quote from one and then from another of two
different editions of the same work. I trust thar the
reader will bear with such idiosyncracies, keeping
in mind that the references for this book were
gathered under various circumstances and in sev-
eral different countries over the course of more
than fifteen years. Furthermore, one possibly con-
fusing convention I have followed regarding geo-
graphical terms is: central Tibet (uncapicalized)
indicates both dBus and gT'sang provinces, while
Central Tibet (capitalized) indicates only dBus
province.

I hope that future readers of original Tibetan
historical sources—especially biographies—will
take the trouble to note down and also, if the
possibility presents itself, to publish further refer-
ences to important artists and their works. I will
be the first to admit that the present study just
scratches the surface of what can be found even in
the standard and now widely available biographi-
cal and other historical sources.

Davip Jackson
June, 1995, Schenefeld



Introduction

What knowledge could I have about most of the numerous [paini-
ing] traditions that differ from those [genuine ones]—degenerate,
mixed-up styles that have no established tenets? Nevertheless, the
traditions are many [and are] difficult to demarcate. Therefore,
whatever errors are present in this [account of mine, which is like

trying to] measure the sky in fathoms, I confess and renounce before

the learned.

—De’u-dmar dge-bshes, Kun gsal tshon, ch. 10, v. 46.

ow Tibetan Buddhist painting schools came
Hinm being and who the artists were who
developed them are questions that have interested
some of the greatest indigenous savants of Tibet
for centuries and also a few Western scholars for
decades. But until the present, very few systematic
studies have been devoted to the subject. It is no
mystery why at least Western scholars could not
investigate the matter in detail until quite recent-
ly: going hand in hand with the general inaccessi-
bility of Tibet and its major works of religious art,
there has been the great difficulty of finding the
relevant written Tibetan sources. Even for indige-
nous Tibetan scholars, the study of Tibetan art
history in the traditional setting has not always
been simple. For although a determined lama
scholar could until the 1950s visit the important
shrines as a pilgrim and see many works of holy
art in situ, he still faced difficulties even then in
finding sufficient historical and biographical
sources to place the outstanding artists and their
works in a clear and correct chronological frame-
work.! Then as now, many of the important refer-
ences for a history of Tibetan sacred art were
scattered here and there in different libraries,
among the diverse writings of numerous authors
from various sects. Probably not more than a
dozen libraries in Tiber had gathered together
sufficient sources comparable to the varied and
extensive holdings of a good modern Tibetologi-
cal collection in the West.” And even if a Tibetan

scholar managed to visit one of these libraries—
such as the vast repository in the Potala palace—
he would still have had trouble identifying and
actually laying his hands on the particular treatises
he needed.

Meanwhile most of the important pictorial
sources for a systematic historical study of Tibet-
an painting—namely the murals of the Tibetan
monasteries—have been lost forever. They were
the target for systematic desecration and destruc-
tion in the late 1960s and early 1970s during the
mass hysteria of the “Great Cultural Revolution.”
Nevertheless, a few dateable murals survived
those ten years of great cultural devastation, and

‘these must now be traced, documented and stud-

ied. Also, a number of precious and sometimes
roughly dateable paintings have in recent decades
found their way to museums or catalogued private
collections outside of Tibet. Regardless of their
tragic provenance, these too now furnish a tenta-
tive starting point for future stylistic studies.

For anyone pursuing historical research
through written sources, moreover, the situation
has improved dramatically in the last two decades.
Both Western and Tibetan scholars, at least those
living outside of Tibet with access to a research
library with a decent collection of Tibetan works,
are now in a position to find chronological infor-
mation and to follow historical leads using a
wealth of sources that would have been unthinka-
ble even twenty years ago. Based on newly repub-
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lished Tibetan accounts on art—as well as on the
now commonly available biographies, accounts of
pilgrims, and similar sources—one can now begin
assembling a somewhat more detailed and coher-
ent account of Tibet’s greatest artists and their
traditions.

In the following pages I would therefore like to
present a preliminary sketch, summarizing what a
number of important traditional sources reveal
about the greatest painters of Tibet, their schools
and their styles. The study begins with an intro-
ductory section, Part I, which presents in Chapter
1 a sketch of previous research on the topic by
Western scholars and in Chapter 2 a survey of the
main Tibetan writings on the subject, both tradi-
tional and modern. The main body of the study,
Part 11, is the actual historical sketch of the great
painters and their styles from the 15th century
onwards. Its first chapter summarizes the refer-
ences | have located so far to Tibetan painters of
the earliest periods. Chapter 2 describes the mas-
ter painter Bye'u (fl. 1420s-30s?) and two other
important figures in early-15th-century western
gTsang province. Chapter 3 is a description of the
career of sMan-thang-pa sMan-bla-don-grub
(fl. 1450s-70s) and some of the earlier founders of
his tradition. Chapter 4 summarizes what is
known about mKhyen-brtse of Gong-dkar
(fl. 1450s-70s) and the later followers of his tradi-
tion. Chapter 5 addresses the painting school of
the Karma-pa encampment founded by Nam-
mkha’-bkra-shis (fl. 1560s-90s). Chapter 6 inves-
tigates the careers of 'Phreng-kha-ba and a few
other outstanding sMan-ris artists of the 16th and
17th centuries. Chapter 7 discusses the sMan-ris
artists patronized by the 5th Dalai Lama and the
sDe-srid  Sangs-rgyas-rgya-mtsho. Chapter 8
sketches what could be discovered so far about the
New sMan-ris style of gT'sang-pa Chos-dbyings-
rgya-mtsho (fl. 1640s-60s). Chapter 9 describes
the unusual contributions of Chos-dbyings-rdo-
rje, the 10th Zhwa-nag Karma-pa. Chapter 10
takes as its subject the artistic works of the great
Si-tu Pan-chen Chos-kyi-’byung-gnas, whereas
Chapter 11 treats the two later famous sGar-bris
painters named “bKra-shis,” and the Kar-shod-pa
Tradition. Chapter 12 describes the relevant

works of Zhu-chen Tshul-khrims-rin-chen of
IDan-ma, and chapter 13 consists of some prelim-
inary notes on later regional styles. Chapter 14
brings the main body of the study to an end with
a few concluding remarks, mainly concerning
some of the concrete factors that can strongly
affect style. Finally, a concluding section of sup-
porting materials presents in a series of ten appen-
dices the most important Tibetan texts on styles,
mostly with translations, as well as a bibliography
and indexes. [ wanted to include within the scope
of this study all Tibetan cultural areas—from
Ladakh to A-mdo and from Bhutan to the Byang-
thang—but the known relevant sources have lim-
ited me mainly to describing developments in the
provinces of dBus, gT'sang, and Khams.

The present book aims at providing a some-
what firmer historical framework for future schol-
ars who would like to undertake more derailed
stylistic analyses using the traditional categories.
But besides translating a few usually terse descrip-
tions and attempting a few identifications here
and there, I will leave it to others to describe in
more detail the various styles. This will gradually
become easier as more and more firmly atcributa-
ble paintings are discovered. For the time being
the traditional stylistic categories should probably
be used with some caution. Moreover, there is no
need to force all works of art into a few precon-
ceived stylistic strait-jackets. The paintings exist
in their own right, and they no doubt embody
stylistic developments that are far more complex
than are indicated by the handful of great artists
and school names known to us at present. Never-
theless, one of the things students of this art must
ultimately aim for is an understanding of where
these paintings stood in their own civilization,
within the context of their own religious and
learned culture. For studying Tibetan painting—
here specifically its stylistic developments after
about 1450—within its own traditional context,
the writings and descriptive categories of Tibet’s
Own experts can serve as very good points of
departure.

Since the following study concentrates on the
great painters of Tibet, one might well ask: What
was the place of any individual painter—great or
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small—in traditional Tibet? The point has been
well made that what stands in the foreground in
Tibetan Buddhist art is not the relation between
artist and work of art, but rather that between
donor and deity.? But it does not automatically
follow from this that the history of Tibetan art,
and especially of its finest masterpieces, can be
effectively approached if one completely ignores
the existence of the painter or sculptor. Excellent

artists have always been prized, honored and pa-
tronized by the great lamas and donors in Tibet.
Moreover, in the course of Tibetan history, a
number of great artistic geniuses appeared who
left the deep impress of their personal style on
posterity, sometimes even founding schools of art
named after them. The present study is precisely
an attempt to find out more about these most
exceptional artists and their traditions.

Noftes

' Previous Tibetan pilgrims (all from Khams) who kept
more or less detailed records of their travels in Central
Tibet were Si-tu Pan-chen Chos-kyi-’byung-gnas (1700-
1774), 'Jam-dbyangs-mkhyen-brtse’i-dbang-po (1820-
1892), Kah-thog Si-tu Chos-kyi-rgya-mtsho (1880-
1925), and rDzong-gsar mKhyen-brtse Chos-kyi-blo-gros
(1893-1959). (These are all listed in the English introduc-
tion to Kah-thog Si-tu’s work, p. 1.) The work of rDzong-
gsar mKhyen-brtse is not known to survive. Another such
pilgrimage account was that of Brag-mgon sprul-sku
"Jam-dbyangs-bstan-pa-rgya-mtsho, dBus gtsang gnas yig
mi brjed dran pa’i gsal ‘debs gzur gnas mkhas pa'i rna rgyan,
though I have not yet seen it. “Jam-dbyangs-mkhyen-
brtse’i-dbang-po’s guide has been translated and annotat-
ed by A. Ferrari (1958). Such writings are extremely
precious records now, after the destruction of most of
what they describe.

* I am thinking in particular of the American collec-
tions built up from books published in India by the
Library of Congress through the Special Currencies
Acquisition Program, overseen by Mr. E. G. Smith, from
the late 1960s to the mid 1980s. From the mid 1980s on
many classics have also been published from Tibet and
China, in some cases based on the Indian reprints.

? Essen and Thingo (1989), p. 17. On the use of
thangkas within Tibetan culture, see D. Jackson (1984),
pp. 9-11, and also Yael Bentor (1993), pp. 109-112. On
the role of the artist, see A. Chayet (1994), pp. 165ff. On
the relation of Tibetan painters and painting practice
to earlier Indian Buddhist ritual traditions, see now M.
Kapstein (1995).
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Chapter 1

Previous Research by Western Scholars

Ithough investigations into the develop-

ment of indigenous Tibetan painting styles
g0 back several centuries among Tibetan histori-
ans, in the West the first significant study dates
back only about seventy years. Nevertheless, with-
in the development of modern Tibetan studies
seventy years is still a fairly long period, and in it
there have appeared a considerable number of
books and articles on this subject. Therefore in-
stead of launching here directly into the Tibetan
sources and their contents, it might be helpful to
begin by summarizing the results of previous
modern studies, especially as they touch on the
indigenously recognized styles.* Those readers
who are not interested in following the develop-
ment of research in the field or in learning more
about the main Tibetan sources can simply jump
ahead to the historical sketch itself as presented in
Part IL.

G. N. RoericH (1925)

The earliest account of Tibetan painting styles by
a Western scholar was that of George Roerich
(1925) in his Tibetan Paintings, pp. 13-16.
Roerich acknowledged that he did not know the
subject well enough to discuss the schools of art
adequately, but he went ahead and distinguished
at least two main “areas of artistic activity” in
Tibet: the “South-Western” and the “North-
Eastern.” The first he described as having its cent-
er in Shigatse, and he said that its traditions were
a tributary of Indo-Nepalese art. The second
school was centered in Derge, and he said that it

had the same Indo-Nepalese foundations, though
it had received later additional influences from
Mongolia and China. He also mentioned three
local schools: “the Lhasa school, the Gyantse
school, and the school of the Khams province in
Eastern Tibet.” He summarized (p. 16) his sketch
with words that made clear more than anything
else the paucity of materials available to him then:

Such are the two big artistic schools of Tibet. It is
impossible to say how far back we can trace their existence,
for Tibetan art is entirely anonymous and the complete
absence of dates makes it almost impossible to reconstruct
chronologically the outstanding events of Tibetan artistic
history.

The actual situation, however, was not quite as
bleak as Roerich believed, as will be shown in the
following pages.

Roerich mentioned furthermore (p. 20) a
“Vaidiirya ser po” as a written source for art. He
concluded: “The time has not yet come to write a
history of Tibetan art.” And further (p. 21):
“Only when all the extant material [in Western
European and Russian collections] will be edited
and a number of Tibetan iconographical texts
studied and commented on can we hope to pro-
duce a history of Tibetan art.”

G. Tuccr (1932-41) and (1949)

G. Tucci superseded the contributions of Roerich
with his major works Indo-Tibetica (1932-41)
and Tibetan Painted Scrolls (1949)—especially
with the latter. It has almost become a routine to
refer to Tucci’s Tibetan Painted Scrolls as a classic
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Fig. 1. Masijusri, Bodhisattva of wisdom. Modern drawing, A-mdo (rGyal-rong)

style.
After Amdo Jamyang (Jam-dbyangs-blo-gsal, 1982), p. 95.
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or as his magnum opus, but in its day the work
towered high above its predecessors, and even
now the work repays careful study for anyone
interested not just in art, but also in other aspects
of Tibetan civilization such as history, religion
and literature. In the last four decades, Tibetan
studies have advanced further in all these areas,
and now it is often possible to correct Tucci on
points of detail. Nevertheless, much of this fur-
ther progress was made possible by Tucci’s spade-
work.

One of the great advantages that Tucci enjoyed
over most Western scholars, both before and
since, was that he was able to visit many of the
great monasteries of western and central Tibet,
and thus could see many of Tibet’s greatest mon-
uments of sacred art intact, entire, and in their
original setting. He paid particular attention to
studying inscriptions in the field. In addition he
had the advantage of being able to use at home a
large collection of written sources he had gathered
in Tibet—a collection that he brought to Rome
and which was almost unrivalled in the West until
the 1970s. To this day, however, many of these
books remain uncatalogued and therefore for all
practical purposes inaccessible.®

To some extent the method of Tucci had been
anticipated by the earlier studies of A. H. Francke,
especially the two-volume work Antiguities of An-
ctent Tibet (1914 & 1926). Francke’s studies were
based in the first place on a very sound grasp of
the Tibetan language. He had also adopted a
similarly broad approach which included the use
of written sources in general, local histories in
particular, attention to ruins and artifacts of all
periods, and professional photographic documen-
tation. Francke’s researches, however, were limit-
ed to western Tibet (where Tucci, too, would
soon begin), and his findings did not include any
information on the greatest painters and their
traditions.

Tucci, like Francke two decades before him,
was apparently not familiar with the traditional
terminology for Tibetan painting styles. Perhaps
he simply did not notice any of the more extensive
relevant passages in his readings. He knew ar least
Sum-pa mkhan-po’s brief account of the great

Tibetan painters, citing it (7ibetan Painted Scrolls,
p. 293) as a source on the great artist Sman-thang-
pa, though he did not utilize it fully. He also
enumerated (7bid.) the several great Tibetan
artists found in Klong-rdol bla-ma’s listing, tak-
ing them to be authors of written sources on art
(which a number of great painters were, as well).
If he had been aware of the other more extensive
traditional discussions, such as in the Bai di rya
g.ya’ sel of sDe-srid Sangs-rgyas-rgya-mtsho, he
probably would have mentioned and made use of
them.’

When he did adopt a stylistic terminology, it
was in a rather eclectic way, based variously on
countries, Tibetan provinces and religious
schools. In vol. II, part 3, of his work, he has
grouped the paintings under the following stylis-
tic rubrics: Nepalese schools, Guge school, Com-
posite style (I. Sa skya pa and rNin ma pa, and II.
Other schools), The great Tibetan monasteries of
the Yellow sect, Tibetan “Settecento” various
schools, K’ams style, and Central Asian style.®

Tucci’s contribution was greater with regard to
individual great artists. He listed the names of
numerous painters that he found mentioned in
the mural inscriptions preserved in the Tibetan
monasteries he had visited (p. 207; I will repro-
duce those lists below), and he did not neglect to
cull references to important artists from the his-
torical sources he used. For instance, he referred
(p- 200) to the artist sPun-khyem-pa who was
active at Jo-nang (?) in about 1618, painting there
under the patronage of Jo-nang Tiranitha
(1575-1634). Tucci presented several other such
references, most notably from the biographies of
the 5th Dalai Lama and the 1st Pan-chen Rin-po-
che. Not being familiar with the traditional style
names, however, he could not make full use of
these passages. But even to cite these references
was useful, and in the following pages I have
followed up as many of them as I could.’

Tucci’s contributions to the precise subject
matter of the present study—the great painters
and their schools—were thus helpful though lim-
ited. Nevertheless in his scholarly method, espe-
cially in how he treated the paintings in combina-
tion with the relevant written sources, he was for
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many decades unsurpassed.'® His works mark the
true beginning of serious Western studies on Ti-
betan art history, and his books remain required
reading for anyone interested in the subject.

THE 141H Darar Lama, Tenzin GyaTso (1963)
One of the earliest listings of the names of the
greatest Tibetan painters to appear in English was
given by H. H. the Dalai Lama in a brief contri-
bution entitled “Three Answers from the Dalai
Lama.” This article appeared in an issue of Marg
magazine dedicated to Tibetan art. Within three
years of his flight from the Chinese Communists
and his forced exile in India, the Dalai Lama
himself was available for answering questions
about Tibetan art! In his second answer the young
Dalai Lama asserted (probably with a litcle help
from one of his learned advisers or teachers):

Then after that, about 600 years ago, during the peri-
ods of Menlha Thondup Dorji from the south of Central
Tibet, Khentsi Chinmo from near about Lhasa, the eighth
and tenth Karmapa and the three great painters of differ-
ent periods who had the same name Tashi, Tiber devel-
oped its own style of painting and it became very well
known. During the early period most of the artists were
men of religion, but since then the artists in Tibet were
mostly ordinary crafismen.

[t seems that this account was based—directly
or indirectly—on Kong-sprul’s “Encyclopedia”
(on which more will be said below).

THE TiBET HousE INnAuGURAL EXHIBITION
CATALOGUE (1965)

By a sad irony, the disaster for the Tibetan people
in 1959 quickly became a great boon for foreign
scholars interested in Tibert. Life in exile encour-
aged many of the learned Tibetans who had been
able to escape from Tibet to make available infor-
mation and promote interest in the various
branches of their Buddhist culture, including reli-
gious art. This also took place through the found-
ing of institutions: for instance, the Tibet House
was set up in New Delhi in the early 1960s with
the support of H. H. the Dalai Lama and his exile
government in India to give Tibetan culture and
the Tibetan cause a wider public exposure. Thus it
is fitting that the first mention of the indigenous
Tibetan terminology of stylistic classification in

an English publication appeared in the Catalogue
of the Inaugural Exhibition of the Tibet House
Museum [New Delhi] (1965).

This exhibition catalogue was prepared by
Sonam Topgay Kazi with the editorial assistance
of Richard Bartholomew. Evidently the former
translated and abridged a Tibetan text (which an
unnamed traditional scholar had written for the
Tibet House?). In addition to a regional classifica-
tion (plate 1 is described as being in the “Central
Tibetan Style”), this catalogue also used such
terms as (p. 23) “the Eastern Tibetan style called
Karmai-ga-dri” and (p. 22 and facing illustration)
“Blend of Ga-dri and Men-dri Schools.” The
terms were used without any explicit explanation,
and rthey were apparently based on identifications

‘made by learned Tibetan lamas.

Tieer House Museum (1966)

Another similar contribution by Sonam Topgay
Kazi, edited again by Richard Bartholomew, was
the Tibet House catalogue entitled “Second Exhi-
bition of Tibetan Art.” It too used such terms as
“Mendri” and “Karmai-ga-dri” without explicat-
ing them.

R. BartHOLOMEW (1967)

In addition to his work on the Tibet House cata-

logues, Richard Bartholomew also contributed a

~ further article, “Tibetan Thangkas,” to the T7mes

of India Annual, 1967, which described the same
thangkas in a sensitive way. He stated (p. 31) that
the paintings under discussion “are from five
schools of Tibetan painting on view at the Tibet
House Museum,” though as far as I can tell he
only mentioned four (perhaps he meant to distin-

guish the Central Tibetan from the “U-dri” [i.e.
U-dri, dbus bris) school?). These four were:

(1) The Karmai-ga-dri school of the 15th century,
“the oldest style represented.” These examples
too were said to be originally from a bKa’-
brgyud monastery in eastern Tibet. (plates 2,
3,9,11)

(2) A blend of the Ga-dri and Men-dri schools of
the 18th century. These examples were said to
be originally from a rNying-ma monastery in
eastern Tibet. (plates 4, 6, 7)
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(3) Eastern Tibetan school, 18th century. (plate
1)

(4) Central Tibetan or U-dri school, 16th cen-
tury. (plates 5, 8, 10)

It is highly doubtful that any Karma sgar-bris
works could date to the 15th century, since the
style did not become current until considerably
later. Similarly it remains unclear on what basis

the works ascribed to the Central Tibet or U-dri
school had been dated to the 16th century.

ExuHisiTion oF TIBETAN ARTS AND CRAFTS,
BomBay (1967)

This brief catalogue was written in connection
with the exhibition of Tibetan arts and crafts held
at the Jehangir Art Gallery, Bombay, in Decem-
ber 1967. It concludes with a short note by Domo
Geshe Rinpoche (N. Jigme), acting director of
Tibet House at the time. The styles mentioned in
the publication include: “Central Tibetan Style,”
“Karma Gadri school,” “Gadri Mendri style,”
“Udri school,” “Mendri school,” and “Late Men-
dri.”

W. D. Suakasra (1967)

A brief mention of the three most famous tradi-
tional styles likewise appeared in W. D. Shakab-
pas Tibet: A Political History (1967), p. 11,
although a misplaced comma in the English trans-
lation erroneously divided the “Gongkar Khyen-
ti” (gong dkar mkhyen ris) into two:

Three of the most prominent schools of painting are the
Karma Gardre of Kham, the Gongkar, Khyenri, and the
Menthong Ari of U.

Presumably the “Menthong Ari” should be in
Tibetan sman thang e ris. The full Tibetan version
of Shakabpa’s history (published 1976, described
below with the modern Tibetan sources) goes
much further, and it is one of the most valuable
contributions by any Tibetan scholar, traditional
or modern.

G. Tuccr (1967)

Tucci also summarized his findings in his more

recent book T7ibet, Land of Snows. In the latter

work, chapter 4, pp. 98-122, he briefly surveyed
the Tiberan religious arts. On p. 111, the author
stated:

... Repeated journeys through Tibet have yielded me no
more than three score names of painters, nearly always in
the explanatory or dedicatory inscriptions appended to the
cycles painted on the walls of temples or in kumbum
shrines. But some have their names recorded in literary
sources as particularly gifted artists, examples being Tén-
drup-gyatso [Don-grub-rgya-mtsho], commended by the
fifth Dalai Lama as 'supreme painter,” and Chhéying-
gyatso [Chos-dbyings-rgya-mtsho] of Tsang, summoned
to decorate the Potala by the same Dalai Lama. Men-
thangpa [sMan-thang-pa], along with his son, is men-
tioned in numerous works.

J. C. HunTINGTON (1968)

The first monograph-length study devoted to the
subject of Tibetan painting styles was the Ph.D.
dissertation of John C. Huntington: “The Styles
and Stylistic Sources of Tibetan Painting” (Uni-
versity of California Los Angeles, 1968). In this
study Huntington primarily stressed the regional
nature of Tibetan painting, and taking his cue
from the apparently geographical designations
used by Shakabpa (1967, p. 11), he attempted to
describe the main regional styles. As Huntington
(pp. 9-10) wrote:

The method being proposed is to study the documents of
the history of religion that we have in the extant scroll
paintings and frescoes not as a unified whole but rather,
separated into convenient regional classifications on the
basis of style. The Tibetans give the following list of style
designations: “Karma Gardre” in Khams district in East-
ern Tibet (Karma sGar bris) which designates the painting
of the Karma sect from the district of sGar in western
Khams, “Gong kar” (Gong dkar) in dBus which may refer
to either 2 monastery or an estate in the center of which is
a town in the valley of the gTsang-po river in dBus, “Khen
ri” (mKhan ris) of dBus and finally “Menhong [E]ri”
(sMan-thang E-bris), of which “E” designates a district in
dBus (U).... These are regional designations and indicate
an awareness by the Tibetans of the regional nature of
styles.

The four main regional styles that Huntington
himself attempted to isolate and describe in the
body of his work were those of western Tibet,
central Tibet, Khams, and the Sino-Tibetan in-
terface region.






