Drawing Away the Ostensible Boundary
Between Science and Art
Marion Wettstein

When in 2002 I started drawing textiles for my dissertation in anthropology I was
unaware that my visualizing method was seen as completely outdated by some, and
as art by others. This might not have been favourable to a scientific career, but luckily I did not know. Fortunately for me, my supervisor Michael Oppitz had always
insisted that ethnography is a form of art. That is how I came to attend the seminars on ethnographic drawing at the Ethnographic Museum of Zürich University.
There, Australian artist Robert Powell taught the students how to draw objects from
the museum collection. In next to no time I had adopted drawing as one of my chief
research methods. After my field stays in Northeast India’s Nagaland and museum
research in the large Naga object collections, the time to write my thesis arrived.
Like every eager disciple of scientific writing I was confronted with the task of
reflecting on my drawing method. Convinced there would be plenty of literature
available, I encountered a serious setback: practically nothing was written about
ethnographic drawing at the time, and the few published works mainly complained
about the loss of a once widespread method of visualization in anthropology. Forced
to rely on what I knew from my own research, I tried to contextualize and defend my
method. When my thesis was finished, I knew why drawing was such an incredibly
powerful research instrument, but I feared I would be unable to pass on this knowledge in academia now that Michael had retired. Who would be interested in hosting
an academic course on good old ethnographic drawing in the heady days of photography and film making!? Well, I had not taken into account the one person who
had followed my dissertation just as closely: my second supervisor, Toni Huber, to
whom this Festschrift is dedicated. For the next few years, every now and then Toni
invited me to Berlin to teach ethnographic drawing as part of his visual methods programme to a wide range of international students from various disciplines. Among
many other things, Toni gave me the chance to investigate ethnographic drawing in
theory and practice by passing on my favourite ethnographic method in teaching.
This essay is a sketch of the directions in which it has led me so far. It focuses on
the strengths of drawing as a research instrument and as a method of representation
of scientific data in social and cultural sciences, especially in fields such as anthropology and ethnographically informed religious science and area studies. I hope
that I will inspire researchers interested in an ethnographically and visually informed approach in Tibetan studies, such as Toni Huber has encouraged for decades.
383

C r o s s i n g B o u n d a r i e s : T i b e ta n S t u d i e s U n l i m i t e d

A BRIEF HISTORICAL OUTLINE OF DRAWING
IN THE SOCIAL AND CULTURAL SCIENCES

For many centuries, drawing and its kindred techniques, such as watercolours, pastel and oil paintings, woodcuts and copperplates, were appreciated as methods for
analyzing and visualizing scientific research. Visual representations and explanations in technical, astronomical, chemical, and physical research still rely today on
a kindred technique of drawing, computer graphics, while visual archaeological,
botanical and ornithological reference works that are drawn instead of photographed
are still considered highly valuable. But on first sight, drawing seems to have lost
currency in the social and cultural sciences.
If we travel back in time we find that in the early 18th century, the people who
made drawings and copperplates for books about the customs of faraway peoples
were often more famous than the writers of the texts, as Paola von Wyss-Giacosa
shows in her work on the engraver Bernard Picart.1 The late 18th century became
the age of the great expeditions. Like every good expedition leader, James Cook
used to hire at least one painter or engraver as a core crew member who would travel
with him. For his third and last voyage his choice fell on John Webber – originally
called Johannes Wäber and stemming from Bern in Switzerland – who convinced
James Cook with his precision and accuracy in nature painting. Today his drawings
and copperplates are the only visual testimony we have of the erstwhile societies of
the Pacific islands, many of which became almost extinct as a result of the illnesses
they contracted shortly after the arrival of the Cook expedition. During the largest
part of the 19th century, visual images became less important as a whole in the social and cultural sciences. It was the time when linguists started to translate ancient
scriptures of various origin. Images were of little importance in the universe of
grammars, dictionaries, etymologies and the quest for the origin of language. But
the late 19th century brought about the invention of the portable camera, and with
that the image was rediscovered. The new picturing technology was rapidly adopted
in various scientific fields, leading to a general “iconic” or “pictorial” turn.2
In its initial stage, photography was seen as faithful depiction of reality, because
the mechanism of the camera was equated with the functioning of the human eye.
This period coincided with an era of objectivity in the social and cultural sciences,
and drawing as a manipulative picturing method was increasingly neglected.3 At
the same time, it was precisely the reality of photographs that posed a problem to
scientific publishing. Beatrix Heintze shows how this led to the practice of converting photographs back to copperplates for printing. In this transfer, images were
“improved”, as the example of a 1893 travel report by Henrique Dias de Carvalho
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reveals. The published copperplate Camina and her Servants shows a woman sitting
on an invisible stool, with three women sitting on the floor at her sides. A woven
basket is situated in the foreground and all of them are posed in front of a stretch
of grassland. The photograph that served as the model for this copperplate was
never published, but it was discovered in an archive in Lisbon. On it one can see
that the central figure is sitting on a European style chair with a back rest, that
there is no basket on the picture, and that a white cloth had been mounted behind
the four sitting figures to increase the contrast. Two faces peer to the front from
behind the cloth, one on each side, probably the people holding the construction
from the rear.4 Many ethnographic photographs come from regions where traditionally no clothing was used to cover “unbeseeming” body parts. A photograph
from the Andaman Islands archived in the Pitt Rivers Museum shows the Chief of
Rutland Island with his wife in 1872. The version published 1875 in JAI has been
manually altered by scratching a tuft of “grass” into the image to cover the chief’s
genitals.5 But photographic and filming technology developed swiftly, indigenous
subjects soon started to wear European style clothes, and thus such “shortcomings”
were overcome.
While sociology for a long time suffered from the “Gutenberg syndrome” and
firmly rejected the visual in favour of the written,6 social and cultural anthropology
was among the disciplines that adopted photography and film as research instruments from early on. The inspiration for this mainly came from the pioneering
works of Gregory Bateson and Margaret Mead.7 In the 20th century, anthropology
discovered photography as a scientific data source and as an elicitation method in
interviews; academic discussion on content analysis and the methods for using
a camera in field research and other empirical settings arose;8 and anthropologists
began to debate the question of how to represent “cultures”.9 Way beyond anthropology, a new multidisciplinary branch of visual analysis became concerned with
the semiotics of the image.10 But throughout the 20th and way into the 21st century,
a lot of the research and theoretical debates on visuality focused on the two media
types photography and film.11 Notwithstanding the fact that many classic ethnographic monographs heavily rely on drawings,12 drawing was hardly ever taken
into consideration in theoretical approaches. At the turn of the millennium, Michael
Oppitz asked:
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Is the ethnographic drawing an outdated mode? If so, which constitute adequate contemporary forms
of documentary expression? This trenchant question has (to my knowledge) never been posed directly, but it has been answered silently again and again in the course of the last century – by publishing
practice.13

A few years later, Ana Isabel Afonso confirmed that even in Portugal, where “graphic anthropology” had been a much-used method up until the 1970s, this field of
research fell victim to the general restructuring of the universities.14 Sporadic considerations about ethnographic drawing in the early 21st century show the reservations anthropologists and other social scientists have about drawing. Manuel João
Ramos, for instance, reported the perplexity his paintings and sketches of Ethiopia
had prompted on all sides.15
In the 2010s, ethnographic drawing met with a wave of international interest
after two “big players” known far beyond anthropology almost simultaneously discovered it as an instrument of field research. Tim Ingold published his Redrawing
Anthropology and with it re-coined the term “graphic anthropology”.16 He gave
the term a specific connotation by promoting it as a technique for reflecting (on)
movement, while discouraging his readers from employing it as a technique for
representing objects. This culminates in a confrontation between the finality of
objects and the potentiality of things, corresponding to the sharp distinction he
makes between ethnography and anthropology. Although he claims not to devalue
the former, his strong commitment to the latter has precisely this effect.17 That
the how, and above all the how skilful of a drawing has an influence on the viewer’s perception of the topic it depicts (just like the how and how skilful of a written
text) is elegantly circumvented. In the same year, Michael Taussig “swears he saw
this”, two years after having asked “what drawings want”.18 He focused on drawing
in fieldwork – or in his case, on clumsy sketching, as he admits – as a method of
reflecting on what one has witnessed. Both authors tended to deny that exactitude
can be a desired aspect of drawing: Michael Taussig even dismissed it as the “clinical accuracy” of taxonomic-like 19th century ethnography.19 Despite this rather
one-sided approach to drawing, the support was thankfully taken up by a handful
of international researchers practising ethnographic drawing, such as Carol Hendrickson, Manuel João Ramos, and Andrew Causey.20 Also the University of Porto
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in Portugal has once again taken up the challenge of Drawing in the University
Today.21
STRENGTHS OF DRAWING IN SOCIAL
AND CULTURAL SCIENCE RESEARCH

For researchers employing drawing as a method, its advantages are more than obvious. In the following I will put some of these advantages to the fore. Drawing is certainly not the visualizing method of choice for every research question and situation.
In his work as a visual ethnographer, Michael Oppitz has considered many different
media: drawing, photography, film, and video animation. When asked “drawing
or photograph?” his answer is quite simple: that which serves the purpose best at
a given stage of the research.22 In certain situations and for specific purposes, drawing outrivals all other visualizing techniques. In order to identify such situations
my main question in the next few paragraphs is: in anthropology, ethnographically
informed religious science or area studies, and similar scientific fields, what can
(ethnographic) drawing accomplish as a research instrument and method of visualization that other imaging methods cannot so easily provide? Contrary to others who
have thought about this question recently and come up with their own answers23
I will not only consider fieldwork sketching, but also take into account the aesthetic
effect of drawing as a means for visual communication.
FACILITATING FIELD NOTES

In her assessment on ethnographic drawing, Karina Kushnir formulates eleven
benefits of using a sketchbook for fieldwork.24 A sketchbook, however, is not necessary if one already uses pen and notebook for fieldwork: text and image can go
into the same volume. The fact that she has to remind students that this material is
low-cost, and that holding a book and pen can act as a psychological support for
the researcher, reveals how technology-driven field research has become. To use
manual drawings in physical field notebooks can facilitate field notes in manifold
ways. Sometimes the reasons that speak for drawing are not necessarily as analytical
as Karina Kushnir tends to suggest, but simply practical.
Consider the following situation: You are sitting on the veranda with one of
the oldest women of a small settlement in Eastern Nepal. She is the one who still
21
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knows the location of villages that have long since vanished, but that today are
still part of the recitations in the local healing rituals. With a state of the art digital
camera, you take panorama shots of the landscape, while the old woman points to
the right and says something like: “You see that big tree on the ridge? Behind it is
a small elevation, and behind that is the river and there on the backside of the ridge
was village so-and-so where the mythological hero lived as a child. And there on
the left (…)”. She keeps on talking, and you have no chance whatsoever to note
this information down in words so that later you will be able to identify the spots
on your photographs. And you also have no possibility to directly mark the photographs, because in all likelihood asking her to speak more slowly or pause until
you have solved this technical problem will disrupt her narrative. Your only chance
to document such information in the flow of conversation is to draw a sketch of
the landscape, mark the spots, and write the information directly on the drawing.
For another example, see the scanned page from my original field notebook (fig. 1).
SLOW ELICITATION

Photo or general image elicitation is used in various fields of social science and
marketing science. Looking at still pictures or moving films generates reactions,
a circumstance that can be methodically employed to capture social, emotional
or cognitive worlds. Not only does it help trigger memories, it also encourages
interview partners to talk – not necessarily about the content of the image, but
about their lives and opinions in general.25 What distinguishes ready-made image
elicitation from drawing elicitation is the process of drawing itself, which is characteristically a slow process with the possibility of sitting and looking at something
together for a longer period of time, and the possibility of change within the picture. The specific situation of drawing usually includes a peaceful yet concentrated
atmosphere enveloping the drawer. One that prompts curiosity and – depending on
local conventions – may invite people to appraise the drawing. In my own research
experience, drawing usually enhances the motivation to talk among the people who
gather around the drawer. Their conversation will not necessarily be concerned with
the content of the drawing or the technique of drawing itself. But the situation of
having a calm and focused creative or “artistic” process to witness tends to keep
people in one place for some time and to simultaneously to start conversations.
Just like the technology of video filming or shooting photos, drawing can also be
an instrument of collaborative research. Distributing pencils or watercolours and paper to local people and letting them draw themselves can be a useful research method
at times. As with other visualizing techniques, it depends on the situation, the research topic and the peoples’ attitudes towards drawing whether such a methodical
25
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technique will work. This is what Jean-Pierre Chaumeille did when a shaman of
the Yagua in the Peruvian Amazon started to explain to him the structure of the cosmos. The complexity of it called for a better kind of record than writing. Although
he had never put a pen to paper, the shaman immediately had an idea of how to draw
the cosmos in all its details for the researcher.26 In my field research on textiles in Nagaland, people sometimes used a pen and paper on their own initiative to explain patterns to me. And as mentioned above, the drawing situation often attracted local audiences and a diversity of opinions, so that whoever joined the group added his or her
information either by comments or by taking over the pen and correcting the drawing. In my field research on local rituals in Eastern Nepal, however, I had the experience that letting people draw was not particularly rewarding. Throughout Nepal,
drawing was seen as something for children or specialists in Buddhist art. If drawing
is considered a children’s game and not generally practised, it is often a matter of
luck if one can find an adult who enjoys it. Similarly, when drawing is considered
a meditative practice with precise technical conventions and prescribed content, as in
Buddhist meditative art, non-specialists may feel shy of attempting it, and specialists
may feel awkward about breaking with the conventions. But as always, such factors
can either be irrelevant or an advantage, not least depending on the research question.
ENHANCING OBSERVATION SKILLS

Drawing can enhance observation skills when it shifts the researcher into a focused
mode of perception. Closely watching the situation that one is drawing can help
one to spot details that one would not have noticed when simply taking a casual
look at it or taking a photograph. When, for instance, I was drawing Naga textiles,
I came across one specimen that featured a detail not to be found in other textiles
of the same style: a tiny red dot on the surface that I had at first taken to be fluff.
If I hadn’t been drawing the textile I wouldn’t have given it a second thought. But
looking really closely in order to draw the cloth, I realized that the dot was not fluff
but was woven into the surface on purpose, no other textiles of this kind had such
a pattern. In field research, observation of such details can open up new insights.
They are gateways to topics, circumstances or connections one would not otherwise
have noticed, or to which one would never have gotten access.
Just as Karina Kushnir reports on her drawing students, the students in my own
classes sometimes remark that drawing not only enhances the faculty of visual
perception,27 it also enhances other senses. While sitting and drawing one not only
sees more, one also hears and smells more. Applied consciously, it is possible to
use drawing as a means to actively switch one’s own cognitive mode into a specific
26
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state of increased awareness. Such a state of mind can be helpful for a participant
observer in research situations involving a rich range of simultaneous occurrences. It might seem counter-intuitive at first to not run around and try to note down
and photograph all that is going on simultaneously during a communal ritual, for
instance. But in my own experience, it is worth opting from time to time out of
“documentation stress” and to simply sit down and draw while letting a focused
awareness float around the scene. It turned out that by employing this method,
I was more aware of all manner of details, and it was easier for me later to recall
what I wanted to cross check with the local ritual participants, than when I tried to
document everything in words, photos, or videos. Of course it matters to what ends
the recorded data is envisaged.
RECONSTRUCTING OBJECTS

Drawing, whether by hand or with the aid of computer software, is probably the only
visualizing technique capable of reconstructing destroyed or damaged objects, apart
from fixing or re-creating the object itself. While we are accustomed to this technique in architectural research and archaeology, where drawings and computer
models of destroyed temples, cities or vases are quite common, the social sciences
often do not seem to consider this possibility as worth trying. The reconstruction
of objects is mainly concerned with the material product itself, but it is widely acknowledged that this material product can tell us a lot about social relations, structures and processes, and ideologies and attitudes. Even though materiality has been
a major concern in the last few decades in fields such as sociology, anthropology
and religious science, the actual material object often seems less interesting to these
academic fields than simply philosophizing about it.
An example from my research on Naga textiles will exemplify in what way
drawing can reconstruct a destroyed object, and what this reconstructed piece can
tell us about social relations. The collection of the Ethnologisches Museum in Berlin
includes one of the oldest preserved Ao Naga cloths, originating from around 1900.
It features a black background, two blue lengthwise stripes and regularly interrupted
red lengthwise lines. On the blue lengthwise stripes one can see patches of red and
black thread. It is obvious that they are the last remains of a pattern that had been
woven into the stripes. While all the other threads were made of cotton, the red
part of the pattern was made of dyed goat’s hair, which is a delicacy for moths
and thus had been nearly completely devoured. Through comparative research on
the patterning and weaving technique employed in other Ao Naga textiles, I could
reconstruct the pattern of the cloth in a drawing. The inventory records of the museum do not provide any further information about the textile. But the drawing of
its reconstructed pattern tells us something about the social status of its wearer: in
all likelihood this skirt once belonged to an Ao Naga lady of the Ozukam clan of
390
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Mopungchuket or Sangratsü village whose family had just started to perform a cycle
of feasts of merit.28
A similar case to the reconstruction of lost or damaged objects is the possibility of drawing to virtually “repatriate” stolen objects of cultural importance. An
impressive photographic example of such a catalogue is the work of Lain Singh
Bangdel, which assembles over 130 Stolen Images of Nepal. The upshot of his book
has been that many stolen statues have been returned to Nepal.29 But the streets
and temple areas of Nepal feature tens of thousands of sculptures and reliefs of
deities, and many of them have never been photographed. Thousands of niches that
formerly housed such deities are empty today, because these objects are still much
sought trophies on the art market. The iconography of such stolen sculptures is
well known, and inhabitants of the neighbourhood know precisely what their god
or goddess looked like. In 2010, artist Joy Lynn Davis launched an art and research
project on Remembering the Lost Sculptures of Kathmandu for which she made over
a dozen photorealistic acrylic paintings of stolen sculptures in their original settings.
The stolen objects – or the parts that have been knocked off – have been done in gold
paint in order to emphasize their importance and stress the void that has resulted
from the theft. But the paintings are not only reproductions of the stolen images;
they also include a social comment: in almost every painting Joy Lynn Davis depicts
people interacting with the objects, or traces of interactions, in order to point out
that these stolen deities were worshipped by people. They once were an active part
of peoples’ daily social and religious life. Alas no longer, but the memory of them
lingers on and a drawing can visualize this.30
VISUALIZING THE HIDDEN

The visualization of hidden structures is a common method in biology, as for instance in botany, microbiology or neuroscience. Drawing in particular can visualize
hidden structures in circumstances in which the object or outer appearance of an
entity cannot or should not get destroyed. Hardly anyone will mind if for the sake of
scientific research you slice a diatom and photograph the slice in order to lay open
its stunningly beautiful hidden building plan. But try doing that with a Buddhist
chörten or a Shamanic talisman! Though there are many ways of finding out quite
precisely what their hidden structure looks like, there are no means to photograph it
as long as the objects are still intact and in use. Drawing can help solve this problem.
To illustrate this point, I shall take here an example from my field research
that in all likelihood every Himalaya researcher comes across sooner or later: on
28
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Monday 25 September 2006 I sat together with the lady of the house of my host
in Baksila Bazar (Khotang district, Eastern Nepal) as I had done so many times
before. The household had planned a ritual soon and as it was raining heavily, she
decided this was a good day to distil raksi, the rice brandy needed for the ritual.
(The following list can be read as a legend to figure 2.)
First the lady of the house sets up the equipment:
①

②
③

④
⑤

She places the brass phã̄ ṣi31 pot onto the three fire stones. There is no fire in it yet. She takes
three hands full of dry jã̄ ṛ (rice beer) mash and puts it into the phã̄ ṣi. Now she adds water
until the pot is two thirds full and wipes the rim of the pot with a bit of water that she lets
run over her hand. With the right hand she stirs the mash to blend it. From time to time she
takes some of the mix, lets it run through her fingers and smells it. This is repeated until
she is satisfied.
She now places the clay phuṅga32 pot, which is roughly 60 cm in diameter, on top of
the phã̄ ṣi. The phuṅga has a circular hole approx. 10 cm in diameter in the middle of its
base, and arranged around this are 6 to 10 smaller holes of approx. 2 cm diameter.
She then places the small clay paini33 pot inside the phuṅga, adjusting it to fit the central
hole in the latter.
On top of the phuṅga she places the copper bhāṭa34 pot and fills it with cold rain water.
She takes old rags made of clothing, wets them in the water in the bhāṭa, and stuffs them
around the rims to seal the contact zones between the pots. She takes a lot of care and time
for this step.

Now the distillation process begins:
⑥

⑦
⑧

⑨
⑩
⑪

31

32
33
34

The fire is alight, which has to burn strongly. A bamboo blowing tube is used to fan
the flames.
The alcohol in the jar-water mix in the phã̄ ṣi starts to steam.
The evaporating alcohol rises through the small holes into the phuṅga, until it meets the bottom of the bhāṭa.
The alcohol condenses on the outside of the bhāṭa, which is cooled by the water inside,
runs down along the latter’s conic bottom and drips down into the paini, where the raksi
is collected.
The water in the bhāṭa has to be changed from time to time when it starts to warm up. If
no fresh cold water is filled into the bhāṭa, the raksi will end up too weak. The best raksi
is made when the water is changed four to five times, whenever it has become hand-warm,
the maximum being ten times.
When the distillation process has finished, the pots are dismantled and the quality of the still
warm raksi is immediately tested with a few glasses. Cheers!

Many terms in the following are local dialect. As the local population hardly ever sees a reason to
write such terms, there are no general local spelling standards. Such terms are spelled in the best approximation available to me and when possible translated according to Turner 2001[1931]. The term
phã̄ ṣi usually means halter or noose.
The term phuṅga usually means open or free of trees.
Nepali technical term for raksi distilling pot.
Maybe from bhã̄ ṛo, a general term for cooking pot, or bhāṭi, a vessel for steaming clothes.
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Another form of hidden structures that can be made visible through drawing are
the embodied and mental plans of landscape and space in general that underlie everyday life, rituals, and specific activities in whole societies or among certain representatives of groups. Here I am thinking for instance of the ritual journeys of a Nepalese Rai
shaman, which are best visually represented on an annotated map,35 or the mandala
structure Tibetan Cham dancers move along on the ground during their performance.36
DEPICTING THE IMAGINED OR INTANGIBLE

Humans are highly imaginative creatures and virtuosos in mentally comparing one
envisioned situation with as many others as they please. It goes without saying that
drawing, be it by hand or computer-aided, is the visualizing medium of choice in
fields such as architecture, mechanical engineering, or fashion design: all applied
fields that inevitably need to work out plans – that is imaginings – before they can
start manufacture. In my research on Naga textiles, methodically drawing the imagined helped me in a different way: among the Naga, opinions differ greatly as to
what traditional textiles may be used for apart from their normal uses. For several
decades now, young Naga fashion designers have used either existing traditional
textiles or newly woven cloth that features traditional patterns for their fashion creations.37 If, however, a fashion designer employs an inappropriate pattern, or uses
a traditional textile to sew an inappropriate cloth, it is highly likely that he or she
will be fined by the civil body in charge of textile rights. Among the Ao Naga, this
civil body are the different Ao Naga Mothers’ Associations. During my research
from 2004 to 2008, they determined that fully traditional textiles should not be sewn
to shape, because this entails cutting up the textile, which is regarded as the physical destruction of a tradition. Also, it was discussed whether certain patterns and
pattern combinations should be banned outright for “fashion” use.38 The discussion
was in full swing at the time, with opinions ranging from a strict general ban to
simply letting the young folks do what they want. Talking to the representatives of
the different mothers’ associations, I used sketches of imagined dresses to find out
where the no-go threshold was, how it shifted over time, and why.
Drawing is also a potent means for depicting the world of gods, spirits, and cosmological structures. Most societies have designated specialists who either by calling or
training have the ability to see a world that is invisible to most others. That drawing is
a powerful medium for visualizing the invisible cosmos has been known by Tibetan
Buddhists for centuries; their thangkas of deities and mandalas are of course famous.
35
36
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The Tibetan tradition of visualizing the invisible has developed into a code of signs
of high complexity, given that their visual language with its regional and ideological
visual dialects has grown for over several hundred years. But not only societies that
have a long tradition of drawing and painting recognize the ability of the medium to
visualize the invisible. Societies or individuals that have only recently come in contact with specific styles of drawing for the first time, as for instance in colonial times,
have also sometimes adopted the method for their own ends within very short time.
This is what happened for instance in Borneo among the Ngadju Dayak: when
in the late 19th century Jesuit missionaries arrived in Borneo, they started to draw
maps of the island in order to orient themselves in the jungle. The indigenous Ngadju Dayak considered this a brilliant idea because they had a similar problem:
their festival of the dead, the large tiwah feast that was held to transport the souls
of the departed to the village of the dead, could only be performed every few years
because it was very expensive. The souls of all the people who had died were assembled in temporary graves until the next tiwah took place and they could all be
brought to the other world. Ritual specialists in charge of performing the tiwah were
often old, and worried that they would forget parts of the ritual journey. Thus they
appropriated the idea of drawing maps from the Jesuit priests, not of the jungle, but of
the invisible riverine route the soul ship has to take on its difficult and perilous journey. The souls of the dead are loaded on board by means of songs, and the ship then
has to be ritually steered along the river, past dangerous fiery torrents, until it finally
reaches the village of the dead where the souls are guided ashore. During the few
years in which the Jesuit mission was active in Borneo, many Ngadju priests started
to draw maps of the other world which all have a similar structure. They are drawn
on a long sheet, showing the underworld at the bottom and the palace of the highest
god Tempon Telon at the top. Flowing from bottom to the top is a long river that
links the underworld to the world of the living, then through tributaries to different
otherworldly realms, and finally to the temple at the apex. The village of the dead
is somewhere in the middle, but clearly beyond the various layers of the world that
are depicted in semi-circles on the lower third of the sheet. Many of the maps also
have inscriptions indicating the names of the different realms and river channels.
Unfortunately, the ritual language of the Ngadju vanished when the majority of them
converted to Christianity, and thus many of the inscriptions remain untranslated.39
BRINGING MOVEMENT TO PAPER

Up to this point we have been considering drawing as a methodological instrument
for gaining data. But drawing can do much more than that: it is also an instrument of
critical analysis, of representation and communication. This aspect has already been
39
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touched on earlier in the case of the stolen sculptures of Nepal. Once you intend to
publish a drawing, its visual characteristic – in what way you have drawn it – is of
particular relevance. The faculty of vision always has its own impact and effect, just
as words do. It makes a difference whether you draw a simple line and declare it to
be the representation of your research subject or whether, for instance, you draw
a person in a sophisticated ritual costume. Of course, you can always explain your
image in an accompanying text. But even if the combination of image and text is
meant to convey the overall message, one should not forget that the image itself
also has its own distinct message.
A topic that nicely exemplifies this is the depiction of movement. Intuitively one
would probably argue that the best medium to visualize movement, such for instance
dance, is film. But what if you want to visualize movement on paper?40 Drawing can
be a solution to this problem. In cases of movements that are accompanied by sound,
a visual representation that includes all relevant layers in the form of a score suggests
itself. For instance, in order to analyse a new grain ritual among the Dumi Rai of Eastern Nepal, I drew up a score combining musical notation, visual notation in the form
of drawings, and text recitation with annotation.41 A similar score has been employed
by Pirkko Moisala to analyse the ghato dance among the Nepalese Gurung.42 In both
examples, movement is depicted in line drawings showing the most characteristic body postures or hand gestures, augmented by directional signs that all feature
the same style, connoting them with a narrativity of the kind found in comic strips.
When trying to show movement such as dance on paper, it is usually necessary
to include some visual aid to indicate the movement, because the dancing body
itself is frozen in the frame, especially in photographs. When in 2015 the Broadway
Dance Magazine showed a series of photographs of dance movements performed
by Friedemann Vogel, first soloist of the famous Stuttgart Ballet, the aid to indicate
the movement was sprinkled sand that was sent flying around the space by his jumping feet. We can also think of Alfons Mucha’s allegoric image The Dance of 1898, in
which movement is visualized by flowing hair, a wafting scarf and dress, and an unstable body posture. In art, an unstable body posture is a popular means of depicting
dance movements, as we can see on ancient Greek vases, in Henri Matisse’s Dance
of 1910, or in the sketches Abraham Walkowitz made of Isadora Duncan dancing
between 1910 and 1920. When visualizing dance on paper (or canvas), the challenge
to the artists has always been to capture the ephemeral, emotional and expressive
aspects of movement characteristics of the dance. The challenge to scientists, on
the other hand, has often been to depict directions. A combination of both would of
course be most desirable.
40
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Except for using a dance script such as labanotation which for most readers will not be a visualization,
but a cryptic code they cannot decipher.
Wettstein, von Stockhausen and Rai 2019.
Moisala 1991.
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Depending on what one wishes to focus, drawing dance or indeed any movement
can also be reduced to a few simple lines. Nancy Stark Smith, for instance, used
lines to draw the character of movements performed in contact improvisation, a form
of movement-practice she was involved in developing in the 1970s.43 Her “hieroglyphs”, as she called them, were not meant to depict actual movements of body
parts, but to express the overall dynamics, energies, and flows of movement.44 In
2011 Tim Ingold used a simple line to depict the route described by the body of
a jumping salmon leaping into the air. His claim is that: “In this line, movement,
observation and description become one. And this unity, I contend, is nothing less
than that of life itself”.45 Would we have recognized this without his accompanying
words? I tend to think not. Thus certain drawings need a text to be understood, just
as certain texts need a drawing. Image and word dance together. But images can also
be statements all by themselves.
COMMUNICATING VISUAL STATEMENTS

How one draws influences how the visual result is perceived. This not only has to
do with cultural conventions of seeing, but also with cultural conventions of what is
art and what is not, what is craft and what is not, what is a good drawing, and whether
art or an artistic approach is entitled to help shape research and science, and vice
versa. During the initial stage of my research on Naga textiles I made index cards
that I took with me to Nagaland. Some of the cards bore drawings of single textile
pieces that I had already finished, others had photographs. I showed the cards to local
weavers to gather data, which worked quite well – up to the point when I showed
cards on which I had photographically enlarged patterns because they were too small
to be recognized on the photograph of the full cloth. It was quite difficult to explain
to older Naga weavers that the enlargements actually should be imagined as much
smaller, so that what is seen on that picture fits into a section of the full cloth. In
some cases they just did not believe it, because the full cloth looked so different
compared to the detail taken from the pattern. When I showed one of my drawings
that I always made of the full cloth, but with an emphasis on pattern details so that
they stood out clearly, the spontaneous response was that one could see things much
better on the drawing. For me this was the best reason to prefer drawing to photographs: if your local conversation partner insists that the drawings show things better
than the photographs, you have been given a really strong argument for drawing.
That images communicate something is not a new discovery. But the question
of how the semiotics of images work is far from solved. Communication largely
43
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She was part of the group around Steve Paxton to who the first organised performance is attributed.
Cooper Albright 1989.
Ingold 2011: 1.
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operates via symbols, but there is no consensus about how “symbol” is to be defined. In linguistics, in particular in Charles Sanders Peirce’s sense, a symbol is
a sign. It is “Something which stands to somebody for something in some respect
or capacity” and thus it communicates meaning.46 But for visual science, as Günter
Abel points out, anything can become a meaningful sign as soon as you ask for its
meaning.47 If we use visual material in the research process – be it in the research
design, in the methods of data collection, or as representations in publications –
these images constantly communicate. But while I can reformulate a sentence or
construct a written paragraph in such a way that my intended message comes across
and has a high likelihood of being understood in the way I intended, this is far more
difficult with images. Image signs differ from linguistic signs by their great syntactic
density, complexity and simultaneity.48 The challenge of visual communication is to
make sure my intended message of an image comes across. What properties must
an image have then, if there is to be a great likelihood that a viewer will decode it
“properly” when looking at it, to speak with Umberto Eco?49
This question is of particular relevance for marketing science: in advertisement
and in campaigns it has long been understood that not only words, but also images
can be formulated as statements that aim at convincing people about certain contents. This works quite well once a specific target group has grown accustomed to
a visual code. What else, one might ask, are scientists doing when they formulate
their texts? And what is the best method to visually formulate statements in print
publications in the social and cultural sciences?50 If we look at the many works that
aim at understanding and employing Pierre Bourdieu’s concept of the different forms
of capital, we find an obvious answer: schematic drawings with boxes, circles, and
arrows aimed at explaining theories in social and cultural sciences are a specific form
of drawing that communicates “logic”. If we want to communicate other ideas and
concepts in this way, we need to find the appropriate visual drawing styles for them.
The fact that I had been drawing the textiles of the Naga with great precision
in colour pencils and in exact detail had a positive effect on my research process,
and later when I brought the publication to back to Nagaland, the Naga weavers
felt that my process of drawing was similar to their process of weaving. Weaving
takes a lot of time and so does drawing. Cloth design is a matter of imagination and
so is drawing. To weave a Naga cloth, the weaver has to have a picture of the finished cloth with all its details in her mind, due to the weaving technique employed
in the region, and similarly a drawer needs this full picture before commencing
a drawing. Weaving is considered by the local weavers as art and craft at the same
46
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Peirce 1931: 228.
Abel 2005: 13.
Ibid.: 15.
Eco 1973.
The question of moving film is another story that shall be told another time.

397

C r o s s i n g B o u n d a r i e s : T i b e ta n S t u d i e s U n l i m i t e d

time, and that is how they perceived the style of drawing I employed. They greatly
appreciated the enormous amount of time and dedication I devoted to creating my
visual representations of their textiles: this was the attitude they themselves had
towards weaving. Thus my drawings were seen as equivalent to the esteem and respect they held towards the Naga textile tradition. Without having intended as much,
this gave me an enormous leap of faith throughout the entire research process and
far beyond the publication. Drawing therefore can communicate a visual statement
of dedication and appreciation of that which is drawn. In particular, drawing appreciates craft. In my case, this worked because the Naga judged my style of drawing
to be a good style. Had I simply done a couple of quick sketches, a method I also
often employ, the effect would probably not have been the same.
For print publications in the social and cultural sciences, we can choose drawing,
photography, or a combination of both to formulate our visual statements. But how
can a photograph be formulated as such? Either by staging the image so that it says
what we want it to say, or by taking hundreds of shots and hoping that we can select
one among them that is a perfect fit for the argument. Both methods are manipulative (just like a sentence that is rhetorically changed to make a point, or a citation
that is picked out from among many because it is the most telling), but because it is
a photograph this is often not recognized. We are more inclined to accuse a drawing of manipulation, but I prefer to look at it from another angle: that a drawing is
created by a biased human hand and mind is obvious. Thus in our times, drawings
do not hide behind an “aura of objectivity” to the same degree that photographs do.
What was revealed as the lie of the drawing of the late 19th century has now become
the lie of the photograph in the late 20th century.51 Moreover, with a drawing we
can formulate a visual content easily because we can arrange it the way we want.
We can redo the drawing any time we like: we can shift angles, resize, recombine,
emphasize, erase distracting background noise, add atmosphere, reconceptualize, or
reorder. With a photograph this is more complicated, or requires a lot of technology.
As a scientist, it is of course my job to make sure that my drawn visual formulations
are as accurate, precise, critical, and evidence-based as my written formulations.
But just as I nevertheless try to write in a convincing manner, I also try to draw in
a convincing style. And just like sentences arranged one after the other, a series of
images can form a text that is not, however, read linearly, but as visually simultaneous (see the series of the three figures).
While in the social and cultural sciences we are trained to write, we are not
trained to visualize – apart perhaps from very specific fields such as ethnographic
filming, for instance. Is it possible therefore that the recent trend in graphic anthropology to focus on learning to see by drawing, but not on learning to depict, has a lot
to do with the fact that many social and cultural scientists simply don’t dare to pick
up a pencil or brush and start to train themselves? Of course, learning to draw takes
51
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time and persistence, but so does learning to write. The development of graphic
skills is in principal no different to the development of language skills. Once the skill
is acquired it is at one’s disposal like any craft in which one has invested time and
dedication. But maybe the marginality of drawing in social and cultural science
also reflects another factor: the ambivalent relation between “science” and “art”.

Fig. 1. Sketches made during field research can facilitate field notes, but they are usually not published.
They may serve as models for later visualizations (see fig. 2). Scan of an original field notebook page
of the author © Marion Wettstein
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Fig. 2. Drawing of a set up for burning raksi (rice beer brandy) among the Dumi Rai of Eastern Nepal.
Legend see page 390. Drawing 2020 © Marion Wettstein

CONCLUSION: THE OSTENSIBLE BOUNDARY BETWEEN
“SCIENCE” AND “ART”

For over a century, scientists have mainly focused on being those who think and
prove, while putting down their findings on how the world is in factual-style writing.
Artists have focused rather on being those who perceive and feel while expressing
themselves and their personal view of the world in various media. The boundary between what is generally considered “science” and what is considered “art” has, however, become increasingly permeable over recent decades. Already Albert Einstein
pointed to the parallels in the creative processes in science and art and to the importance of visual thought.52 Since the mid-20th century, it has slowly been recognized
52

Aldous 2007: 179.
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Fig. 3. A Dumi Rai woman exchanges the cooling water during the process of burning raksi. Baksila
Bazaar, Khotang district, Eastern Nepal, 25 September 2006. Edited photo © Marion Wettstein
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that social and cultural science can never be objective. The writing culture debate
and the call for reflexive sociology made it clear that personal expression is intrinsic
to all science.53 Viewed the other way round, many artists have a highly conceptual
approach, employ the type of social critique that is also prominent in French sociology, or base their projects on intense research. With Alfred Gell and Bruno Latour,
the philosophical discussion on the agency of art and things reached the social and
cultural sciences by the turn of the millennium.54 And yet, as James Elkins observes,
while academia has no problem talking and theorizing about a finished artwork, it
still has great difficulties acknowledging the process that leads there.55
If we specifically consider the process of drawing, the ostensible boundary between science and art becomes more and more obsolete in the light of new approaches in cognitive research and neuroscience, where the practice of drawing is
seen as a form of thinking.56 Vinod Goel even suggests that drawing is a better model
for understanding how human thinking works than the model of the computer.57 This
can be exemplified with the work of Richard Feynman whose diagram drawings to
explain quantum electrodynamics revolutionized physics calculations and the way
physicists understood the world.58 According to Andrea Kantrowitz:
The process of thinking through drawing shares characteristics common to many domains in the arts
and sciences. Improvisation, analogy and metaphor, exploration and invention all have their place
in a variety of creative pursuits. Yet the simplicity of marks on paper as a direct externalization of
thought makes drawing a particularly good case study of the human imagination at work. The act
of drawing can be understood as the creation of a physical space to play with our thoughts outside
the conﬁnes of our minds, to see and manipulate our ideas and perceptions in visible form.59

How closely drawing is interlinked with memorizing the perceived, interpreting
the perceived, transferring the perceived into concepts, bodily output of the perceived in spatial relation, and with imaginative work – as well as many other complex cognitive processes – can be gathered from research with stroke patients, who
often find copying a simple graphic line drawing an enormous challenge.60 The role
drawing plays in thinking was already discovered by Renaissance painters: Leonardo da Vinci was only the most prominent among those who investigated the natural
world of anatomy, landscape, or architecture through the pen. It was in the Renaissance that “sketching” – the gestural, fast and preliminary form of drawing – was
53
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developed as an artistic and scientific method, which in Italian was tellingly called
pensieri, “thinking”.61 In architecture and urban design Enrico Cicalò currently suggests a focus on Graphic Intelligence, which he adopted from one of nine forms of
intelligence introduced by Howard Gardner.62 Seen from this angle, it is not surprising that new trends in “graphic anthropology” focus on the process of fieldwork
sketching and on drawing as a means of creating knowledge and theoretical and
philosophical reflexion. Tim Ingold holds that (graphic) anthropology is a speculative and experimental approach that goes hand in hand with his definition of art,
unlike ethnography which he considers to mainly be tangential and “about” instead
of “with” people. He is of the opinion that
An art that is speculative and experimental, that explores the possibilities of being through open-ended conversation and comparison, cannot meet the standards of accuracy, of empirical depth and
detail, expected of ethnography.63

My experience in ethnography and drawing prompts me to question both Ingold’s
particular take on ethnography, and with it ethnographic drawing, as a science lacking “correspondence” with people, and a definition of open-ended art that denies
it the possibility of embracing ethnographic approaches. In my view, writing ethno
graphy – or writing any science – is a form of literary art that lives from dialogue,
with the published piece being the result of many experiments and played-through
versions; drawing science is a form of visual art that goes through an equivalent process of visual experimentation, dialogue, and rethinking. I am convinced
that not only if the science in question is ethnography, we are probably well advised to practice both writing and drawing as what Michael Oppitz calls the art of
exactitude.64
REFERENCES
Abel, G. 2005. Zeichen- und Interpretationsphilosophie der Bilder. In S. Majetschak (ed.) Bild-Zeichen:
Perspektiven einer Wissenschaft vom Bild. Munich: Wilhelm Fink Verlag, 13–29.
Afonso, A.I. 2004. New Graphics for Old Stories: Representation of Local Memories Through Drawings. With Illustrations by Manuel Joao Ramos. In S. Pink, L. Kurti and A.I. Afonso (eds.) Working
Images: Visual Research and Representation in Ethnography. New York: Routledge, 72–89.
Aldous, C.R. 2007. Creativity, Problem Solving and Innovative Science: Insights from History, Cognitive Psychology and Neuroscience. International Education Journal 8(2), 176–86.
Almeida, P.L., M.B. Duarte and J.T. Barbosa (eds.) 2014. Drawing in the University Today. Porto:
University of Porto.
Ball, M.S. and G.W.H. Smith. 1992. Analyzing Visual Data. Newbury Park: SAGE.
61
62
63
64

Kantrowitz 2012a.
Cicalò 2020; Gardner 1983.
Ingold 2019: 662.
Oppitz and Alasti 1989.

403

C r o s s i n g B o u n d a r i e s : T i b e ta n S t u d i e s U n l i m i t e d

Bangdel, L.S. 1989. Stolen Images of Nepal. Kathmandu: Royal Nepal Academy.
Banks, M. 2001. Visual Methods in Social Research. London: SAGE.
Bateson, G. and M. Mead. 1942. Balinese Character: A Photographic Analysis. New York: The New
York Academy of Sciences.
Belting, H. 2005. Nieder mit den Bildern. Alle Macht den Zeichen. Aus der Vorgeschichte der Semiotik.
In S. Majetschak (ed.) Bild-Zeichen: Perspektiven einer Wissenschaft vom Bild. Munich: Wilhelm
Fink Verlag, 31–47.
Bourdieu, P. and L.J.D. Wacquant. 1992. An Invitation to Reflexive Sociology. Chicago: University of
Chicago Press.
Causey, A. 2016. Drawn to See: Drawing as an Ethnographic Method. Toronto: University of Toronto
Press.
Chaplin, E. 2002 (1994). Sociology and Visual Representation. New York: Routledge.
Chaumeil, J. 1982. Représentation du monde d’un chamane Yagua. L’Ethnographie Numéro Spécial
(Voyages Chamaniques deux), 49–53.
Chechlacz, M., A. Novick, P. Rotshtein and W. Bickerton. 2014. The Neural Substrates of Drawing:
A Voxel-based Morphometry Analysis of Constructional, Hierarchical, and Spatial Representation
Deficits. Journal of Cognitive Neuroscience 26 (12), December, 2701–15. https://doi.org/10.1162/
jocn_a_00664.
Cicalò, E. 2020. Graphic Intelligence: Drawing and Cognition. Cham: Springer.
Collier, J. and M. Collier. 1999. Visual Anthropology: Photography as a Research Method. Albuquerque: UNM Press.
Cooper Albright, A. 1989. Writing the Moving Body: Nancy Stark Smith and the Hieroglyphs. Frontiers: A Journal of Women Studies 10(3), 36–51.
Eco, U. 1973. Il Segno. Milano: Isedi.
Edwards, E. 1992. Science visualized: E.H. Man in the Andaman Islands. In E. Edwards (ed.) Anthropology & Photography 1860–1920. New Haven and London: Yale University Press, 108–21.
Elkins, J. 2009. On Beyond Research and New Knowledge. In J. Elkins (ed.) Artists with PhDs: On
the New Doctoral Degree in Studio Art. Washington DC: New Academy Publishing.
Gardner, H. 1983. Frames of Mind: The Theory of Multiple Intelligence. Basic Books: New York.
Gell, A. 1998. Art and Agency. Oxford: Clarendon Press.
Goel, V. 1995. Sketches of Thought. Cambridge: MIT Press.
Gredig, F. 2005. Eine Landkarte des Jenseits für die Seelen. In M. Wettstein (ed.) Von Geistern, Schiffen
und Liebhabern: Jenseitswelten. Zurich: Völkerkundemuseum der Universität Zürich, 25–29.
Harper, D. 2002. Talking about Pictures: A Case for Photo Elicitation. Visual Studies 17(1), 13–26.
Heintze, B. 1994. Ethnohistorische Bildinterpretation im Kontext. Tribus 43, 95–111.
Hendrickson, C. 2019. Drawing in the Dark: Seeing, Not Seeing, and Anthropological Insight. Anthropology and Humanism 44(2), 1–16.
Henny, L.M. 1986. Trend Report: Theory and Practice of Visual Sociology. Current Sociology 34(3),
1–68.
Ingold, T. 2011. Introduction. In T. Ingold (ed.) Redrawing Anthropology: Materials, Movements, Lines.
Farnham and Burlington: Ashgate, 1–20.
——. 2019. Art and Anthropology for a Sustainable World. Journal of the Royal Anthropological Institute (N.S.) 25, 659–75.
Kaiser, D. 2005. Drawing Theories Apart: The Dispersion of Feynman Diagrams in Postwar Physics.
Chicago: University of Chicago Press.
Kantrowitz, A. 2012a. Drawn to Discover: A Cognitive Perspective. TRACEY Journal: Drawing
Knowledge. May 2012.
——. 2012b. The Man behind the Curtain: What Cognitive Science Reveals about Drawing. The Journal of Aesthetic Education 46(1), Spring 2012, 1–14.
Kuhnt-Saptodewo, T. and H. Kampffmeyer. 1995. Bury Me Twice. Tiwah – A Ngaju Dayak Ritual,
Kalimantan. Goettingen: IWF Wissen und Medien gGmbH. Film: 127 min.
Kuschnir, K. 2016. Ethnographic Drawing: Eleven Benefits of Using a Sketchbook for Fieldwork.
Visual Ethnography 5(1), 103–34.
Latour, B. 2005. Reassembling the Social: An Introduction to Actor-Network Theory. Oxford: University of Oxford Press.
McGuirk, T. 2014. Drawing as Situated Knowing. In P.L. Almeida, M.B. Duarte, and J.T. Barbosa (eds.)
Drawing in the University Today. Porto: University of Porto, 297–304.

404

D r a w i n g Awa y t h e O s t e n s i b l e B o u n d a r y B e t w e e n S c i e n c e a n d A r t

Mitchel, W.J.T. 1994. The Pictorial Turn. In W.J.T. Mitchel (ed.) Picture Theory. Chicago, London:
Chicago University Press, 11–34.
Moisala, P. 1991. Cultural Cognition in Music: Continuity and Change in the Gurung Music of Nepal.
Jyvaskyla: Gummerus Kirjapaino Oy.
Morphy, H. and M. Banks (eds.) 1997. Rethinking Visual Anthropology. New Haven: Yale University
Press.
Oppitz, M. and A. Alasti. 1989. Kunst der Genauigkeit: Wort und Bild in der Ethnographie. Munich:
Trickster.
Oppitz, M. 2001. Drawing or Photograph: Questions on Ethnographic Illustration. In M. Oppitz (ed.)
Robert Powell. Himalayan Drawings. Zurich: Völkerkundemuseum der Universität Zürich, 91–123.
Peirce, C.S. 1931–1935. Collected Papers. Principles of Philosophy and Elements of Logic,
vol. 2. Cambridge: Harvard University Press.
Pilarczyk, U. and U. Mietzner. 2005. Das reflektierte Bild. Bad Heilbrunn: Julius Klinkhardt.
Pink, S. 2007. Doing Visual Ethnography: Images, Media and Representation in Research. London
(etc.): SAGE.
Pinney, C. 1992. The Parallel Histories of Anthropology and Photography. In E. Edwards (ed.) Anthropology & Photography 1860–1920. New Haven and London: Yale University Press, 74–95.
Prosser, J. (ed.) 1998. Image-based Research: A Sourcebook for Qualitative Researchers. London: Routledge.
Ramos, M.J. and A. Azevedo. 2016. Drawing Close: On Visual Engagements in Fieldwork, Drawing
Workshops and the Anthropological Imagination. Visual Ethnography 5(1), 135–60.
Ramos, M.J. 2019. Ceci n’est pas un dessin: Notes on the Production and Sharing of Fieldwork Sketches. Cadernos de Arte e Antropologia 8(2), 57–64.
Schrempf, M. 1999. Taming the Earth, Controlling the Cosmos: Transformation of Space in Tibetan
Buddhist and Bon-po Ritual Dance. In T. Huber (ed.) Sacred Spaces and Powerful Places in Tibetan
Culture. Dharamsala: Library of Tibetain Works and Archives.
Schulz, M. 2005. Ordnungen der Bilder: eine Einführung in die Bildwissenschaft. Paderborn, Munich:
Wilhelm Fink Verlag.
von Stockhausen, A. 2014. Imagining the Nagas: The Pictorial Ethnography of Hans-Eberhard Kauffmann and Christoph von Fürer-Haimendorf. Stuttgart: Arnoldsche Art Publishers.
——. 2018. Walking with the Ancestors: “Localising” Religious Tradition and Ethnic Identity among
the Dumi Rai of Eastern Nepal. Conference Proceedings 2012: The Annual Kathmandu Conference
on Nepal and the Himalaya. Kathmandu: Social Science Baha, 244–70.
Taussig, M. 2009. What Do Drawings Want? Culture, Theory and Critique 50(2), 263–74.
——. 2011. I Swear I Saw This: Drawings in Fieldwork Notebooks, Namely My Own. Chicago: University of Chicago Press.
Turner, R.L. 2001[1931]. A Comparative and Etymological Dictionary of the Nepali Language. New
Delhi: Allied Publishers limited.
von Wyss-Giacosa, P. 2006. Religionsbilder der frühen Aufklärung: Bernard Picarts Tafeln für die
“Cérémonies et Coutumes religieuses de tous les Peuples du Monde”. Zurich: Benteli Verlag.
Wettstein, M., A. von Stockhausen and C.B. Rai. 2019. Nuja: Text, Melody, and Movement of a “New
Grain” Ritual Performance among the Dumi Rai of Eastern Nepal. In M. Gaenszle (ed.) Ritual
Speech in the Himalayas: Oral Texts and their Contexts. (Harvard Oriental Series). Cambridge, MA:
Harvard University Press, 71–104.
Wettstein, M. 2013. Fashion Zeitgeist in Northeast India. In T. Kuldova (ed.) Fashion India: Spectacular Capitalism. Oslo: Akademika forlag, 73–88.
——. 2014. Naga Textiles: Design, Technique, Meaning and Effect of a Local Craft Tradition in Northeast India. Stuttgart: Arnoldsche Art Publishers.
Wright, J. 1992. Photography: Theories of Realism and Convention. In E. Edwards (ed.) Anthropology
& Photography 1860–1920. New Haven and London: Yale University Press, 18–31.

405

CROSSING BOUNDARIES

TIBETAN STUDIES UNLIMITED
DIANA LANGE
JARMILA PTÁČKOVÁ
MARION WETTSTEIN
MAREIKE WULFF (eds.)

Academia Publishing House,
Prague 2021

This book was published with support from the Czech Academy of Sciences.
KATALOGIZACE V KNIZE - NÁRODNÍ KNIHOVNA ČR
Crossing boundaries : Tibetan studies unlimited / Diana Lange, Jarmila Ptáčková, Marion Wettstein,
Mareike Wulff (eds). – Vydání první. – Prague : Academia Publishing House, 2021. – 653 stran
Obsahuje bibliografie, bibliografické odkazy a rejstřík
ISBN 978-80-200-3232-4 (vázáno)
* 39 * 80(=584)+908(515) * 908(515) * 94(515) * 908(5-191.2) * 94(5-191.2) * (082)
– kulturní antropologie – Tibet (Čína)
– kulturní antropologie – Himálaj (pohoří : oblast)
– tibetanistika
– Tibet (Čína) – reálie
– Tibet (Čína) – dějiny
– Tibet (Čína) – etnografie
– Himálaj (pohoří : oblast) – reálie
– Himálaj (pohoří : oblast) – dějiny
– Himálaj (pohoří : oblast) – etnografie
– sborníky
39 - Kulturní antropologie. Etnologie. Etnografie [1]

Peer reviews: Prof. Dr. Karénina Kollmar-Paulenz, Assoc. Prof. Olaf Günther, Dr. Rafał Beszterda
Editors © Diana Lange, Jarmila Ptáčková, Marion Wettstein, Mareike Wulff, 2021
Title image and frontispiece:
Korean mountain god
© NRICH/MARKK (Museum am Rothenbaum – Kulturen und Künste der Welt, Hamburg)
English Copy Editing: James Raymond
ISBN: 978-80-200-3232-4

Contents

This book is dedicated as a Festschrift to Toni Huber, who since the start of his career has
broken the boundaries of Tibetan Studies.
“Green Tibetans” as a Disjuncture in Tibetan Studies
Jan Magnusson������������������������������������������������������������������������������������������������������� 15
Skilled in philological …
The ma mo Goddesses and Toni Huber’s Source of Life
Geoffrey Samuel����������������������������������������������������������������������������������������������������� 23
The sku bla of the Tibetan Emperors – Metamorphosed in Yungdrung Bon?
Per Kværne������������������������������������������������������������������������������������������������������������� 32
Shambhala’s Boundaries: The Contested Visions of Tāranātha
and the Third Panchen Lama
David Templeman ������������������������������������������������������������������������������������������������� 45
Master Vairocana’s Journeys in Early Tibetan Buddhist Narratives
Lewis Doney���������������������������������������������������������������������������������������������������������� 59
The “Clan Castles” of Khams: Critical Editions and Provenance
of Two 17th-Century Funerary Manuals
Reinier J. Langelaar����������������������������������������������������������������������������������������������� 78
Remedies for Various Diseases of Five Kinds of Livestock: A Tibetan
Manuscript from Mongolia and Its Study (MAiP 9182/23)
Agata Bareja-Starzyńska and Byambaa Ragchaa ������������������������������������������������� 97
A Tibetan Myth on the Origin of Bows
Daniel Berounský������������������������������������������������������������������������������������������������� 106
… and historical approaches alike, …
The Drum of the Law and the Turquoise Dragon: Images of Authority
in Tibetan Legal Texts
Fernanda Pirie������������������������������������������������������������������������������������������������������ 123
Illustrious Ancestry, Marriage Alliances, Incarnation and Family Cohesion:
The Making of the Tibetan Noble House of Rdo ring
Franz Xaver Erhard ��������������������������������������������������������������������������������������������� 137
Discovering and Describing Buddhist Caves: Sacred Sites at Mu le gangs
Franz-Karl Ehrhard���������������������������������������������������������������������������������������������� 167
Some Notes on the Third Gurong (1875–1932), an Amdo Nyingmapa Yogin
and Little-Known Key Figure in Early 20th-Century Amdo
Bianca Horlemann����������������������������������������������������������������������������������������������� 179
A Singing Heruka Roaming the Tibetan-Himalayan Borderlands at
the Dawn of the 20th Century
Hanna Havnevik��������������������������������������������������������������������������������������������������� 198

Multiple Agendas: The Panchen Lama’s Visit to India, 1905–1906
Alex McKay��������������������������������������������������������������������������������������������������������� 215
Crossing Boundaries: Four “German” Fugitives in Western Tibet in 1944
John Bray������������������������������������������������������������������������������������������������������������� 229
Crossing the Boundaries between Kullu and London: A Well Travelled Kiang
Diana Lange��������������������������������������������������������������������������������������������������������� 242
The Life and Work of Grace Jolly
Rebecca Tamut����������������������������������������������������������������������������������������������������� 247
… Toni has also drawn on ideas from linguistics …
Social Roots of Grammar: An Old Tibetan Perspective on
Grammaticalization of Kinterms
Joanna Bialek������������������������������������������������������������������������������������������������������� 253
Language as a Window into the Past: Proto-East Bodish Language
and Culture
Gwendolyn Hyslop����������������������������������������������������������������������������������������������� 289
On Reconstructing Ethno-linguistic Prehistory: The Case of Tani
Mark W. Post ������������������������������������������������������������������������������������������������������� 311
… and art history.
Research on the Role of Birds and Deer in Early Tibetan Rituals
Amy Heller����������������������������������������������������������������������������������������������������������� 343
Two Portrait Sculptures of the Dharma Lord Lodrö Gyaltsen Pelzangpo in
the Collection of Namgyal Monastery, Mustang, Nepal, Mid-16th Century
Hans-Werner Klohe��������������������������������������������������������������������������������������������� 353
While he does not take academic demeanour too seriously, …
A Tape Found in a Metal Milk Can on the Mongolian Steppe
How. Journal of Crypto-Anthropological Theory, vol. 11, No. 4 (2020)������������� 365
… his multifaceted methodological approaches …
Visions of the Hidden. The Pilgrimage Site Tuwachung–Jayajum
in Eastern Nepal
Alban von Stockhausen ��������������������������������������������������������������������������������������� 377
Drawing Away the Ostensible Boundary Between Science and Art
Marion Wettstein ������������������������������������������������������������������������������������������������� 383
Beneath
Mareike Wulff������������������������������������������������������������������������������������������������������� 406
… include field research, ethnography, and oral tradition, …
The Killing Month Ritual
Geoff Childs and Jhangchuk Sangmo ����������������������������������������������������������������� 419
A Minyag Domestic Rite of Paying a Vow
Valentina Punzi����������������������������������������������������������������������������������������������������� 432



Journeys to the Realm of Bad Death in Kiranti Funeral Rites
Martin Gaenszle��������������������������������������������������������������������������������������������������� 449
What Happened in ’On? A Note on the Story of the Origin of the bon po
in Central Tibet
Guntram Hazod ��������������������������������������������������������������������������������������������������� 465
In Search of Dol po pa Shes rab rgyal mtshan’s Birthplace Ban tshang Dkar
yol ri/Ka yo ri
Klaus-Dieter Mathes�������������������������������������������������������������������������������������������� 486
A Holy Site Reconstructed
Gerald Kozicz and Susanne Fleischmann ����������������������������������������������������������� 505
The Palge Mani of Sershul: Mani-stone Exchange between Myth
and Contemporary Pilgrimage Practice
Monia Chies��������������������������������������������������������������������������������������������������������� 531
Incombustible Heart: Ethnography of Relics and the Tibetan Economy
of Charisma
Maria Turek ��������������������������������������������������������������������������������������������������������� 547
Divine Kingdoms and Border Politics in the Western Himalaya
William Sturman Sax������������������������������������������������������������������������������������������� 563
Where the “Chinese” Are Herding Yaks
Jarmila Ptáčková�������������������������������������������������������������������������������������������������� 576
Nyungar Boodjar Gilgillup–Aboriginal Identity in the South West
of Australia Then and Now
Norma Schulz������������������������������������������������������������������������������������������������������� 585
… and his commitment to these endeavours guarantees many seminal works yet to come.
Auspicious Encounters on the Changthang–Fieldnotes of an
Unforgettable Research Trip
Mona Schrempf ��������������������������������������������������������������������������������������������������� 609
Tabula Gratulatoria������������������������������������������������������������������������������������������������� 622
About the authors����������������������������������������������������������������������������������������������������� 623
Index ������������������������������������������������������������������������������������������������������������������������� 632

