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Preface and Acknowledgements 

Seen through the window of my memory, Tabo looks now as it did when I first visited the Spiti valley 

more than 18 years ago. The low, clay-coloured monastery buildings are shrouded in dust and sheltered 

between the steep barren mountains and the brilliant sky. Ghersi, who has seen many of the earth's 

beautiful places, said that when he thinks ofTabo he first remembers the sky. As the sun arises before the 

monastery gates the sky is grey then pink and then as the sun travels up the valley, the sky changes to 

every imaginable shade of blue and lavender, with the sun's disappearance behind the monastery walls, 

the last deep purple surrenders to blackness filled with stars. The cloudless heavens, the dust-laden air, 

the stillness occasionally punctuated by an animal's cry, the villagers clothed in dark traditional dress 

bringing in the harvest, and the few monks in their burgundy robes attending to the ancient crumbling 

monastery and their daily devotions, that was Tabo as I first saw it. When I last visited Tabo in June of 

1996 there were new buildings in the village and monastery and the valley was filled with tent cities, 

temporary tea houses, shops and restaurants, 3,000 peace-keepers and 27,000 pilgrims who had come to 

be blessed by his Holiness the Dalai Lama and to celebrate the monastery which had served as the spir- 

itual heart of the region for a thousand years. 

The works of Giuseppe Tucci and Eugenio Ghersi inspired the first trip to Tabo and they have re- 

mained my constant companions throughout. The enduring legacy of Tucci's historical and philological 

inquiries during the 1933 and 1935 expeditions owed much to his fortunate collaboration with the re- 

sourceful and gifted Eugenio Ghersi - physician, photographer, cartographer, diarist, and beer brewer. 

Completely different in their talents, ideally suited to one another by temperament, they formed an ex- 

traordinary team. They spent more than three years in intensive collaboration and then they separated to 

follow their different interests - each destined for long and brilliant careers. Together Tucci and Ghersi 

documented and published every important Buddhist monument in the western Himalayas. 

I had met Tucci in Afghanistan shortly before my first unsuccessful attempt to visit Tabo, when it still 

seemed an impossible adventure. Who could have imagined that six years later I would undertake the 

ordering of his Photographic Archive, which belongs to IslAO and is housed in the National Museum of 

Oriental Art? Or that Ghersi and his wife would become valued friends? It is a personal sadness for me 

that Mrs. Ghersi did not live to see the completion of this book which she did so much to encourage. 

All of us who have contributed to this book dedicate our small efforts to Eugenio Ghersi and the 

memory of Giuseppe Tucci in grateful acknowledgement of their prodigious accomplishments and con- 



tributions lo  science. The reward of my commitment to the study ofTabo's history has been the abiding 

liicndship of all those \\ho first began this journey with me. Over the years new friends also contributed 

to the pleasure and success of this research. The sustaining spirit of this study until today is the Abbot 

Geshe Sonam Wangdii and the monks. particularly Sangpo. Lama Tobgye, Yeshc Phuntsok, and Nyima 

Tashi. \\.ho each year welcomed us 'home' with generosity and tranquil good humour. 

Thc Archaeological Survey of India supported our efforts throughout, and I thank former Director 

General M.N .  Deshpande and Chief of Conservation R. Sengupta for the their initial encouragement. 

Continuing support came over the years from subsequent Directors General, particularly M.C. Joshi and 

Joint Director General Acala Moulik. The hospitality of dear friends - Dhanvanti Swadi, Deepak Sanan, 

Uja.ala and Narinder Chauhan awaited us wherever they resided. In countless small villages in Spiti, 

Lahul and Kinnaur we were always received with kind hospitality, but special thanks must go to our 

friends whom we visited every year and who often accompanied us on our travels - Gautam Lama, Om 

Prahash. Shamsher and Sushil Negi and M.S. Negi. Throughout Himachal Pradesh many government 

oficers assisted us in too many official and unofficial ways to be listed here, but I must specially mention 

Phuntsok Ral. now a Minister of the State whom I have known since my first visit to Tabo. That our 

travels were possible at all is due largely to the efforts of theAustrian Embassy, particularly H.E. Christoph 

Cornaro, H.E. Karl Peterlik, Peter Launsky, Thomas Buchsbaum, Munish Bahl. 

Since 1985 every aspect of the project has been supported by grants for research and travel by the 

Austrian Fonds zur Fordemng der Wissenschaftlichen Forschung. Without their support quite simply 

none of it would have been possible. 

The tinal phase of work on this book took place at the Institute forAdvanced Study in Princeton, New 

Jersey. I thank the Institute's School of Historical Studies for the honour and privilege of participating as 

a Member in the life of this extraordinary community. During this time I particulary benefited from the 

insights and observations of my colleagues Oleg Grabar and Irving Lavin, as well as Marilyn Lavin, 

Giles Constable, James Trilling, Dore J. Levy, and Christine Guth. I am also profoundly indebted to my 

colleagues at the University of Vienna, particularly the Dekan of the Geisteswissenschaftliche Fakultat, 

and the members of the lnstitut fiir Kunstgeschichte, headed by Professor Friedrich Teja Bach for their 

understanding and support. 

Many friends in India, Europe, and America offered support and encouragement at critical moments. 

Chhaya Bhanacharya-Haesner and I shared the first and most magical adventure. Gail Cornaro accompa- 

nied me in 1989, and my son Sacha Klimburg also journeyed with me to Tabo. Thanks are also due to 

Ramesh Sharma and Uma Gajapati Raju, Shubindu Kaushik, Jill Norgren, Ralph Norgren, Louise Cort, 

Judith Lerner, Mirabai Bush, Irene Montjoye, Robert Ellsworth, and Fabio Pittella of Skira Editore. 

Both the research and preparation of this book took place at the Institute for Tibetan and Buddhist 

Studies at the University ofVienna and also at the IsMEO (now called IsIAO) in Rome. The Director of 

the Institute, Ernst Steinkellner, provided the organisational, intellectual, and spiritual infrastructure which 

permitted this research to flourish. Both his own extensive knowledge of Buddhism and Tibet and the 

considerable resources of the Institute were always available. We are grateful to the colleagues of the 

Institute who assisted us in many ways, some of whom also collaborated in field work - HelmutTauscher, 

Michael Torsten Much, Kathrin Kronsteiner, Mischa Tauscher-Lamberg. During our field work we col- 

laborated with Paul Harrison and particularly Cristina Schemer-Schaub, our valued companion and source 

of wisdom. Professor Steinkellner and Dr. Scherrer-Schaub generously allowed me to quote their unpub- 

lished articles, in addition they each read the entire manuscript and made important and detailed correc- 

tions 



Since I984 this research was part of a joint collaboration with the IsMEO (now IslAO) and I thank 

Gherardo Gnoli for his invitation to undertake the cataloguing of theTucci Photographic Archive and for 

permission to publish Ghersi's photos from the 1933 and 1935 Tucci expeditions. For the support and 

administration of the project I am indebted to Luciano Petech, who also generously gave council on all 

philological and historical matters throughout our research. His profound understanding ofthe history of 

the period served as the framework for all of our research and we are very grateful that he has contributed 

his major study to this volume. Sincere thanks go also to Maurizio Taddei for his support and consulta- 

tion; his extensive knowledge of Indian art and archaeology was invaluable. Also from lslAO I thank 

Anna Maria De Angelis, formerly Secretary General of IsMEO and Francesco Noci and Pat Smith who 

were part of the 1991 mission toTabo and each contributed to this volume. I also wish to thank Donatella 

Mazzeo, Director of the Museum, for her suppofl and encouragement. At the Museum thanks also go to 

Oscar Nalesini, Giulia Talamo, and Paola D'Amore for their collaboration on the study of the Tucci 

Archive. 

I am grateful to the Sud family, Shimla for allowing us to study and publish objects from their impor- 

tant collection. I also thank Prof. Wolf Kahlen for permission to publish a photograph from his extensive 

collection on Tabo. 

My most sincere gratitude goes to Roger Goepper and Jaroslav Poncar who in 1989 gave me a com- 

plete set of Poncar's marvellous photographs of the Tabo Main Temple. Prof. Poncar also travelled with 

us toTholing; I thank him for his extraordinary, and characteristic generosity in permitting me to publish 

his photographs here. 

The long process of giving shape to this book was stewarded by Erna Wandl who not only contributed 

the results of her research to this volume but with patience and good humour typed and transcribed 

endless field notes and reports as well as co-ordinated tedious administrative details.Together with Chnstian 

Jahoda they transformed my notes and illegible writings into a readable manuscript. Jahoda copy-read 

this manuscript more times than bears thinking about, and I am indebted to his patience and sharp eye. 

His careful attention to detail saved me from many errors and inconsistencies. He also prepared the index. 

I thank him for his contributions. 

But my greatest debt is to Christian Luczanits, since 1991 my partner on this journey. In many ways 

this book is a result of our collaboration over these last years. Within the scope of the project on Early 

Indo-Tibetan Monastic Art, supported by the Austrian Research Fonds, he is in charge of the Visual 

Resources Collections. He controlled the visual material for this book and prepared all the graphic com- 

ponents. He co-ordinated our Himalayan expeditions and was responsible for the better part of the photo 

documentation and the transcription of the most difficult inscriptions. From our shared observations. 

analysis and sometimes conflicting views exchanged during the many months of field work. evolved the 

essential lines of the argument presented here.As 1 struggled to understand the meaning and history of the 

Main Temple he offered uncompromising criticism. He read and corrected all my chapters, however the 

errors ofjudgement or fact which remain, are mine alone. His own scholarly research provided an irnpor- 

tant dimension, only partially acknowledged by the numerous citations to his work.The book is only one 

part of an ongoing journey and I am grateful for his patience and generosity in sharing it with me. 





Guide to the Reader 

Our goal was to makeTabo and its history accessible to 

the general reader, while accurately sharing new infor- 

mation with the specialist. Unfortunately an extremely 

important source, the mNga'-ris rgyal-robs by Gu-ge 

mkhan-chen Ngag-dbang-grags-pa was unknown to us. 

Prof. Petech and I regret that this book was already in 

press when we received from Roberto Vitali his edition 

and commentary. We both thank Vilali for having sent 

us copies of his work. The mNga '-ris rgyol-robs offers 

a large amount of new information and it is unfortunate 

that Prof. Petech was unable to make certain small 

changes to his chapter on the history of western Tibet. 

Nonetheless this text does not contradict the main lines 

of the historical argument presented here. 

As little scientific work on this subject has been pub- 

lishcd to date, a great deal of specialised information is 

briefly indicated with references to further scholarly 

sources. In order to assist the general reader with the 

"cast of characters" I have added in the Index a brief 

explanation for the most Frequently used names. The 

specialist will find it useful to read this book together 

with Inscriptions from the Taho Main Temple: Texts and 

Translations (eds. Luciano Petech and Christian 

Luczanits, Sene Orientale, Rome). If we have too ofien 

mystified the layman and infuriated the scholar, my 

apologies lo both. 

Short Guide to Pronunciation 

The transcription of Sanskrit words follows the stand- 

ard adaptation of the transcription system found in 

Monier-Williams, A Sanskrit-English Dictionary, repr. 

Delhi 1984. The transcription ofTibetan words follows 

the Wylie system (Harvard Journal ofAsiatic Studies. 

Vol. 22, pp. 261-267). There are no diacritical marks. 

" "' is a letter in the Wylie system.The pronunciation of 

initial consonants in Tibetan words is often simplified 

in the spoken language. Thus the first or second or even 

sometimes the third letter of a syllable may not be pro- 

nounced. This is indicated in the transcription system 

by a capital for the radical letter in the tirst syllable of 

all proper names. The eight prefixed letters g, d, b, m, r. 

s, I, and " ' " (apostrophe) may be ignored. Final conso- 

nants are also not always pronounced. and the final d, n. 

I, and s shorten the preceding vowel. Thus dPal-ldan is 

pronounced Pelden. 

Some combinations of consonants are pronounced 

as a single sound: gy = j; py = j: phya = ch; bya = ch: 

mya = nya; tr, dr, mr. sr usually omit the "r". 
Other combinations are simplified in pronunciation: 

db = w; dby = y: kr = tr; khr and phra = trh; grand br = 

dr. Ng in Wylie system is n and as a final syllable is 

pronounced as "g".Thus Byang-chub-'od is pronounced 

Changchub 0. For a more complete system of the pro- 

nunciation rules any Tibetan dictionary or grammar may 

be consulted. Foreign words and names of literary works 

are written in italics. For Frequently usedTibetan names. 

the approximate pronunciation is given in the index.All 

names and words which are found in standard English 

usage are written in normal script, without diacritics and 

following standard spelling. Thus Dalai Lama. Lhasa etc. 





1. The Way to Tabo 

The story begins with a place, a small village in the valley along the Spiti river (figs. 1,7), tributary of the 

Sutlej. And a large temple at the edge of the village, today surrounded by chapels and stupas and a new 

temple and monks' quaflers. According to the Renovation Inscription (Appendix), the temple (gtsug-lag- 

khang) was then called dPal-ldan bkra'-shis bde-gnas (Noble Auspicious Joyful Place), a name which 

never occurs again.The monastery (referred to in the last line of the Renovation Inscription) must always 

have been called by the name of the village, as also in the caption which identifies the Tabo community 

(Sangha) (fig. 139). 

The spelling of the name of the village varies through the centuries. The earliest records, the Renova- 

tion Inscription and some folios in the temple "Kanjur" (Canon) read Ta-po; later inscriptions in the 

temple and texts such as the Great Translator Rin-chen-bzang-po's biography read Ta-pho (or rTa-pho). 

And today one finds the lndianized variant Tabo'. 

The name of the village, like the other names appearing in the Entry Hall inscriptions is obviously a 

non-Tibetan name. The changes in spelling represent various phases in recording the pronunciations and 

then adapting the name to the Tibetan language'. Here we use the modem Indian version. But what was 

the original language spoken in the area, was it the language of Zhang-zhung? (See Petech Chapter V11.) 

Tabo was a royal monastery, founded and renovated by two of the most famous royal lamas of the 

distinguished line of the kings of Purang-Guge.The Renovation Inscription tells us the temple was founded 

by the "Bodhisattva" (the royal lama Ye-shes-'od) (fig. 2), and renovated 46 years later by his grand- 

nephew, the royal priest Byang-chub-'od (fig. 5). But tradition attributes Tabo's founding to the Great 

Translator Rin-chen-bzang-po'. Yet despite the many historical names written in the temple, his is not 

among them and his role is still not understood. Tabo was also the largest monastery in the western 

borderlands of the kingdom, and the first monument in India to use theTibetan language as a medium of 

communication. 

Traces of the pre-Tibetan culture remain in the Entry Hall to the Main Temple. One of the main 

characters of our story is the protectress of the temple Wi-nyu-myin (fig. 39) placed conspicuously above 

the entrance to the Assembly Hall opposite the original entrance to the temple. She must have been a 

powerful presence in Tabo to have been given such importance in the new temple. Indeed a female deity 
1i.14. Ihc Fourtecnll~ U a l a ~  Lama, deta~l  
ol'lig. 53 remained the protectress inTabo (Rizvi 1987) until the modem period. She was only slowly transformed 

. l , i~ho. Main l'ernplc, ~ s s c m h l y  Hall into a Buddhist deity, rDo-rje-chen-mo (see ChapterV.2). The earlier importance of her cult in Tabo may 



have been the reason for the large Buddhist temple having been placed in Tabo. Could the disturbance in 

Tabo between 996 and 1042. which may have occasioned theAdmonitory ("~ortative") Inscription in the 

Assernhly Hall. have been caused by her devotees? Were this inscription and the renovation of the temple 

motit ated by the same causes. when precisely did the renovation occur?Also important was the influence 

exerted by aristocratic families on the location of new monastic complexes. The powerful 'Bro family 

oumed estates in lower Spiti which may account for the three Buddhist establishments, including Tabo. 

The geographic location of Tabo village is not particularly auspicious. Lari, only five km to the east 

along the Spiti river also possessed a temple and the temple Byang-chub-gling must have been close by 

(map 2. West Tibet). Indeed the lower Spiti valley was apparently an extremely important centre for the 

transmission of Buddhism. The over 35,000 folios of the Tabo "Kanjur" represent only small fragments, 

so that the original library must have been immense, so large in fact that the philologists postulate that the 

"Kanjur" must actually represent several destroyed libraries which were gathered together after a disaster 

(perhaps the Sikh invasions) and placed in the Tabo Assembly Hall. 

Among the questions still to be answered are why was the rnonastery located here, what form of 

religious practice predominated there in the IOIh and I I I h  centuries, who were the main characters in the 

story and, what were their contributions to the rnonastery? What was the function of the temple'? 

The purpose of this chapter is to give a brief introduction to the history of our research on Tabo 

monastery, to explain the goals and approaches we used and the difficulties we encountered. When Chhaya 

Bhattacharya and 1 first visited Tabo in 1978, at the suggestion of the then Director General of the Ar- 

chaeological Survey of lndia (ASI) M.N. Deshpande and the Chief of Conservation R. Sengupta, there 

was very little known about the art of the Trans-Himalayan region4. In the excellent survey published in 

1971 by Debala Mitra on the Buddhist archaeological sites of India, Himachal Pradesh and Ladakh are 

not even on the map. At that time little research had been conducted in these areas (Francke 1914, Tucci 

1933 and 1935, Snellgrove 1957). The only study to describe Tabo in some detail was Tucci's Indo- 

Tiherica published in Italian in an extremely small edition. SinceTucci's research, more than 45 years had 

passed. Thus, we were completely unprepared for the extraordinary state of preservation of the monu- 

ment. 

Neither of us had ever seen a free-standing Buddhist monument in lndia (that is not a cave temple) 

with its roof intact. And for many years, indeed, until the results of the I4C-analysis became available I 

could not believe that we were looking at the original ceiling in Tabo. Not only was the decoration of the 

monument complete but unlike almost all other Buddhist monuments in India, there was an inscription 

which recorded the founding date of the temple as well as an extensive renovation 46 years later. This 

inscription had been published by Tucci. It was our original hope to try to document everything that we 

could as precisely and completely as possible and to verify certain key points about the artistic program. 

All research, and particularly field research, proceeds on the basis of choices which are, in the best of 

circumstances, motivated by the resources available and one's own personal interests and skills. In this 

instance it was clearly impossible for two young women with 12 rolls of film to document everything and 

so we decided to concentrate on the largest and earliest temple, the Main Temple of the complex. 

A1 that time very few monks were living in Tabo: the senior monk Geshe (dge-bshes) Yeshe Chonden 

(Ye-shes-chos-ldan) and LamaTobgye (sTobs-rgyal), who is a native of Spiti, and Geshe Sonam Wangdii 

(bSod-nams-dbang'dus) and some children, particularlyYeshe Phiintsok (Ye-shes-phun-tshogs). Geshe 

Yeshe Chonden died before our return (see Interview Chapter 11). But the others have remained our 

friends and collaborators, especially the extraordinary personality Geshe Sonam Wangdii. We had in- 

tended to interview local lamas to find out their views about the iconography and history of the monas- 



tery. (Had I known as much ofTucci's working methods then as I do now, I would have realised thatTucci 

had certainly already explored this possibility.) Geshe Sonam Wangdii informed me that the local people 

no longer knew anything about the old iconography and that he and Geshe Yeshe Chonden were from 

Tibet and had only recently arrived. However, they knew about the great age ofTabo and its importance 

in the history of thephyi-dar (Later Diffusion of Buddhism) inTibet and they were anxious to learn more. 

Thus began our collaboration and Geshe remains still today an inexhaustible source of encouragement 

and support. We had two goals: to understand the chronology of the Main Temple and the organising 

principle of the iconography. 

Tucci had proposed a 14'h-century date for the decoration of the temple and the Renovation Inscription 

on the basis of a name he had read in a caption to the painting above the Renovation Inscription. We could 

not confirm this readings. Further we could find no evidence that the sculptures of the mandala were not 

original. Thus it seemed to us at that time that there was every reason to believe that the decoration (with 

the exception of the modem repairs) dated from the 1OIh-l Ih  centuries (Klimburg-Salter 1982: 157). 

Due to the enormous amount of material that Tucci collected on his long journey. by the time he 

returned to his desk and his notes in Italy, naturally, it was difficult to remember precisely each monu- 

ment. Thus he had a stunning cultural panorama against which, by virtue of his unique talents and in- 

stincts, he was able to understand the large sweep of contemporary history and ideology. But sometimes 

the details were lost.Thus in Tabo he made a few errors in interpretation which would have been avoided 

if he had had more time. As it is, what he and Ghersi accomplished in only three days still defies imagi- 

nation. 

Although our ideal would have been first to carefully and objectively document the evidence and then 

to interpret it, this is seldom possible. Due to the very often faded and destroyed condition of the material, 

sometimes one cannot avoid interpreting as one records. The best that one can try to do is to record 

various possibilities, and not to exclude less likely variants based on the current state of knowledge. With 

regard toTabo this was particularly important as we discovered that almost all ofthe iconography. such as 

the VajradhHtu-mandala and the Dharmadhltu-vigiivara-mahjusri-mandala, could to a large degree be 

related to known textual sources, but not precisely. Therefore it is important to emphasise the objective 

description of the material. There is always hope that new discoveries will provide the solutions. 

We returned to our respective institutions and began to work through our documentation.The first and 

most difficult problem was the geographic location ofTabo. At first glance it was difficult to understand 

how a monument of such high quality and cosmopolitan artistic achievement came to be located in the 

Spiti valley. The style and content of the art links Tabo to the Buddhist centres in western Tibet, Central 

Asia, Greater Kashmir, and western India. Archaeological finds in Himachal Pradesh indicate a long 

period of human habitation, but no earlier monument is known from the immediate geographic region. 

Tabo represents the first phase in the intense and permanent cultural transformation of the region. It was 

our goal to understand the process by which from the 1 lhcentury, a nexus of cultural influences con- 

verged on Tabo, and an economic infrastructure was created which allowed such a lavish investment in 

what must have been, even then, a provincial location. 

In an effort to understand the larger economic and cultural context in which Tabo was situated I 

initiated a multidisciplinary project at the University of California which culminated in 1982 in the 

exhibition and catalogue The Silk Route and the Diamond Path. Esoteric Bl~ddhist Art on rhe Trans- 

Hbnalayan Trade Routes. The Indo-Tibetan art which developed in this region was seen as only one 

aspect of a larger and older phenomenon, the cultural interdependence which resulted from the interlock- 

ing nature of the trade routes. The basic hypotheses involved a new understanding of the character of the 



Buddhist monastery and its relationship to the exchange network. In contrast to the long held belief that 

the major corridors of  communication between India and China moved through Afghanistan and then 

turned north. we proposed that as a result o f  the advance of Muslim armies trade was re-routed over the 

Trans-Himalayan region through present-day northern Pakistan and Ladakhh. This research project at- 

tempted to explore the distinctive esoteric Buddhist art which evolved in the 10'h-13'1' centuries in the 

monastic centres located along these cultural corridors - or trade routes - through the western Himalayan 

region (Klimburg-Salter 1982: 23). 

.At that lime i l  seemed to me that one could best understand the process of cultural transformation of 

the region by analysing the changes in Buddhist institutions, ideology, patronage and art and their links to 

the interregional and international interaction along the exchange network. It was, however, necessary 

not only to define precisely the commodities but also the avenues and mechanisms of exchange. It turned 

out that the evidence available for this type of study was simply insufficient. A more precise analysis 

necessitated a more profound and objective description of the material culture at that given moment in 

time. Thus we felt the need to understand more about other contemporaneous monuments but in particu- 

lar to have more docunientation. 

The next phase of research on Tabo began in 1984, at the request of the President of the Istituto 

ltaliano per i l  Medio ed Estremo Oriente (IsMEO), Prof. Gherardo Gnoli, and the Director of the Na- 

tional Museum of Oriental Art, Dr. Donatella Mazzeo. 1 undertook two separate but related projects, 

research on the Tucci Collections at the museum and for IsMEO the organisation of the Tucci Photo- 

graphic Archive kept in the museum (Klimburg-Salter 1991). Out of the incredible chaos of the 6,000 

unidentified photographs, priceless new documentation for the cultural history of westernTibet began to 

appear. This long process was only possible because of the co-operation of several people. Firstly, Gen- 

eral Dr. Eugenio Ghersi and his wife. Ghersi brought to this new project the same precision which had 

made him so valuable toTucci during their long research travels in 1933 and 1935 and the writing oftheir 

book together in 1934 (Tucci and Ghersi 1934). Thanks to Ghersi's constant input (Klimburg-Salter 

1985; 1990) Oscar Nalesini and I were eventually able to reconstruct the cut-up and dispersed negatives 

(Nalesini 1994) and then with help from Giulia Talamo reconstruct the western Himalayan travels 

(Klimburg-Salter, Nalesini and Talamo 1994). Thanks to the large amount of unpublished material, many 

avenues for new research became available. Once again it was necessary to define research goals. 

Since 1985 I had been working at the Institute ofTibetan and Buddhist Studies (ITBS) at the Univer- 

sity ofVienna with Ernst Steinkellner on an interdisciplinary project entitled Early Indo-Tibetan Monas- 

tic Arts. In 1989 a joint undertaking between the ITBS and lsMEO was begun. The formulation of this 

project owes a great deal to the collaboration of Ernst Steinkellner, Maurizio Taddei, and Luciano Petech. 

11 is only thanks to their advice and critical guidance over the years that this project (often far too ambi- 

tious for the means available) flourished7. The focus of our project was defined as the Buddhist culture of 

the period of the kings of Purang-Guge (10'h-12'h centuries). We would concentrate on Tabo, but also 

attempt to identify and document other artistic and literary remains of the period based on Tucci's earlier 

work and the Archive material. This research orientation resulted not only from a preference for the study 

of the earlier historical periods but also from a respect for the organic growth of institutions, that is, the 

conviction that one should begin at the beginning. None the less we were completely aware that there 

were other choices that could have been made. Someone else might have found it equally important first 

to document all of Tabo monastery and then to publish this complete documentation, and only later go 

back and try to analyse the smaller parts of the monastery and its history. Our approach was exactly the 

reverse: we attempted through an interdisciplinary method to try to differentiate as closely as possible 



the early chronological phases and then to understand as profoundly as possible the various contexts in 

which the arts were embedded, the historical, religious, ideological context?. Above all it was clear that it 

was necessary to try to visit Tabo again. 

It had been ten years since our trip to Tabo and the difticulties in getting there had only diminished 

slightly. First one had to get permission to visitTabo (an Inner Line Permit) and also permission to remain 

long enough to actually study the monument. This process alone was an intellectual challenge: at one 

point we had permission to be in Tabo, but not to travel there. But then one had to cope with the daunting 

physical hindrances. I was once asked how we managed to get to Tabo and I answered, on our part only 

equal parts luck and foolhardiness.The real work was done by theAustrian Embassy in cooperation with 

the Government of India: H.E. Dr. Christoph Cornaro, H.E. Dr. Karl Peterlik, Mag. Peter Launsky, Dr. 

Thomas M. Buchsbaum and Munish Bahl and several others, but their efforts would have been useless 

without the support of the Archaeological Survey of India (ASI) - particularly the former Directors 

General M.N. Deshpande and M.C. Joshi and the former Chief of Conservation R. Sengupta - we are 

most grateful that they all continue to consult with us. 

But what I remember most about navigating the Indian bureaucracy was that each year - at some 

critical moment - in Delhi, Shimla, Kalpa, Kaza, Kyelong- just when all the conflicting official concerns 

seemed to overwhelm our small interests we would encounter an "enlightened bureaucrat" who found 

our work interesting and important - who himself was full of curiosity about the history and culture of 

these people and this place and he would suddenly cut through all the red tape - and we would be on our 

way. Unfortunately despite all good intentions we were usually, at least initially, not able to stay longer 

than two weeks within the "inner line", and thus could never finish our documentation in one season. 

Perhaps even more critical, we had almost no time to explore related monuments until 1991. 

Because of the poor condition of the murals it waslis exceedingly difficult to photograph the paintings 

and inscriptions. Originally there were only two sources ofnatural light in the centre of the MainTemple 

and the smaller temples had no light other than the sunlight that came through the doof'. 

Photographing the paintings is really a technical hurdle in itself and demands a particular skill. We are 

therefore particularly grateful to Roger Goepper and Jaroslav Poncar for having given us their 600 plus 

photographs taken by Poncar atTabo in 1984. It was these photos together with my original photographs 

which formed the basis of our studies during the 1980s. and Prof. Poncar's photographs form the core of 

our photo documentation in this book. 

During the 1989 field researchq we were able. for the first time, to visit Poo and Nako (Klimburg- 

Salter 1990). This time we had the advantage of Ghersi's maps and photographs in theTucci Archive. On 

the basis ofGhersi's photographs we located in Khor, below Poo, the important inscription written during 

the 1 I I h  century, first noted by Francke. Tucci never published the stele, nor did we. and 1 suspect that his 

reasons were quite similar to ours'". This much ruined inscription is difficult to interpret. One important 

case in point. Ye-shes-'od's title could be explained only in recent months on the basis of a recently 

discovered last folio of a ~arasil~asriki-~rajfii~ira~rziti from Tabo, dating from the end of the loth- 

beginning of the 1 I t h  century (Schemer-Schaub forthcoming). Another important discovery in Poo was an 

illustrated manuscript most certainly dating to the I l th  century. While visiting the Translator's Temple I 

noticed the carved wooden covers of a manuscript lying on a low table near the wall of the temple. From 

the style of the covers it was clear that they dated to the early medieval period and I requested permission 

to look inside. As there was only a young boy present and he was uncertain as to his responsibilities, he 

permitted me to look only at the title page (Klimburg-Salter 1994a. 1994~) .  This consisted of two exqui- 

site paintings with brilliant colours depicting two images of the Buddha. each surrounded by an assem- 



bly. and the title of a Prqj,iipi~.crntiri manuscript (fig. 222). It was im~nediately apparent that the style of 

the painting could be attributed to thc I I 'hccnh~ry (Klimburg-Salter 1994~) .  

The results of the 1989 expedition completely corroboratedTucci's working hypothesis that the biog- 

raphy (Tucci 1933) of the GreatTranslator Rin-chen-bzang-po was an invaluable guide to the monuments 

of this time. The entire area of upper Kinnaur and lower Spiti was obviously dotted with small monaster- 

ies containing paintings and sculptures of a high aesthetic order. And there was apparently an intensive 

production of Tibetan ~nanuscripts". Manuscripts were copied and illuminated which had been trans- 

lated in central Tibet during the Earlier Diffision of Buddhism (snga-dar)", as well as newly translated 

religious texts. The discovery of a local school of miniature painting and production was only one part of 

a fascinating new development in the research on western Tibetan culture. 

At the same time the AS1 had been working steadily on the cleaning of the monument. Each time we 

arrived n;e were presented with something different which we had to rephotograph etc. Fortunately, 

Luczanits was in Tabo in 1990 at the time the murals in the Entry Hall became visible. He was the first to 

decipher the inscriptions (Luczanits forthcoming [a]) and to be able to share his excitement with the 

abbot Geshe Sonam Wangdu and Sangpo (now head lama) on being confronted with the images of the 

royal lama Ye-shes-'od and his sons. 

These discoveries and the mystery of the hand-written manuscripts in the temple motivated the next 

expedition. In 1991 the joint team from the Institute of Tibetan and Buddhist Studies (ITBS) of the 

University of Vienna and from the lstituto Italiano per il Medio ed Estremo Oriente (IsMEO) conducted 

its first true "mission". The most significant addition was the philological team headed by Ernst Steinkellner, 

including Helmut Tauscher. Panglung Rinpoche and Elena De Rossi Filibeck. The art historical team 

consisted of Christian Luczanits, Francesco Noci, Pat Smith and myself. Our documentation advanced 

quite considerably. not only because of the prodigious work by Luczanits in photographing and transcrib- 

ing inscriptions, but also thanks to the sketches and the reconstructions made by Smith and the prelimi- 

nary sketch plan of the Main Temple made by Noci (Klimburg-Salter 1994a). 

The philological team had to check the wall inscriptions with particular attention to the Gandavyiha 

being studied by Steinkellner (1 995), the Admonitory lnscription by Tauscher (forthcoming), the Reno- 

vation Inscription by Steinkellner and Luczanits (Appendix), the other historical inscriptions by Luczanits 

(forthcoming [a]). The other goal was to make an assessment of the exceedingly chaotic collection of 

folios which was respectfully called by the monastery "Kanjur" (Canon)". 

The new material in the Entry Hall provided the evidence for the late 1 Ofh-century culture of Spiti at 

the time the monastery was founded. The inscriptions which identified each of the individuals contained 

names, including clans or places, which although written in aTibetan script were originally non-Tibetan. 

Similarly the protectress of the gtsug-lag-khang (the Tabo Main Temple) also had a non-Tibetan name 

and belonged to the indigenous culture of the area prior to the advent of Buddhism. 

Also in 1991 we were permitted to see and photograph the rest of the Poo manuscript. We were 

astonished to find that each of the 303 pages was painted with an image of the Buddha, clothed in a 

variety of textiles (Klimburg-Salter 1994~).  Further, the style of the Buddhas compared quite closely to 

the style of the Buddhas in the wall paintings from Nako14. 

As a result of the extraordinary new amount of material which became available after the 1991 expe- 

dition, it was necessary to reformulate our research goals and our methodology. Following our tendencies 

to concentrate on a precise historical moment, we now formulated our research goal: to understand how 

the Main Temple came to look as it did after the renovation of the temple in 1042. The perverse problem 

at Tabo was that, despite abundance of information: original architectural context, complete iconographic 



program, metres of epigraphic evidence - historical and religious inscriptions, including a datc of the 

founding and major renovation 46 years later, and the names of the patrons of both these phases of 
activity - i t  still proved impossible to explain the meaning and function of the temple.This problem quite 

simply came from the fact that the monastery is still the most important source of information for a 

history of the art and culture of the time. And thus, although the evidence was there, the interpretation of 

it was difficult without reference to contemporaneous monuments. The other monuments created during 

this period were either represented only by photos in the Tucci Archive (the original monuments having 

been destroyed during the Cultural Revolution inTibet) or had hardly been documented at all.Thus it was 

necessary to document Nako, Chango and Poo in Himachal Pradesh; and Dung-dkar, Tholing and 

Khojamath in mNga'-ris (Tibet) in order to understand the larger historical, cultural, religious, and insti- 

tutional contexts. Thus in 1993, after again visiting Himachal Pradesh, Luczanits, Poncar and myself 

visitedTibet. Under a joint project with theTibetan Academy of Social Sciences we were able to visit the 

monuments of western Tibet and prepare a complete photo documentation of Tholing". 

Once again we began a new phase in our study. It was thus necessary to prioritise our goals and 

establish a sequence for our research. Our primary goal was a complete and objective description of the 

Main Temple at Tabo. This would then permit an analysis of the different iconographic elements and an 

understanding of the hierarchy of iconographic themes, spatially and ideologically. and eventually an 

understanding of the ritual topography of the monument as well. 

In order to understand the meaning ofthe monument in all of its complexity I attempted to analyse the 

uses and functions of the temple from three different points of view: firstly from the perspective of those 

who commissioned the monument, this included both the patrons and the designer, the person actually 

responsible for designing the iconographic program; the artist; and the intended audience. However, the 

reader should be aware that we are only at the beginning of our study, that most of the elements of our 

proposed historical model are still tentative and that we use this form of historical narrative in order to 

bring together the disparate pieces of our puzzle. The interpretation of various elements of the story will 

certainly be amended as new information becomes available. Much cannot be explained about the art of 

Tabo. None the less, due to the importance of the monastery for the artistic, historical, philological and 

philosophical studies of India andTibet, it seemed important to present the documentation available to us. 

even when its implications were not always clear. 

In Tabo the role of the patron was dominant. He commissioned the finest artists and materials and 

also a decorative program of unusual sophistication. It is interesting in this connection to note that the 

complete organisation of the Main Temple's iconographic program has an intellectual character. If one 

looks at the monument in cross sections it appears like a two-dimensional image. Comparing the temple 

to a hanging scroll painting from Dunhuang (Klimburg-Salter 1982: PI. 61), one sees in the lower register 

the historical figures (patrons etc.) and the protector deities, in the middle register the mandala, and 

above the Vairocana and attendant figures, corresponding to the Entry Hall, Assembly Hall and Apse. 

There is an hierarchy of sacredness from the bottom to the top of the painting and from the front to the 

back of the temple. 

Although a number of historical personages are presented in the paintings their respective responsi- 

bilities are unclear. To begin wwi there is a donor who provides the money, who may be different From the 

person who actually initiates the commission, the latter may be a high lama or a layman. These persons 

may have the ability to design the iconographic program. or a particularly important religious person may 

be chosen for this work. So this sphere of responsibility is usually a co-operative effort (see Chapters I1 

and V). 



The next group is the artists. To some degree. the workshop, its methods and composition can also be 

suggested on the basis of an analysis of the painting and sculpture (Chapter VI). As for the intended 

audience. this is of course the most difficult element of the story to detine. One must assume in the first 

instance the ~nonastic community. They are represented in every one of the assemblies listening to the 

preaching Buddhas and Bodhisattvas. Also the local elite, the lay Sangha - because according to the 

Buddhist concept the Satigha is composed of both the monastic and the lay communities - is sometimes 

included in the asse~nblies. for instance at the beginning of the Pilgrimage of Sudhana where Manjuiri is 

preaching to Sudhana. who is dcpicted as a western Tibetan layman. 

The iconographic program which was produced during the renovation period was both innovative and 

traditional. The complete programmatic integrity of the Main Temple can be understood by its relation- 

ship to other religious Inonuments. The lndian temple is conceived of as a representation of the cosmos 

and in that sense may be considered a mandala. There are many points of comparison, but the most 

pertinent is to Borobudur in Java. The exact interpretation of the Great Stupa remains problematic - but 

it is clear that i t  is a mandala, a cosmic diagram. The remarkable thing is that the essential elements are the 

same as inTabo but in a slightly different order- Life of the Buddha, Pilgrimage of Sudhana, thevajradhitu- 

mandala. 

Certain elements of the Buddhist art of the late IOIh, early I IIh century in Java seem quite parallel. One 

example is a Vajradhatu-mandala composed of small bronze sculptures, a miniature version of the clay 

VajradhHtu-mandala at Tabo. These two different sculptural versions of the same theme, dating From the 

same time. at the two extreme boundaries of the Buddhist world are both based on the same body of 

literature. the Yoga Tantras. 

The easiest explanation for these similarities is the existence of a common tradition in north-east 

India. However, it is believed that the great Bengali scholar-priest Atisa studied in Java and, if it is 

correct that the historical event "commemorated" in the renovation ofTabo in 1042 was AtiSa's arrival in 

western Tibet - then the connection between the iconographic concerns in Himachal Pradesh and Java in 

the I I Ih  century may be more complex. 

An interesting point here is the international nature of monastic Buddhism at the end of the loth to the 

beginning of the 1 I I h  centuries. First one must remember that Buddhist art and ritual are intimately con- 

nected and both are based to a large degree, although not exclusively, on Buddhist texts. The majority of 

these texts, although eventually translated into many languages, originated in India. The visual represen- 

tations - that is the iconography - of the deities mentioned in these texts also originated, to a large degree, 

in India. Throughout the history of Buddhism, great emphasis was placed on ascertaining and maintain- 

ing this authentic lndian tradition. Due to the destruction of Buddhism in India, many of the original 

lndian models have been lost. But the lndian origin of most figures in the Buddhist pantheon can be seen 

from their dress and other cultural attributes (e.g. fig. 16). Most of the surviving monastic art of the 

I lIb centuries was associated with MahHyHna Buddhism. Esoteric Buddhist practices entered the "main- 

stream" only gradually. 

There were also similarities in socio-political contexts. State-supported Buddhism was a common 

feature of the I O I h  century. The rulingelite were prominent patrons of Buddhist institutions and the emer- 

gence of esoteric Buddhist rituals within the monastic setting has been linked to the merging of sacred 

and secular institutions. This phenomenon has also been used to explain specific choices, such as the 

preference for the VajradhHtu-mandala, and the associated iconographic program (Snellgrove 1987). For 

these reasons, among others, the Buddhist art of the IOIh-l I I h  centuries from India, Central Asia, Tibet, 

China, Japan, and Indonesia had many similar features. Not so in the 16Ih or 20Ih centuries. Over the 



centuriesTantric practices multiplied -accepted in some regions but not in others. The secondary deities 

of the Buddhist pantheon began to appear in local dress. And local deities joined the Buddhist pantheons 

thus also creating great differences in the Buddhist art of different cultures. Naturally these historical 

changes affected Buddhist practice in Spiti as well. Although the old Assembly Hall is still used on 

special occasions the rituals performed there by the monks are based for the most part on the Anuttara 

Tantra class of literature. Precisely that class of Tantric literature that the royal patrons Ye-shes-'od and 

Byang-chub-'od hoped to suppress. 

Today the monks ofTabo belong to the dGe-lugs-pa order but at other times in the last 1,000 years the 

rNying-ma-pa, the bKa'-gdams-pa and the Sa-skya-pa were present in the monasteryIh. But the essential 

function of the temple remains the same - for monastics as well as lay people, the temple remains a lamp 

for this kingdom .... [where] "the visitors who see or touch all these many painted images ofthe Lords of 

(the tive kinds of) Existence, the Sugatas (Buddhas) together with their sons [Bodhisattvas] ... and hear- 

ing the best teaching identify [their] minds with .... the guides who rescue all living beings from the ocean 

of samsara!" (Steinkellner and Luczanits, Appendix). 

'Other variants, e.g. Ta-so, also occur. 
In 1982 before the folios were known 1 
chose the statistically most frequent 
spelling Ta-pho. 
'This process of trying to adapt local 
pre-Tibetan place names to the Tibetan 
language causes considerable confusion, 
e.g. there is no reason to believe that 
Lalung was ever meant to have the Ti- 
betan name Lha-lung. In Kinnaur and 
Spiti apparently the names were simpli- 
fied for the English tax rec0rds.A glance 
at any English travel account of the 1 8Ih- 
1 9'h centuries demonstrates the English- 
man's losing battle agalnst the strange- 
sounding names of the region. Repre- 
senting numerous languages and dialects 
there was hardly any linguistic consist- 
ency or toponymic pattern. The result, 
an unrecognisable jumble of dissident 
consonants. 
'It was this tradit~on which I followed 
in Klimburg-Salter 1982. 
'Dr. Bhattacharya. a specialist in Cen- 
tral Asian an,  was at that time at theNa- 
tional Museum in New Delhi. 
'In contrast, we found that the Renova- 
tion Inscription was very close to what 
Tucci published. Thus we continued to 
use Tucci's text as the basis for our 
study. Finally. however. in 1990 
Luczanits began the painstaking job of 
transcribing the text again.  Then  
Stcinkell~~er generously agreed to work 
on the inscription.They discovered that 
it was actually a pocm w ~ t h  a sophisti- 
cated structure. Thanks to Steinkcllner, 
the new translation in theAppendix was 
possible. 

6Klimburg-Salter 1982: 22. 
'All of our research including field re- 
search has been funded by the Aushian 
Fonds zur Forderung der wissen- 
schaftlichen Forschung From 1985 to 
present and the work on the Tucci Ar- 
c h ~ v e  in Rome 1984 to 1993 by CNRS. 
'Later the AS1 put skylights into the 
Main Temple. There was usually no 
electricity. As we always havelled on a 
minimal budget we could not initially 
have our own power source. Only later 
in 1991 did we try to use our own small 
generator which is still in use by the 
monastery today. But then we only used 
our lights sparingly due to uncertainty 
about the effect of the lights on the wall 
painting - although recent conservation 
research finds that the lights, in the small 
exposure used by us, are not harmful to 
the paintings. 
' Mischa Tauscher-Lamberg, Helmut 
Tauscher. Gail Cornaro and myself. 
'OKlimburg-Salter 1990; 1994c.Thakur 
1994. 
" The evidence of the manuscript we 
discovered in Lahul in 1991, an illus- 
trated copy of the Lalifavisforucontain- 
ing aTibetan translation of the Sanskrit 
text by the famous team ofYe-shes-sde 
prepared in centralTibet during the Ear- 
lier D~ffusion of Buddhism in the c. 9'" 
century. indicates that the ms la t ion  ha- 

ditions o f  the first period had been 
brought to western Tibet and to 
Himachal Pradesh when it became part 
of the kingdom of the kings of Purang- 
Guge. 
"As well as manuscripts hanslated lo- 

cally From Sanskrit into Tibetan. 
"In the subsequent five yean a number 
of different researchers under thc direc- 
tion o f  Steinkellner. principally 
Scherrer-Schaub and Harrison and also 
Ciippers. Lasic. Pagel. Tauscher and 
Tomabechi have attempted to put order 
into the 35.000 stray folios. A number 
of studies ofthe collection (Steinkellner) 
or of singular texts (De Rossi Filibeck, 
J .  Panglung andTauscher) have already 
appeared in E a ~ r  & Wesr (1994). New 
contributions by Eimer. Harrison. 
Otokawa, Saito, Schemer-Schaub and 
Tomabechi are expected to appear in 
Eosr & Wesf (1998). According to the 
first results ofthe philological research. 
part of theextant collection atTabo rep- 
resents a very well transmitted tradition 
(in some cases even better than the cor- 
responding canonical tradition), attest- 
ing the high quality of the intellectual 
milieu ofwestemTibet at the beginning 
of the Later Diffusion of Buddhism. 
"Because of the stunning quality ofthe 
paintings at Nako which we visited for 
the first time in 1989. Luczanits and I 
then visited Nako on each of the subse- 
quent journeys to Himachal Pradesh in 
1990 (Luczanirs alone). 1993.1994 and 
1996. 
"This fonns the subject ofthe next vol- 
ume on our research on westemTibetan 
art. 
IbLecture given by Geshe Sonam Wang- 
du at the India International Center, in 
New Delhi. Oct. 1996 on the occasion 
of theAustrian-Indian Millennium Con- 
ference. 





11. Tabo Monastery: The Setting 

Tabo monastery, situated in the village of the same name, lies at 3,280 metres altitude near the Tibetan 

(Chinese) border in the secluded Spiti valley, just north of the Sutlej river - an area which was restricted 

to foreigners until recently (map 2. West Tibet). The monastery (f0undedA.D. 996) is of singular impor- 

tance because of the unique beauty of its art as well as its pivotal historical role in the transmission of 

Indo-Tibetan Buddhism and culture in the 10'hll IIhcentury. 

Tabo is the oldest continuously functioning Buddhist monastery in India and the Himalayas with its 

original decoration and iconographic program intact. The ancient monastery compound (chos- 'khor.) is 

defined by a wall (figs. 31, 32) which separates it from the modem monastery buildings and the village 

(fig. 1). Within the chos- 'khor' are nine chapels built between the late lo* and the c. 17" century and 

numerous stupas (plan I). This study deals only with the tirst century of the monastery's existence and 

the Main Temple, the gtsug-lag-khan$. The Tabo Main Temple preserves an extraordinary wealth of 

documentation for the history and culture of the period. The iconographic program, dating from the 

restoration phase 1042, is complete - painting, sculptures, inscriptions and extensive wall texts. 

Although there have been significant changes in Buddhist practice during the last millennium, thanks 

to the good state of preservation and the abundance of primary documentation, it is still possible to trace 

some of the traditions connected with the first hundred years of the monastery'. Likewise, due to the 

extreme climatic conditions and the pre-industrial phase of socio-economic development, until recently, 

Tabo village and the surrounding region have maintained an economic and social structure somewhat 

analogous to that which existed a thousand years ago. 

In this chapter I will summarise briefly the geographical and historical setting. Particular emphasis is 

placed on the avenues of communication between Spiti and the surrounding regions, noting also the 

location of the other extant Buddhist foundations attributable to the 10"12"centuries. In present-day 

Himachal Pradesh temples are located in the following villages: in Kinnaur: Ropa and Kanam along the 

routes leading from Kinnaur to upper Spiti; Poo (sPu) along the route to WestTibet and Nako and Chango 

and Shelkar on the routes either to the east or north to Ladakh and Central Asia; Ribba, Charang and 

Sangla along routes leading to West Tibet and India; while in Spiti, Lari and Tabo lie along a route to 

Ladakh and Central Asia, Lalung lies in the Lingti valley at the head of a particularly advantageous 

summer pasturage; in Lahul, Johling and Gumrang lie along the route from Kulu to Ladakh and Zangskar. 

Fig. I ,  T;,bo village and monarlery The spatial relationship of these other Buddhist foundations toTabo and the communication nexus can be 
(1996) seen from maps Indian Himalaya (p. 22) and West Tibet (p. 33). 





Most of these monasteries, including Tabo, were founded by members of the dynasty of the kings of 

western Tibet. I call them here kings of Purang-Guge because their political centre was in Purang and 

their religious centre in Guge (see Pctech Chapter VII). In some contemporaneous sources (such as the 

colophon to Atisa's great work A Lamp for the Enlightenment Path (Bodhiparhapradipu) (BCLS, BPPI, 

BPPZ), the region around Tholing is still called Zhang-zhung. Some of the kings of this dynasty were 

also monks. These monks of noble birth are known as alha (god) hla-IIIU (royal lama). Another honorific 

applied to royal lamas is /ha btsun-pa (royal priest). The royal lamas (Iha hlu-ma) who were the patrons 

of Tabo monastery, as well as other ecclesiastical residents, were key figures in the establishment of 

Tibetan culture in the Indian borderlands and the transmission of lndian Mahayina Buddhism to Tibet. 

Although ostensibly in each generation there was a distinction between the ruling king, a layman, and 

his brother (or brothers) who were royal lamas (/ha bla-ma), there is some reason to suggest that political 

power may have continued to reside with Ye-shes-'od who established this tradition. For instance, in one 

legend he had been leading an army against the "Gar-log". As we shall see in Chapters V and VI the 

iconography of historical figures - including the prominent enthronement of the royal lama - suggests 

that we have here an early form of theocracy. 

The royal patrons, kings of Purang-Guge, were descended from the ancient Tibetan monarchy. Their 

ancestors migrated to West Tibet in the 10hcentury (see Petech Chapter VII). By the end of the 10Ih 

century their territory stretched from Ladakh to Purang and included all ofwesternTibet (ancient Zhang- 

zhung). Successive members of this dynasty built many monasteries along the trade routes linking the far 

comers of their kingdom. They so skilfully integrated political, religious, and economic institutions that 

throughout the I lhcentury these monasteries were unparalleled for their artistic, literary, and religious 

achievements. As we shall see in the following chapters, the MainTemple at Tabo was a royal monument 

and its decorative program was based on the ideology of its patrons: legitimacy, status, piety. 

A thousand years ago Tabo served as a meeting place between two cultures, which is graphically 

represented in the art. According to the Blue Annals (BA, 355), lndian pandits came to Tabo to learn 

Tibetan. Here also the laborious process of translation (always conducted by a team of lndian andTibetan 

scholars) was pursued, as well as religious studies; for example, the Kashmiri Jiianasn and the scholar 

rNgog Lotsawa bLo-ldan-shes-rab (1059-1 109), famous for his works on the Mahiyina and Buddhist 

logic, spent some years there. In short, as its geographic position would indicate, Tabo served as an 

intermediary between the Buddhist communities of India andTibet. Likewise, the art which was created 

there used lndian forms in conjunction with Tibetan wall texts in the context of a newly evolving ritual 

activity which is usually described as Indo-Tibetan. By examining in detail selected aspects of the deco- 

rative program, we will attempt to understand the genesis of these forms in India, but also in part in 

Central Asia, and how they related to the later Indo-Tibetan art of the West Tibetan kingdom. The style 

and iconography of the paintings and sculptures brilliantly express the cultural synthesis which evolved 

in the Indo-Tibetan borderland. 

Tabo seems to have always had the closest cultural ties to the villages west as far as Po and east to 

Nako in Kinnaur. This area may have been known as Cog-la, which appears several times in the lo*- 

century inscriptions inTabo. In modem times this term refers to Po, Tabo. Lari; there is also the term sPi- 

lCog (i.e. sPi-ti 1Cog-la). More commonly, Po to Sumdo is referred to today as Sham. 

The lower Spiti valley and upper Kinnaur province were once the south-westem border of the king- 

dom of the kings of Purang-Guge whose first administrative centre lay in Purang. According to the 

generally accepted story of the foundation of this kingdom, these western territories - upper Kinnaur. 

Spiti. Lahul. Zangskar and Ladakh - first came under the nominal rule of this Tibetan dynasty under the 



first two kings in the mid- 10'hcentury (see Petech Chapter VII). In approximately the last quarter o f  the 

IO",century. the third king of the dynasty. known by his religious initiation name Ye-shes-'od, began an 

intensive missionary campaign throughout his realm (fig. 2). One of his earliest recorded activities was 

the founding of the monastic complex Tholing in 1nNga'-ris. which remained the spiritual centre of the 

kingdom for tnany centuries. Other major foundations were Nyar-ma, the main Buddhist centre in Ladakh, 

and Mia-char (Kho.jarnath) in Purang. Ye-shes-'od was assisted in his missionary activities by his pre- 

ceptor, a Tibetan lama from western Tibet. who became known as the Great Translator (lo-tsa-ha chen- 

po Rin-chen-bzang-po). He earned this title because of his prodigious activities translating Sanskrit 

Buddhist texts into Tibetan. The primary source of information concerning his life is contained in his 

biography. A later source, perhaps 14'h-century, the biography is often not precise and sometimes contra- 

dicts other information - and thus must be used with caution (see Petech). For instance, although the biog- 

raphy tells us that Rin-chen-bzang-po founded Tabo, the inscriptions in the temple do not confirm this. 

Combining the evidence from several sources. it seems clear that Ye-shes-'od founded Tabo early in 

his tnissionary activity and before he had begun his collaboration with Rin-chen-bzang-po. Indeed, I 

propose in Chapter V that the portraits in the Entry Hall belong to the same period as the famous edict 

(Karmay 1980a) where Ye-shes-'od calls himself the king of Purang, the royal lama (Iha bla-ma) Ye- 

shes-'od, thus combining his royal title and ecclesiastical name. The grander title found on the Poo stone 

stele (dpal Ilia brsarr p o  Iha bla ma ye shes 'od) is probably later (Klimburg-Salter 1994c: 55). Judging 

from the oldest paintings in Tabo, Buddhism at the end of the 10hcentury was heavily influenced by 

Central Asian and local cult traditions. The protectress of the temple, Wi-nyu-myin, was a local deity, 

unknown in the Buddhist pantheon (fig. 39). The style and iconography of the other deities dating to this 

time, although Indian in origin, reflect influences from Central Asia. 

From an edict (Karmay 1980a) which Ye-shes-'od distributed, we know that he was troubled by the 

unorthodox behaviour of some Buddhist practitioners. It can be inferred from theAdmonitory Inscription 

in the Assembly Hall (c. 1042) detailing punishments against persons who harm monks that some sort of 

violent anti-Buddhist event occurred in Tabo prior to 1 0 4 2 . A ~  part of his efforts to proselytise Buddhism 

and reform local Buddhist practice, he enlisted the aid of Rin-chen-bzang-po, recently returned from 

study in India (see Petech Chapter VII). Later the royal lama sought more teachings and manuscripts 

from India, and thus Rin-chen-bzang-po, together with other young westernTibetan students, returned to 

India. According to his biography Rin-chen-bzang-po returned with artists as well as ritual objects and 

texts. The sophisticated style and iconography of the Assembly Hall, when contrasted with the more 

provincial Entry Hall, is powerful evidence of the success owe-shes-'od's efforts. An important example 

of the changes which occurred in the years separating the painting of the Entry Hall and the Assembly 

Hall is the transformation of Wi-nyu-myin, the local protectress. In the Assembly Hall she is depicted 

according to a Tibetan typology, her retinue seated to either side of her, the stag to her left (figs. 55.56). 

Later. in the Protectors' Chapel (mgorl-khang) Wi-nyu-myin returns as an attendant deity Gar-mdzad-ma 

to rDo-rje-chen-mo (fig. 57)4. The liturgy for rDo-je-chen-mo performed until today at Tabo is attrib- 

uted to Rin-chen-bzang-po and is said to have been composed in Tholing. 

Later generations of the same royal house continued the reformation of local Buddhism and the adapta- 

tion of Indian MahHyLna Buddhism. Byang-chub-'od (figs. 5, 14), Ye-shes-'od's grandnephew, is also 

famous in Tibetan history for his contribution to the Later Diffusion of Buddhism. He completely refur- 

bished Tabo (Appendix), built other monasteries, such as Mang-nang in western Tibet, and he invited the 

great Bengali scholar-priest (pandit) Atiia to western Tibet. Atiia's famous work, the Bodhipathapradipa, 

was composed at Tholing at the request of Byang-chub-'od. Here Atiia extols the ideal of the Mahayanist 
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monk (presumably as contrasted to theTantrrc yog~) and the gradual path to enlightenments. Another impor- Len 
tant figure was Pho-brang Zhi-ba-'od, Byang-chub-"od's younger brother. He was the only translator in the F'g 4. Lay from Rum 

Ma~n Temple, Ambulatory. soulhem 
royal family and an active refonnlsi (Karmay 1980b). He apparently worked closely with Ye-shes-'od and face of the en~rance ro Ihe Cells, detail 

Byang-chub-'od as he is represented with them lnTabo and In theTemple of the 16Arhats inThollng(Tucci pa1"""pabove Renovar'on 
Inscr~pt~on 

and Ghersr 1934: Fig. 237). He may also have been a patron In the Man Temple (fig. 15 1) (see ChapterV). 
This missionary work was continued by other members ofthe same dynasty, rTse-lde and Lha-lde. Above 

Fig 5. Probably Ihabla-ma Byang- 
Ye-shes-'08s missionary work was an enormous effort which was certainly supported by many other chub-+od 

persons, lay and religious, whose names have not survived. Some of these, however, were depicted to- Main Temp1e, Ambularory* sau4hem 
face Ofthe entrance to the Cella, 

gether with the royal lamas in the paintings in Tabo. The princes depicted on the north wall of the Entry painllng above Renovatlo,, lnscrigtlon 
Hall are even slightly larger than the royal lamas on the south wall. Perhaps they provided the lands for 

the monastery, as was the case with the 'Bro family and Alchi. In the Renovation Inscription painting 
Byang-chub-'od 18 accompanied by the presumed abbot ofTabo to his left, identified as 'Dul-ba-byang- 

chub (fig. 6) and to his right by an obviously important lay supporter from Rum (fig. 4). Such local 
support existed in every one of the temples founded at this time. But their stories have disappeared. 

Tab0 occurs in Rin-chen-bzang-po's biography in the l ~ s t  of "smaller" places buf-chung). In reality, 
the Tabo MainTemple is larger than all the other Buddhist temples in present-day Himachal Pradesh and 

must have been the main temple of Kinnaur-Spiti. 

The Geographic Setting 
In the absence of medieval texts, we may use ev~dence obtained from 19Ih- and 201h-century travellers. In 

this way we can, in part, understand the demographic and socio-economic contexts during the loth-1 lkh 
centuries, followingthe establishment of the numerous new monastic centres by the kings of Purang-Gugeb. 



Fig. 6. 'Dul-ba-byang-chub, probably 
abbot of Tabo monastery in 1042 
Mnin Temple. Ambulatory. southern 
face of the entrance to the Cella 
painting above Renovation Inscription 



The \-illagc ofTabo (fig. 7) lies along the Spiti river in a relatively wide vallcy bordered by steep cliffs 

(figs. 1 .  9) .  The length ofthe valley is about 130 km. Spiti has a higher elevation than Lahul to the north- 

west and Kinr~aur to the south. 

The present appearance of the physical environment, as well as the politico-geographical contexts are 

paflisularly modern phenomena and are not useful for reconstructing the earlier history of the region. It is 

probable that Spili has changed more radically in the last 25 years than at any other period in the last 

~nille~lnium. Most ofthese changes have been the result of accelerated modernisation introduced from the 

outside (principally the Indian government) and in part resulting from the political tensions between India 

and China. The extreme change in climate. however. seems to be part of broader global trends. Nine- 

teenth-centu~y tra\)ellers reported minimal rainfall in Spiti, yet rainfall has been increasing each summer 

during the last decade. In 1993. 1994 and 1995 the intense rains caused disastrous mud slides and the 

collapse of houses. An incredible situation when one considers Hutton's observations: "Rain is here al- 

most unknown, falling only like angel's visits, and even then so sparingly as to be of no use except to allay 

the clouds of dust for a few hours" (Hutton 1840: 949). 

The intensive Indian development efforts have to a large degree transformed the landscape. The refor- 

estation project has brought trees to an area which, at least in historical times, never saw them before. 

Earlier travellers of the 19'hcentury speak of an high-altitude desert with only a few stunted juniper and 

slender willow trees. In 1850 Capt. W.C. Hay reported, "... Spiti is a mass of nearly bare rocks, with here 

and there small patches of cultivation, almost entirely without trees, thinly populated, and small villages, 

the largest not having above 5 houses" (Hay 1850: 448). 

Although the Spiti valley is relatively wide, the broad alluvial deposits are often too high above the 

river to permit irrigation with traditional methods, thus the minimal precipitation meant that agriculture 

could only flourish where irrigation was possible (fig. 8). Thus, the amount of arable land was less than it 

is today. The demographic distribution appears to have been the same as today, but it is probable that the 

size of the population in the I I I h  century was closer to that reported in the late I 9Ihcentury rather than the 

increased population which one finds today. Of the reports of earlier travellers, those who visited the Spiti 

valley in the period between 1840 and I850 probably are the most atypical. In 1838 Hutton reported that 

"Runjeet's troops" had ransacked Spiti the year before. "Laree" (Lari) is listed as having three families of 

c. 20 people (Hutton 1840: 493), Po is described as poor and shabby. Tabo village (ibid., 494-5) is 

described as being inhabited largely by lamas who also cultivate the soil. "The houses of the Lamas were 

pulled down, and the noses and hands of the idols were cut off and thrown into the river" (ibid., 494). The 

destruction of the Tabo Main Temple is recorded by an inscription in the Assembly Hall. 

We have no reliable statistics for the 1 9Ih century but a relative idea can be gained from the travel 

reports. In 1850 Hay reported that the population of Spiti was on the increase. He estimated that the 60 

villages of Spiti contained 3 16 houses with a combined population of 1,607 (Hay 1850: 437). This indi- 

cates a decrease in population from the time ofTrebeck's visit in 1822 when he estimated the population 

at about 2,000. However, he lists only some 30 villages in Spiti and 13 in Pin valley and as it hardly seems 

likely that the number of villages increased by one third and the population decreased by 25 percent one 

may imagine that Trebeck, who stayed at Dankhar and did not visit lower Spiti, may have underestimated 

the total number of villages. Thus, the reduction of the population following the Sikh wars was probably 

even more severe. 

Lari, which is always listed in all 19'h-century sources, was apparently far more important than Tabo. 

Lari, the first major village in Spiti, must always have had a certain prominence as it appears also in Rin- 

chen-bzang-po's biography in the list of smaller places where monuments were built by the GreatTrans- 



Fig. 7. View towards Tabo 
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Fig. 8. The upper Spiti valley 
View towards the upper Spiti valley I 
from the path leading from Kaza to 
Tangyud 1 



lator. Tabo village apparently was, even prior to the Sikh wars, not very populous. I t  does not appear at all 

on Trebeck's map. In I93 1 Tucci found a ruinous state in the monastery and only two monks. The 1961 

census reported 140 "souls". The fifty lamas reported (Himachal Pradesh Disirict Gazetteer- 1975: 28 I) 

at Tabo cannot be accurate. When the present abbot Geshe Sonam Wangdii came to Tabo in 1976 there 

were only four monks. In I973 at the beginning of the Indian government development campaign, Rizvi 

(1 987) reported that Tabo village had 35 houses and a total population of 146 persons; presumably these 

are the equivalent of the "souls" reported in 1961. 

The descriptions of Spiti valley up to the present depict a thinly populated region with a subsistence 

economy based on grain and fine woollen cloth which were traded for basic commodities and occasional 

luxury items. within an intra-regional exchange system (Moorcroft and Trebeck 1971 11: 71-72) (fig. 10). 

Gerard also reported three lead mines which were very productive, located at "Lara, Leedang, Posko [= 

Po]" (Gerard 1993: 149). This balance between the population and its resources seems to have been ad- 

equate and relatively stable. Trebeck reported in I822 that one third of the population did not possess land, 

approximately the same proportion was reported by Rizvi in Tabo village in 1973. Even in 1850 Hay re- 

ported, "I should upon the whole, say that the country is in a prosperous state, the people are well housed, 

well clothed, and possess an abundance of food, such as they are accustomed to: they are contented and 

happy, with principles of order and industry, and, with a moderate taxation, I think they will prove good 

subjects, and useful and beneficial to the Government to which they are now annexed." (Hay 1850: 448) 

Today the politico-administrative system ties Spiti to Lahul in a single district. In earlier historical 

periods these districts were nor always linked politically, although the traditional pattern may be seen in 

Trebeck's observation that the Lhasa government, via its Changthang representative, claimed jurisdic- 

tion ovcr south-east Spiti, while Ladakh had political authority over the northern part of Spiti, also to 

Fig 9 The gorge of the lower Sp1r1 
valley below (ea\t on Tabo between 
1<.1r1 and the Zdngzam bridge 



Fig It1 Thc LarJ%,ln ot the Tucc~ 
expcd~l~r~n on Ihe way [ ~ T d h o  
flctween PII .~nd Taho 

some degrcc dpforto of the part undcr nominal T~betan jurrsdlct~on Today the road between Splt~ and 

Klnnaur IS open throughout the winter. Before motoriscd travel, *inter travel nas certainly more compll- 

caled. The Sp~ti aver valley was the main connection for trade comlng e~ther vla high Klnnaur or from 

Purang and West Tibet via the Shlpkl pass to Kulu or Ladakh Although easler than the other rwo mutes 
connecting Kinnaur and Spiti, thls latter route was also the longest The shortest route between Spiti and 

Rampur (thc major trading town and winter cap~tal of the Bhashar state) and lower K~nnaur, leaves the 

Sutlej at Wangtu (stdl an Important checkpost) and goes via Katgaon to the Pm valley. Another route. also 

practicable only in summer went by Sunnam and Ropa (where there are copper mines) and the Mani pass 
The prererredcaravan route, which was the sameas the old H~ndustan-Tibet route used by Tucc~, went from 

Chini (near themodem town Kalpa), to Lippa, over the Runang and Hangpasses, followed the Spit! nveras 
far as Shelkar, then to Sumrah where the path then crossed the Spit1 river just below Lari The route north- 

ward followed the Spiti nver (map I .  Indlan Himalaya). 
Today, with the clos~ng of the Indo-Tibetan border. the connection to western T~bet has died out. But 

earher, ~mportant trade connections were mamtained w~th Guge, and local monks would travel to Guge for 
their religious education. To the east, the maln corridor ofcommunication was certainly along the Sutlej nber 

via the Shipki pass But also from the Spit1 valley ~t was poss~ble to have1 directly to G u p ,  e~ther via the 

Parang pass (behind Kyi monastery) or the Tunglung pass. and thus to Changthang (Hay 1850.429-3 1). In 
the early 19'hcenturyTrebeck describes a lama and his party departingfrom Dankhar monastery in upper Spit1 

"on a trad~ng tr~p" 10 Tash~gang (Moorcroft and Trebcck 197 1 11. 64). Local products as well as those t m s -  

shipped froin westem Tlbet and Central Asla were sent lo Rampur. the great trade emponum for the a hole 

region From Rampur goods were sh~pped all over India (Lafont 1985). 

Although this route from Tabo north-westward to Lahul and northward to Ladakh and Centril Asia 



\\-as an important trade corridor. communication was certainly more complicated than to the south. The 

difficult passes scparating Spiti and Lahul and Spiti and Kulu are blocked by snow at least half the year. 

Via the Pin \,alley. there was a more direct route to the west before it was blocked by the rupture of a 

glacier in the 19'kentury. Thus earlier, there were closer trade and cultural connections with Kulu than is 

today apparenl. Kulu \vas the nominal ruler of Lahul until I846 when the former became a subdivision of 

Kangra district. The importance of the Piti (i.e. Spiti) Thakurs in the history of Kulu has given rise to 

much speculation as to a possible political connection between the two regions, but nothing is actually 

known. The nlost recent hypothesis places the advent of the Piti Thakurs in Kulu between the and 12"' 

centuries (Howard 1995). 

Tucci and Ghersi followed the traditional routes between India and westem Tibet in 1933. As they 

Lravelled with a fairly hea\.ily loaded caravan (fig. 10. and see pictures in Klimburg-Salter 1990), the 

distances they covered in a day fairly well approximates the progress any caravan following this route 

prior to the 1970s (see Ghersi's maps and graphs, Klimburg-Salter 1990: Figs. 14-25). As one will note 

in Ghersi's table (Klimburg-Salter 1990: 158-160) the travel time is not so great as one might think. 

Historical Setting 

It is most difficult to extrapolate the cultural situation in Spiti prior to the 10'hcentury. Neither Tabo nor 

any other village in the Spiti valley was a major economic, political, or cultural centre prior to the 10Ih 

century. Thus, it is not surprising that Spiti valley is not mentioned in earlier literary sources. Nor has any 

archaeological investigation been conducted in the valley. Attempts to identify the earlier history of the 

Spiti valley on the basis of evidence pertaining to the earlier history of Lahul or Kinnaur are too vague to 

be useful. Thus, the only primary evidence for the history and culture of the valley in or before the 10"' 

century are the remains of the art and inscriptions dating to the foundation phase of Tabo monastery. 

The imposition of Tibetan culture and Buddhism permanently transformed the indigenous culture. 

The only information concerning the character of this pre-Buddhist culture are place or clan names ap- 

pearing in the Tabo Entry Hall (sgo-khang) inscriptions. These may derive from the language of Zhang- 

zhung. It seems safe to assume that the population of Spiti, as the rest of present-day Himachal Pradesh, 

was not Tibetan in the IO*century. The distinctive and still unidentified cultural features in the Tabo 

miniature and mural paintings. particularly the murals from the Entry Hall, may derive from the earlier 

Zhang-zhung culture. As Tucci has already remarked, the transformation of this region involved both 

political and religious institutions. The native inhabitants of Spiti and Kinnaur were ethnically and lin- 

guistically different from the new Tibetan ruling class. The many small monasteries covering the area 

provided the means not only for the dissemination of Mahaygna Buddhism but also for economic devel- 

opment and cultural pacification. 

Prior to the 10" century, Spiti and Kinnaur belonged to the ancient kingdom of Zhang-zhung. Al- 

though Zhang-zhung was conquered by theTibetans in the 7Ihcentury, the Zhang-zhung culture continued 

to survive in different forms. At the time of the westemTibetan kings the region aroundTholing was still 

called Zhang-zhung, as stated in the colophon to Atiia's A Lamp for the Enlightenment Path (BCLS, 

BPPI. BPP2). As late as the 14Ihcentury Bu-ston Rinpoche refers to the king of Zhang-zhung, meaning 

the king of Ciuge (see Petech Chapter VII). In the colophon of a Tibetan Prajkipirumiri  ms. found by 

Tucci in Puling in Purang, the area is referred to as being the centre of Zhang-zhung (Tucci 1935: 8-9). 

Remnants of the Zhang-zhung language have recently been identified in the spoken dialect of Kinnaur. 

The Tabo inscriptions appear to mark the beginning of the Tibetanisation of the region7. Comparing the 

frequency of essentially non-Tibetan clan or place names associated with the monastic community re- 
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corded in q9h and the totally Tibetan names found in the later dGe-lugs-pa chronicle, the Vui&q~a ser- 

po. one can apprecia~e the progressive Tibetanisation of the local culture. Today a western Tibetan dia- 

lect. called locally Bhoti. is spoken in Spiti. 

In the 10"'centun. Spiti. together with the surrounding rcgion. was the scene of intensive missionary 

work instigated by the royal dynasty whose centre of activity lay in westernTibet betweenTholing in the 

north and sTag-la-mkhar (Taklakoth) in the south. At the centre of this region lies the holy mountain 

Kailisa'. The contribution ofthis dynasty to the re-establishment of Indian Mahiyina Buddhism inTibet 

(the period is known to the Tibetans as the Later Diffision of Buddhism) was so great that the principal 

personalities are mentioned in every history of Tibet. These later literary sources are often vague or 

contradicton about specific facts and dates. Historical literature is primarily concerned with events and 

personages important for religious history. Biographical literature is essentially hagiography, nonethe- 

less biographies conlain very valuable historical information. The most detailed source for the activities 

of the royal lamas is the biography of their preceptor, the Great Translator Rin-chen-bzang-po. Accord- 

ing lo the biography, under the patronage of several members of the royal dynasty of Purang-Guge, Rin- 

chen-bzang-po established many chapels (the auspicious number is 108) which spread from gLo (Mus- 

tang) to lower Kinnaur and northward to Lahul and Ladakh. To a surprising degree, the information 

contained in the biography can be confirmed from archaeological remains. The enormous sanctity at- 

tached to the names of Rin-chen-bzang-po and his royal patron, the former king and royal lama ye-shes- 

'od. can be understood from the fact that many of the temples which they built are still preserved and 

identified as having been founded by them. This fact is the more remarkable for the extremely small size 

of all the temples. excepting the main centres at Tholing, Nyar-ma, and Kha-char (Khojarnath) and the 

Tabo Main Temple. The survival of so many small Buddhist chapels can only be attributed to their 

special status. For example, even though the temple at Johling in Lahul is in complete ruin, the harvest 

offerings are still placed before the now ruined altar (Klimburg-Salter 1994a: 47-50). 

That this missionary activity was motivated by piety is beyond doubt, but its success was in part due 

to massive financial input. The nature of the economic infrastructure which enabled the construction and 

decoration of so many temples, as well as the production of the vast numbers of manuscripts and liturgi- 

cal objects needed for the temples, is unclear. The most likely solution is that the kings of western Tibet 

were able to construct an efficient international trade network which allowed them to export precious 

metals mined in their territory, particularly Guge. This network certainly depended, in part, on the small 

monasteries established throughout the kingdom and located at strategic points along the trade routes. 

That these monasteries provided Tibetan speakers with facilities in the foreign, non-Tibetan environ- 

ments, was certainly a positive factor in the successful administration of trade. Tucci believed that the 

depopulation of western Tibet, which he estimated at 98%, was not just the result of climatic changes. 

According to him, western Tibet was populated and rich (until the c. 17'"century) as long as it was ruled 

by a government which could successfully exploit the mines and international trade connections. 

Gold was mined in the regions of Kailisa and Changthang and today a number of other precious 

metals are also exploited. Other minerals were mined in Kinnaur and Spiti, such as copper at Ropa and 

lead at Po and other places (Moorcroft and Trebeck 1841 11: 71; Gerard 1993: 147). It seems likely that 

precious metals were among the chief export commodities of the kingdom. Also important was exchange 

in textiles. Himachal Pradesh is even today noted for its fine woollen textiles. 11 is also probable that 

imports of fine textiles such as cotton and silk came from regions as far as India (Gujarat) and Central 

Asia (Bukhara). The main indication for the importation of these luxury textiles are the extremely fine 

panerns, obviously copied from real textiles (see Wandl Chapter V.6), which are reproduced in mural 



paintings at Tabo and the Prajfirjpiramitimanuscript from Poo (Klimburg-Salter 1994~) .  These patterns 

seem to derive almost exclusively from Indian textile traditions". 

The intimate connection between trade and religious establishmcnts is a well-known phenomenon in 

the history of Indian Buddhism (Klimburg-Salter 1982: 154). The kingdom of the kings of Purang-Guge, 

from Ladakh to Mustang, was connected by a dense network of trade routes facilitated by the strategic 

placement of a large number oftemples directly controlled by the royal family and their noble supporters. 

Thus, a number of interrelated factors encouraged political and eventually cultural integration on the 

western borders of the kingdom. Tibetan cultural imperialism travelled under the banner of a reformed 

Buddhism, but the benefits for the indigenous aristocracy were not only spiritual but also material. Al- 

though referring to a slightly later period this description of the relationship between monastic establish- 

ments and the economy also assists us in understanding the situation in the I IIhcentury. "In practice, this 

monastic economy fostered trading relations both within and across Tibetan borders. Chains of 'daugh- 

ter' monasteries grew up along the trade routes, serving not only to tap the economic resources of wider 

areas, but also to provide caravans with safe haven at night against marauding 'bandits' who may well 

have been connected with a rival trading system" (Fisher, Rose and Huttenback 1963: 27-8). 

Petech remarks that the kings of Purang-Guge possessed two moral assets, indisputable legitimacy 

and great prestige. It is therefore not surprising that the themes of political legitimacy and cultural iden- 

tity are written large on the walls of theTabo MainTemple.An analysis of the names and costumes of the 

monastic community (in the Entry Hall on the south wall) and the aristocracy (on the north wall) demon- 

strates the importance of indigenous culture at the timeTabo was founded. The royal patron and his sons 

are seated in the middle of a large assembly of monks, nuns and lay people. Depicted in a parallel compo- 

sition on the opposite wall are the local aristocracy. The princes wear a style of Tibetan overcoat (phyu- 

pa)  and a type of fabric (silk or cotton with floral designs) which never occurs again in the later art of the 

region (fig. 50). From the 1 I'hcentury, males wear typical Tibetan wool coats without patterns, as can be 

seen in the paintings in the Assembly Hall ('du-khang) (fig. 121). 

A more monolithic social order is depicted in the paintings of the royal patron and the members of the 

Sahgha (lay and ecclesiastical) accompanying the Renovation Inscription written in 1042 (figs. 5, 14. 

139). The latter documents the complete renovation initiated by another prince of the royal house of 

Purang-Guge, Byang-chub-'od (grandnephew ofYe-shes-'od) (Steinkellner and Luczanits, Appendix). 

The wall paintings in the Entry Hall and fragments from the original wall paintings in the Ambulatory 

(Klimburg-Salter 1994a: 28-29) demonstrate that when Ye-shes-'od and his two sons founded the mon- 

astery in 996 the artistic culture had a provincial, regional character with influences deriving from India 

and Central Asia. The painting technique and pigments show a lack of sophistication and access to 

quality materials. Particularly unexpected is the presence of iconographic themes deriving from non- 

Buddhist traditions, most importantly the protectress Wi-nyu-myin. 

A totally new aesthetic is introduced in the 1 lIhcentury. The Assembly Hall ( 'dlr-khang), Ambulatory 

(skor-lata), and perhaps Cella (dri-grrang-khang) as they exist today, with only some areas of damage 

and restoration, were created during the renovation p e r i ~ d ' ~ .  Both the sophistication of the underlying 

philosophical conception and the clarity of its expression in visual terms testify to the presence of a 

unique and gifted personality, or personalities. Not only was there a will to create a symbolically coherent 

ritual space but also the means to gather artists and materials of the highest quality. 

This temple not only is one of the most stunning artistic achievements of its time. but it also docu- 

ments the ideology ofthis remarkable royal dynasty. While the architecture is specifically designed as the 

context for ritual and cultic activity, the rhetorical possibilities of the art were also skilfully manipulated. 



Thus. comparing the representation ofdifferent iconographic themes in the Entry Hall and theAsse~nbly 

Iiall, such as the representation of historical personages. we see how the change in the style and compo- 

si t~on o f  the images reflects social and political changes. 

For instance: in the Entry Hall the royal patrons are placed at the cenh-e of the composition but hardly 

larger than the other ~nenlbers of the congregation: in the Assembly Hall a clear hierarchy is represented, 

where the royal lama dominates all other social groups. The local aristocracy in 1042 plays only a minor 

role. but its member5 are still represented as donors. The man to the proper right of Byang-chub-'od was 

certainly a major figure in the renovation. This man is identified as being from Rum. as are two donors in 

inscriptions recorded by Tucci on the other side of the Cella (Tucci 1935: 74). Where Rum was is unclear. 

Tucci quite logically suggested the area around Tabo. Contemporary Islamic sources use the word to 

designate the West. specifically Byzantium. Also women were prominent. A female donor is represented 

next to the donor in the Cella painting and one is listed among the donor inscriptions, now lost, recorded 

by Tucci. The lndian (Kashmiri) style of the religious images was a political statement which affirmed 

support for lndian Mahiiyiina culture. The Buddhist ecclesiastical elite of India had attained a high level 

of intellectual sophistication. Thus, we have here not only ideological change but also cultural change, 

[he expansion of the provincial boundaries of this western Tibetan dynasty into the cosmopolitan world 

of lndian monastic Buddhism. 

The ambitious renovation of this royal monastery was completed in the same year that AtiSa, the most 

famous ofthe lndian pandits, arrived in westernTibet.The Bengali monk was in westernTibet from 1042 

to 1045. There is little information on the monasteries which he visited other than Tholing and Mang- 

nang where he lived (Tucci 1971 b: 4 7 9 4 8 1  ; Eimer 1979). But, as recorded in the Blue Annals, many 

other pandits came to Tabo. The monastery served as a centre of translation and learning where lndian 

pandits met their counterparts, learned Tibetan, and contributed to the massive intellectual and cultural 

process known as the Later Diffusion of Buddhism in Tibet (Steinkellner forthcoming). 

The later history of the monastery, the dates and circumstances of the construction and decoration of 

the various architectural units, belongs to a future research agenda. As noted earlier, our study is limited 

to the first hundred years of the monastery. I t  is clear from the high quality of the I IIh- to 12'h-century 

artistic remains in Lahul, Spiti, and Kinnaur that this was the most productive period in the history of 

Buddhist art of the region. Indeed only a few completely new foundations can be identified between the 

12'hcentury and the latter part of the 20Ih. Usually, a Buddhist monastery originally founded during the 

Later Diffusion of Buddhism (such as Tabo or Nako) was redecorated and enlarged over the centuries 

through the construction of additional chapels and monumental painted stupas. In addition in Lahul there 

is a curious history of syncretism between Buddhist and Hindu cult places, the most famous example 

being at Triloknlth (Klimburg-Salter 1994a: 50-57; Maxwell 1980). As a result, the original history of 

these cult places is almost impossible to unravel. 

Tabo monastery contains the largest number, and the best preserved group of Buddhist monuments in 

Himachal Pradesh. The nine chapels, four decorated stupas, and cave shrines contain paintings datable to 

the 1 OIh-l 1"'century (MainTemple), 1 3'h-14'hcenturies (the stupas), and from the I 5Ihto the 201hcenturies 

(all other chapels). Except for the Main Temple and the painted interior of the stupas, all other extant 

paintings are attributable to periods following the dGe-lugs-pa ascendancy. Due to the historically close 

ties between Tabo and Tholing it is probable that Tabo came under the influence of the newly formed 

dGe-lugs-pa order at about the same time asTholing. Chos-rje Ngag-dbang-grags-pa, born in mNga'-ris, 

was a pupil ofTsong-kha-pa (the founder of the dGe-lugs-pa order). He returned to mNga'-ris, converted 

the king and his subjects and "rebuilt the temple of mT'o-ldin" (Tucci 1971b: 478, n. 1). As Tholing is 
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today largely In rums we can only tentatively ldentlfy the Assembly Hall w ~ t h  t h ~ s  per~od of artlstic 
actlvlty In the first half of the I 5'hcentury Also at t h ~ s  tlme. at Tsaparang, the w ~ f e  of the klng of mNga'- 

ris, Don-grub-ma, bulk the Red Temple (Lha-khang dmar-po) The Whtte Temple (Lha-khang dkar-po) 

and the 'J~gs-byed Iha-khang were built by the klng's nephew and therefore. according toTucc~, cannot be 
earher than the 16'hcentury (Tucc~ 197 I b. 478). On the bas~s  of a comparative analys~s to these temples. 

at Tabo the Protectors' Chapel (mgon-khang) of the Main Temple and the Golden Temple (gSer-khang) 
cannot be later than the early 1 6Ihcentury The wall paintings of the other temples are later, predommantly 

of the 17"entury. although some temples such as the Mandala Temple (dKy~l-khang) and Ma~treya 

Temple (Byams-pa Iha-khang) may or~g~nally have been bull1 earlier, perhaps in the I ILhcentury. 

From the 17" through the 19"centuries Sp~t i  was often the pollt~cal pawn of its larger nerghbours 
Bashahr, Kulu and Ladakh, although tles to monastlc centres In western T~bet ,  datlng back to the begin- 

nrng of our mlllennlum, were never lost. 

In the 1 7'hcentury Ladakh had cons~derable po l~ t~ca l  and cultural influence on Splt~,  as 1s ev~denced In 

Tabo In the Large 'Brom-stonTemple. Ladakh's terntorla1 ambit~ons In westernTibet, and the subsequent 
conflicts endmg w ~ t h  the defeat of the Ladakhi klngdom, resulted in the Ladakh-Tibet treaty of 1684 

T ~ b e t  claimed as a basls of its terntor~al rights the "traditional boundaries" of the western T~betan king- 

dom founded by sKy~d-lde Nyl-ma-mgon In the 10'hcentury. Although there was some ambiguity in the 
treaty, the boundary between Ladakh and T~bet  was fixed at the Lhan stream, which flows Into the Indus 

five miles south-east of Delnchok Soon after 1687 Spl t~  again passedunder the nominal control of Ladakh 

and upper K~nnaur was ceded to the Bashahr R5ja who had been allied w ~ t h  T~bet  (Petech 1977: 7 1 ). In 

any case ne~ther In t h ~ s  nor in the subsequent treaty were boundaries lndlsputably dellm~ted Apparently 

in the I 7'hcentury the boundaries of the kingdom ofpurang-Guge established by sKyid-lde Nyl-ma-mgon 



were considered a matter o f c o ~ n ~ n o n  knowledge. But territory was less important to Ladakh than favour- 

able trade conditions. and these they secured. 

The extremely dislressed state of the n~anuscript collection (the so-called Tabo Kanjur) suggests that 

Tabo must ha \c  been the scene of some violent confrontations during its long history. Only two such 

events, ho\ve\.cr. are recorded in the inscriptions. The first of these. so~nelime prior to 1042, can only be 

inferred from the warning contained in the Admonitory Inscription against harming the monastic com- 

munity (Tauscher forthcon~ing). 

The attack on the Tabo Assembly Hall in 1837 is recorded by an inscription and confirmed by the still 

\.isible damage to the adjacent parts ofthe wall (fig. 1 1  ).This catastrophe was mentioned also by Hutton (I 840: 

494) a h o  passed through the Spiti valley in June 1838. He tells us that although this destruction is attributed by 

the local people to "Runjeet's troops", "...in reality it seems that it was perpetrated by the followers of the 

Ladakh Rajah themselves. who when deserted by their master, thought to ingratiate themselves with their 

conquerors. by assuming the same form of turban, and mutilating the gods of their own countryman" (ibid.). 

He goes on to say that the same fellows plundered every village in Spiti (ibid.). The event in question is 

probably the flight ofthe Ladakhi Prince-King mChog-spml and his mother following the unsuccesshl revolt 

ofthe son against tlie Sikhs. They escaped to Spiti and eventually found safety in Bashahr (Petech 1977: 142). 

However. Spiti was soon. Petech estimates 1839 (Petech 1977: 143), again used as a royal refuge. dNgos-grub- 

bstan-'&in ("Raja Mamt Tunzin") believed to have been associated with a rebel revolt was pursued by Sikh 

troops, captured near Tabo and deported to Leh where he was imprisoned. 

The Dogra conquest of Ladakh and the subsequent Dogra-Tibetan war 184142,  severely disrupted 

international trade, the economic lifeline of the region. In the 1842 treaty between Tibet and Kashmir the 

former invoked the same logic regarding the traditional boundaries of the loLh-century territory, but ap- 

parently following the de facto situation as of 1687. As the agreements, and in 1842 the subsequent 

memoranda, make clear the primary point was to establish appropriate conditions for trade between the 

two countries. With regard to territory, Tibet was principally concerned with maintaining the gold-fields 

and the appropriate conditions for their exploitation (Fisher, Rose and Huttenback 1963: 53-59). 

After 1846 with British rule in the area, Spiti came to enjoy a century of relative tranquillity and semi- 

independence. The India-China border dispute from the 1950s reawakened awareness of the geopolitical 

importance of this isolated area. 

The same "traditional boundaries" established in the 10thcentury and reaffirmed in the late 19'hcentury 

were cited by lndia in the 1956 dispute with China. Both treaties were invoked by India in the dispute over 

areas lying north of the Shipki pass, while the later treaty is their basis for the claim ofterritory south of the 

Shipki pass. lndia claims six passes as being on the boundary between the two countries while China claims 

they are within her territory (Prescott, Collier and Prescott 1977: 34). The area around the Shipki pass was 

fiercely guarded in the 19'century. Every traveller complained of having to make time-consuming detours 

when travelling from Kinnaur to Spiti because of the difficulty with "Tartar" troops. It is likely that Spiti 

always had to be alert to good relations with the more important neighbours on all sides. The situation is well 

expressed by Gerard in 1817. "[Spiti] is a district lying between Busehur, Kooloo, Ludak, and Chinese 

Tartary; to each of which states it is tributary" (Gerard 1993: 147). However, the Tibetanisation of the 

region. introduced during the Later Diffusion of Buddhism was never reversed. The monastic culture and 

hence the artistic culture of Spiti continued to be dominated by Tibet until the modem period. 

In contrast to Spiti. Kinnaur must always have been a cultural watershed. The population still remains 

ethnically and linguistically mixed. Kinnaur with its warmer climate and fertile lands, and with easy 

access to trade with India, was understandably attractive to the West Tibetan kings. But the pacification of 



this non-Tibetan population may not have been easy and we havc no idea how longTibetan rulers main- 

tained control over the area. But aTibetan form of Buddhism still flourishes today. The different temples 

in Kinnaur mentioned above seem to have been continuously in worship throughout this millennium. 

Some centres in Kinnaur such as  in Ribba (Luczanits 1996a) may even predate the Later Diffusion of 

Buddhism. As in Lahul, but unlike Spiti, in Kinnauri villages there are shrines to Hindu and local deities 

a s  well a s  the Buddhist cult places. But in Kinnaur, as  elsewhere in Himachal Pradesh, active participa- 

tion inTibetan Buddhist communities has increased markedly since theTibetan refugees settled in India. 

Many temples have been refurbished or, as  in Poo, newly built with popular subscription. 

Each of these communities has its own stories, local lamas, or reincarnated lineages who have been 

actively involved in the community for generations, deriving new inspiration and support from famous 

Tibetan lamas. The several visits in the last decades by His Holiness the Dalai Lama and His Holiness the 

Sa-skya khri-'dzin have done much to encourage the faithful, but also otherTibetan teachers and medita- 

tion masters have had a profound effect on the communities. 

The story o f  the renaissance at the ancient Tabo monastery under the direct encouragement of His 

Holiness the Dalai Lama and his Junior Tutor, gSer-skong Rinpoche is a particularly dramatic example. 

Under the energetic and affectionate guidance o f  Geshe Sonam Wangdii, deputed by gSer-skongmtshan- 

zhabs Rinpoche in 1976, Tabo has been transformed from a sleepy, impoverished monastery into an 

active centre for the study and practice ofTibetan Buddhism, not only for the increasingly large number 

o f  young monks but also for the people of the surrounding communities. 

For those o f  us  who have known Tabo for the last two decades the transformation worked by this 

scholarly gentle monk is nothing short of a miracle. Following is an interview with the Geshe who has 

been the abbot of Tabo since the death of Geshe Yeshe Chonden in 1983. He briefly narrates the main 

details o f  his and gSer-skong Rinpoche's participation in the Tabo community. 

Tabo Today: Interview with Geshe Sonam Wangdii 

gSer-skongmtshan-ihabs Rinpoche was JuniorTutor (literally partner in debate.mtshan-;hubs) to His Holiness 

the Fourteenth Dalai Lama. He visited Kyi andTabo monastery for the first time in 1969 and stayed hvo days at 

Tabo monastery. At the request ofthe sponsoring communities, i.e. Tabo. Lari and Po (Cog-la)". he visited Spili 

valley many times until his demise in 1983. He gave two months' long teachings when he visited Tabo monas- 

tery in 1973. There were four lamas (monks) resident in Tabo monastery. Lama Sonam Ngodmb and Lama 

Sonam Tobgye were jointly functioning as head lama of the monastery. 

The sponsoring community, i.e. Tabo, Lari and Po, requested the Venerable gSer-skong Rinpoche to send two 

monks with the dge-bshes title ("Doctor of Theologyw) to take charge of Tabo rnonastery and teach Tibetan 

language to the monks. 

In accord with this request, in 1976 the Venerable gSer-skong Rinpoche deputed two monks, namely Geshe 

Yeshe Chonden (dge-bshesYe-shes-chos-ldan) and Geshe Sonam Wangdii (dge-bshes bSod-nams-dbang-'dus) 

at that time resident at Mundgod (Karnataka), to Tabo monastery. 

In 1979 the Venerable gSer-skong Rinpoche again visited Tabo and Spiti valley. At the monastery he gave 

teachings on Buddhism and blessings to fully-ordained monks (dge-slong) and novice monks (dge-tshlro. 

In 198 1 the Venerable Rinpoche again visiledTabo in order to give sermons on Lam-rim chen-nlo. initiations of 

Yamintaka and Guhyasamija, Cakrasamvara, and others. 

In July 1983, thevenerable gSer-skong Rinpoche accompanied His Holiness the Dalai Lama who performed the 

Kilacakra initiation ceremony at Tabo. At the request of His Holiness the Dalai Lama, for a month at Tabo 

monastery he conducted a solitary prayer remeat (n~tshams). At the completion of this retreat he gave a sermon 

on the Bod l t i ca r~~ i~~af i , o  in the KBlacakra Temple, the new Assembly Hall of the Tabo rnonastery. 



Following an invitation hy the people, on 2 9 ' h A ~ g ~ s t .  19K3 thevenerable gSer-skong Rinpoche went to Sumda 

and then came hack to Tabo and then set out for Kyibar the same day. On this day he breathed his last breath 

without taking any niedicinc. According to those present, the body remained in thesat~~ddhiposture for 36 hours 

w~thout any sign of death on his face. Seventy-two hours later he was cremated, at which time a ncw spring 

water gushed out ncarby the cremation site. A rainbow was seen in the sky. 

AAer four days those who had remained at the gSer-skong Labrang, gSer-skong's residence at Dharamsala, as 

\\-ell as the lnonks ofTabo monastery. Kyi monastery and the residents of Cog-la (Tabo, Lari and Po) requested 

the Dalai Lama to identify the reincarnation ofgSer-skong Rinpoche. 

His Holiness the Dalai Lama told them to be patient. The second time they sent their request, His Holiness told 

them to organise community prayers. 

The third time His Holiness the Dalai Lama himself came to gSer-skong Labrang and told the residents that the 

great Guru had been reborn in Spiti valley. According to the indications the child was Tendzin Kesang (bsTan- 

'dzin-skal-bzang) who was brought to His Holiness the Dalai Lama, who gave his recognition of the reborn 

gSer-skong Rinpoche. 

His Holiness described the events as follows - trying in many ways to find out the true reborn Lama rDo-rje- Fig. 1 2 .  The late gSer-skOng Rinpoche 
Tabo monastery; bronze 

'chang. i.e. gSer-skong Rinpoche, no stone had been left unturned, every effort was made to be accurate. After 

many hials. bsTan-'dzin-skal-bzang. son ofTshe-ring-chos-dar of Lari (Spiti), had been identified as the genu- 

ine reincarnation. His mother's name is Kun-bzang.This was declared under His Holiness' stamps and signature 

on 1 5'h August, 1988. 

The reincarnated gSer-skong Rinpoche made his ceremonial entrance toTabo in September 1988. The enthrone- 

ment ceremony took place at gSer-skong Labrang, Dharamsala. The reincarnated gSer-skong Rinpoche was 

warmly welcomed by the Administration of His Holiness the Dalai Lama and the Tibetans at Dharamsala. 

After the enthronement ceremony at Dharamsala the Venerable gSer-skong mchog-sptul Rinpoche was sent to 

Mundgod (Karnataka) for his education. He has been warmly welcomed there also. Now the Rinpoche is being 

educated at dGa'-ldan monastery Mundgod. 

The Venerable gSer-skong Rinpoche visited all the monasteries of Spiti valley as well as all the villages of the 

valley. He spread the teachings of Buddhism and eradicated social evils like drinking wine, smoking, snuff- 

taking, and slaughtering. Due to his blessings the people of the valley lead a peaceful life. His dedication 

towards Spiti valley especially to Tabo monastery can never be forgotten. 

Biography of Geshe Sonam Wangdii 
I was born in Tibet in a village named Sangchung ofTehsil Lahri Go in 1930. Father's name is Sonam Tobgye 

and mother's name is Kunda. We are seven brothers and I am the youngest one. 

In 1937 at the age of seven years I entered my home monastery named Lahri sde-tshan dgon and started my 

education. 

In 1944 1 entered dGa'-ldan Byang-rtse grwa-tshang (monastic college) rKong-po khang-tshan (hostel) for my 

higher education. In June 1959 during the Chinese torture I came to India via Amnachal. 

On entering India 1 stayed in Assam State of India for two years along with many of my fellow lamas. After two 

years we were shifted to Mundgod (Karnataka). At Mundgod I remained involved in constructing monastery 

buildings and taking an active role in the administration of dGa'-ldan Byang-rtse. 

In 1976 the Venerable gSer-skong Rinpoche deputed me and my fellow Lama GesheYeshe Chonden toTabo monas- 

tery. We were charged with running the monastery smoothly and teaching Tibetan language to the monk students. 

In 1977 1 got the degree ofdgr-bshcs Iha-rams-pa from dGa'-ldan monastery Mundgod (Karnataka). 

Before our arrival, there were four lamas (monks) at Tabo monastery and the condition of the monastery in the 

field of learning Tibetan language, paintings and maintenance of the monastery was very poor. On ourjoining 

Tabo monatery in 1976 the sponsoring villages, i.e. Tabo, Lari and Po, began to send their children to the 

monastery for a Tibetan education. 



In 1978 a monk's hostel was constructed under our guidance and directions. 

In 1982 with thc kind and valuable guidance of the Venerable gSer-skong Rinpoche, the co-operation of the 

sponsor villages (Cog-la) and the dedication of our monk students we constructed the Kilacakra MandalaTem- 

ple for the performance of the Kalacakra initiation by His Holiness the Fourteenth Dalai Lama. 

In 19R3 on requesl of  the sponsoring villages.Tabo. Lari and Po, thevenerable gSer-skong Rinpoche, and all the 

monks ofTabo monastery including myself and Geshe Yeshe Chonden. His Holiness the Dalai Lama agreed to 

give the "Kilacakra initiation" at Tabo; he performed the "Kilacakra initiation" from the newly constructed 

Kalacakra Mandala Temple for the benefit of all human beings. 

After the performance of the "KHlacakra initiation" I requested His Holiness to kindly allow me to leave this 

monastery in view of my weak health.This had developed because of the severe climatic conditions atTabo. But 

His Holiness directed me to remain there and run the monastery. 

Afier the demise of Geshe Yeshe Chonden in Dharamsala in 1983, whose stupa was built in Tabo, I took com- 

plete charge of the monastery. During these years I have constructed school buildings, hostel buildings. temples 

and I have also planted apple, apricot, poplar, and willow trees, about six acres which are now bearing fruit. 

In 1993 1 received the degree of dge-hshes s~~gags-rams-pa (advanced degree in Buddhist Tanhic studies). At 

present the monastery is functioning well in the fields of Buddhist studies and Tibetan language. The school for 

young monks increases steadily in size every year. Tibetan and Indian teachers From outside Spiti have also come 

to assist us with teaching. There is a painting school under the direction of Lama Sonam Tobgye. The financial 

position of the monastery is also sound as compared to the situation when I first joined at Tabo monastery. 

Geshe Yeshe Chonden was born in Tibet in a village namely Phenpo in 1921. He started his education in dGa'- 

ldan Byang-rtse gnva-tshang Hardong khang-tshan and got his degree of dge-bshes /ha-rams-pa and sngags- 

rams-pa. 

In 1976 he was deputed to Tabo monastery by the Venerable gSer-skong Rinpoche. He stayed at Tabo from the 

years 1976 to 1983. On the 25Ih of the 9Ih month of the Tibetan year in 1983 he died at Dharamsala. 

'We use this term here in the modem 
local usage. In the Blue Af~nols (BA. 
355) the monastery is called Chos-'khor 
Tabo. Tucci understood the term to re- 
fer to a rel~gious council (e.g. Chu-mig 
rhos- 'khor in 1277 A.D.). He thus pro- 
posed that the great council of I076 was 
held at Tabo. I have never found any 
support for this hypothesis and concur 
with Petech that thts event must have 
been held at Tholing. 
'We use this term in its modem local 
usage to refer to the entire Main Tem- 
ple. It would seem that this is the sense 
in which it 1s used in all the inscriptions 
in the temple. However in the Mandala 
Temple (dKyil-khang) the term appears 
to refer to the whole complex.There are 
many instances for the use of the term 
as we have employed it. For instance 
the dBu-nsc at bSam-yas IS called the 
grs~tg-lug-khong. 

' Since 1989 an interdisciplinary team 
of scholars From several countries has 
conducted an intensive study of the art 
and architecture, the Tabo manuscript 
collect~on, and its history. 
'The Full Tibetan name of the main pro- 
tectress is bKa'-srung Iha-mo rDo-je- 
chen-mo.The attendants are Remati with 
a mule and Gar-mdzad-ma with a slag. 
'These teachings eventually led to the 
foundation of the bKa'-gdams-pa order 
by Atisa's disciple 'Brom-ston. In the 
late 14'h-15'h century this order was ab- 
sorbed into the dGe-lugs-pa school 
founded by Tsong-kha-pa. 
T h e  annexation of present-day 
Himachal Pradesh by the kings of 
Purang-Guge brought enormous 
changes. Thus, 11 may never be possible 
to reconstmct the socio-economic and 
cultural context of Tabo monatery prior 
to the IOIh century. 

'Petech places the Poo inscription some- 
what later in the I I'kentury. 

Map. No. I in Pranavananda (1983) 
shows the various pilgrimage routes 
connecting Kailaa to the surroundings 
in 1947. 
'Of course since it seems certain that 
the painters came from outside Spiti it 
is also possible that the textile panems 
derived only from their panem books. 
Based on the evidence of different 
painted textile panems at Alchi. Ladakh 
seems to have had more intensive cul- 
tural relations at the end of the 12'ken- 
tury with Central Asia. 
lo As we shall see in the next chapter, 
the iconographic relationship ofthe fig- 
ures in the Cella to those of the Assem- 
bly Hall are still somewhat problematic. 
"These small villages knowncollechvely 
as Cog-la are a single political disbict as 
well, with one Prodahn (president). 





Fig. 13. The abbot of Tabo monastery, 
Geshe Sonam Wangdli, and the 
reincarnation of gSer-skong Rinpoche 
(1989) 





111. The Proposed Chronology for the First 
100 Years of Tabo Monastery 

Tabo serves as one of the primary sources of documentation for the cultural history of Spiti and western 

Tibet in the loth-l I I h  centuries. However, it is precisely the lack of primary documentation from other 

sources that has until now prevented a totally satisfactory interpretation of the evidence from Tabo. 

Because of the extraordinary complexity of the material, and the importance of the lacunae, I have, 

during the various phases of our work, only been able to propose working hypotheses for a relative 

chronology ofTabo (1985, 1994a)'. 

Since 1992 (Klimburg-Salter 1994a), the cleaning of the murals in the Ambulatory by the Archaeo- 

logical Survey of India has revealed more extensive sections of the first phase of painting. Also studies 

by different colleagues on the inscriptions (Luczanits forthcoming [a]), wall texts (Steinkellner 1994, 

1995, forthcoming;Tauscher 1994, forthcoming), and on theTabo manuscript collection (Schemer-Schaub 

forthcoming and others) have greatly expanded our understanding of contemporary culture and society. 

And Luczanits' intensive studies of the clay sculptures have also produced evidence pertaining to chro- 

nology and iconography. Since the sculptures and paintings combine to form a single iconographic pro- 

gram, we will attempt to integrate the evidence from both in order to resolve the chronological conun- 

drum. 

There are three types of evidence pertaining to the chronology of the artistic production of the first 

century: Tibetan inscriptions, archaeological evidence, including I4C-dating, and art historical evidence2. 

This internal evidence is then further retined through the evidence provided by other Tibetan contempo- 

raneous literary texts, as well as slightly later texts. In the latter category the most important is the 

biography of the Great Translator Rin-chen-bzang-po to which we will refer again. 

Inscriptional Evidence 
Without a doubt, the most valuable information for the cultural history of Tabo derives from the exten- 

sive inscriptions. These fall into two groups, the historical and the religious inscriptions. All of the reli- 

gious inscriptions in the Main Temple (gtsug-lag-khang) can be dated to the first century (the IOIh-1 l L  

F,g ,  14,  bla-ma Ryang- century) (Steinkellner forthcoming). The historical inscriptions date to at least three periods, early, mid- 
chub-'od dle and late'. The early inscriptions from Tabo (Klimburg-Salter 1994a; Steinkellner 1994; Petech and 
Main Temple. Ambulatoq. southern 
face of the entrance to the Celln. Luczanits forthcoming; Steinkellner forthcoming) can be dated by virtue of their palaeography and con- 

painting above Renovation Inscription tent, that is reference to well-known historical figures". 



The key to our chronology is the Renovation lnscription (fig. 139) found on the west wall to the south 

of the entrance lo the Cella. This inscription tells us (see Steinkellner and Luczanits) that 46 years after 

the temple was founded by Ye-shes-'od. Byang-chub-'od. "motivated by the thought of enlightenment", 

restored this temple and that the current inscription was written after the painting of the dri-gtsang- 

k-hurig. the Cella, was comp1eted.A problem with this inscription has been the fact that the only chrono- 

logical point given is that Ye-shes-'od founded the temple in the monkey year. This date belongs to the 

early Tibetan system of reckoning time which is based on the duodecenary cycle, where each year is 

named after one of the animals of the Central Asiatic zodiac. One needs a certain larger historical context 

in order to detennine which cycle is relevant. In this case we can narrow the gap because all of the 

historical characters in our story are well known and have relative dates based on other sources (see 

Petech Chapter VII). We have already explained (Klimburg-Salter 1985) our reasons for choosing 996, 

which is also the traditional date accepted by the local people for the founding of the monastery. How- 

e\.er 984 and 1008 would also be theoretically possible. 

All the evidence, inscriptional, archaeological and art historical, confirms that there were two phases 

of art production in the first hundred years of the monastery's existence, plus recent repairs. The inscrip- 

tions of the 1 O'h and I I I h  centuries share palaeographic and orthographic peculiarities which, when corn- 

pared to contemporary usage in central Tibet, would be considered archaisms. However the Entry Hall 

inscriptions attributed to 996 are distinguished from the I 1'-century inscriptions in theAssembly Hall by 

the presence of non-Tibetan clan andfor place names. Even some of the Tibetan proper names appear to 

be adaptations from another language and not always properly understood, so that the same name will be 

spelt in different ways. Thus we feel confident in dating the Entry Hall inscriptions earlier than the 

inscriptions in the Assembly Hall. 

According to our calculation, the Renovation Inscription was written in 1042. All the other inscrip- 

tions which have the same palaeographic and orthographic characteristics are dated to the same period: 

the extensive wall texts of the Gandavyl7hasitra (Steinkellner 1995); the Admonitory Inscription quot- 

ing the DaSacakra~irigarbharnahiyinaszitra (Tauscher forthcoming) and the identification labels of the 

historical figures on the east wall (Klimburg-Salter 1994a: 34; Luczanits forthcoming [a]). As all the 

inscriptions belong to the same period as the associated paintings, these paintings also can be attributed 

to the same period as the Renovation Inscription. As we shall see the other evidence confirms this. 

In addition there are three later inscriptions in the Assembly Hall which record donations to the 

monastery. They contain references either to the Dalai Lama orTsong-kha-pa and thus can be dated to the 

dGe-lugs-pa period. And another inscription records the attack on the temple by the Sikhs in 1837 (Chap- 

ter 11)'. These inscriptions, written on paper and pasted on the wall, are found in areas where the paintings 

have been severely damaged and then partially repainted in the modem period. 

The Archaeological Evidence 
The inscriptional evidence thus indicates that the earliest paintings (Phase I) are in the Entry Hall (figs. 16, 19) 

and that all the inscriptions in theAssembly Hall (except the later inscriptions) can be dated to the renovation 

period (Phase 11). This is confirmed by the archaeological evidence. In the Ambulatory, particularly on the 

north side, both the inner and the outer face of the Ambulatory, as well as on the west wall there are extensive 

areas of mural painting which go underneath the present layer of mural painting. An analysis of the style and 

pigments of this original layer of painting (figs. 15, 190) shows clearly that it is related to the mural paintings 

in the Entry Hall (sgo-khang) (compare fig. 15 and fig. 40). As we shall discuss below, the second layer, that 

is the present layer, in the Ambulatory can be dated to the renovation phase ending in 1042. 



Fig. 15. Lower part of a Buddha 
seared on a lotus. A.D. 996 
Main Temple. Ambulatory, north 
corridor. inner wall 
Bonom of the wall. below the last row 
of Buddhas painted during the 
renovation phase. Stylistically, this 
Buddha can be compared with the 
Buddha in the Entry Hall. 

Fig. 16. Moon-God, Chandra 
Main Temple, Entry Hall, south wall, 
third row, north side 



Further. as the Entry Hall and the Apse are bonded to theAssembly Hall there is no doubt that the plan 

of the temple, minus the New Entry Hall and Protectors' Chapel (mgon-khang), is original. The small 

traces of paint in the Assembly Hall which go underneath the clay sculptures of the mandala must there- 

fore belong to the original (Phase I) program. The only complete figure in the Assembly Hall to survive 

from Phase 1 is the seated, nine-headed green figure on the south wall in the transition zone to the Apse 

(fig. 20). 

The evidence of the paint underneath the mandala sculptures makes it clear that the mandala sculp- 

tures belong to Phase 11 (Luczanits Chapter V.7)6. The stylistic analysis confirms this. Likewise certain 

technical considerations suggest that the Cella sculptures may belong to Phase I, particularly in the tran- 

sition zone to the Apse the conjunction between the standing Bodhisattvas and the ladder-like construc- 

tion. The ladder supports the ceiling and must always have been part of the original building phase. In 

general however these Cella sculptures are problematic and they will be discussed again at the end of the 

section on art historical evidence. 

The last piece of archaeological evidence that we have pertaining to chronology are the three I4C-dates 

for the painted textile panels fixed to the ceiling (figs. 17, 18). These analyses were quite important 

because they confirmed that the present ceiling is original. They could not however provide an absolute 

date for the ceiling paintings. Also the analysis was for the cloth not the painting. The painted cloth was 

part of an iconographic configuration which was intended to represent a canopy; the cloth is attached to 

the ceiling and the valance is painted along the walls. There are in fact three canopies, one canopy 

covering the mandala of the Assembly Hall, and another canopy running over the Ambulatory. The third 

canopy is meant to cover the Cella. Two samples of cloth were taken from the Assembly Hall, the third 

from the Ambulatory. All three samples give readings which would fall within the first 100 years ofTabo 



Pd~nred rexl~le pdrrernr placed 
I ~ l i c  berm\ 
~niple. A~~emb ly  Hall. ~elllng. 
on clolh 

~nonastcry'. While i t  is clcar that the technique of all the ceiling paintings is the same. the style of all of 

the palnted cc~ling textiles cannot be dlrectly compared bccause the motifs are totally different'. The 

relatively close coincidence of all three of these 14C-readings indicates that the ceiling paintings date to 

either the original iconographic concept of the temple or to the renovation phase. Since the painted 

valances belong to the renovation period (painted valances do not occur in Phase I nor are there any 

indications for ceiling paintings in the Entry Hall), the ceiling paintings may also be tentatively dated 

sometime after the temple was first completed in 996 and before the completion of the renovation in 

1042. As a working hypothesis I propose the early 1 I I h  century. 

Clearly, the ceiling paintings do not help us to refine our chronological scheme, since their content 

and style are different from the rest of the paintings, particularly those in the Apse which were probably 

painted by other artists. However, Wandl (Chapter V.6) notes that some of the designs in the Assembly 

Hall ceiling paintings also occur in the wall painting of the Assembly Hall. As we will discuss in Chapter 

VI, the ceiling paintings appear to have been inspired either by textiles or by portable arts from western 

India. The ceiling paintings are important for our understanding of the original iconographic program of 

the Main Temple. 

Art Historical Evidence 

The following is only a summary of the art historical evidence; a more detailed discussion of the different 

stylistic groups and their significance for the later art ofthe region is found in ChapterV1.A~ we havejust 

noted, the evidence for the paintings of the Phase 1. 996 appears to be firm without any contradictions. 

However, we now encounter some difficulties with regard to the Phase I 1  paintings and perhaps even a 

divergence from the inscriptional cvidence'. Also, the chronology of the sculptures is not totally clear. 



The mandala sculptures and the Cella sculptures belong to two different stylistic groups. The question is, 

which is older? 

The five sculptures referred to as the Cella group (the three sculptures in the Cella itself and the two in 

front of the Cella), although in a similar technique, are in a totally different style (fig. 29). The rather less 

harmonious and more provincial style of these figures is distinct from the gracious Kashmiri-derived 

style of the mandala sculptures (fig. 2 1). Therefore, each group can be attributed to different artists. There 

is not enough space for two different groups of sculptors, presumably from different areas, to work 

together in the temple, therefore one presumes that the sculptures are from two different dates. The more 

provincial style of the Cella sculptures may relate them rather to the 996 phase, although the Entry Hall 

paintings are certainly not technically sophisticated while the Cella sculptures are. We shall first present 

the evidence for the chronology of the paintings and then turn to the sculpture. 

We can surnmarise the present state of our knowledge as follows. To the four stylistic groups that were 

initially identified (Klimburg-Salter 1985)1°, we were able to add the earlier group, the 996 paintings 

(Klimburg-Salter 1994a).Thus, we have two stylistic phases. Phase I dates from the late loth century, and 

fragments of it are found throughout the temple. The paintings attributable to this phase are identifiable 

by the generally inferior quality of the pigments and the binding material (figs. 15, 16, 19, 20). The 

palette is limited to a few colours, predominantly green, rose, pink, some yellow and red with highlights 

in white and heavy black outlining. The figure style is awkward and the line often rather insecure. In 

general one may describe the style as provincial. Comparisons can be drawn to some works on paper 

from Dunhuang which are usually attributed to the Himalayan School. The best preserved paintings in 

this phase are the complete program in the Entry Hall. Here the portraits ofYe-shes-'od and his two sons 

would seem to confirm this attribution to Phase 1. 

Lert 
Fig. 19. Deity sitting on a lion 
Main Temple. Entry Hall, south wall. 
first row 

Above 
Fig. 20. Green Tantric deity with nine 
heads and eight arms 
Main Temple. Assembly Hall, passage 
leading to the Apse, north wall, below 
the gatekeeper Vajraspho!a (no. 32) 



There are only a few traces of Phase I painting in the Assembly Hall proper, but inside the transition 
zone to the Apse, paintings are located under the clay guardian figuresVajrapHia andvajrasphota (nos. 3 1 

and 32). On the south side a figure is now covered by the Admonitory Inscription, on the north side the 
nine-headed green figure is still clearly visible (fig. 20). Also the fragments in the Ambulatory under- 

neath the present Phase I1 layer of paint can safely be attributed to the foundation period as the style and 

pigments agree with the ones used in the Entry Hall. 

However, the nine-headed green figure (fig. 20) is stylistically different. In fact only the border at the 

bottom of the wall, which is also found in the Ambulatory, confirms that this painting belongs to Phase I. 

The figure style is rather more refined and the green colour is more intense than the rather muddy green 

used elsewhere in Phase I paintings. The white dots and thick black outlining on the face may be later 

additions. Many things about this curious figure are difficult to explain, not only the more assured style of 

the figure but why it has survived. Every other figure from Phase I in the Assembly Hall and Apse has 

been overpainted, why did this one remain? Presumably, the answer is connected with the identity of the 

figure, which is also problematic. The image is most likely a local protective divinity and thus, as in the 

case of the protectress Wi-nyu-myin in the Entry Hall, it was considered more prudent to allow him to 

remain in his accustomed place despite the massive renovation". 

Phase I1 is essentially the present iconographic program in theAssembly Hall and the Apse, except for 

the modem repairs. All of these paintings and sculptures can be dated in the 1 I'h century. In Phase 11 we 

have four stylistic groups, identified as A through D. It is important to remember that these four stylistic 

groups belong to a single cultural phase in the 1 1lh century. Ow problem is how to explain the differences 

between them. Can these differences be explained by virtue of a chronological gap or as a result of 

different artists? As we shall see below, Group A is our true Kashmiri-derived style to which both the 

paintings in the Ambulatory (fig. 22) and the sculptures of the mandala (fig. 21) belong. Group A and 

perhaps also Group B (all of the narrative paintings and the protectress in the Assembly Hall) (figs. 23. 

24) may in fact represent the master painters and sculptors who were brought directly from the greater 

Kashmiri region, as stated in Rin-chen-bzang-po's biography. Groups C (the topmost zone of the Assem- 

bly Hall, the Buddha Realms) (figs. 25, 26) and D (the Cella and the east wall of the Ambulatory) may 

represent the local painters working in the same style but in a more simplified, stylised manner. We shall 

return to this suggestion. 

First let us briefly examine some of the distinctive features of the four stylistic groups. An example of 

the earliest phase of painting (Group A) is seen in this image of a white Bodhisattva (fig. 22), hramgama. 

Characterised by graceful, subtle contours and delicate modelling, the form is relaxed and gracious, the 

torso turns gently at the waist, the navel is depicted by double lines over a swirl. There is no vertical line 

or other form of exaggerated shading here as often occurs in Group C. The most remarkable feature of the 

Group A figures is the extraordinary attention to detail. The five-part crown reveals the striped white 

ribbon covering the u~nisa and rising in between the crown, the black hair flowing out of the crown and 

down the shoulders. The side ribbons attached with two simple white loops are placed above a white 

rosette with red centre which sits above each ear. The gold setting and the jewels in the crown, necklace 

and armband are depicted with extraordinary care, likewise the textiles, such as the elaborate scarf across 

the chest, which are one of the distinctive features of Group A painting. The face is drawn simply with 

long, thin, almond-shaped eyes, deeply shaded in the outer comers, a small nose and tiny. bow-shaped 

mouth. Another characteristic feature of these Bodhisattvas is the shape and treatment ofthe halo and the 

mandorla. The latter is an elongated oval with coloured stripes, and the former is horseshoe-shaped with 

a beautiful striated flaming edge enclosing three stripes and a white scalloped inner border edged with 



Fig. 2 1 .  aounlsaliva vajranaw (rut 
rie-hrliad-pa) 
Main Temple. A\\embly Hall, ca\t 
wall. middlc section (no. 13) 



Fig. 22. Bodhisattva $iirqgama 
(dB'-bar-'gro-be) 
Main Temple, Ambulatory, south 
wall, upper regism (BS8) +. 



four-dot motifs. The inner portion is red. Thls precise shape and decor is found on the seated clay divini- 
ties of the mandala. Other features, such as the five-pointed crown on a wreath tied w~th protntdmng bows 
which are placed above a round flower over each ear, are also found in the clay sculptures In the Assem- 
bly Hall. 

From rhe rather strong similarity in figure style, formal and iconographic details, andcomposition it 
would appear that the Bodhisattvas painted in the Ambulatory date to the same time as the clay mandala 
sculptures(fig. 21). By comparison to Phase I Entry Hall it is clear that this GroupAis more sophisticated 
and cannot belong to the founding date of 996 - represented by the Phase I painting. Thus Group A 
belongs to the first moment of Phase I1 in the 11" century. Unfortunately there is no really comparable 
painting for this Group A at Tabo although the origins of the style can be traced to the art of Kashmir 
[Klimburg-Salter 1982: 163). The three other stylistic groups B, C, D demonstrate a certain evolution 
within the manner of mural painting in the western Himalayas towards a more formalised line and treat- 
ment of all the major iconographic details, including a more flat, diagrammatic treatment of the body. 
Details in which this more simplified and hard-edged manner can be seen are in the flame halo, the lotus 
seat, the drapery, textile pattern, crown and jewellery. In the last three categories one notes that the 
enonnous diversity of different designs is replaced by more conventionalisedpatterns, so that the same 
forms appear on each figure with only slight variations. Certain features, particularly crowns, also tend to 
become somewhat simpler, compare figs. 22,26 and 27. However within this general tendency there are 
variations, so that we have on the one hand the very simple painted figures of divinities (Group B) 
contained in the narrative paintings. These can be dated to c. 1042 (Tucci 1935: Tav. XXIV) (figs. 23, 
119) and are relatively quite small. On the other hand in the Group C paintings (figs. 26, 106, 107) the 
figures appear more complex, yet use the same vocabulary of forms. And then there is Group D, which is 
the latest (figs. 27,28). 

Group A painting appears to be the source from which the other groups derive and therefore may be 
considered earliest. Gmup B consists of all the nanative paintings, the renovation period donor painting 
and the protectress in the Assembly Hall, thus a large, diverse group of figures in which the religious 

Rg. 23. P~lgrimage of Sudhana (Nor- 
bzang), MaijuSri blesses Sudhana 
Main Temple, Assembly Hall, east 
wall (below goddess, no. 26) 

Fig. 24. L ~ f e  of the Buddha, 
Venemuon of the Relics 
Ma~n Temple, Assembly Hall, cast 
wall (below goddess. no. 25) 

figures, Buddhas and Bodhisattvas play only a minor role (figs, 23,24). These figures are usually small 
in scale and relativeely simply drawn and therefore are not directly comparable to the same figures in 
Group C. Group C consists only of deities, mostly Buddhas and Bodhisatlvas (figs. 25, 26), and the 



guardian figures in the top row of the Assembly Hall, but also the offering goddesses just below. These 
goddesses are painted between the upper part of the clay mandorlas of the figures of the Vajradhitu- 

mandala (fig. 103). The exaggerated and intense shading relates them to other figures in Group C but 

there are slight variations in the representation, so that at least two artists can be recognised for instance, 

on the north and south walls (compare figs. 103 and 104). 

Group C paintings of Buddhas and Bodhisattvas have the same essential features as the Group A and 

B figures but the execution of the details is exaggerated and schematic. The figure style is also somewhat 

different. The Buddha figures (fig. 25) are more solid, the face broad and the shoulders wide and square, 

in contrast to the Group A figures which have oval faces and small facial features, their bodies are more 

graceful and elegant, the shoulders and chest gently sloping towards the narrow waist, the monastic robes 

falling in multiple shaded folds around the slender bodies. 

Small mannerisms which are barely perceivable in the drawing of the GroupA figures are exaggerated 

in the drawing of the Group D figures (figs. 27, 28), the thin red line defining the inner eye socket is 

extended to the edge of the face, the small indents at the mouth become black triangles, the simple dot for 

the t ir!~i is transformed into a complex graphic design (compare Group D figs. 109 and 113 with Group 

A fig. 160). 

The Bodhisattva garments of the Group A figures also have a natural rhythm, the garment falling 

realistically around the seated figures, the patterns following the contours of the body. In contrast, the 

Group C Bodhisattvas have a more exaggerated movement of the torso and the arms but the garments are 

depicted in a rather unnatural way, the patterns are simply flat and do not follow the contours of the body. 

This tendency is even more marked in Group D where the dhoti sometimes looks like a flat piece of paper 

decorated with an overall design. 

Also the shading of the figures is markedly different in all the stylistic groups. In all the groups the 

shading is accomplished in different colours depending on the base colour of the figures -blue, and red 

are shaded in black, green in dark green, while yellow is shaded in a soft orange and white with an intense 

red. In GroupA the shading is the most subtle. In some cases it is barely discernible being little more than 

a shaded line defining the inner eye socket and the lower lid (figs. 169 and 174). In other examples, the 

lightly shaded outline defines not only the eye but also the mouth. A light shading runs under the hairline 

and around the face and the other body contours - the arms, the pectoral muscles and the belly (figs. 160, 

174, 175). The most subtle shading in Group A is found on the Buddhas in the Ambulatory (fig. 181): 

here the subtle gradations of orange outline all the body parts. In the figure of the monk also in the 

Ambulatory (fig. 189) the shaded contours are much heavier, but this figure has been partially restored. 

A very similar use of shading is found in the Group B figures. Particularly finely modelled are the figures 

on the east wall - such as Maiijuiri (figs. 23, 119) or the retinue of the protectress (fig. 55) or the figures 

in the renovation period donor paintings (figs. 5, 14, 140, 141). The shading is quite different in the 

Group C and D figures. For example the Dharmadhatu-vigiivara (fig. 11 3) is shaded with a more intense 

red line, e.g, the face, or thicker shaded line (e.g. around the stomach area) forms a geometric panern. 

Compare for instance the way the parallel red lines defining the nose arbitrarily extend over the mouth to 

the chin, to a parallel example of a Bodhisattva from Group A in the Ambulatory (fig. 175) where the 

gradually intensified shaded area around the nose and mouth rather gives volume to the contours of the 

face. The expressionistic use of shading is one of the distinctive features of Group D. Here the dark. 

intense shading (fig. 27) forms broad bands around all the contours. The shaded areas are so thick that 

they form a play of independent geometric forms - note the area between the eye and the edge of the face, 

or at the edge of the pectoral muscles. 



The use of shading as a means of coloration, rather than as a device to define volume is an important 

feature in the later painting of this school and becomes progressively more insistent. In Nako (figs. 226, 

230) for instance. the use of orange shading on yellowish bodies becomes more marked, exaggerated, 

although adhering to the same basic concepts as in Group ATabo. While in Dung-dkar the darker figures 

are intensely shaded. creating abstract geometric patterns (fig. 231). This same exaggerated shading is 

later applied also to sculpture, such as the example from Sumda in Ladakh (fig. 223). This is a particu- 

larly interesting example since the use of this mannerism on a three-dimensional image makes it clear that 

this is a purely decorative device. This expressionistic tendency finds its most exaggerated expression in 

Dung-dkar but was not adopted by later generations. In fact it is rather the GroupA figures inTabo which 

seem to have had the greater impact on the later art of western Tibet. One can see this development in the 

later painting in Tabo, in the beautiful paintings of the Golden Temple (gSer-khang) (fig. 221 and in 

Tholing fig. 220). although the face is much broader there are still small facial features, tiny mouth with 

deep set corner indentation and gentle. modulated shading around the hairline and other contours. These 

gently rounded and graceful forms distinguish the western Tibetan painting school in both mural and 

portable painting of the 1 5 I h  to I 6'h centuries. 

Despite the differences which can be noticed in the four groups there is an underlying stylistic unity of 

the paintings of the second phase in the Assembly Hall. It should also be noted that these groups have a 

certain spatial definition. That is, the mural paintings of the Ambulatory belong together in Group A, as 

also the Cella (dri-gtsar~g-khang) with the east wall of the Ambulatory (Group D); similarly in the As- 

sembly Hall the east wall can be grouped together with the narrative paintings (Group B) and these in turn 

are distinct from all of the paintings in the upper zone (Group C). This fact clearly indicates that painters 

worked intensively together on distinct sections of the temple, thus the differences between these stylistic 

groups result in the first instance from the fact that they are painted by different artists. How great the 

time gap was between the production of the different groups of paintings is not easily understood. 

The only directly comparable paintings are those from Mang-nang and their date of production is 

hypothetical. Nor does the presence of foreign influences in the paintings help us to refine the chronol- 

ogy. As we shall see in Chapter VI these foreign elements, although clearly definable, are nonetheless 

well integrated into the Tabo stylistic idiom. Thus it seems probable that these foreign influences were 

adapted by these artists prior to coming to Tabo. 

With regard to the differences between Groups B and C i t  is really impossible at this point to deter- 

mine if these differences should be interpreted as contemporaneous but different manners of the same 

style or different chronological phases. It is Group C which can be related to the painting from Mang- 

nang and, in some features, to the paintings from Nako. An altogether different stylistic group is "D" 

which is found in the Cella and the east wall of the Ambulatory, and is the latest group of Phase 11. 

The Cella Sculptures 

Were the Cella sculptures renovated at the same time as the Cella paintings or do they belong to Phase I? 

Moreover the beautiful painting (fig. 201) on two of the Bodhisattva garments probably dates from the 

same period as the Cella paintings (fig. 28). Both the paintings and the sculptures are in a provincial style, 

in contrast to the Kashmiri-derived style of the paintings and sculptures in Groups A, B, C and the 

awkward way that the lotus bases extend over the edge of the platform in the Cella suggests that the 

Bodhisattvas (fig. 29) may be a later addition. However there are problems with all these points; the now 

redvairocana and the four Bodhisattvas date, in their present form, from the same time. Ifthe Bodhisattvas 

are later additions, then the original main figure of the temple may have been destroyed and the present 



Fig. 25. The Buddha of the Nadir, 
PadmaSri (Pad-mo-damdpal) 
Main Temple, Assembly Hall. south 
wall (above Vajraketu and VajrahZsa. 
nos. 12+13) 

Fig. 26. The Bodhisattva Arya 
AvalokiteSvara ('Phags-pa spyan-ras- 
gzigsdbang-phyug) 
Main Temple. Assembly Hall, north 
wall, upper section (above 
Vajradhanna, no. 14) 



Vairocana figure substituted in the renovation phase. This is not impossible but certainly complicated, 

particularly with regard to the two Bodhisattvas bonded to the ladders (see Luczanits Chapter V.7). There 

are traces of older painting underneath the painting on the Bodhisattva garments. Thus, it is more prob- 

able that the Cella sculptures are older than the Group D paintings. This is also suggested by the reuse of 

a mould used for the mandala group. (All this is discussed at length in Luczanits.) Here our working 

hypothesis is that the Cella group of sculptures is original (Phase I) and that the Cella paintings Group D 

date from the end of the renovation phase. However, the reader is urged to remember that this is only a 

working hypothesis and that we consider the question of the date of the Cella sculptures still open. 

Unfortunately, critical information is missing. It is certainly not a coincidence that we are uncertain 

about the process of renovation in the Cella area. It is precisely here that both the Admonitory Inscription 

and the Renovation Inscription are located. Unfortunately the significance of this is still unclear. To begin 

with we do not know why the temple was renovated so soon after it was built. We know nothing about the 

organisation of labour or the nature of patronage and the manner in which the two interacted. How was work 

divided among the artists and the craftsmen? How long did each of these various tasks take?To what degree 

were the craftsmen supported by local workers, or were all the craftsmen and workers imported? If the latter, 

then one must assume that due to the extreme cold weather, it was the habit then, as it is today, that people 

from outside ofTabo would leave before the snow set in, in order to avoid being trapped in Tabo during the 

long winter period. What happened to the sculptors'moulds? Did they belong to the artists or the donors, did 

the craftsmen take their moulds with them when they left Tabo, or did they leave a few moulds behind in 

order to make repairs? In addition to which, the cold would have been simply too intense to allow for this 

kind of artistic work during the winter months. Therefore, the work would be limited to approximately the 

four summer months. How much work could be accomplished? And in what order? 

Fig. 27. Unidentified Bodhisanva 
Main Temple, Ambulatory, east wall, 
nonh corner, upper register (BS 16) 
Probably an object or ornament with a 
viSvavajra as attribute in the right 
hand; left fist on thigh 



Production of the Paintings and Sculptures 

To a certain degree the sequence of work in the renovation phase can be determined. Logic would indi- 

cate that the mandala sculptures (fig. 21) would have been placed into the walls first and then it would 

have been necessary to repaint the walls because of the large damage around the area of each sculpture. 

The fact that the painted Bodhisattvas in the Ambulatory (fig. 22) and the figures of the mandala are both 

in the Kashmiri-derived style (Group A) represents no problem. One can easily imagine the painters 

working in the Ambulatory while the sculptors worked in theAssembly Hall ( 'du-khang). Highly skilled 

craftsmen planned the technically complex system by which the sculptures were probably anchored into 

the vertical posts within the wall (Sengupta 1982). It seems reasonable to imagine that this work would 

have taken at least the entire four months of one year if not more. 

So, hypothetically, in year one of Phase 11 the painters and sculptors were imported from the greater 

Kashmiri region. The iconographic scheme of the Assembly Hall and Apse was laid out. The lines divid- 

ing each wall into three zones were drawn after the clay sculptures and their mandorlas were fashioned 

but before the painting of each zone because everywhere the painting goes over the lines. 

The following year the narrative painting and the east wall of the Assembly Hall would have been 

created by a different group of painters (Group B). The question is, could all of this have been created in 

one season? This of course is impossible to say. However, it is fairly clear that the artists were working 

under some considerable time pressure. For instance the most elegant, complete, and artistically sophis- 

ticated painting of the Sudhana (Tib. Nor-bzang) cycle is the first surviving scene of Mahjusn speaking to 

Sudhana, which would have been the second or third in the original composition. When one compares 

this scene (fig. 23) with some later scenes towards the end of the story it is clear that there is a progressi\.e 

reduction in painted detail and sophistication in the treatment ofthe figures. Conversely the compositions 



remain as co~nplex at the end as they are in the beginning.The compositions throughout are sophisticated 

and the manner in which they relate to the text leaves no doubt that the entire group (visual and literary 

narratives) was planned together. Thus. the si~nplification of the details refers only to the execution of the 

paintings. The same phenomenon can be noticed with regard to the inscriptional panels. as some have 

been left completely empty and it is clear that there was simply no time to fill them in. These inscriptional 

panels also allow us to understand that the work was executed at several places simultaneously as the 

blank panels are not always at the end. It thus seems clear that the entire narrative with text panels was 

planned. perhaps e\:en roughly sketched out first, and then the painting and writing of the narratives 

began.As we ha\-e elsewhere noted (Klimburg-Salter 1987). the apparent difference in style between the 

paintings of the Sudhana cycle and the narrative paintings of the Life of the Buddha disappears upon 

closer examination. And it is clear that all of the narrative paintings (of Group B) were painted by the 

same \vorkshop. Further, when one compares the details in the Renovation Inscription painting (figs. 4, 

5.6. 140. 141 ) with details in the paintings at the end of the Life (fig. 24) or the beginning of the Sudhana 

cycle (f ig.  23), it is clear that several painters worked simultaneously. Whether we are dealing with 

renovation phase year two. or years two and three, is impossible to say. 

We also have an indication that the work was interrupted, perhaps by the winter months. This hypoth- 

esis is based on the evidence of the mural paintings in several different places in the Main Temple. For 

example. in a section of the upper east wall of the Ambulatory there is a painting of the valance which is 

clearly painted by one person and continued by somebody else in a closely similar but not identical 

pattern and a different mode of representation (fig. 30). 

As for Group C (figs. 26, 107), to which all the figures at the top of the wall belong, it is really 

impossible to definitively explain this stylistic difference. The fact that all the paintings are at the top of 

the wall and would hardly have been visible, as there was only one light source in the middle of the 

temple. would account for the simplification of the forms. The treatment of the figure style is very hard, 

with a somewhat geometric definition of the body parts. One would have to, at least, propose different 

artists. We do not know if it would have been possible for the painting at the top and at the bottom of the 

wall to have been executed simultaneously, since one does not know the kind of scaffolding that was 

used. Painting attributed to Groups B and C are closely related to the wall paintings from Nako and most 

of the miniature paintings from Tabo and elsewhere in Himachal Pradesh (Klimburg-Salter 1994a: Figs. 

44-50). 

All of the paintings of the Cella (figs. 28, 150) and a part of the upper east wall in the Ambulatory 

(Group D) are later than Groups A, B, C, but also attributable to the 1 IIh century. The style of the Group 

D paintings can be seen to derive from Group C but it is simpler and more provincial (see Chapter VI). 

But as we have seen, the Cella sculptures also represent a local style which is at present difficult to date". 

The critical question here is the definition of a "local" style or styles. Phase I paintings and the Cella 

sculptures are both provincial in style so that it would be logical to relate them to one another. But Group 

D is also a local style however rather more sophisticated than the Phase 1 paintings.Also Group D clearly 

comes after GroupA, B, and C. So that Group D may be considered to be the later of the two local schools 

of painting. There are undoubtedly also different styles among the sculptures found locally. Luczanits has 

compared some formal elements of the Cella sculptures to the group of so-called Nigarija bronzes". This 

comparison to some of the bronze sculptures bearing NiigarBja's (NB-ga-ri-dza) name, in various combi- 

nations, may one day prove to be the clue to the chronology of these images. 

The fact that a number of these sculptures are still to be found in silu in Himachal Pradesh, and can in 

part be related to the clay sculptures in Ropa, Kinnaur (Klimburg-Salter 1994a: Figs. 52, 53, 58) (fig. 



Fig. 30. Viilance and Buddhas of the 
Bhadrakalpa 
Main Temple. Ambulatory, east wall, 
upper seclion 
Two diflercnl artists were at work. 
represenllng two different niornenls of  
the renovation period. T h e  black 
Buddha and valance above belong l o  
Group D-Cella painrings 

2 16) confirms that we are deallng w ~ t h  a local style Here we must d~stlngu~sh between these lmages In a 

rather provlnclal style and the standlng Buddha figure now In the Cleveland Museum (see Chapter V 2)  

and the Bodh~sattva In Ladakh (fig 218) These lmages are of an extraordinary qual~ty and rather In a 

Kashm~rl style whlch can be compared to the Group A palntlngs In the Ambulatory (figs 35, 181) 

However the lnscrlptlons also dlstlngulsh these lmages from all the others by ~dent~fylng them au the 

personal lmages of Nagarija (Kl~mburg-Salter 1982 PI 27) 

Unfortunately, the comparison Lo the so-called Nagarija sculptures does not asslst us In refinlng our 

chronology, as none of these sculptures contaln a date Art hlstor~ans generally agree on an early I I l h -  

century date, although some of these sculptures have been glven a date as late as the 12'kentury Nigarija 

was the younger son of Ye-shes-'od, hls major per~od of actlvlty was necessarily later than h ~ s  father's 

Further, although the dates of Ye-shes-'od's llfe are hypothetical (Petech A D 959-1036), 11 seems that 

Tabo was founded rather earher In h ~ s  mlsslonary career Devarsja may have been the abbot ofTabo. and 

Nigarija must have been qulte young as he was not yet ordalned (he IS called prlnce In the lnscnptlon) 

Thus, ~t does not seem poss~ble to asslgn Nigarija's penod of patronage to the same penod as h ~ s  fa- 

ther's A worklng hypothes~s would place the h ~ g h  po~nt  of Nagarija's act~vlty at the earllest late In the 

first quarter of the I Ith century and thus the sculptures bearlng h ~ s  name may also belong to t h ~ s  per~od 

In a d d ~ t ~ o n  one should note that there would be a certain divergence In styllstlc elements between the 

monumental clay sculptures and the small bronze sculptures due to the d~fferences In scale and mater~al. 

A sat~sfactory explanat~on for the Cella sculptures must awalt more research on the modes of artlstlc 

product~on and patronage In the klngdom of Purang-Guge 

The Renovation Phase: Patron and Designer 
As we have seen, the slmplest solut~on based on the lnscrlptions would be to propose two penods of 

decorat~on of the MalnTemple: 996 (Ye-shes-'od ) and 1042 (Byang-chub-'od). However there IS a third 

donor Image Thls Image IS located In the Cella (fig. 151) and the place underneath the palntlng where an 

lnscrlptlon mlght or~g~nally have been IS now destroyed. Who 1s t h ~ s  donor and how can he be related to 

the renovation work lnit~ated by Byang-chub-'od and recorded In the ~ n s c r ~ p t ~ o n ?  

The lnlt~al phase In 996 seems clear, at least for the palntlngs. All of the Entry Hall paintings are 

attr~butable to thls phase, also the layer ofpaintlng underneath the present layer In the Ambulatory and the 

palntlngs located under the clay guardlan figures W 16 Vajrapiia and W 17 Vajraspho!a In the transition 

zone to theApse. But what about the Cella sculptures? E~ther they must be related to the 996 phase. as we 

now hypothetically presume, or we must attribute almost all of the remaining paintings and sculptures in 

the Main Temple to the renovation phase. 

Phase I1 is also clear except for the paintings in the Cella. Group D is related to the third donor 

represented in a painting which mimics the Byang-chub-'od donor painting and therefore must be younger 

(fig. 15 1 ). However, although the visual vocabulary of the painting is the same, a critical difference is that 

the donor is not frontally represented. He holds an offering and is turned slightly to his right in the 

direction of the main image and the main donor Byang-chub-'od. In that sense he is in a subsidiary 

position (and his image is also lower down). A comparative stylistic analysis of the paintings in this style 

(Group D) demonstrates that this group of paintings still belongs to the same cultural phase as the rest of 

the I lIh-century paintings in the Main Temple. One possible hypothesis is that the entire Cella, painting 

and sculptures, were renovated last, perhaps shortly after Group C was finished, by a different donor but 

under the general patronage of Byang-chub-'od. The existence of other donors is indicated in the Reno- 

vation Inscription. 



The Reno\:ation Inscription says that Byang-chub-'od "motivated by the thought of enlightenment" 

restored the temple 46 years after it was built. In the next stanza it is said that the inscription was written 

after the repainting ofthe Cella (dr-I-grsatrg-khang) was finished, so that it may be permissible to separate 

these hvo actions. I suggest in Chapter V.3 that this subsidiary patron may have been Byang-chub-'od's 

younger brother. the translator Zhi-ba-'od. Either the renovation work was accomplished last under the 

general patronage of Byang-chub-'od together with the Iha bla-ma depicted in the Cella; or Byang-chub- 

'od was not able to finish satisfactorily the work in the Cella before the date on which the renovated 

temple was consecrated in 1042. and the painting of the Cella was completed shortly afterwards". 

Still unresol\~ed is the question of the origin of the total iconographic program. In its originality, 

consistency. and intellectual and artistic brilliance the decoration of the renovation phase is certainly 

unparalleled in any other temple which has survived. All of the available space was used for a precisely 

orchestrated and intimately integrated iconography. That this conception was the product of a singularly 

gifted mind cannot be questioned. Because of the dominance of Rin-chen-bzang-po in the literature, not 

only for the period generally, but also for his association with Tabo, the natural tendency would be to 

imagine that it was the Great Translator himself who planned the iconographic program of the Assembly 

Hall (earlier. 1 followed this tradition [Klimburg-Salter 1982: 1571). However, the primary evidence is 

1acking.A~ we have already noted in our discussion of the historical tigures, Rin-chen-bzang-po does not 

occur anywhere in the Main Temple. As the wall paintings are destroyed in a number of places, particu- 

larly to the left and right of the door into the Assembly Hall, one might logically propose that this lack of 

evidence is circumstantial. What speaks against this assumption is that the two areas where one might 

expect to find Rin-chen-bzang-po represented are either in the paintings of the monastic community 

(Sangha) at the end of the 10b century in the Entry Hall, or in the representation of the most important 

members of the Sangha and the patrons above the Renovation Inscription of 1042. Both of these compo- 

sitions are complete and Rin-chen-bzang-po does not occur in either. As he was already famous in his 

lifetime it seems impossible to imagine that he could have partaken in either one of these phases of 

development or restoration without his name having been included. One possible explanation is that he 

did not belong to the Tabo monastic community and thus, might have been depicted somewhere else but 

not among the members of the Tabo community. There is no other space in the Entry Hall where an 

additional composition of historical persons might have been represented. Thus, we must assume he was 

not part of the founding phase of the monastery. From the renovation phase, however, there was a large 

composition on the east wall of the Assembly Hall to the right of the door. According to the typology of  

the composition (see Chapter VI), this scene must have represented the ruling dynasty and other impor- 

tant historical figures. Thus, Rin-chen-bzang-po may have been represented here. The only other possi- 

bility: a redecoration phase prior to 1042, when at least the sculptures of the mandala and the paintings in 

the Ambulatory were made. This work, conducted under the guidance of Rin-chen-bzang-po, was simply 

never recorded or this inscription was subsequently overpainted in 1042. 

In short, Rin-chen-bzang-po was certainly not the founder of Tabo monastery; this honour goes to 

"the ancestor. the Bodhisattva", Ye-shes-'od, as the inscription clearly tells us. Neither do we have any 

internal evidence that he was responsible for the artistic program, nor that the paintings were executed by 

the artists, or their descendants, which he is said to have brought to this Himalayan kingdom. Thus we 

must consider the possibility that the later tradition concerning his Tabo activity contained in his biogra- 

phy and the Vaidurya ser-po is false. 

The one question which will probably always remain in the realm of hypothesis is the motivation for 

the renovation of the Main Temple only 46 years after it was initially built. As we have seen there is 



evidence that there had been a violent confrontation inTabo which may have caused some damage to the 

temple. In any case, the artists and materials available to Byang-chub-'od 46 years later were far superior. 

This alone may have motivated him to restore and refurbish the temple that was clearly an important 

monument in Ye-shes-'od's missionary scheme. And it could not have been a coincidence that this reno- 

vation was completed in the very year the famous Indian pandit Atisa first arrived in Guge al the invita- 

tion of the same royal lama (Iha bla-ma) Byang-chub-'od. 

'Unfortunately, although our continued 
work over the years has produced some 
significant new information, we still are 
not able to present a definitive model 
for the first 100 years. 
'Because of the 150 years plus or mi- 
nus factor with the "C-dating, in our 
view it is less valuable for the histori- 
cal period. 
'The early and the middle inscriptions 
will be treated in depth in a separate 
volume edited by Petech and Luczanits. 
' As discussed elsewhere, the distinc- 
tive features of the palaeography, which 
allow us to date them to an early pe- 
riod, could orcourse also occur in later 
inscriptions which deliberately anempt 
to use archaisms or have simply cop- 
ied earlier inscriptions. However, in our 
judgement such occurrence especially 
in such a large amount of inscriptions 
as found inTabo wouldeventually pro- 
duce certain inconsistencies and anach- 
ronisms which is absolutely not the case 
in Tabo. Therefore, we feel confident 
in amibuting these inscriptions to the 
I OIh- I I' century. 
'The later inscriptions will be published 
by Elena De Rossi Filibeck. 
'I had originally assumed (Klimburg- 
Salter 1982, 1985) that they would have 
to belong to the Pliase I since they are 
bonded to the walls. 
:These three minuscule fragments of 

cloth had already detached from the ceil- 
ing. We would like to thank Mrs. Acala 
Moulik then acting Dir. General ofASl 
for permission to test these fragments. 
The three samples: I. 965 + I 4 5  (Am- 
bulatory). 2. 1145 +I-50,3. 1025 +/-50 
(last hvo from the Assembly Hall), the 
mean average would be 984 +I-78. 
'The different themes are discussed in 
Chapter V.5. 
'AS we are dealing with a rather large 
amount of painting and sculpture and the 
problem is somewhat complex, we re- 
fer the specialist to the earlier discus- 
s ions (Klimburg-Sal ter  1985 and 
1994a). 
lo In 1985 before the Phase I paintings 
in the Entry Hall had been studied I pro- 
posed that the sculptures must belong 
to the initial phase, as the process of in- 
serting them into the wall would have 
been simply too deshuctive.According 
to Luczanits' analysis, however, this 
may be precisely what occurred. The 
wooden struts which were already in the 
wall were reused for the sculptures in 
the new style. It seems to me the sim- 
plest solution would be to imagine that 
there was originally also a Vajradhitu- 
manpala which was renovated in the 
new Kashmiri idiom. In addition to 
w h ~ c h  the incongruence between the 
sophisticated Kashmiri style of sculp- 
tures and the provincial style of the 996 

paintings prohibits the attribution of the 
mandala sculptures to the 996 phase. 
" See Chapter V for further discussion 
orthe iconography. 
"One problem in accounting forthedif- 
ference in style between the groups of 
sculptures is that we do not know how 
long it took to finish all the painting of 
the renovation period. If we have a gap 
of three or four years between the pro- 
duction of the mandala sculptures in 
year one of Phase 11, and the Cella sculp- 
tures, it is perhaps not impossible to 
imagine that simply another group of 
local sculptors were then commissioned 
to conshuct these images. 
"These images each have an inscrip- 
tion containing at least part ofthe name 
of Nigar;lja (inTibetan Wanscription Ni- 
ga-ri-dza), presumably the son of Ye- 
shes-'od who is represented with his 
father in the Entry Hall. In my view 
however. there are so many of these and 
their quality so diverse that I wonder if 
it is reasonable to amibute all of them 
to the same patron. 
14Temple consecrations are an important 
event and often connected to other 
events, such as the presence of an im- 
portant person. in this case the coming 
of Atisa to the kingdom. Thus it is not 
unusual for the celebration to occur ei- 
ther before the work is totally completed 
or even sometime after. 





IV. The Sacred Compound (chos- 'khor) 

The Sacred Compound is located in the middle of the valley a comfortable distance from the Spiti river 

(fig. I). The compound is defined by a wall and includes nine chapels and many stupas. The intimate 

connection to the village is characteristic ofthe Buddhist foundations ofthe Later Diffusion of Buddhism 

and distinguishes them from later foundations, such as Dankhar and Kyi, also in Spiti. The latter, like 

their Tibetan counterparts, are located on rocky prominences above the village and the cultivation. 

Without archaeological excavation it is impossible to be absolutely certain where the compound wall 

was located. The assumption has always been that the present location is original. WhenTucci and Ghersi 

visited Tabo in 1933 there were ruins along the inside of the wall which probably represented the monas- 

tic quarters and other workrooms, as such structures are otherwise not in evidence. 

Tucci reported that the monastery was in a ruinous state, and this can be seen in Ghersi's photos (figs. 

3 1, 34). Forty-five years later, when I first visited Tabo, almost all the buildings had been repaired and, 

unfortunately, most of the ruins levelled.This was the result ofthe combined efforts of the village and the 

ASI. In addition some structures had been added, such as the abbot's house (fig. 32). 

The only evidence we have for the appearance of the Sacred Compound prior to the plan made by 

Francke as a result of his visit in 1909, is the plan of the Sacred Compound painted in the Mandala 

Temple (dKyil-khang) and identified by inscription. Unfortunately, the painting is so faded that it is 

difficult to reproduce. According to the painting the Main Temple (called dgon-rhos) is at the centre, to 

the proper left the MaitreyaTemple (Byams-pa Iha-khang) and a temple called dKar-chung (this name is 

presently used for the so-called Nun's chapel situated in the back wall to the proper left). The Golden 

Temple (gSer-khang) and a 'Brom-ston Temple ('Brom-ston Iha-khang) to the proper right of the Main 

Temple. The whole is surrounded by a wall. Thus, although the present paintings in the chapels listed 

above are all later (with the exception of the MainTemple) we know that these temples already existed by 

the 1 5'hcentury when most probably this painting was produced. 

Although there are no early paintings which have survived from the founding period. except in the 

Main Temple, a few early architectural elements do exist. Unfortunately, it would appear that some of 

~ i ~ .  31, T ~ , , ~  monaslery, lhe Sacred 
them have been reused. An example is the beautiful wooden capital in the GoldenTemple (gSer-khang). 

Compound (tho.;-'kllor) in 1933 However, the column associated with the capital is slender and unworked, unlike the 10'h-century col- 

Fig, 32, The S;,cred Con,pound (vhos- 
umns located in the Assembly Hall ( 'drr-kllang) of the Main Temple. 

'lil~or) in 1991  Based on the evidence of the paintings, only the MainTemple can be definitely ascribed to the found- 



ing period in 996. As we will see in Chapter V, the original entrance was directly opposite the Apse and Plan 1 Thc Sacrcd Compoulld (by C. 

thc prcsent Entry Hall  go-kha,~g) did not exist (plan 1 Sacred Compound). The south wall is exccption- 
Luczanits3 Khosla 1979: 38) On a 

of "lni 

ally thick and there is a narrow chamber, perhaps the remains of an old building or a storeroom. In any T ~ C  plan rcprcscnls thc slate ofthc 

case. the 'Rro~n-ston Temple now adjacent to the Main Temple, did not exist in 996. The porch which C o ' n ~ O U n d  bcrorc Ihc 

allcralions 
now connects the two tcmples is recent. 

On functional grounds, the small Mandala Temple may also be considered a product of a relatively 

early period. It was not unusual to have a smaller Mandala Temple near the larger Assembly Hall. The 

former was uscd for Tantric initiations and teachings, one example is the gSum-brtsegs at Alchi. Today 

there are three large mandalas in a very ruined condition.The main mandala is again dedicated tovairocana 

but the textual source is different from the mandala in the MainTemple. There are also extremely impor- 

tan! historical paintings where many scenes and persons are identified, often badly lnisspelt and poorly 

prcservcd. 

The small 'Rrom-ston Temple is not very distinguished insidc. The door to the telnplc however still 

retains ~ h c  much ruined traces of carving which can be dated lo the I 3Ihor 14"'ccntury. 



pig. 33. Woodcaving with 
Bodhisattva 
Tab0 Monastery; 11" century 



The Maltreya Templc IS al\o anclent There IS a carved stone column base contaln~ng thc figure of a 

l ~ o n  There are also traces of a palntlng from the( 1 41hcentury The maln Icon IS a very large seated Image 

of Md~treya of an ~ndeterrn~nate age Accord~ng to the sketch In the MandalaTcmple the Ma~trcyaTcrnplc 

mas or~g~nal ly  two storles h ~ g h  T h ~ s  1s also clear from the damage on the entrance wall Hut the most 

Important ev~dence whlch suggests that the remple may date to the first 100 years of the monastery's 

existence I S  the wooden door frame Unfortunately the carved decoration IS so abraded that an I lIh- 

century date cannot be dcfinltely demonstrated 

The Large 'Brom-ston Temple contalns mural palntlngs of the E~ght  Medlclne Buddhas and can be 

dated t o r  1 7'hcentury Underneath IS palnted the narrative of the L ~ f e  ofthe Buddha ktkyamunl 

The large Golden Temple has beaut~fully preserved lnurals of a very hlgh qual~ty whlch can be dated 

to r 16'hcentury There are a number of dlverse ~conograph~c themes whlch are also found elsewhere In 

other temples In the compound, such as an elegant deplct~on of Sawav~d Valrocana (fig 221) The style 

of these parnungs can be compared to palntlngs In Guge and gTsang at about the same tlme (Chapter VI) 
The small temple set Into the back wall of the compound and today called the Nun's Chapel has rather 

poor palntlngs of about the 18'hcentury 

Among the many stupas dottlng the compound, I have seen four w h ~ c h  are painted ~ n s ~ d e  The palnt- 

lngs In two of the stupas can be dated to around the 14Ihcentury In one of these stupas a carved wooden 

l~ntel was found (fig 33).The carvlng 1s extremely fine and from the figure style may be attributed to the 

I I"'ccntury When the bulldlng to whlch ~t belonged collapsed thrs fragment was evidently placcd In the 

stupa as a votlve offerlng 

All of the recent lnonastlc structures the monks'quaners and the New As5cmbly Hall are located 
outsrde theold Sacred Compound (fig 32) However, the protectors'chants arc st111 rec~ted twlce dally In 

klg 74 ~h~ sacrcd c ~ , ~ ~ ~ ~ ~ ~ , T , , ~ ~  the Protectors' Chapel adjacent to the Old Assembly Hall and the butter lamps and other offerings are 
Mond\lcry In 1977 carefully tended In the Maln Temple, whlch continues to be used also for spec~al ceremonies. A great 

moment In Tabo's long history occurred rn the summer of 1996. In thls year Tabo celebrated ~ t s  m~llen- 

nlum. HIS Hollness the Fourteenth Dala~ Lama occupled the throne reserved for hlm In the MalnTemple 

(fig 53) and performed the openlng ritual of the Kalacakra Inltlatlon. Durlng the two-week teachings 

27,000 people came toTabo to offer devot~on and receive blessings, and once agaln "the temple dPal-ldan 

bkra'-sh~s bde-gnas [was] as a lamp for thls k~ngdom" (Renovat~on Inscr~ptlon). 





V. The Main Temple (gtsug-lag-khang) 

The temple is located on the medial, east-west axis of the Sacred Compound (chos- 'khor) (plan I Sacred 

Compound). The outer wall which demarcates the sacred space of the monastery probably occupies its 

original position; it has been completely repaired (fig. 32). The abbot's quarters, a two-story structure 

with a kitchen below, were built some decades ago in front of the New Entry Hall to the Main Temple. 

The New Entry Hall, which is more recent than the rest of the temple, gives access to a Protectors' Chapel 

(mgon-khang) on the north side.The paintings in the New Entry Hall date around the late 19Ihor early 20h 

century. The paintings of the Protectors' Chapel are of a fine quality with intense colours and date to c. 

I 5Ihor early 16'hcentury. Thus, today one enters the MainTemple (gtsug-lag-khang) from an entrance on 

the south of the New Entry Hall, and turning, one enters the Old Vestibule (= Entry Hall) from the east. 

The Main Temple at Tabo originally consisted of an Entry Hall (or Vestibule) (sgo-khang) leading to the 

Assembly Hall ( 'du-khang), at the western end of which is an Apse containing a Cella (dri-gtsang-khang) 

with an Ambulatory (skor-lam) (plan Main Temple). Thus, the original entrance to the Main Temple was 

on the east-west axis opposite the main image which was originally the image in the Cella. 

The small (7.20 x 2.65 m) originally dark Entry Hall (sgo-khang)' is the only part of the complex to 

retain the decorative program painted when the monastery was founded in 996. The Assembly Hall is 

dominated by the main iconographic theme of the temple, thevajradhitu-mandala. The deities are repre- 

sented by life-size clay sculptures. The painted decoration is meant to complement this main theme. At 

the western end of the Assembly Hall is a painted bookcase containing the so-called Kanjur (the Canon). 

At the centre of the bookcase is a throne reserved for His Holiness the Dalai Lama. Behind the throne one 

of the four faces of the main image, Mahivairocana, can be seen partially covered by silken robes and 

white offering scarves (kha-brags) (fig. 59). 

The Tabo collection is kept in 60 bundles, containing manuscripts of various size, wrapped in orange 

cloth. The texts belong to several periods, some of them can be traced to the early centuries of the mon- 

astery's existence. They were found in an unbelievable disorder, probably kept in this state ever since the 

destruction of theTabo monastery library, when presumably they were gathered together with other texts 

from nearby monasteries (Steinkellner 1994). The so-called Kanjur collection is revered because of its 
Fie. 35. The lurure Buddha Mailreya antiauity and special status. Indeed, beside being an extraordinary historical treasure, the Buddhist texts . . 
(Byams-pa) 
M~~~ Temple, well 

are considered as sacred relics. Recently reordered by Harrison and Schemer-Schaub and the monks', the 

(BR) analysis of the "Kanjur" has already begun to illuminate the previously lost western Tibetan canonical 



Plan 2. The Complex around the Main 
Temple (F. Noci) 
Today the Main Temple is pan o fa  
larger complex including a New Entry 
Hall, the Protectors' Chapel and the 
Large 'Brom-ston Temple 



tradition. The many pilgrims who have worshipped in the temple over the years have been completely 
unaware of the great literary legacy that lies here, obscured behind thc offering lamps. 

The pilgrim performs the circumambulation of the temple in a clockwise fashion, by turning left after 

entering the Assembly Hall. The thoughtful visitor would enter the Assembly Hall with a lamp to guide 

him while performing the ritual circumambulation @radak,rini), which by custom would be perrormed 

at least three times while walking in a crouching position and passing underneath the images of the 

mandala. Thus one receives their blessing through the crown of one's head. In this position one would 

come, quite literally, face to face with the narrative imagery, on the south and adjacent walls the Pilgrim- 

age of  Sudhana, and on the north and adjacent walls the Life of the Buddha. 

In order to stay within the sacred precinct of the mandala, protected by a pair orguardian figures at the 

east and west entrances, the pilgrim would need to remain within the Assembly Hall but passing behind 

the Mahivairocana figure (see diagram 8.  Assembly Hall Circumambulation). When this ritual is corn- 

pleted the worshipper would pass into the Ambulatory in order to circumambulate the images in thc 

Cella. When the temple was first built there may have been only one main image in the Cella which was 

worshipped by performing thepradabi!~i  through the Ambulatory. At that time the sacred hierarchy of 

the temple was even clearer - from the world of men in the Entry Hall to the "holiest of holies", the world 

of gods, in the inner sanctum. The division between the profane world outside the temple and the sacred 

world inside was marked by the then entrance wall to the Entry Hall. On the wall were ~a in ted  two large 

compositions - the Buddhist description of the samsaric world (the Wheel of Life) and the cosmos. 

A remarkably large number of Tibetan inscriptions literally cover the walls in all three parts of the 

temple. The full text of the inscriptions is published by Luczanits (forthcoming [a]). all quotes are From 

this work. What is most remarkable is that they are written in Tibetan at all. The inscriptions in the Entry 

Hall, attributed to 996, are the oldest Tibetan inscriptions in India. The names of places, clans and the 

protectress are written inTibetan script but they are not alwaysTibetan. All indications are that this is the 

first period of Tibetan cultural domination in the region. Apparently only the ruling tlite were Tibetan!. 

How these foreign rulers and the local population adapted to each other is unknown. There are, however, 

indications of religious conflict, not only in Tabo but also elsewhere in the kingdom. 

The inscriptions are of two types - religious and historical. Together they document the ideology of 

the patrons, who were obsessed with the themes of legitimation and authentication.'. Not only are each of 

the many historical figures identified, but even the sacred iconography is in many cases identified. such 

as the Buddhas in theAmbulatory and the entire story of Sudhana's pilgrimage. In every case the planners 

have painstakingly recorded the authentic canonical source on the walls. The emphasis on the Mahiyina 

Sutras is completely consistent with the ideology of the patrons, the royal lamas. The iconographic pro- 

gram of the Main Temple is the perfect expression of the Mahlylna teachings. According to Tibetan 

tradition the Mahiyina consists of the Piramitiyina and the Mantrayina, the latter being theTantric Path 

(Vajrayina). This is clearly symbolised not only through the icons which are represented but also by the 

images of the three "Turnings of the Wheel", the preaching of the Buddhadharma: the first Turning of the 

Wheel at S iml th  is expressed in the Entry Hall - the Prcitimobasitra and also the Ye dharma-formula 

written repeatedly in the Assembly Hall and Ambulatorys; the second Tuming of the Wheel at Rijagyha 

(in the Life of the Buddha) - the Mahiyina Sutras represented by the Prajn'cipciramiti, Ganda~yihastitra. 

Lalitavistara, DaSacakrak~itigarbharnahiiycinasulro, Bhadrakalpikasitra; the thirdTurning of the Wheel, 

the Tantric teachings (at Dhanyikara, at the beginning of the Pilgrimage of Sudhana) are represented by 

the Yoga Tantras and especially those related to the Vajradhitu- and Dharmadhitu-vigisvara-macjuiri- 

mandalas. In an area where orthodox Mahiyina Buddhism was hardly understood, the sacred iconoga- 



phy in the temple a s t h e  Reen +wamassive proclamation of thelauthe~tic wordanddeedsofthe Buddha, 
Butmorathan 'thar, the imcriptionsae well as the imass  mblishedthe very pswnoe of the Buddha 

in the temple. The verse rendition of the Chain of Causation ("bd&ama*> was cmsidsyed, and med in 
later Meh@InaBu.rMhism a& a relic of the Bwidb. This verse was inscriW (~Tmpedf Qn clay s&Is and 
buried in smgas (rdiquary abunds) asrelics of the Buddha (dhwmad~rir-~~]. In time the Buddha came & 

be seen m a living prmnca in his relics arrd thus in the-@lam wkte his relics rested ( ~ S u h ~ p e n  1940: 
2 15, n, BI).  Likewise, the Buddha ws preseru in tho temple thr&ugh his %or& -dl the teli$iaus $:rip- 
tions are quotations from Sutra;s, whiah are f3-m Buddha's word, As it was $aid ofthe MaWGreat Temple 
IdBu-rtse] a t  hSam-ya&, m also could one say of Tab: ''All the murals were [exernred] in acca*danw 
with the m a n m  ofthe 3Gt-m; all the figures (lder tshe) were rexec~rted] in @ie manner qf the Tantria 
ManVa".(GRJ, 381). 

We can onlyunderstand the .futi&n ofthe&ssernb1y Wall by analogy* mddern praetioe, Aceo~ding; 
to present custom anxunemay ent~itht!Aswmb!y Hallatanytime, although pilgrims andlayperrple! tend 
E4 visit Qn S ~ C E ~ L ~  o~cadomThe only rhaf praeti0.e for lay people iti theA~sembSy Hall is,rit.ual cimum- 
anrbuhtion @rdak&za?, The dispositim of<ke painting and ~ I p t ~ r e  allows us to propose the- manner 
in which the: pfadakqiipt? wm perfonnizd, In addition, the rnonwic eommbnitf wwkl sit in the ball 
s e ~ 4 ~ a l  tima g day (how o k n  depends on the calendar) for reiigi~us d e v a t i w  In the interims the ha11 
may haw ftsed for religiow instrtretlon. From sumise to sunw &@Assembly Hdl wmfd hgve k e n  
lit by a great mass oflamps (the number depe~din~ on fht! praperity of the oommity), Dayright came 
inrct thp. tmplt: ~ n l y   ugh a small hole at the centre of t h ~  ceiling in bn t  of ttrz: main image an& a 
5m1l window i~ the Gefla. For sdmeone sitting in the middk oPth&hall, f h e h i n a a t  impression would 
be ofthe life-size images, ~f the mandak hovering in a painted envimnment about I .3 met% above the 

As 36. caption idenhfyingtke 
Buddha d c h e  East, RatA8kara tdtCbn- 
mch~p.*bpng-gnasY, Tollowed by& 
Ye ddhamaavwse 
Mafn Tsmp, Assembly Mall, 
wall, npperwxtmn, end side, to Mte 
proper k f ~ d t h e  Brtrfdha offhe EaM 

Ma@tam 1. ems# Section h r n  
Temple CFE Sm~fh) 
The crass sectian doex nat mnelude 
Eatq Hsli 

h r  - abeve the Buddharealms, below the nsrratives. The paintings would have been visbltr but barely 

the 
in@lli$r'bLe eexcept if one were ta e~minetheni with the aid of a lamp. 

We must &%methat the " r n w a ~ " o f  the in~cr i@i~~s  mil deomtiveproparn was intended prim- 
rily for % moaasticcammmity and the uppw strata w h  supparted the state religion. 'Kegenerhl pope 
Won was iIfitetate and '"foreign" (with xespeet to Tibetan eultu~gf. Further, public wemonies were 
pmbably* a s  taday, held ~ u a i d e  in Rent of the temple, 80, Jthougb the ultim!~ goal of the massive 
m j , s l ~  w W ~ k i n g  wa$ the astablistxmntof '%arr&r" adahgyim Buddhismbhrohghaat&e realm, it 
wadd sssm most fikely rht in iki,s hi&! phase b int~nded audimca!n the Eire& Temple were the lalay 
and ~eli&ous&life. 

I 

T h e  present skylight was added by the a description of the team). the religious inscriptions. In Petech and 
ASI. 'As these names have not been identi- Luczanits (forthcoming) all the inscrip- 
'There is an international team of  phi- fied the language is also uncertain, but tions are given in full. 
lologists co-ordinated by Ernst Stein- this area previously was part of the king- $This verse condenses the essence of  the 
kellner in co-operation with Geshe dom ofZhang-zhung. Buddha's teachings it was first deliv- 
Sonam Wangdii (see Chapter I. n. 13, for ' Steinkellner (forthcoming) discusses ered in SHrnHth. 





V. 1. The Entry Hall (sgo-khang) 

. . . . . . . . .  war, ......... ...................... 

Assembly Hall 

Plan 3. Entry Hall 

Fig. 37. The retinue ~Tprotecrress Wi- 
nyu-myin 
Main Temple. Entry Hall. west wall. 
above the entrance 10 the Assembly 
Hnll 

The Entry Hall is one of the most precious surviving 

documents of the history of Indo-Tibetan culture, de- 

spite its bad state of preservation. An analysis of the 

style and iconography should eventually enable us to 

understand the nature of contemporary religious and po- 

litical ideology. The Entry Hall paintings can be attrib- 

uted to the foundation period of the temple on the basis 

of a comparison to the quite similar painting in the Am- 

bulatory. Large areas of these early mural paintings have 

been revealed by the Archaeological Survey of India 

(ASl) under the present painting (fig. 190). 

In the Entry Hall and the Ambulatory the figures are 

drawn in a rather sketchy and imprecise manner with a 

heavy black outlining, the colours are then applied in 

large strokes often rather messily overlapping the out- 

line. In addition to the similarities in the quality of pig- 

ment and colour, the similarity between the style ofthe 

figures speaks for an attribution to the same date. For 

instance, Buddha figures on their lotus seats are repre- 

sented In the Ambulatory and the Entry Hall paintings. 

If one compares the Buddha's lotus seat on the upper 

east wall in the Entry Hall (fig. 40) and the fragments in 

the Ambulatory (fig. 15), one sees that the Buddha tig- 

ure sits on the inside of the lotus which is depicted as a 

wide flat cushion, thick black vertical lines represent 

the stamen and the upper row of petals are shown rather 

round and plump with pointed tops and the lower row 

of petals are depicted smaller and also with extremely 

well-defined points. The whole is outlined in a rather 

light cosmetic pink. The same manner of drawing the 

lotus is found on a number of paintings preserved at 

Dunhuang (i.e. Nicolas-Vandier 1976: PI. 30). 

The iconographic program of the Entry Hall certainly 

has a complex and fascinating story which, due to the 

deshvction of significant features as well as the lack of 

primary literary sources, is at present difficult to deci- 

pher. Almost all of the separate elements can be related 

to iconographic systems well known in the slightly later 

art of the Himalayas, but the conjunction of iconographic 

forms as presented here appears unique. What follows 

is just a brief summary'. 

The survival of this group of paintings is quite as- 

tonishing since the rest of the temple was totally re- 

painted 46 years later in the much more sophisticated 

and brilliant Kashmiri-related style. At no point in the 

following millennium was the Entry Hall ever repainted, 

which is usually considered an act of devotion in Bud- 

dhist sanctuaries. It is not possible to definitively ex- 

plain why these murals have been allowed to survive 

throughout the millennium. The Entry Hall may have 

been considered a particularly sacred monument because 

of the presence ofportraits of the founder of the temple, 

Ye-shes-'od, and his two sons Nagarija and Devariija 

on the south wall (figs. 2.45) and the fact that it served 

not only as the vestibule to the temple but also as the 

chapel of the protective deity of the Main Temple, the 

goddess Wi-nyu-myin. Both the patron and the protec- 

mess were particularly revered, each in their own way. 

Ye-shes-'od is extolled in Tibetan history as a key fig- 

ure in the resurgence of Buddhism in the loth-I II'cen- 

tury. He is called a Bodhisattva in the Renovation In- 

scription (Steinkellner and Luczanits, Appendix) and 



ma) 1.1 on h a  E heell called a Bodh~vattva In hls I~fctlrne 

(Schorrcr-Schduh forthconi~ng) The protectrec? waq 

prohahl) the m a n  derty In thc \ ~llagc prlor to the con- 

quest of Buddli~rm A thuusdnd years Inter she 19 st111 a 

presence to he ~echoncd 1% ~ t h  (see beloa) 

Nest \\all 

4, olio enter\ the \estibule one IS f m n g  \testward and 

the protectl\e goddcs and herretlnuearc located In front 

of the I ~ c \ \ e r  dlrectly dbo\e the entrance to the Asscm- 

hl) Hall (fig 38) (d~agrarn 3 Enhy Hdll Wcst Wall) 

14 ~ t h  the pen era? fomlne \rhlch ohen accornpanlec re- 

\?arch on h~storlcal moriurnentq. t h ~ s  colnposltlon IS 

cotnplctcl~ Intact except for the maln figure In the cen- 

trr ponlon. I\ h~ch I\ uashed away All that rematns 15 

the head of a relndeer dep~cted against a curtain-ltke 

backdrop conslctlng of honzontal strlpes In red, wh~te  

and black (fig. 39) According to the lnscnptlon In a 

box at tlie bottom of tlie picture plane, just underneath 

the head of the relndeer (fig 39). the mlsslng Image 

tepresented the protectress of the Tabo Maln Temple 

and her rcttnue of I R fcniale figures Judging from the 

amount of space. tlie protectress was deplcted r~dlng on 

the re~ndeer According to the lnscrrptlon, the protec- 

tress was called Wi-nyu-myin: (fig 39) We have not 

yet been able to ~denttfy this clearly non-T~betan name 

There are nine female figures to the right and left of the 

central figure forming a ~ymmetncal composition The 

goddesses are dressed a l ~ k e  They wear westemT~betan 

female dress, that is a long cape without fastening, edged 

In embro~dery. an undenobe in white with long full 

sleeves, many necklaces and a blue stone on the fore- 

head The only two figures who are dep~ctedd~fferently 

are placed to the proper r~ght  and left ofthecentral fig- 

ure Because of t h e ~ r  rased arms their capes fall open 

reveallog a red jacket The figure to the proper nght 

wears a red jacket w ~ t h  a flower pattern, she extends 

her left hand lnoffenng or she IS holdlng a stlck whlch 

supports the curtaln (fig 39)' 

The long hor17ontal panel containing the protectress 

and her ret~nue IS placed directly above the door to the 

Assembly Hall and is separated from the doorjamb only 

by a decorat~ve band whlch IS now largely destroyed 

As IS typlcal of all the composluons In the Entry Hall, 

there are ne~ther background elements nor fram~ng de- 

k~ces  so lhat the composit~on has no spatial d ~ m e n s ~ o n  

The llnear figure sryle reaffirms the stark s~mplic~ty  of 

tlie ~ t sua l  prcsclitatlon The goddes\es arc deplctcd In 

the same western T~betan drcss as the female figures In 

the I I'h-ceniury parnt~ng at Taho but the style and corn- 

poslt~on of the palntlng IS unlque As IS conslstent w ~ t h  

the style of the palntlngs In t h ~ s  artistlc phase, the fig- 

ures are all slmply drawn In a heavy black outllne, the 

fac~al features dominated by the large starlng eyes. Flesh 

tones are prnklsh red and the palnt 1s appl~ed unevenly, 

but not consistently enough that one could speak of shad- 

Ing Indeed the colorat~on does not ind~cate volume; 

rather the figures appear quite flat The long row of stand- 

Ing figures has a stately and solemn qual~ty whlch is 

accentuated by the rhythm~c alternation of the figures 

every second figure stands behtnd The symmetry of the 

columnar figures IS broken only by the sl~ghtly ralsed 

outside foot as ~f the two lrnes of figures were moving 

towards the centre ofthe compositron (fig. 38) Perhaps 

the frieze represents the slow, graceful local dance whtch 

even today IS performed by women standlng in a line 

The women st111 wear capes (the present fashion IS for 

short capes) and jewels adorn ihelr long, stra~ght ha~r. 

Today a large broach fastens the capes at the breast but 

at the end of the lom century the ladles apparently, a s  

here depleted, held the cape together w ~ t h  then hands. 

Every chapel InTabo has a representation ofthe protec- 

tress and her retlnue - the number of attendants decreases 

w ~ t h  tlme - over the entry door, but thls IS the only ex- 

ample where the figures are standlng Indeed the typol- 

ogy for the protectress In the Assembly Hall IS the same 

as  for all the assembl~es deplcted here, whether the main 

figure is a royal lama or a Buddha. 

As the image of the goddess is mlsslng we have no 

lnformat~on about her other than her non-Ttbetan name 

and the fact that her "vehicle" IS a grey-blue retndeer. 

So it IS not poss~ble to Identify her w ~ t h  any other god- 

dess of wh~ch  there are many In the lnd~an andTibetan 

cultural zones. The Idea of a vehlcle (vrfhuna) 1s not 

unique to Ind~an culture. ~t 1s shared by the Shamantst 

cultures ofthe world In lnd~an  art the god IS represented 

Flg. 38. The praIectre%\ and her 
retrnue 
Man Temple. Entry Hall, wecl wall, 
above !he entrance to the Assembly 
Hall 

F I ~  39. Detail of the protectress panel, 
the head of the deer who carries the 
protectress and the lnscnptlon 
contalnlng the ~dentrficatton WI-nyu- 
myin 
Marn Temple. Entry Hall, west wall, 
above the entrance to the Assembly 
Hall 



buffalo 

Ihe moon 

(Zla-ba) 

Diagram 2. The Guardians of the seated on his vehicle which characterises some aspect 

Directions. of Hall West of the god's essence. Thus the vehicle is an immutable 
Wall 

part of the deity, however other aspects of the deity are 

Diagram 3. Entry Hall West Wall expressed through other features, such as colour, hand- 

held athibutes, etc. In short, we do not have enough el- 

ements here to identify Wi-nyu-myin with any protec- 

tress (srungs-ma) from any other known system. 

Part of the methodological problem here is that we 

do not know what cults were prevalent in theTabo area 

prior to the Buddhist missionary activity of the late 10'" 

century. One of the indigenous non-Buddhist religions 

ofTibet, Bon, considered Zhang-zhung as its homeland. 

A major protectress of the Bon pantheon also has reti- 

nues in three groups of nine goddesses, and a masked 

dance ('cham) featuring these protectresses is still per- 

formed today in the Bon monastery in Solan, H.P.. In- 

dia. However, Bon was not the only pre-Buddhist rcli- 

gion inTibet. Stein (1987) talks about the no-name reli- 

gion with its host of spirits, and certainly thcre were 

everywhere local traditions and cults. Even today many 

of thc village protectors in Spiti-Kinnaur are female, and 

many are extremely powerful, dominating even the Bud- 

dhist and Hindu cults in the respective villages. 

It is fascinating to trace the transformation of WI- 

nyu-myin into the Tibetan protectress rDo-rje-chen-mo 

(bKa'-smng Iha-mo rDo-rje-chen-mo). Although her 

name has changed. she maintains her spiritual role in 

the community. We shall discuss this process further 

when considering the protectress in the Assembly Hall. 

The present tradition maintains that the sidhana (ritual 

text) to rDo- je-chen-mo performed at Tabo, was corn- 

posed by Rin-chen-bzang-po inTholing. rDo-rje-chen- 

mo is said to have been the personal protectress o l  the 

GreatTranslator(Nebesky-Wojkowitz 1993: 36-7).This 

bond between the GreatTranslator and theTabo protec- 

tress continues until today. During the celebrations of 

Tabo's 1,000-year anniversary, the present incarnation 

of Rin-chen-bzang-po was seated in the Assembly Hall 

on a throne prepared for this occasion directly in front 

ofthrones for H.H. the Dalai Lama and the Governor of 

the state. rDo- rje-chen-mo spoke with Rin-chen-bzang- 

po through a medium4. 

Above the protectress are two wide bands of six tig- 

ures on top and five figures in the bottom row. Both of 

these rows are very much destroyed anddifficult to iden- 

tify. What can be noticed is that the deities in the row 

directly above the protectress each sit on a vehicle.They 

can be identified by their vehicle (vihana) and colour 

as the dikpila including the sun and the moon (diagram 

2. The Guardians of the Directions). These pan-Indian 

deities occur frequently as protectors in Hindu temples. 

In esoteric Buddhist iconography, as here in the Entry 

Hall, they appear together with other pan-Indian dei- 

ties, such as the planets, protecting the perimeter of the 

mandala. There are many different sidhana and se- 

quences of mandala known from textual sources sur- 

viving in Sanskrit or Tibetan or both. But much was 

certainly lost. The hadition followed in Tabo can be re- 

lated to early knownsidhana but not directly identified 

with any of them. Also useful is the cycle of Sa-skya 

mandalas (published by bSod nams rgya mtsho [Ngor 

Thar rtse mKhan po 19831) which, although later. is 



based in part on thc Sur~~ud~r~at~pariso~I/~ur~u-~fl~~tri~ 

of the Yoga Talitras. The latter text represents a parallel 

and conte~nporaneous tradition to that found in Tabo. 

Thcrc are se\eral mandalas presen-ed in this Sa-skya 

cyclc that habe a group of 1 I deities functioning as 

~irk/)UIo (e.g, bSod nams rgya mtsho 1983: no. 27 and 

the Vajraplnl-mandala. no. 34)'. These groups are also 

descr~bed in the Sur-~~ad~rrgaripari.iudI~ana-tar~lra 

(Skompski 1983: 5 1-53.3 13). 

To either side of the entrance to the Assembly Hall 

are nvo shallow pedestals. largely reconstructed by the 

Archaeological Survey of India. Standing on these plat- 

lornis are guardian figures very much repaired, which 

are more recent in date than the paintings (see Luczanits 

Chapter V.7). They are far smaller than the painted 

mandorla flames behind them. Comparing the style and 

pigments o i  these flames, it is clear that the flame 

mandorlas belong to the original composition. Thus, one 

can presume that originally to either side of the door 

there were two larger sculptures representing guardian 

figures. The only other sculpture in the Entry Hall is a 

seated clay figure of GaneSa, which according to old 

photographs was originally placed near the Cella. The 

GaneSa is much mined but the modelling is extremely 

lively and the image would appear to be a rather early 

depiction. Francke photographed this figure placed near 

the MahHvairocana sculpture (Francke 1914: PI. XVlla). 

Its present ruined condition probably occurred when the 

statue was moved 

East Wall 

On the opposite wall, that is the entrance wall, to the 

proper right of the door (north side, east wall) the com- 

position is also largely destroyed, but what remains is 

of great significance because this composition directly 

links Tabo to mainstream Indian Buddhist art (diagram 

4. Entry Hall East Wall). In the right hand comer are the 

remains o f  an extremely large Wheel o f  Life 

(hhavacakra). This depiction is the earliest known Ti- 

betan example orthis important theme. The earliest ex- 

ample of the Wheel of Life which has survived, is found 

in the wall paintings inAja@H, India (Schlingloff 1988: 

167-174). Although in its essential features the Tabo 

Wheel of Life is similar to laterTibetan examples, there 

are a number of unique elements. The Wheel of Life 

appears to have had an elliptical rather than a round shape 

and projecting from either side at the top of the ellipsis 

are human-like creatures with horseshoe-shaped halos Diagram 4. Entry Hall East Wall 

who are holding the Wheel between their hands (fig. 

41). There may originally have been four figures, but 

the bottom half of the Wheel is missing. In contrast, the 

usual Tibetan image has only one monster holding the 

Wheel in his four clawed limbs, his head is on the axis 

ofthe circle6. Very little of the composition remains but, 

moving from the top down in a clockwise direction there 

are fragments from the realm of man (here is also a frag- 

ment of an inscription) and probably the hell realm, judg- 

ing from the frightful depictions.Another fragment may 

represent the realm of the gods because all of the fig- 

ures there are peaceful looking and wear crowns. The 

figures wear Tibetan dress. The style of the figures is 

simplified and somewhat provincial but they are depicted 

with a strong vitality. At the edge ofthe Wheel is a stream 

with bodies tossed by the waves (fig. 42). 

Above, beside the arm of the figure holding the 

Wheel of Life, is an inscription panel and next to this a 

representation of a Buddha seated in the Gesture of Boon 

Giving (varadarnudri) (fig. 40). The inscription is a 

quote from the Vinaya7. TheTibetan inscription is from 

the conclusion of the Prritirnoksostilra o f  the  

Mtilasarvisfivada-vinaya. It is in a sense an admoni- 

tion to the monks to practise Buddhism. Only if they 

observe the principles of Buddhism (the Eightfold Path) 

and the rules of the order, can they escape the cycle of 

rebirth and suffering depicted in the Wheel of Life. The 

metaphor for the samsaric world - human existence - is 

here depicted as a stream with people caught in the cur- 

rents. 

Buddha 
Two protective 

deities (7) 

Wheel of Life 
Cosmological 

pichue 



Fig. 40. Buddha above Ihe Wheel of 
Life 
Main Temple. Entry Hall. east wall. 
nonh corner 

Fig. 41. Humanoid monster holding 
[he Wheel of Life 
Main Temple. EnLry Hall, easl wall. 
north comer 
Panel wilh lwo verw above. another 
pnel on wheel, slream of samsara 

Fig. 42. The slream of samsara 
MainTemple. Entry Hall, east wall. 
Wheel of Life 
Two figures swimming in the slream 
of life: elephant. tree and pool rrom 
Ihe World of the Gods 

Representattons of the Wheel of L ~ f e  were probably 

among the earllest pletorial Images in Buddh~st art, al- 

though the earllest to survlve IS from the 5'hcentury. In- 

structlons concerning the palntlng of the Wheel of L ~ f e  

are contamed in the Monast~c Regulat~ons (V~naya)~ to- 

gether with the general lnshuchons concerning the deco- 

ration of a monasteryU According to the Vlnaya of the 

Mi i l a sa rv l s t~v ld~n~~  a Wheel of L ~ f e  should be repre- 

sented In the vest~buleofevery Buddhist monastery. Our 

example 1s too fragmentary for a deta~led cornpanson, 

although rt IS clear that what survlves colnc~des w ~ t h  

the canon~cal lnshuctlons In short, the Wheel IS held 

by the Monster of Impermanence, the twelve-part cham 

should be represented clockw~se, progresswe and coun- 

ter-clockw~se, regresswe; the five realms of existence 

(hells, an~mals, ghosts, gods, men, or In theT~betan @a- 

dltron the SIX, lncludlng as~rra) are represented m com- 

partments and In the middle should be represented a 

snake (symbolising hate), turtle-dove (pass~on), and a 

pig (delusion). Above the Wheel should be a represen- 

tatlon of the Buddha, complemented by the canonical 

text In verse(D~ytivadtina[Cowell andNe1l1886.3001, 

Schl~ngloff 1988: 168) as is the ease at Tabo. Thrs In- 

scr~ption is found in modem T~betan monastlc mural 

paint~ngs of t h ~ s  theme (Rechert and Gombrich 1984. 

plcture on p. 24) There is also a descripl~on of the Wheel 

In the Dlvy5vadtina (Cowell and Neil 1886. 300-302). 

Accord~ng to tradition, the Wheel of L ~ f e  was first de- 

scr~bed by the Buddha ~ l k ~ a m u n i  and later discussed 

by Nagirluna". This notion derlves from the fact that 

the Image IS a plctonal synthes~s of the core of the Bud- 

dhlst teachings, the relationsh~p between cause and ef- 

fect. the C h a ~ n  of Dependent O r ~ g ~ n a t ~ u n  

@rali@asarn~rtptida) whlch results In the cycle of suf- 

ferlng and rebirth The Cham IS seen as havlng a trlpar- 

tlte structure composed of twelve Ilnks" The teachlng 

on the Chain of Dependent Onglnat~on together w ~ t h  

the Four Noble Truths" constitute the tradltlonal core 

ofthe Buddh~st message1' Med~tation on thewheel of 

L~fe, the 12 Links of Dependent Ong~nat~on,  bnngs one 

to an understanding of the two aspects of samsara- the 

nature of suffering and the cause ofsuffenng - wh~ch In 

turn develops renunclatlon which IS the path to I~bera- 

tion. 

It 1s part~cularly Important to note the emphasls on 

thls teachlng ~nTabo.Theprati@asarnutpida 1s wntten 

on the Wheel of Lrfe only fragments remaln (Luczan~ts 

fonhcomlng [a]) Not only 1s thewheel o fL~fe  dep~cted. 

as  prescr~bed In the Entry Hall. but the synthesis ofthe 

teaching of the Four Noble Truths (the verse rendlt~on 

of the Cham of Causation, sometimes called In popular 

literature the "Buddhist Creed". Ye dharma . ) is writ- 

ten repeatedly In T~betan on the walls of the Assembly 

Hall (see below In the sectlon on the Assembly Hall) 

tn the Tabo Entry Hall t h ~ s  p~ctonal descript~on of 

the samsarlc world IS extended or complemented by a 

p~ctor~al  descr~pt~on of the cosmos - on the other s ~ d e  

of the entry door. Elsewhere thls palr of cosm~c d~agmms 

1s palnted in the porch of theAssembly Hall atThollnglC 

and at bSam-yas. In the Entry Hall at Tabo very llnle 

survives To the far proper left of the door one can see a 

series ofhonzontal parallel hnes representing the heat- 
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ens. underneath which there is a large palace drawn in 

red and black with a Bodl1isam.a seated inside. There 

are various images including water motifs. But the area 

is simply too destroyed to be accurately interpreted. 

While thc Whecl of Life describes the nature ofsamsara, 

the different cosmologies sought to define the dimen- 

sions of the cosmos. Together they graphically depict 

the microcosln and the macrocosm. 

Nor only the visual imagery but also the placement 

of the t\rro diagrams is profoundly symbolic. The east 

wall was originally the outside. entrance wall ofthe Main 

Temple. Thus these images demarcated the boundary 

between the profane, outside world, and the sacred world 

-the world of the mandala. It will be remembered that 

according to the Mahiyina teachings all Buddhists, 

monastic and lay. could achieve enlightenment in this 

lifetime. Thus the proclamation of the essence of the 

Buddha's teaching demonstrated also the path to salva- 

tion.As one entered the temple, this path lay before one. 

Upon leaving the temple, the visitor was confronted with 

the description of the phenomenal world, which lay be- 

yond, and the suffering which attends the cycle of re- 

birth. I am reminded of Dante's warning placed above 

the gates of Hell, "Abandon Hope All Ye Who Enter 

Here". 

Most of the composition above the entrance to the 

Entry Hall (east wall) is destroyed. However, in one half 

of the section above the door one can still see the re- 

mains of a large seated figure with a red scarf flying 

from the shoulders. Next to this is a figure wearing a 

tunic with a pattern like chain armour. A smaller per- 

sonage painted in a greenish-brown colour may be seated 

on the knee of this larger figure. Underneath are also 

various figures in contorted postures who are partially 

hanging down, rope-suspended between wooden sup- 

ports. They are half naked, some wrestling or embrac- 

ing (figs. 43, 44). The two larger figures might have 

been protective deities as well but they are too mined to 

be interpreted. 

South and North Walls 

There is a roughly parallel organisation on both walls. 

The south wall is far better preserved (fig. 45). The north 

wall has such massive destruction that it is practically 

impossible to reconstruct the original iconography. Al- 

though some iconographic elements occur on the north 

wall that are also present on the south wall, there are 

also significant unique elements on the north wall, so 

that one must presume that the images on each wall rep- 

resent two distinct, although perhaps complementary 

iconographic units. 

The south wall is divided horizontally in half (dia- 

gram 5. fig. 45). The very top of the wall underneath 

the ceiling consists of a band of very simply drawn lo- 

tus leaves alternately growing down and up. Underneath 

this are three rows which originally contained eight dei- 

ties each, each figure subscribed in its own bicolour 

round mandorla. Under this were originally eight rows 

of historical personages of which only the first five from 

the west are to some degree extant. The floor of the Entry 

Hall has risen during the last millennium so that the 

bottom row appears now to be under the present floor 

level. Although the entrance side, east part of the south 

wall, is almost totally damaged, it would appear as if 

there were originally 13 figures in each of the rows of 

historical personages. The deities are larger than the 

historical figures (fig. 45). 

The background of all three rows of divine figures is 

painted a dark blue-black. Each of the surviving deities 

has an almost round mandorla and an oval halo. When the 

left hand does not hold an attribute it is in the vajra-fist'6. 

Reading from the east wall, top row the second figure is 

bluish-green with one head and four arms. The third fig- 

ure is red with one head and two arms, the fourth a red 

GaqeSa with four arms. He is seated on a throne-like smc-  

ture; underneath are two rats represented back to back. 

Following figures three, five and six and in the middle of 

the niga-vehicle of figure seven are empty squares origi- 

nally meant for captions but never used. The fifth figure, 
Figs. 43.44. Half-naked figures 

a red Bodhisattva, sits on a lotus with his right foot on a fighting and loving 
lion's shoulder, the left hand in vajra-fist; the right hand Main Temple. Entry Hall, east wall, 

holds a bow (fig. 19). Sixth, a greenish-white Bodhisattva 
above lhe entrance 

sits on a half vajra, left hand in vajra-fist, right hand holds 

a club (?) in front of the chest; underneath appears to be 

the top half of a vajra as his seat. Seventh, a greenish 

B0dhisath.a seated on aniga, left hand in vajra-fist. Eighth, 

h a ,  white, sits on a white bull. Every second figure has 

a third eye. These may be a version of the eight Great 

Gods of the Indian pantheon. 

In the second row, only six of eight figures -count- 

ing from the east wall, figures three to eight - survive 

(fig. 45). All the figures sit on curled up niga, the head 

of the snake sticking off to the proper right side of the 

figure. All of the snakes, as also elsewhere in the Main 





Temple, have a red (ball-l~ke) crown slightly behind the 

head (fig. 47). All the left hands of these figures are in 

valra-fist mudra, the right hand in front of the chest. 

Figures five and seven are grey-green and hold a stalk 

with three stems and a blue lotus (ufpalo) in their right 

hand (fig. 47). The eight nogo here, also described in 

the mandala of Dharmadhitu-vigiivara (de Mallmann 

1986: 269), each have seven serpent heads. This is a 

theme which may also have been represented at 

Dunhuang, as seen from some fragments which have 

survived in the National Museum in New Delhi. 

In the third row, only the last five figures have sur- 

vived. Figure four is pinkish-red and seated on a lotus. 

The fifth figure is seated on a throne with a lotus in the 

lefi hand, also flesh-coloured. The sixth tigure holds a 

flower stalk in the right hand and sits above geese placed 

back to back. Figure seven is also flesh-coloured, seated 

on a sickle-shaped moon, in the left hand is held a book, 

the right hand is in ~~orodarnudr i  (fig. 16). Figure six is 

pink outlined w ~ t h  a thick red line, left hand in vajra- 

fist. right hand holds a red lotus. Figure seven, which is 

relallvely well preserved, gives a good idea of the style 

of the deities in these three rows. The figure is deline- 

ated with a black line. emphasised with another colour 

such, as red in this case. The eyes are wide and staring, 

the eyebrows a single line, and the nose and mouth are 

round and summarily drawn. The jewellery and crown 

are simple and often awkwardly drawn. The limbs of- 

ten seem flaccid and the hands and feet are similar in 

appearance. Crossing over the chest and tied at the left 

shoulder is a shawl. The dhoti (skirt-like covering of 

the lower body) has a pattern of horizontal lines. An- 

other variant ofthe dhoti-pattern is seen on figure eight. 

Here is an overall flower pattern consisting of white 

dots with a red centre - the panern is common today in 

India and is often made by tie-dyeing. This pattern, 

which is found on several ofthese figures as well as the 

royal figures on the north wall, is never found in the 

rest of the Assembly Hall. Elsewhere the patterns are 

far more complex. 

The lower half of the wall represents one of the most 

fascinating historical documents surviving from the pe- 

riod of the Later Diffusion of Buddhism. The first five 

rows appear to be divided more or less by an imaginary 

line running vertically along the centre axis of the wall 

(fig. 45). The figures to each side face towards the cen- 

F I ~  46 Slvd cllllng on Nand1 
Maln Temple. Entry Hall, south well, 
lirst row, west comer 

Fig. 47. A niga with blue lotus 
(ulpala) 
Main Temple. Entry Hall, south wall, 
~econd row. west comer 
This niga erroneously has eight 
instead of the usual seven snake heads 
behind the crown 





It 1s d~fficult to Interpret the palntlngs on the two 

walls and we w ~ l l  rcturn to the question of historical 

figures and the~r  representation at Tabo In the chapter 

dealtng wlth ~conographlc themes (Chapter VI) Here, 

hoaever. a e  may advance an hypothesis regard~ng the 

~conographq of the heavenly figures the 8 Great Gods 

(Mahsde\ a, of the Hindu pantheon). thc 8 Great NHga, 

the 8 Planets and the 2R Mansrons are the first In the list 

of the 75 Faultless Protectors as found In the Sa-skya 

mandala ded~cated to Sarvav~d Va~rocana (bSod nams 

rgya mtsho [Ngor Thar rtse mKhan pol 1983 no. 27) 

These g~oups arc also found protectrng the outer pre- 

cincts of n~andalas ltsted also In earlier sources, that n, 

In had~hons wh~ch were certa~nly contemporaneous w~th  

Tabo, such as theDurgafrpansodhar~a-~antra (Skorupsk~ 

1983) The same pan-lndtan deit~es appear In the outer 

clrcles of the DhmadliHtu-vagiivara-mairjuSri-manpala 

(NSP 21 )(see below) (de Mallmann 1986: 2,268-269, 
the NSP 21) Until recently the style and the iconogra- 

phy of the pan-lnd~an dethes In the Entry Hall appeared 

unlque However, a recently published anicle on two 

I ll"century Protectors' Chapels (mgon-khang) from 

Zha-lu ~n south central Tibet LgTsang) notes the pres- 

ence of the same groups of delties. also represented ~n I 
an extremely simple, prov~nctal style (Rrcca and 

Fourn~er in press)". Thus, this iconography was evl- 

dently w~despread In Tlbet at that time 

There are also s ty l~s t~c  s~mtlant~es  between theTabo 

and Zha-lu figures. However, a closer examtnatlon re- 

veals too many d~vergent elements (such as  the crown 
tvnps and t h r ~ r  t~ecb tn  sneak n f d l r p r t  ~ n f l u ~ n c p  Rather .,r---"-" .-., ---r ' 

the authors' pmdent conclus~on must certarnly be cor- 

rect, that 1n both monastenes we have a provinc~al re- 

gional style which results from the ~ntroductton of both 

T~betan and Central AsIan elements lnto an Indian con- 

ceprlon (Rlcca and Foumier in press). 

As we w ~ l l  see also In the d~scussron of the Vajra- 

d h i t u - m a ~ d a l a  and the Dharmadhltu-vHgTbvara- 

matijusri-mandala in the Assembly Hall, each of these 

mandalas has several vanants. It isposstble that we have 

here represented a system ofprotector de~ties which has 

not otherwise survived, e~ther  in textual o r  v~sual form. 

It does seem possible to conclude however that the 

Entry Hall served several funct~ons, one of which was 

as  a Protectors' Chapel. In thls functlon tt included not 

only the maln protectress ofTabo but also the prlnc~pal 

groups of guard~an de~ttes, often found guard~ng the pe- 

r~phery of the mandala One must remember that, In lts FIE 48 Nunc . . 
present form, the Entry Hall is 46 years older than the MalnTem~le.EnW soulh 

The captlonc of the~e nunr have not 
Assembly Hall. Thus tf one chooses to see these guard- been filled In 

ian figures as protectrng a mandala, then one must pro- - 
pose that In ~ t s  origtnal form (I e datlng from 996) the 

Main 49 Temple, Lay personages Entry Hall, south wall 
marn theme of the temple was (as In the program of 

1042) a mandala, probably also dedicated to Va~rocana. 

This may also be ind~catcd by the painted guard~an fig- 

ures at the two entrances to the Assembly Hall. 

Going from the Entry Hall lnto the Assembly Hall 

we see on the lnsrde of the doorway, which is rather 

wide due to the extreme thickness of the mud walls, 

further rematns ofthe ortg~nal murals of the temple. On 

the north slde is a red figure of Hayagriva (fig. 5 I ) The 

figure has a thrrd eye and fangs. a terr~fying aspect, and 

around his neck and walst are wrapped three snakes 



I Historical 
personages 

Diagram 6. Entry Hall North Wall 

Fig. SO. Noblemen 
Main Temple. Entry Hall, north wall 
While the name in the firs1 caption is 
no1 preserved, the second caption 
mentions a Iha-sras 'Jig-nen-mgon 

The style and colouring of these snakes coincide quite 

closely with the snakes painted in the Entry Hall and 

therefore allow us to date these paintings to the same 

time as the Entry Hall paintings (A.D. 996). On the op- 

posite side of the entry way, that is on the south side, the 

figure is much more destroyed but enough remains to 

allow us to identify this figure tentatively as Mahikila 

or Mahibala (?). Hayagfiva holds a vajra in the raised 

right hand which is in the menacing hand gesture 

(rarjanimudri); the left arm is lost. He wears a crown 

and necklace of skullbones and also has a third eye. He 

is surrounded by flames in the same style as those that 

have been noted in the Entry Hall. It is interesting to 

note here that all of the surviving earliest chapels of 

Spiti-Kinnaur have precisely these twodharmapala rep- 

resentedIR. (See Klimburg-Salter 1994a: 67-74 for photo 

of Ropa in Kinnaur.) 

The pair of painted guardian figures within the east 

wall entrance to the Assembly Hall must be seen to- 

gether with the figures originally painted within the west 

wall entry (so conceived if we consider the Assembly 

Hall to have been a mandala with two "gates"). Only 

the green, seated nine-headed figure on the north face 

of the western wall at the entry to the Ambulatory re- 

mains (fig. 20). On the southern face of the western half- 

wall only the top of the mandorla and a polnt of the 

crown remalns under the inscriptions. The position of 

the southern figure under an inscription attributable to 

c. 1042 and certain details of the nine-headed figure 

allow us to date these two guardian figures to the origi- 

nal 996 phase of the temple. Thus we have in the origi- 

nal phase of the temple four painted guardian figures 

protecting the sacred space contained in the Assembly 

Hall, plus in the Entry Hall two large-size clay guard- 

ian figures. plus all of the groups of pan-Indian protec- 

tors associated with the outer ring of the mandala, plus 

the main protectress of Tabo, Wi-nyu-myin. As if this 

veritable frenzy of paranoia were not enough, in the 

renovation phase the four clay guardian figures of the 

Vajradhitu-magdala were added, two each by the east 

and west ?gateways" to theAssembly Hall.Thisplethora 

of protectors would only make sense ~f one sees them 

as having different functions. 

Wi-nyu-myin and her retinue had the primary hnc-  

tion ofpacifying and protecting the entire sacredspace. 

The clay sculptures in the Entry hall would have heen 
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tlic usual protector figures always placed at thc door- 

way to the templc in the Indian aullural sphcrc (one must 

remcmbcr that this was thc original door to the temple). 

The painted guardians at the east and west "gateways" 

prvbably belonged to. and guarded. thc sacred spherc of  

Ilic mandala which even in the original schemc was the 

main theme of the Assembly Hall. with the "Faultless 

Protectors" of the pan-Indian pantheon constituting the 

outer ring of t h ~ s  mandala. 

Another important function ofthe iconographic pro- 

gram of the Entry Hall was to present the worldly pro- 

tectors of the realm. not only the royal patron and his 

sons but the entire tburfold Saligha consisting of the 

lay and monastic communities. male and female. This 

visual propaganda must have been quite important as 

Tabo was founded during a critical moment in the his- 

tory of the kingdom of Purang-Guge (see Chapter 11). 

That Ye-shes-'od is shown in secular dress, but identi- 

fied with his ordination name and placed at the centre 

of the row of secular and monastic figures, seems to be 

the visual equivalent of the titles he used in his famous 

edict. "the King of Purang, the royal lama" (Pu hr.ang.7 

A?-I 1~1.a1po Iho hlama: Karmay 1980a: 157). The sym- 

bolism of this representation also seems consistent with 

a passage quoted by Petech (Chapter VII)lv where Ihu those worn by the western Tibetan nobles in the paint- 

hlo-ma Ye-shes-'od is said to have met with his two ings of the 1I"'century. This suggesls that they belong 

sons in order to set up the administration of the king- to a different, probably local, ethnic group. There is un- 

dom as a sort of theocratical estate. According to the doubtedly much more that these paintings have to tell 

text the administration would have been set up by the us about life in Tabo at the end of the IOIh century. 

elder son Lha 'Khor whom Petech associates with 

NHgarSja. Thus the Tabo painting could have docu- 

mented a similar assembly where ye-shes-'od, although 

ordained, continued to fulfil the function of ruler, but 

together with his two sons, the elder ofwhom, Nigaraja, 

like his father, had both secular and sacred functions. 

This painting may also depict the assembly which may 

have coincided with the founding of theTabo MainTem- 

ple (hence the presence of the monastic community). 

The merging o i  sacred and secular institutions is also 

suggested by the title of the younger brother NHgar2ja. 

here simply "prince" (Iha-sras) but in other sources he 

lha hf.rur~-pa, a religious title which in the later periods 

is used by the younger brother of the king. The promi- 

nent position orthe nobility, male and female, depicted 

directly opposite the royal personages, would also sug- 

gest an administrative assembly. It is also interesting 

thnt the nobles wear costumes that are different from 

Fig. 5 I. The guardian Hayagfiva 
Main Temple, doorway be~ween ~~t~~ 
Hall and Assembly Hall, nonh wall 



' The inscriptions are given in full in 
Luczanits (forthcoming [a]). 
' /:/ grsug lag kharrg gi srungs ma // 
snian che[n ni]o // wi nyu mybr 'khor ha 
dong hcas pa //. 
'Protectresses are important in the8on 
pantheon. The group of 27 "Powerful 
Ladies" (dhang-mo) consists of three 
groups of nine goddesses each. who are 
the retinue o f  Srid-pu'i rgyal-mo 
("Queen of the Created World"). This 
figure, however, docs not seem related 
to Wi-nyu-rnyin, as the former rides a 
red or black mule (see Kvaerne 1995; 
e.g. p. 105. n. 54 and pp. 107ff.). These 
groups of nine female deities are also 
briefly noted by Nebesky-Wojkowitz 
1993: 312-315. 
'Observed by Luczanits in June 1996. 
'The variable elements hcre are the sun 
and the moon, the Zenith and the Nadir, 
and Sa-bdag phag-mo. 
Vn Ajanti only two human-like hands 

remain at the top: see Schlingloff 1988: 
fig. p. 383. The elliptical shape may be 
the result of trying to adapt the form to 
the space available. Schlingloffproposcs 
the spatial restrictions at Ajanli as the 
reaqon for anomalies in the Wheel of 
Life painted there. 
'First identified by Panglung Rinpoche 
in 1991 andsubsequently by Luczanits. 
The verse is edited in Tibetan in 
Luc~anits forthcoming [a]. 
"Vol. 43.73.1-2 (f. 107ab). QVol. 44. 
85,4.7-87.3.8. See Schlingloff 1988: 
155. n. 5. who cites the relevant primary 
and secondary literature. 
?Note that a quote from this Vinaya is 
located above the Wheel of Lire. 
' "The  texts  have been quoted by 
SchlinglofF 1988: 173. n. 16-28, 
"Tenjur mDo XVlI. 
"See Steinkellner 1988: 3 9 4 1  and46. 
n. 47. 
"Sufkring. the origin of su lk ing ,  the 

cessation of suffering, the way leading 
to the cessation ofsuffcring. 
"For the most up-to-date bibliography 
see Stcinkellner 1988: 4 6 4 7 .  fn. 48, 
note panicularly the extensive bibliog- 
raphy on the prar ir~asarnurpida In 
Cooper 1984 and Schoening 1995. 
" I thank Kathrin Kronsteiner for her 
photographs or  these paintings. 
' T h i s  is not a standard terminus but it 
well describes what we have abundantly 
in Tabo. This term is adapted from 
Saunders (1985). 
"The author would like to thank Prof. 
Ricca and Mr. Fournier for having sent 
her slides and the proofs of the article. 
'*In Ropa, Ribba and a pair ofdharma- 
pdla taken lrom the original chapel in 
Tangi in Kinnaur. 
'PTransmitted by Sa-skya PanQita but 
originating with bSod-nams-rtse-mo. 





V.2. The Assembly Hall ( 'du-khang) 

Plan 4. Assembly Hall 

Fig. 52. Detail Bodhisattva Vajrahisa 
@Do-rje-bzhad-pa) 
Main Temple. Assembly Hall, south 
wall. Vajradhitu-mandala (no. 13): 
clay 

Unlike the Entry Hall, which is dated to the first artistic 

phase at Tabo, the total iconographic program of the 

Assembly Hall and also the Apse can be dated to the 

second artistic phase, that is the I l th  century (Chapter 

Ill). The iconographic program of the Entry Hall must 

have been retained in its original form not only because 

of its relationship to the founder ofthe temple, but also 

because it was iconographically consistent with the 

newly planned program of the Assembly Hall. Thus, 

seen from the perspective of the present iconographic 

program of the Assembly Hall, the Entry Hall can be 

considered the Protectors' Chapel (mgon-khang) con- 

taining the deities of the outer ring of the Vajradhitu- 

mandala. The present program of the MainTemple com- 

bines both the original program and the new program 

of the 1 I'h-century renovation. This is the reason for the 

two main images, the original main image. Vairocana, 

in the Cella, and the four-bodied representation of 

Mahivairocana (Vajradhitu-Vairocana) added in the I lIh 

century in front of the Cella. 

The Assembly Hall is a completely decorated cube, 

except for the floor. It is in fact a total environment which 

was planned and decorated in the 1 l'hcentury as a uni- 

fied composition. The hall is conceived of as a Vajra- 

dhitu-mandala. The Lord of the Mandala, Vairocana is 

located at the back of the hall before the transition to 

the Apse (plan 2. Main Temple). The 32 life-size clay 

sculptures are bonded to the wall and seem to float in 

space surrounded by a painted environment. There is a 

graphic symmetry to the program, each wall appearing 

to mirror the other. Each wall is divided in three hori- 

zontal sections, the middle section contains deities of 

the mandala (fig. 54). 

Painted below the sculptures of the mandala is an 

extensive narrative cycle. Beginning on the east wall to 

the proper left of the entrance and ending on the west 

wall at the entrance to theAmbulatory is the story ofthe 

Pilgrimage of Sudhana (Tib. Nor-bzang) interspersed 

with panels containing the Tibetan text of the Ganda- 

vyuhasticra of the Avatamsaka literary corpus 

(Steinkellner 1995 and 1996). Beginning on the other 

side of the entrance to the Ambulatory, on the west wall, 

and ending on the east wall is painted the Life of the 

Buddha based largely on the Lalifavistara. 

In the upper zone are depicted different Buddha 

realms. The upper section of the north and south wall is 

occupied by the Buddhas of theTen Directions each with 

two Bodhisaltvas in attendance. On the east wall above 

the doorway is a large panel in which the central figure 

is a protectress ofTabo together with her retinue, paral- 

lel to the depiction oWi-nyu-myin/rDo- rje-chen-mo on 

the other side of the wall in the Entry Hall. Thus, the 

protectress is represented twice, over the doorway lead- 

ing into the Assembly Hall painted at the time of the 

foundation and over the doorway in the Assembly Hall 

painted at the time of renovation. Above this is seated a 

Buddha with two Bodhisattvas - Avalokitesvara and 

Samantabhadra in attendance. Next are the three Pro- 

tector Bodhisattvas (rigs-gsum mgon-po), Avalokitesvara. 

Marijusri,Vajrapini. In the upper zone on the north side 

of the west wall and on the east wall are represented 

Tantric configurations, perhaps originally mandalas but 



depicted In a hor~zolitrll format On lhe wcst ndll. north 

\~dc .  I \  dcplctcd tlic Dhannadhltu-\igi\vdra-~nafi~u<ri- 

~nanddla on the ~ou th  \~dco t  the n e\t n dl1 and the north 

31dc of the ca\t wall thcrc are much rulned compo\l- 

tlon, \+hich mdy originally havc contained the maln 

de~ues  oirnandalas In each Instance there are goddesses 

and guard~an ligures On the west wall the maln figurc 

ts a Buddhd Image (dlagram 10 Assembly Hall West 

Wall) dndun the east wall it was a standlng prolector of 

the mandala (dlagram 7 Assembly Hall East Wall)' 

As I noted In Chapter I. In order to understand "how 

the rnonument came to look a5 it did in the I I" cen- 

tury". I have trled to understand thc contr~butions of the 

patron. designer, and the afli5t5 on thconc hand. and the 

expectations and perceptJon5 ofthe vlsltorc on the other 

Wecannot ycr explain the process by whlch thc deco- 

ratite program ofthe Maln Templc was conceived and 

cxccutcd From blographle\ of religiou\ men (rnarn-tltar) 

we learn of temple\ whcr5e iconographic programs were 

dcbigned by famous lainar. such a\ I? the case of 13u-ston 

at Zha-IU Froin the\e  example^ rt would aeem that the 

lama. \omclime\ Li~gether with the patron, would conceive 

( f a  complete ~con i~&~ap l i~c  program, bomctlmes through 

d drcam A progmni a\ ~omplcx a\ lhdt In lllc M,lln Tern- big 53 Hdh-gn~\ pu~d pcrlormcd b) 

plc at T a b  must have hecn pl~nncd logctlier u ~ t h  d ma\- ' I "  HO'lnc" Ihe Ddln' 'I1 1''L)6 
Iaho M.II~ rcmplc A%embly Hall 

ler craRsman'artl\t in ordcr to dchlcvc the bdlancc and 

harmony which I \  such a sat~rfylng elemcnt of thc dccora- 

tion. Due to tlmc rcrmctlon? imposed by the long and sc- 

vere wlnters, tt would have bcen imposs~blc to finish the 

work In one wason It must havc becn necessary to draw 

up thc basic dlvlslons of the program at the outset Thls 

scheme was then filled In by drffercnt groups of artists 

probably from the same workshop A companson of the 

style of the different parts of the program lnd~cates that 

groups of anlsts worked on the lndlvidual secttons of the 

tcmplc, I e. cast wall of the Ambulalory andior the Cella. 

However, that the fmming elements and the llnes dlvlding 

the hori7ontal zones were palnted first throughout thc tem- 

ple can be sccn by the fact that the figurat~ve elements In 

each of the ,ones In the Maln Tcmplc arc occas~onally 

painted ovcr the lines d~vldlng the zones Note how the 

mandorlas ofthc goddes\cs arc painted over thc dividing 

Ilne. the haloc\ of the Hodhl\attva\ arc palntcd ovcr thc 

line and at the upper level whcrc thc vala~icc dcmarcatc\ 

the p~ctonal plane, notc Iiow thc heads o l  thc guardian 

figurcseomc over thc valance 



Fig 51 Illc \culplurc\ (11 ~ h c  
Vajri~dliilu-lnandala 
M;~ln l'crnplc. A\\emhl! Ii;1II. 

and \oulh uallr 

\Vc ha\c no ~nforlnat~on conccrnlng the organlha- The patron a a s  ccna~nly  also an Important factor. 

tlon of art~str  and t h e ~ r  \\orkshops. We can cvtrapolate The paintings \vh~ch can be attributed to the patronage 
c;151 

the d 1 ~ 1 5 1 o n  oTlahour to .come small dcgrcc from \\rir- of Byang-chub-'od arc superior in quality to those In 

tcn account5 In the blographlcs. but they arc always ex- the Cella which were donated by the royal lama (per- 

cecdingly vague From the close co~ncidencc of some haps Zhi-ba-'od. fig. 151) whose picture is represented 

of the lnorc complex textile patterns i t  would appear In the Cella adjacent to the paintings he comm~ss~oned.  

that ccrtain artists specialised In filling in textile motifs Continued deta~led study of this very large amount of 

and that d~fferent artists worked on the north and south painting may allow us further insights into the division 

walls.There may have been other specialisations as well. of labour and the production of the iconographic pro- 

It also appears that the artists who painted the ceiling gram of the  MainTemple. 

textiles in the Apse did not work elsewhere in the tcm- 

ple. Also it seems that the master artists began the work The Protectress 

on a particular sequence but did not work consistently Over the main entrance. on the east wall. is located a 

to the end. For example. the first scencs o r  the Sudhana large panel containing the protectress of the temple and 

cycle (fig. 23) are far superlor to the final section. Natu- her rerlnue.The composition is very much dsstroyed by 

rally, part~cularly important scenes may have been as- water damage coming from the roof. Nonetheless. 

signed to thc master. The panel containing the protec- enough remains to see that the original quality was mar- 

tress and her entourage was painted by the same anlst \ellous. ob\'~ously a product of a master painter (figs. 

that paintcd thc bcglnnlng ofthe Sudhana story (fig. 56). 55.56). It is also of great slgnlficance for the history of 

On tlic othcr hand, thcsc two paintings are adjacent to Tabo. The explanation of the iconography IS csrtalnly 

each othcr on the ucst  \\all so this may ha\e resulted ofprlmary importance.The protsctress sits in the centre 

from the master palnter having s~mply  begun by theentry of the composition (fig. 56). Larger than the other fig- 

way ures. her hands clasplng her cape in front of her, >he is 

92 



Fig. 55. The retinue of rDo-rj+=hen. 
mo~Wi-nyu-myin 
Main Temple. Assembly Hall, east 
wall, above the entrance 

frontally represented and motionless. She has a halo, a 

red face, her long black hair crowned with blue stones, 

many necklaces cover her throat. Her cape falls in vo- 

luminous folds around her, exposing the lining which 

is decorated with a floral pattern. She grasps a staff in 

her hands (or it may be an arrow). She sits on a pat- 

terned cushion in front of a curtain. The curtain is draped 

and held up by a series of hob-like projections. The 

construction is similar to the curtain behind Byang-chub- 

'od above the Renovation Inscription (cf. fig. 139). This 

curtain is lined with a fabric with rows of repeated ro- 

settes. This same striped motif is used in several other 

instances in the Assembly Hall, for example, in the car- 

pet upon which the entire retinue sits (fig. 55) and on 

the ceiling (fig. 18). As is typical of this type of en- 

thronement scene, there are ladies looking over the cur- 

tain at the protectress. 

To either side of the throne are seated a retinue of 

goddesses adorned in similar dress and jewels. There 

are nine goddesses to the right and there were perhaps 

also nine to her proper left. The goddess seated to the 

far right has her right arm raised holding aloft a griffin- 

headed staff. There does not appear to be a comparable 

Fig. 56. Protectress rDo-rje-~hen-~~l 
Wi-nyu-myin 
Main Temple, Assembly Hall, east 
wall, above entrance 

figure on the other side. Behind the goddesses the area 

is painted black and framed in a scallop design edged in 

white. Behind this the wall is painted red. To the far 

right, against the red background 6 horses or mules are 

represented, they are saddled and thus meant for the reti- 

nue to ride. Above - smaller and without saddles - is a 

lion and a leopard. To the far left mules are also repre- 

sented but I am not sure how many. In front of them 

stands a large and noble white stag, before him stands a 

female figure with a ferocious aspect and a yak hair cape. 

Today the protectress is called rDo-je-chen-mo and 

the daily protectors' chant which is addressed to her was 

(according to the colophon) written by Rin-chen-bzang- 

po inTholing.According to thissidhana bKa'-smng Iha- 

mo rDo-je-chen-mo rides a lion and carries a thunder- 

bolt and a vessel withamyfa. To her right is Remati hold- 

ing a magic stick and a sack with diseases; to her left is 

Gar-mdzad-ma who rides on a stag (see Nebesky- 

Wojkowitz 1956: 36). None of the tigures in this con- 

figuration coincide precisely with this description, but 

all the elements, except the attributes, are present. The 

earliest representation of this triad is in the Protecton' 

Chapel (mgon-khang) (ISth-- 6*century) (fig. 57) and it 



Fig. 57. Taho Protectors' Chapel: 
protectress rDo-rje-chen-mo attended 
by Gar-mdzad-ma to her left holding 
an arrow and to her right is Remati 
South wall, west side 

F I ~ .  5R. Taho. Mandala Temple: 
protectress rDo-rje-chen-mo and her 
retinue 
East wall, ahove entrance 

is then represented in every other chapel in Tabo in the 

same position (above the door) but in a progressively sim- 

pler composition. It is interesting to note that in the 

MandalaTemple (dKyil-khang) the assembly around the 

protectress is faithfully copied for the last time (fig. 58). 

Is the protectress in theAssernbly Hall still Wi-nyu- 

myin with her stag to the far left, or was she known 

already as rDo-rje-chen-mo? In that case the figure in 

the yak hair cape must be Gar-mdzad-ma standing be- 

fore her stag and Remati sits to the far right with a raised 

staff. However she was called in the mid-l I"  century, 

she must have been a powerful lady, for even today - a 

thousand years later - she is still protecting Tabo and 

the Great Translator. When in June 1996, the present 

incarnation of Rin-chen-bzang-po communicated with 

her, he sat facing this picture and talked to her through a 

medium (see Chapter V. 1). 

TheVajradhitu-mandala 

As we have already said, it is no longer possible to re- 

construct the iconography of the Assembly Hall during 

the first phase. Only exceedingly small haces of paint 

under the present wall paintings testify to an earlier phase 

o r  decoration. The fragments in the Ambulatory indi- 

cate that the decoration there during the first phase was 

thematically similar to that which was painted during 

Phase 11. It is also possible that the original iconographic 

theme of the Assembly Hall was also a Vajradhatu- 

mandala. The decorative program of the renovation 

phase may be a more ambitious expansion of the origi- 

nal conception. 

Thc centrc of the mandala is represented by a 

fourbodied, ovcr-lifc-size clay figure of Mahlvairocana 

(h. 1 I0 cm) seated upon a single lotus throne.The hands 

have been repaired but each of the images once per- 

formed the same variant of the Gesture ofTeaching the 

Buddhist Law (dhormocokropruvurfunomudri). The 

image is today painted white with gold faces, but origi- 

nally was a golden yellow colour (fig. 61). 

Today the circumambulation path leads one behind 

an altar in order to circumambulate around the main 

image (diagram 8. Assembly Hall Circumambulation). 

The four-sided image is attached to a pole which is at- 

tached to the ceiling. The throne is made up of a series 

of rectangular and circular plalforms, which may have 

been intended to bring the deity above the level of the 

sculptures of the four Jina (h. 105 cm) in the mandala. 

As is natural in the spatial hierarchy, they are the largest 

figures in the mandala. Beginning from the top we have, 

supported by the central pole, four lion-like faces 

(kirfimtrkho) (fig. 62). Bits and pieces of pearls and 

scarves prohude from their mouths. In between the four 

kirrimrrklra are four stupas of the Descent From Heaven- 

kind (tig. 63); each stupa is elegantly formed, painted 

and placed on a lotus platform. 

All the elements protruding around the MahP- 

vairocana are completely painted and appear to have 

been meant either to hold the sculptures themselves or 

to be decorative elements like the kirtimrtkho. etc. The 

double lotus seat of the divinity has two layers ofpetals. 

The lotus petals are painted in alternating colours, three 

in the lower, two in the upper, as are the lotus seats of 

the painted Bodhisatwas in the upper zone of the As- 

sembly Hall. The crowns are the same as on the clay 

Buddhas and Bodhisattva figures of the mandala. The 

square platform which supports the lotus has a rock-like 

design and the much smaller square pedestal which sup- 

ports the throne has four pairs of lions facing backwards, 

their tails raised (fig. 64). The next round platform is 

placed on a somewhat convex pedestal which in turn is 

placed on a supporting platform. 

The 33 clay figures of the mandala appear highly 

sophisticated in both their technique as well as their style 

(see Luczanits ChapterV.7). The elegant proportions of 

the gently modelled and sloping broad-shouldered chests, 

as well as the well-turned limbs and the round faces with 

the beautifully formed features are clearly the product 

of an accomplished artist. The great similarity in the 



Fig. 59. Central altat with the 
bookcases to either side 
Main Temple. Assembly Hall 
Throne of the Dalai Lama in fmnt of 
the main image, the Mahivairocana 

Fig. 60. General view of Assembly 
Hall 

I;, 1 Main Temple. Assembly Hall, east 

1 and south walls 

Facing page 

Fig. 61. M a h i v d m a  (rNam-par- 
snang-mdzad), south figure 
Main Temple, Assembly Hall, behind 
the altar; clay 





faces. as well as the crowns and jewellery, suggests that 

moulds were used, in which case all of the raised pans, 

such as the jewellery and the flames on the mandorlas. 

would presumably have been moulded and added sepa- 

rately. The technique and its implications are discussed 

at length in Luczanits Chapter V.7. We are, of course, 

here exempting those faces and other sections that are 

clearly restored. The use of moulds was common in early 

medieval India for both baked and unbaked clay figures 

(Varma 1970). 

Each of the deities of the mandala except the guard- 

ian figures sit in a perfectly round mandorla.The flames 

and edge of the mandorla are in high relief. The Jina 

figures have an additional row of vajras (Tib. rdo-rje) 

in stucco as well as their vehicles painted beneath them, 

for example no. 6 on the south wall.Ak$obhya with the 

elephants painted next to the lotus throne (fig. 98).Their 

radiance is expressed by multicoloured wave-like lines. 

The deities are suspended above their clay lotus seats, 

the drapery of their lower garments (where it has sur- 

vived) rippling downwards to the lotus petals (fig. 101). 

The original conception of the beautifully modelled 

and painted life-size mandala must have been marvel- 

98 

lous. The image of MahHvairocana (fig. 61) allows us 

to appreciate the quality of the original artistic concep- 

tion -- from the playful, fluid forms of the lions painted 

on the base to the whimsical, brightly coloured 

kirlirnukho crowning the central pole of the figure (tig. 

62). All the 33 figures have the same smooth, elegant 

contours of the face and torso, the gently rounded 

cheeks, dimpled chin, broad shoulders with a slightly 

muscular chest flowing unintermpted to a narrow waist. 

The style of these figures can be seen as a perfect ex- 

pression of the Kashmiri aesthetic of about the IOIhcen- 

tury. The most relevant comparisons are found in Hindu 

monumental sculpture, such as from the temples of 

Avantipur (AvantisvHmin and Avantiivara) founded by 

Avantivarman 855-83. But also comparisons to port- 

able sculpture, such as the so-called Queen Didda 

bronze. Particularly relevant are: the lotus seat as a raised 

pedestal, the articulation ofthe torso, the facial fcatures. 

This sculpture is dated by inscription to Queen Didda's 

reign A.D. 980-1003. Certain features of the Queen 

Didda bronze are also found elsewhere in the regional 

art, such as the wooden sculpture from Rangrig rtse 

(Charang) (Singh forthcoming), or the Cleveland Mu- 

F I ~  62 Kirt~mukha above Mahi. 
\ alrocana 
Main Temple, Assembly Hall. clay 

F I ~  63 Stupa above Mahivatrocana 
Mdln Temple, Assembly Hall, clay 

Flg 64 Llon on Varrocana's throne 
Ma~n Temple, Assembly Hall 



h? ( ; .~ lc~pr~~lec l~ i rVaj ranku<a 

, ~ ,  ,c l'.,;\-rgyll) 
11 l c t n p l c .  A \ \c rnb ly  Hal l .  e;!\l 

I .  V:hlr.~dIi3111 rnandaln (no. 30). 

scum'> sr;lnil~ng figure oftlic I3uddha (Kl~~nburg-Salter 

1982 PI. 27) ~ n \ c r ~ b c d  \ r ~ t h  the name of //lo h/\lrrr-pa 

N;I-ga-ra-dl;) (Nigarqa).  Ye-rhcs-'od's younger son who 

IS dcplctcd In the Entry Hall.The artlculatlon ofthc torso 

IS \cry slmllar to the sculpturcr ~ h ~ l e  the \ymmetncal. 

fluid folds of llic monastlc gamicnr at the neck and over 

the sliouldcrs, as wcll as the shape of the ~rs!lisa arc quite 

closc to the painting of the Buddha in the Ambulatory 

(figs. 35. 181, 182). This comparison is particularly per- 

tincnt because the bronre, like the Tabo images, is of a 

vcry high quality. The large image, 98.1 cm high, IS cer- 

tainly the product o r  royal patronage, as was Tabo. Un- 

llkc most othcr Images with Na-ga-ra-d7a's name In- 

scribed on them, this one and the Ladakh Bodhisattva 

(lig 218) specifically say thal the imagc IS hls personal 

I>OSSCSSIO~ (Iho hrsirrl-po Nu-gu-ru-clzo 'i /hrrg.s-~~III). 

In some cases. duc to hea\y restoratlon (as in figs. 

75, X X  and 96) the scrcnity orexpression and the fluid 

rclationsh~p ofthc body parts 15 no longer ;lpparcnt.Also 

the dyn;lmlc posture\ of tlic guardian5 In their horse- 

shoe-shapcd halos may at tirst glance Indicate that they 

ilre from a different pcriod. Ho\r.c\er. Tucci a-as \vrong 

nhcn Iic came to this conclusion (Tuccl 1935: 31-36). 

I t  is posslble that later, when lookingat photographs, or 

considering his notes.Tucci mistakenly came to t h ~ s  con- 

clusion based on the face of the guardianVajriveia (fig. 

97) to the proper right of the entry to theAsscmbly Hall. 

This face has indeed been very much restored. Hon-  

eber, contrary toTucci's assertion, a careful study of the 

architecture and mandalas confirms that all the sculp- 

tures of the  mandala are to a large degree original. there 

are no additional images and none are missing. Tucci's 

logic was apparently that the later guardian figures are 

larger (wider) because they In part occupy space orlgi- 

nally intended for four additional offering goddesses. 

That is. according to Tucci there were originally I2 of- 

fering goddesses making a total of  37  figures of the 

mandala which is the more usual number for the 

Vajradhatu-mandala. As difficult as it may be to ~ d m -  

tiFy the present mandala with an existing literary source. 

there can be no doubt that the iconographic configura- 

tlon as ~t exists today was created in the I I"century2. 

During my first visit to Tabo with Dr. Chhaya Bhatta- 

charya-Haesner it was posslble to establish the or~ginal 

character of the present mandala (Klimburg-Salter 1982: 

162; 1985). During subsequent field work' Luczanlts. 



Fig. 66. VajrGkuia 
Fig. 67. Vajradhnpa 
Fig. 68. Vajralasys 

Ftg. 69. Vajrasattva 
Fig. 70. Vajraaja 
Flg. 71. Akvobhya 
Rg. 72 Vajrariga 
Fig. 73. Vajras5dhu 

i ?I Vajrasiidhu 
,, 
, , , . 
*,', Vajrafiga 
'. d. 

Assembly Hall 
. . 
, , 

.', . . .', . . 

Plan 5. The eastern quarter of the 
Vajradbltu-mapdala (blue) 



Rg. 74. Vajmalna 
Fig. 75. Vajratejss 
Wg. 76. RatnasWhava 

Fig. 77. Vajraketu 
Fig. 78. Vaj-a 
Fig. 79. WjramiilI 
Fig. 80. Vajrapu* 
Fig. 81. Vajmph 

Plan 6. The southern quarter of the 
Vajradbitu-mapdala (yellow) 



by obscn 111g falnt traces of the or~glnal pdlnt under- 

neat11 the prcscnt layers of pd~nl, and co-ord~nat~ng the 

posltlon orthc arms and hands w~th  the textual ~ n d ~ c a -  

!Ions for ~nudras 01 hand-held atfr~butes. was able to 

~drnl~T\, more p rec~~c ly  the figures ofthe mandala This 

thcn pennlned a more rel~ablc concordance between the 

labo ~nandala and the l~terary \ources (see Luczanlts 

Chapter V 7 )  

The symmctrlcdl orderlng of the figures of the 

mandala 1s complicated In Tabo by the fact that the As- 

senlblv Hall 1s not asquare but rathera rectangle Thus, 

the mandala has only hbo doors on the short s~des ,  east 

and ucst. rather than four doors In each of the four dl- 

rectlons Thus, ~t was not poss~hle to order all the fig- 

ures of the mandala symmetr~cally according to d~rec- 

tlon When t h ~ s  1s po5s1ble. ds w ~ t h  the guard~an f i g s .  

the midges are placed dlrechonally The four quadrants 

are d~fferent~ated by colour, that 1s the respect~ve colour 

of the famlllcs' maln Images (plan 12 Quarters of the 

Vajradhltu-mandala) Thus, for instance, both 

Ratnasambhava and Aksobhya are placed on the south 

uall but only Ratnasambhava IS the Lord of the South- 

ern Sphere and Aksobhya, who IS placed In the eastern 

quadrant. la Lord of the Eastern Sphere. Oppos~te hlm 

on tlie north nall 1s placed Amoghas~ddhl, Lord of the 

Northern Sphere, and In the western quadrant of the north 

wall 1s placed Amltlbha, Lord of the West. 

The four Buddha figures, two on each s~de, are placed 

symmetr~cally, surrounded by an even number of 

Bodh~sattvas and goddesses (see plan 1 I D e ~ t ~ e s  of the 

Vajradhstu-magdala) The e ~ g h t  goddesses are located 

In pars  to the nght and left of the guardian figures along 

the east and west walls Thus, the four (two pars) of 

protector deltles guard each of the two entrances to the 

mandala and they are flanked by the four pa r s  of god- 

d e w s  of offenng ~nstead of twelve goddesses of offer- 

ing, as 1s the case In most other root mandalas of the 

Vajradhltu-mandala According to Luczan~ts' recon- 

structlon, the four mlsslng goddesses (Sattvavajri, Ratna- 

vajri, Dhannavajri, Kannavajri) were represented by 

clay ~ymbols  placed on the wooden throne, one each 

between the four Images of Va~rocana, respect~vely 

vajra, ratna, lolus, and crossed vajra. The same concept 

1s seen In the plcture o f a  detail of the central image of 

the root Vajradhitu-mandala of the Sa-skya cycle pub- 

l~slled by Hlrosh~ Sonaml (bSod ndmsrgya mtsho [Ngor 

Thar rtse mKhan pol 1983' no. 27). here one sees 

Valrocana w ~ t h  the four symbolsjust ment~oned placed F I ~  98 Hend oran elephant, (he 
around hlrn ~n the four d~rec t~ons  vehtcle of Aksobhyd 

Mdln Temple. Assembly Hall, south 
The ~dent~f icat~on of the lmages derives from thew wall, Vairadhatu-mandala, 

posltlon In the mandala as well as them colour (whlch Aksobhya and Vdjrardga (nos 2 and 8) 

lnd~cates to whlch Buddha Famlly they belong), thelr 

mudra and In the case of the Jlna thew vehtcle Further, 

the four Jlna are Identifiable by t h e ~ r  sl~ghtly larger 

mandorla, the addition of a row of vajras Inside the 

mandorla, the~r  anlmal veh~cle supporting the throne, 

the~r  absolute frontal~ty and their mudras. The h~erar- 

chy of the Images in the mandala IS also ind~cated by 

thew placement and slze. 

Thus, the Lord of the Mandala (Mahiva~rocana) is 

located In the centre and 1s the largest (c. 11 0 cm helght, 

head he~ght 25 cm, wldth 20 cm), the four Jlna helght c 

105 cm, head he~ght 19 cm, w~dth 16 cm, the slxteen 

Bodhlsattvas he~ghtc  I00 cm, head height 19 cm, w~dth 

16 cm, e ~ g h t  goddesses he~ght  c. 90 cm, head helght c 

18 cm, wldth 15 cm4. 

There are textual descript~ons of mandalas w ~ t h  two 

Instead of four doors known, there are also 33-de~ty 

mandalas but none of these can be ~dent~l ied In all de- 

ta~ls  w ~ l h  the mandala as represented In Tabo The tcxt 

must also have included the 32 Bodh~sattvas In the 



Ambulatory as the retinues of the four-bodied Vairocana 

(eight Bodhisattvas for each figure) and the Buddhas 

and Bodhisattvas of the Ten Directions (see bSam-yas 

below). 

Origin of the Vajradhilu-mandala 

Our explanation of the manner in which thevajradhltu- 

mandala was actually used and experienced by the Bud- 

dhist visitor in the middle of the 1 IIhcentury is based to 

some degree on extrapolation from modem practice, but 

also on the formal clues within the structure itself - spe- 

cifically, as already noted, the location of the images 

and their symmetry. It can be presumed that the I lIh- 

century conception of the mandala, as it is found inTabo. 

derived from two sources, artistic-architectural tradition 

and literary tradition. 

Three-dimensionality is inherent in the basic con- 

ception of the mandala, which is considered a 

cosmogram, a depiction of the cosmos. The mandala 

serves several purposes, as an aid to meditation, and as 

the realm of initiation into specific esoteric meditations. 

The ultimate goal of all these practices is liberation from 

the cycle of rebirth and suffering. Each mandala con- 

tains the essence of a Tanhic teaching symbolised in 

succinct graphic form. Through the ritual performance 

within the sacred sphere ofthe mandala, the worshipper 

identifies with the deity - the identity of the microcosm 

and the macrocosm. Only advanced practitioners 

(sidhaka) were actually initiated into the mandala. The 

majority of Buddhists contemplated the essence of the 

deity and received his blessings. 

The monumental mandala and its relationship to 

ritual practice can be traced to theVedic period in India 

and is found in some form in all Indian religions. In 

Tibet too, most sacred structures are understood to be 

mandalas, for instance the earliest monastery in Tibet, 

bSam-yas. Although it is sometimes debated if bSam- 

yas can actually be conceived of as a mandala, the Main 

Temple, the dBu-rtse, is said to have been conceived of 

as a Vajradhatu-mandala. 

The existence of Borobudur in Java, built c. 800, 

indicates that there was a tradition within the Indian 

cultural world for monumental constructions represent- 

ing the Vajradhatu-mandala. Borobudur is particularly 

interesting from our point of view for several reasons. 

I) We have the fusion of the Vajradhatu-mandala with 

an architectural space. 2) The elements of the icono- 

graphic program are the same as those at Tabo: the 

Vajradhitu-mapdala, and the narratives from the 

Gandavyiha and the Life of the Buddha5. The viewer 

begins with the Previous Lives of the Buddha and then, 

through the ritual circumambulation of the stupa, he 

progresses from terrace to terrace upward through the 

Life of the Buddha ~ i k ~ a m u n i ,  followed by the Pilgrim- 

age of Sudhana and then, as he circumambulates through 

the mandala, he ascends through successive layers of 

realisations (Lokesh Chandra 1979. G6mez 1981 ) 

Although we have very little information about the 

religious architecture of the period of the ancient mon- 

archy in Tibet, we do have some indication that some 

important chapels dating to the period were dedicated 

tovairocana. for instance Khra-'bmg. Bya-sa and bSam- 

yas (Richardson 1990). The latter is particularly impor- 

tant for our purposes.Although a detailed description of 

the iconography exists only from later sources, early 14"- 

century, this none the less would appear to be a reliable 

description of the monastery as it was during an early 

period. It certainly represents the monastery as it was 

known by the end of the 10" century when Tabo was 

built (Sorensen 1994: 375, n. 1240).According to a de- 

scription in the rGyal-rabs gsal-ha 'i me-long (GR I), 

complemented by other sources (S~rensen 1994). it is 

clear that the central, three-story temple, known as the 

dBu-rtse (chen-po), was dedicated to Sarvavid Vai- 

rocana. s3kyamuni and his retinue were represented on 

the ground floor, and the murals depicted on the walls 

of the innermost compound represented the Life of the 

Buddha (GRl, 377).Vairocana and his retinue appeared 

on the next or middle floor. On the upper, the third floor 

was Sarvavid Vairocana, "... [with four heads]. each 

[head] having hvo retinues, being [thus surrounded] by 

the eight Bodhisattva-sons, inside [equipped with im- 

ages of the assemblage] of gods (nang gi  Iha) such as 

Bodhisattva rDo- j e  rgyal-mtshan etc. and [oq the Bud- 

dhas and Bodhisattvas of the ten directions, [ofJ the 

Wrathful Acala and Padmapani etc.The [artistic] crafts- 

manship was in the Indian style. The murals [depicted 

scenes culled from] the Daiabhiimika-sntra ..." (GRI, 

378-9)6. The three stories were also interpreted as rep- 

resenting "the three bodies" (trikiya), "the form-body" 

(nirmeakiya). "the enjoyment-body" (sambhogakiyo) 

and "the dharma-body" (dharmakiya) respectively. 

Thus, through the ritual of circumambulation, the wor- 

shipper could ascend to the dharmakiya in a similar way 
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as one progressed through the Vajradhitu-mandala at 

the Great Stupa at RorobuQur. 

There is. as we have seen. also a threefold vertical 

division ofspace inTabo which. within the more greatly 

restricted architectural space. has certain similarities with 

the iconographic program at bSam-yas. Thus. also at 

Tabo. the Buddhist through his circumambulation, at 

minimum three times, could ascend through the three 

"bodies" (f6l.a). The rlirn~i!rakij.a is represented 

through the spiritual pilgrimage ofsudhana and the Bud- 

dha ~Hk~amuni .  the sambhogakiya is represented by 

the images of the mandala and the dharn1aki.v~ is rep- 

resentsd by the images of the Ten Buddhas and their 

attending Bodhisattvas, also the Tantric images. 

Again remembering the far greater size and com- 

plexity of the temple at bSam-yas it is interesting to note 

that all of the iconographic elements which are present 

in the Tabo Main Temple were also found in bSam-yas 

(although naturally not the other way around).The source 

of one oT the paintings of the Buddha Life is specifi- 

cally stated to be the Lalitar~istara (GRI, 380). In one 

of the satellite chapels, murals with scenes from the 

Ga!lday~ihastitra are mentioned. In concluding the de- 

scription of the Main Temple the rGyal-robs gsal-ba 'i 

me-long notes, "When [one further made a] circumam- 

bulation along the great circumambulation-path ('khor 

so chenpo), [it could be observed that it was] erected in 

[the form of] the ma!tdala [in which] Vairocana puri- 

fied [all] the damned existences (ngan songsbyangs ba ' i  

dlyil 'khor, durga~i[pari]Sodhana~' (GR 1,380). 

During the Later Diffusion of Buddhism the popu- 

larity of Vairocana continued, as can be demonstrated 

by all of the surviving monuments in western Tibet, not 

only those attributed to the kings of Purang-Guge but 

also in Ladakh, as in Alchi. In the surviving temples in 

India we have no complete sculptural mandala as atTabo. 

But an exactly contemporaneous VajradhHtu-mandala 

made of individual, small size (less than I0 cm) bronze 

figures from Indonesia testifies to the wide-spread popu- 

larity of the themes (Lim 1964). Further, the existence 

of three-dimensional representations of the mandala in 

Java and Spiti in the 1 O'hil I'hcenturies indicates that this 

tradition existed earlier in India. undoubtedly in the 

north-east 

A roughly conlemporaneous example of the temple 

as mandala (or mandala as temple) is found in Tholing 

at the rGya-gser-khang, also called by Tucci the temple 

ofYe-shes-'od. This enormous building with a cruciform 

plan and an east-west axial orientation has the profile, 

in plan, of a stupa and to some degree also some of its 

ritual and sytnbolic functions. At the centre of the tem- 

ple was a central Cella with a monumental four-bodied 

figure ofvairocana (the base survives).A retinue of dei- 

ties was depicted also in the foml of clay figures at- 

tached to the wall of the inner courtyard around the 

Sarvavid Vairocana. Only fragments of the clay halos 

remain. However, the painted fragments underneath sug- 

gest that the clay images represent a second phase, the 

initial iconography was largely (or only?) painted7. It is 

unknown if the clay figures of the mandala were com- 

plemented by painted figures next to the clay figures, as 

found in the later mandala renditions in Tsaparang 

(Tanaka 1994). This same phenomenon in theTabo Cella 

may be attributed to the 1 IIhcentury. At each side of the 

rGya-gser-khang's central courtyard was an additional 

temple devoted to one of the Jina each with four attend- 

ants (i.e. a pentad). 

In Lalung in the upper Spiti valley, there is a four- 

fold seated figure ofvairocana (Klimburg-Salter 1994a: 

Fig. I9).This image completely fills the chapel in which 

it is now found. There is no decoration on the wall, so 

one does not know if the room as it is currently con- 

structed is original. It is possible, indeed, that there were 

deities painted on the wall that were complementary to 

this figure or that the chapel was much larger and con- 

tained other sculptures; it is no longer possible to say. A 

fourfold Vairocana is also represented as a clay figure 

in the gSer-khang, the Golden Temple. But here he has 

one body and four heads. This chapel can be dated, on 

the basis ofthe style of the figures, to a period later than 

Tabo, that is c. 1200 (Klimburg-Salter 1994a: 46). 

Nako in Kinnaur is an important example of a mid- 

I Ith-century complex of temples. The iconography, as 

at Tabo, is also derived from the Yoga Tantra class of 

literature. In the paintedvajradhatu-mandalaVairocana 

is represented with one body and four heads. It is in this 

form also that he occupies the centre of the mandalas at 

Alchi and other contemporaneous chapels in Ladakh 

Another distinctive feature in Nako is the pairing of 

the VajradhHtu-mandala with the DharmadhHtu- 

vHgiivara-maiijuiri-mandala. In Tabo the latter still has 

only a subsidiary role. 

In the Tabo Main Temple there are no painted 

VajradhHtu-mandala, indeed there are no round "palace- 

Fig. 99. The goddesses Vajrannyi 
(rDo-rje-gar-ma) and Vajragandhi 
(rDo-rje-dri-chab-ma) 
Main Temple. Assembly Hall, east 
wall, Vajradhitu-mandala (nos. 25 and 
29); clay 

Fig. 100. Vajrannyi holds a vajra with 
three points 
Main Temple, Assembly Hall, east 
wall, Vajradhitu-mandala (no. 25); 
clay 
The only attribute preserved among 
the mandala sculptures 



Fig. 101. Dhoti of Vajradharma 
Main Temple, Assembly Hall, north 
wall, Vajradhh-magpala (no. 14); 
clay 

Fig. 102. Goddess VajrPokP 
Main Temple. Assembly Hall. 
Vajradhltu-magpala, west wall (no. 
28) 



temple" mandalas at all. The earliest mandalas of this 

kind inTabo are in the Mandal;~Temple (dKyil-khang). 

The unique \.ision at Taho was the animation of the ar- 

chitecture through the life-size sculptures ofthe mandala. 

As we have seen, ho~,e \~er .  there is a conceptual ante- 

cedencc in the earlier art of greater India. The essential 

notion is that the stupa'tcmple is a mandala and that the 

belie\.er through his ritual circumambulation and his 

meditation enters into the mandala and unites with the 

deities who reside there. 

During the Later Diffusion of Buddhism the most 

frequently utilised texts belonged to that class of eso- 

teric literature (Tantras), calledYogaTantras. In this sys- 

tem Vairocana occupied the centre of the penlad of Bud- 

dhas (or Jina)! Two texts of this class ofTantras which 

were important during this period are the Sarva- 

tarhigoto-rath~a-sarigraha (STTS) and the Durgari- 

par.isudhana-ranrra (DPST) (for a detailed description 

of the former see STTS-a: and for the latter Skorupski 

1983). They are particularly important for an under- 

standing of the contemporaneous religious practices in 

Spiti because both texts as well as some commentaries 

were translated by Rin-chen-bzang-po (see list inTucci 

1933: 40f.). The Great Translator was particularly fa- 

miliar with the works of Anandagarbha (Kun-dgaS- 

snying-po), see for instance BA, 352passim for a list of 

translated works. Anandagarbha's commentary to the 

STTS coincides in most features with the iconography 

of the clay figures inTabo. The Sa-skya tradition is based 

on the root text of the STTS and is also close to the 

Tabo VajradhHtu-mandala (bSod nams rgya mtsho mgor  

Thar rtse mKhan pol 1983: no. 22)9. None the less, the 

Tabo mandala does not precisely coincide with any of 

the mandalas known from surviving textsI0. Indeed the 

Tabo VajradhHtu-maqdala is a precious witness for the 

intellectual climate reflected by the STTS and in the 

DPST. In a sense the iconography of the Main Temple 

shares features found in both systems - the Lord of the 

Tabo mandala is MahHvairocana, he is represented four 

times, as in the STTS. He is not a Vairocana with four 

faces (called Sarvavid, Tib. Kun-rig) as in the DPST 

(cf. the Sarvavid Vairocana from the Tabo gSer-khang, 

fig. 2 1 O).That this concept was elsewhere also followed 

in Spiti is clear from the similar Vairocana in Lalung 

(Klimburg-Salter 1994a). However the protective dei- 

ties found in the Entry Hall seem closer to those in the 

precinct of the DPST (e.g. Skorupski 1983: 3 13, n.) than 

the protective deities in the STTS. 

It should be remembered that only a small portion 

of the once extant Buddhist literature has survived. Even 

more critical, we have very little understanding of "liv- 

ing" Buddhism a thousand years ago. That is Buddhism 

as it was practised. Until now, western scholarship has 

relied almost totally on textual criticism, although it 

seems quite certain that the literary texts only represent 

one aspect oranelite concept of the religion.An under- 

standing of early Tantric Buddhist practice would ide- 

ally have to integrate information deriving from philo- 

logical, archaeological and literary studies (Nihom 

1995). For this methodTabo provides rare and precious 

testimony. But it is not always possible to reconstruct 

the program against a literary model. In a senseTucci's 

failure to identify the mandala resulted from a meth- 

odological failure, which was understandable given the 

short amount of time that he was in Tabo. Had he in- 

sisted on the superiority of the archaeological evidence, 

he might have placed more emphasis on explaining what 

was actually there, rather than what ought to have been 

there according to the surviving textual tradition. 

As we have seen in the description of the MainTem- 

ple at bSam-yas and the Great Stupa at BorobuQur, as 

the believer performs the ritual of circumambulation 

through the VajradhHtu-mandala, he also progresses 

through the Three Realms (rrikriya). The Tabo Main 

Temple is much smaller and simpler but here too the 

Three Realms are represented as the three horizontal 

divisions of the Assembly Hall, "the form-bodyn 

(nirmrinakiya) the narrative paintings, "the enjoyment- 

body" (sambhogabya) the VajradhHtu-mandala and "the 

dharma-body" (dharrnakiya) the Buddha fields I Bud- 

dhas oftheTen Directions.Traditionally the practitioner 

would circumambulate at least three times around the 

main Vairocana image. In Tabo he progresses through 

the spiritual geography of the mandala and simultane- 

ously identifies with the spiritual pilgrimage accom- 

plished in the narratives, first by Sudhana and then by 

SiddhHrtha, the Buddha ~ H k ~ a m u n i . ~ h u s  through medi- 

tation and ritual circumambulation he performs a sym- 

bolic pilgrimage which also leads to successively higher 

levels of consciousness. 

Other Buddha Realms 

The only areas ofthe Assembly Hall to suffer consider- 

able destruction are at the top of the walls and herc were 



Fig. 103. Goddess of Offering 
Main Temple. Assembly Hall, east 
wall. middle section, between the 
goddesses VajradhOpl and Vajrallsyl 
(nos. 22 and 26) 
She holds a vajra in front of her breast 
and a ratna in the left hand 

Fig. 104. Goddess of Offering 
Main Temple, Assembly Hall, north 
wall, VajradhStu-magdala, between the 
Bodhisanvas Vajradharma and 
Vajrahiqa (nos. 14 and 15) 
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located the only Tantric representations. There were only 

two mandalas represented in the Assembly Hall during 

the early period: the painted Dhannadhiitu-viigisvara- 

matijusn-mandala and the celebrated sculpted Vajra- 

dhlm-mandala, which also depicts only the main dei- 

ties. No paintings in the Assembly Hall from this pe- 

nod represent a divinity with his Prajiiii, that is theyab- 

).urn. "mother-father" images. 

On the east wall above the door is a large central 

panel located above the panel depicting the protectress 

ofTabo and her retinue (diagram 7. Assembly Hall East 

Wall). The figures in the central triad are bordered on 

both sides by a parallel composition consisting of a ver- 

tical row of four Buddhas (fig. 105) and an assembly of 

deities and monks. The figures on each side turn to- 

wards the middle as if hearing a discourse. The Buddha 

seated a1 the centre of the composition, above the pro- 

tectress Wi-nyu-myin1rDo- je-chen-mo is meditating. To 

the Buddha's proper right is a whiteAvalokiteSvara with 

an elaborate hairdress and crown (fig. 106). To the Bud- 

dha's left is a green Samantabhadra. 

To the proper left of this triad AvalokiteSvara is de- 

picted again (fig. 107). The two AvalokiteSvara figures 

are the same, the first in three-quarter view, the second 

in frontal view. A whimsical touch are the buds sprout- 

ing through the ears, in place of the usual round ear- 

rings. Also the treatment of the Buddha in Ava- 

lokiteivara's crown can be related to the five Buddha 

figures in the crown of the Dharmadhiitu-vHgilvara on 

the west wall (fig. 113). This is just one of the many 

cross references among the figures represented along 

the top of all four walls in the Assembly Hall, which Diagram 7. Assembly Hall East Wall 

confirms that they were painted by one group of paint- 

ers. That these painters belong to the same artistic tradi- 

tion as the painters responsible for the narrative imagery 

can be seen by the continuity in such genre details as 

textile patterns. The dhoti of the AvalokiteSvara figure 

(fig. 107) has a sort of floral pattern which is a simpli- 

fied version of the design which is found in the Ambu- 

latory (fig. 164) and on some of the remaining textiles 

of the clay images. 

The second AvalokiteSvara is part of another triad. 

Next to Avalokiteivara, in the centre of the triad, is a 

red Bodhisattva. The right hand in varadamudri, the 

left hand palm placed down on the left knee in a vajra- 

fist. This figure and the blue Bodhisattva to his proper 

left (in the comer) are more crudely drawn than the pre- 

ceding figures and do not appear to have been painted 

by the same artists. In fact, the blue Bodhisattva seems 

to be painted over a figure which was originally green- 

ish. The two Bodhisattvas are identified by inscription 

as Maiijughosa, a form of MafijuSri, and Vajrapiini, re- 

spectively. This triad, the three Bodhisattvas, is a dis- 

cordant element in an otherwise symmetrically planned 

scheme. The corners of the east and west walls are oc- 

cupied by Tantric themes. The triad is important 

iconographically because it represents the three Protec- 

tors offibet (rigs-gsum mgon-po). This triad is also iden- 

tified with the three great kings of the ancient monar- 

chy, or in western Tibet by the royal monks (Iha bla- 

ma): Ye-shes-'od, Byang-chub-'od, Zhi-ba-'od. 

Above the shoulders olthe Bodhisattvas on the east 



h g  1 0 5  Ruddhd\. monh< dnd 
Bodl~~\dtt\ a\ 
Maln Tcrnplc A\\e~nhly Hdll.t-.1\1 
wall, uppcr reL1lon lldnklng Ihe 
central Ir~dd alio\e llle mtrancc 

FIB 106 Avdl~hll~(~drd 
Maln Ts~nplc. A\\cnihly H.111. edcl 
\\.Ill uppcr \O~l~otl. let1 R~dht\dfl\d 01 
Ihe l r~~ni   hove the cnlrdrlce 

F I ~  107 A \ ~ l o k ~ ~ r \ \  ora 
Maln 7c111plc A\\emhly H.111, ed\l 
n,~ll. uppcr \zLtron, \nmh \rdt, one of 
Ihc Ihrce Pnneclor Ijodh~\allv.i\ (rig\- 
g'.uln mgon-po) 

uall dnd rhc Huddhd\ dnd thc l3odh1\att\ d\on the nonh 

and south \\all< arc pdnclr contalnlng the ~dcnt~ficatlon 

orthe figurec followed by the Ycdl~u~~r~u-vcrse In San- 

skr~t  mrlttcn In T~bctan letter\ (fig 36) 

On thcsouthand north wall\ I \  represented the theme 

of the Buddhas of theTen D~rect~uns w~th  therr attendant 

Bodhraattvaq (figs IOU, 109, 110)". Thus, on each wall 

are reprcsented fivc Buddhas, each w~th  a palr of Bodht- 

sattvas turnlng towards them. thus, 20 Bodhlsatrvas In 

total. T h ~ s  sequence, as all the ~conopaphtc unlts of the 

Ma~nTemple, are rcad In thed~rect~onofthcntual cecum- 

ambulatlon T h ~ s  can be substanttated from the Inrcrlp- 

[Ions tdcnr~fylng the Buddhas Thus we learn that the di- 

rcct~onal l o g ~ c  follows that represented also In thc 

Vajradhitu-mandala (see plan 12 Quarters o f  the 

Vajrddhstu-mandala) \ v~ th~n  the rectangular space of the 

Assembly Hall ~ h c r c  four ~ymmetncal quadrants are 

dcscr~bcd The placcnimt of the dlrect~unal Buddhas be- 

conics clcarcr ~f onc rcmembcrs that a two-d~menslonal 

mandala 19 .~luay< rcprewntcd \ \~ th  ue\ t  up and east 

do\\n. and one begins the rend~ng (or rltual c~rcumambu- 

Iduon. ~""ldrrhsr~ri) from the bottom (eaxt) movlng In a 

clocku ~ r c  dtrect~on In theTaboVa~radhHtu-niandala one 

bcg~n\ the ctrcumambulat~on nioclng to thr left of the 

door. In the edctem quadrant, governed by Ak:obhyd 

(xulpture no 2). then pd\\tng into the southern quad- 

ran!. etc Thus although the first fivc Buddhas ofthe Bud- 

dhas of the Ten D~recc~ons are on the south wall the enu- 

meratlon beglns w ~ t h  the Buddhas of the eastern quad- 

ran1 whlch ~ s a l s o  the eastern quadrant of thevajradhatu- 

mandala In othcr words each of the Buddhas o r  theTen 

D~rect~ons occupies a symbollc space parallel to the fig- 

ure$ of the mandala beneath them. Howcber the Bud- 

dhas and Bodh~satrvas on thc north and south walls are a 

mlrror image of each other Further the~r  hnct~on 1s to 

vcnfy that the cosmos In ~ t s  totaltty IS represented. Often 

the J ~ n a  of the mandala are descr~bed as occupying the 

Ten D~rectrons But the prlmary filnctton ofthe Buddhas 

or the Ten Directions may have been to "authenticate" 
thc teachings contained In the Tantras and Sums  pre- 

sented In the M a ~ n  Templc A Mahayina Sutra (the Bud- 

dha-word) begins wlth the observat~on that thr: Buddha 

preached thc S u m  In the preaence of the Buddha:, of the 

Ten D~rccr~ona and thelr retlnuc 

The sequence beg~ns on the south \\dll, and r l~e  firht 

figurc 1s a u h ~ t e  Bodhlsatwa tumtng allghtly toudrda 
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h ~ r  lefi, that I S  to\\ tlie redBuddha 11id1iiOtiattr11dt i 

There I \  d general typolog\ a 1t1i \Ilght Ldnatlons for all 

thc Bodl~~cntr~a\  the timt two on the aouth \\,dll east 

comer d l ?  pood e\anlplcs They e a ~ h  turn toward5 the 

red Buddha hrraecn them. the Buddha of tho East 

Raviikdrd The first Bodh~aatt\d 19 ~ h i t e  and has the 

r~ght hand In tront of the chest. the second \tho 1s red 

h.~\ the r ~ g h ~  hand rdlscd w~th  the thumb and lndex fin- 

gcr rogether Iiold~ng an offering to the Buddha Thc 

ne\l tnad ha\ a \\ h~ te  Buddha In ~lrutXunirrdtO In the 

centre the Buddha of the South-eart, Padmottalasri 

( f i g \  108. 109. 1 10) 

The theme of the Buddhas of the Ten Dlrectlons IS 

m~rrorrd on the north uall We shall therefore cont~nue 

tlie dec~r~ptlon ofthls theme and then return to the com- 

posltlon In the upper \ectlon of the west wall On the 

north wall from the eastern comer there 1s a sequence 

which parallels the figures on the opposlte wdll In tho 

first &lad 1s a wh~te  Bodhlaatha, Arya-~valokltes\ara 

(fig 26) the left hand placed behlnd h ~ s  left knee The 

crown leuellcry, dhotl, etc are the same as of all the 

Bodhlsathas on thls mall 

An unuaual feature oftheTaboAssembly Hall 1s the 

small number ofTantnc Images and thelr ob~cure  place- 

ment The only rantr~c Images are found on the upper 

sectlon of the east and west walls where they would 

habe been only part~ally v ~ s ~ b l e  becauseofthe he~ght of 

the ce~llng and the lack of l~ght Ourdescr~pt~on beglns 

on the west wall of the Assembly Hall In front of the 

Cella, beg~nnlng In the south cornerand movlng towards 

the north wall (d~agram 10 Assembly Hall West Wall) 

The wall In thls comer 1s extens~velv damaned so that ~t - 
1s no longer poss~ble to define the o r ~ g ~ n a l  configura- 

t~on Judging from the surviving elements and the cen- 

tral placement of the Buddha figure, ~t 1s poss~ble that a 

mandala w ~ t h  a Buddha as the central de~ ty  was ongl- 

nally represented here above the tinal scenes of the PII- 

grlmage o f  Sudhana and the two clay goddesses 

Vajramili and Vajrapu~pi (nos 23 and 27) 

The entrre south-westem comer has been destroyed 

and there IS only a little brt of palntlng that has remalned 

A Buddha figure In dharmacakramudri IS seated on a 

double lotus w ~ t h  alternating blue, red and green petals. 

Underneath the lotus are two 11011s with thelr heads up 

and turnlng backwards, looklng at the Buddha figure 

They dre wh~te  w~th  red dehlls and styl~st~cally the same 

a5 the I~ons of the DharmadhHtu-vigiivara-maii~uiri- 



Fig. IOR. Bodh~saltva Padrnahasta 
(Lag-na-pad-mo) 
Main Temple. Assembly Hall, south 
wall. upper section, from Ihe south- 
eastern triad of Buddhas ol the Ten 
Direclions 

Fig. 109. The Rurldhas of the Ten 
Directions. The Buddha of the South- 
Easl, Padmottarairi (Pad-mo-dam-pa'. 
dpal) 
Main Temple. Assembly Hall, south 
wall, upper section, central image of 
the south-eastern triad 

Fig. 110. Bodhisallva 
Main Temple. Assembly Hall, south 
wall, upper scction, right image ol the 
south-eastern triad 

Following pages 

Fig. I I I .  Rlack wrathful deity 
Main Temple. Assembly Hall, west 
wall, upper section, south side. pan of 
a mandala-like composition 

Fig. 112. Green vajra-holding wrathful 
deity 
Main Temple. Assembly Hall, east 
wall, uppcr section, north side. pan of 
a mandala-like composition centred 
around a wralhl'ul deily 

mandala. Above and to the left of the Buddha are two 

much damaged goddesses addressing offerings to the 

Buddha. There seem to have becn originally four god- 

desses to the proper lefi of the Buddha. They were di- 

vided from the four guardian figures (chos-rkyong) by a 

painted architectural element which looks like a pillar 

painted red, white and green. This same pillar is found 

on the east entry wall north side (fig. 11 8). 

The guardian figures are exceptionally beautifully 

painted with very expressive shading dramatically de- 

lineating the body parts.They have four heads and eight 

arms. The guardians which have survived are painted 

black, blue, and red. Only the upper two are intact (fig. 

11 1). The dark blue MahHkHla has matted hair and a 

crown of skulls. Snakes ring his limbs, and he has a 

tigerskin loin cloth. His eyes are bulging, accentuated 

by the fierce eyebrows, broad nose and grimacing mouth 

showing fangs. All of the guardian figures have a simi- 

lar style. Indeed, it is clear that all the images in the 

upper zone were drawn and painted by the same artists. 

All the guardians have the right leg bent and the left leg 

stretched out, which is the usual posture for all of the 

painted guardian figures in Tabo. Under their feet and 

between the edges of the horseshoe-shaped, red man- 

dorlas arc reclining red figures, male and female. They 

are facing towards the centre. They are represented in a 

variety of realistically drawn postures, e.g. one figure 

with three heads (perhaps BrahmH) is kneeling in such a 

way that his knees are on the ground. He appears to be 

holding up the base of thechos-skyong and is resting on 

his right elbow. At the opposite side of the base is a 

femalc. She is sitting with the soles of the feet flat and 

the knees more or less supporting the horseshoe. She 

wears a crown, jewellery and Indian-style dress, similar 

to the goddesses painted in the middle zone between 

the clay mandorlas. 

To thc proper left of these figures were four more 

goddesses. The three that survived are painted blue, red 

and green. At this point the wall is totally destroyed. 

Above this entire composition is the same elegant val- 

ance wh~ch borders the upper portion of the entire As- 

sembly Hall. Between each bracket are peacocks fac- 

ing the entry to the Ambulatory (fig. 195)". 

At this point the structure of the doorway to the Cella 

is exceedingly chaotic. In the crumbling half-wall (dia- 

gram 10. Assembly Hall West Wall) are beams. capitals 

and other supporting vertical and horizontal elements 

from different periods. It would appear, however, that 

the ceilings of the three sections of the transition zone 

to the Cella are original, not only because the wall here 

supports the roof, but because thc ceiling contains frag- 

ments of painted textiles which date according to "C- 

analysis, at the latest, from the renovation period (see 

the section on the Canopy below, Chapter V.5). 

On the east wall. north side of the entry way to the 

Ambulatory there is an horizontal mandala dedicated to 

Dharmadhitu-vHgiSvara-mafijuiri. 

The Iconography of the Dharmadhifu-vigiivara- 

mafijuiri-mandala 

The composition is painted at the top of the west wall 

just under the painted valance which borders the top 

edge. The entire composition is painted against a blue 

background.The mandala has a horizontal organisation. 

The figures are grouped in pairs to the left and right of 

the central divinity Dharmadhitu-vagiivara (also known 

as Maiijughosa), a form of Maijusn (fig. 113). Relating 

this mandala to the more traditional circular composi- 

tion, each group of divinities could be seen as forming 

concentric circles around the central divinity. 

The main deity is reddish-white with four heads: 

white, blue, red and the top head may be a reddish-or- 

ange shade. The central hands make the gesture of the 

dharmacakrarnudri (Turning of the Wheel of the Doc- 

trine) - the right hands hold a sword, arrow and vajra, 

the left hands a bow. book (Prajeiparamiti) and the 

lower left hand, which is destroyed, should hold a bell. 

The divinity wears a red, bejewelled crown with five 

points each bearing a seated Buddha figure and each 

painted a different colour. The jewellery, mili .  and cos- 

tume have finely wrought floral and geometric designs 

in blue and red on white; the folds of the garment are 

shaded a uniform dark blue. The circular red mandorla 

is edged with blue and white stripes. 

The next eight figures in the mandala, two pairs to 

each side, are identifiable as the eight Usnisa: from the 

east Mahosnisa, SitatHpatra. TejorHSi. Vijayosnisa, 

Vikirana, Udagata, Mahodgata, Ojas. Each has a man- 

dorla, the outer edge red and the inner white. while the 

haloes are red with almost vertical sides and a pointed 

top. The figures are each seated on a lion vehicle. The 

divinities are depicted in three-quarter view turned to- 

wards the central divinity. The left hand rests on the seat 

and the right is raised holding what appears to be a wheel. 







Fig. 113. Detail of Dhannadhau- 
vigidvara-rna?ijuiri 
Main Temple. Assembly Hall, wwt 
wall, upper section, north side, cenhl 
image of the Dhannadhxtu-vPgi$vanl. 
majdri-rnap@la 



The figures to the central divinity's right are alternating 

red and white while to the lefi they are crudely repainted 

but one at least appears green. The lion vehicles are par- 

ticularly expressive: their ferocious heads turn back with 

bared teeth, the white neck hairs spring upward into their 

red manes. As mentioned before these same lions sur- 

vive in a fragmentary composition on the other comer 

(south side) of the west wall. 

The next circle moving outwards in the traditional 

circular composition would find the four Buddhas at the 

cardinal points and their placement here would seem 

correct although the colours vary from the description 

in the Ni~ponnoyogivoli (NSP) 21". To the right of 

DhannadhHtu-vigiivara in the upper row is a blue-col- 

oured Aksobhya on the elephant vehicle, and beneath 

that is red-coloured Ratnasambhava on the horse vehi- 

cle. To the left of the central deity in the upper row is a 

red figure ofAmitHbha seated on elegant peacocks, their 

blue heads turned inward, and in the lower row a blue 

figure of Amogasiddhi, seated on red garuda (fig. 114, 

cf. the depiction of the same deity in Nako, fig. 228). 

Each of the Buddhas has four heads, eight arms and a 

red mandorla. As for their attributes, they show only 

few deviations (Klimburg-Salter forthcoming [c]). In 

the case of Ratnasambhava for instance. the attributes 

enumerated from the top, proper right side first, are 

sword and bow; arrow and twig; makara-headed staff 

and bell; vajra and mudra with hand resting at hip and 

index raised (left hand). The order of these attributes is 

different in the NSP 21 but here they are parallel to the 

attributes of the head of the "family" Maiijughosa. The 

colours are different from the NSP 21, in the latter the 

principle face of Ratnasambhava should be yellow and 

here it is orange. Next are placed two Buddha goddesses 

beside the Buddhas at the far left and right of the 

mandala. These should be, according to NSP 21, 

Mimaki and LocanH (fig. 11 5), PQdari and TarP re- 

spectively, related to Maiijugho~a,Ak~obhya,AmitBbha, 

and Amoghasiddhi. Ratnasambhava is omitted in the 

text (de Mallmann 1964: R3).They each have four heads 

and eight arms and a red mandorla.Again their attributes 

show only few deviations, e.g. in the case of LocanH the 

attributes enumerated from the top, proper right side 

first, are sword and bow; arrow and book; makara- 

headed staff and bell; vajra and mudra with hand rest- 

lng at hip and index raised (left hand). The four-headed 

guardian figures are missing. 

Beneath a red border are female divinities in differ- 

ent colours - but many are so crudely repainted that 

neither the original colour nor the original iconography 

can be distinguished. Because of their numbcr and posi- 

tion it is tempting to consider the possibility that they 

represent one of the sets of goddesses associated with 

the mandala but the information is not sufficient to dis- 

cuss their identification. 

There are certain details of this mandala which are 

problematic. such as the name of the central divinity - 

and of the mandala itself. As de Mallmann has noted in 

her admirable study, the majority of the names for 

Mafijuin are interchangeable (de Mallmann 1964: 20). 

Thus, the name DharmadhHtu-vHgisvara is found in the 

Sidhanomili (SM 6 1 ), but for other aspects of Maiijuin 

as well. Here, however, I follow de Mallmann (who uses 

as her authority the NSP) and reserve this name for the 

aspect of Mahjuiri, also called Mafijugho~a, with four 

faces and eight arms with the main hands forming the 

dharmocakramudri. Moreover this divinity is not shown 

possessing his PrajfiH (consort) (de Mallmann 1964: 61). 

With the exception of the colour, and the fact that the 

attributes in the upper two left hands are reversed, our 

divinity coincides with the description in NSP 21 ". 

Unfortunately we have almost no information about 

the history of the mandala.This divinity was also popu- 

lar in contemporary north-east India. Several stelae sur- 

vive where the core figures of the mandala are repre- 

sented. The complete mandala as it exists in NSP 21 

contains 2 16 personages and is considered to be one of 

the most complex and important in the collection (de 

Mallmann 1964: 82-96, 229-241). It is useful here to 

translate part of de Mallmann's analysis. In effect the 

mandala (of DharmadhHtu-vHgiivara-maiijuiri) in the 

NSP constitutes a veritable summation of Buddhist 

teachings. It contains and gathers together notions bor- 

rowed from traditions as ancient as the Marijrrsri- 

milakalpa (with the eight U:nTsarBja) or the Sarva- 

rarhigararorrvasa~raha(with theVajn and thevajra), 

from philosophy (with the 52 personified abstractions) 

and even from Hinduism because it integrates 84 di- 

vinities of the Hindu pantheon. But contrary to the 

KHlacakra-mandala, the Dharmadhatu-vHgiivara- 

maiijuiri-mandala preserves the integrity of the Bud- 

dhist doctrine and assimilates the Hindu deities by at- 

taching them to the diverse lineages (Kula) of the Bud- 

dha in relation to their spatial disposition in the mandala 
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Fig. 114. Amoghasiddhi 
Main Temple. Assembly Hall, west 
wall, upper section, north side, deity 
of the Dharmadhitu-vigilvara- 
mafijulri-mandala 

(de Mallmann 1964: 15). Many aspects of the mandala 

have been studied but for our limited purposes here it is 

only useful to note that in NSP 21, Dharmadhitu- 

vigisvara-mafijusn may be considered as the essence 

of Mahivairocana, and that the "erotic-mystical" aspects 

which characterise the majority of the mandalas are ab- 

sent (as also in the Vajradhitu-mandala, NSP 19), the 

main personages being represented alone rather than with 

their Prajtii (consort). It is consistent with the reformist 

character of Buddhism at the time of Ye-shes-'od and 

his successors that the two mandalas most prominently 

represented in the MainTen~ple are not associated with 

"erotic-mystical" symbolism. Two aspects of the 

mandala which were particularly resonant to the pre- 

vailing religious climate: the main deities are not repre- 

sented with their Prajtil and the skilful integration o i  

the Hindu deities. These figures are among the most ex- 

quisite and finely drawn in Nako (fig. Z3O)IJ. 

The simple horizontal arrangement of the mandalas 

found inTabo is not unique in the monastic wall painting 

of the period. This format also plays an importint role in 

the pictorial scheme of the monastery of Mang-nang (in 

West Tibet). In the documentation made by Ghersi and 

kept in the Tucci Archive in Rome (Klimburg-Salter, 

Nalcsini and l'alamo 1994: 202) no mandala of 

Dhamadhitu-vigiivara-matijuin has been identified but 

at least three other mandalas are clearly represented. Each 

is presented according to the simple geometric principles 

which also govern the mandala at Tabo. One of these is a 

horizontal mandala and the other two form a square (fig. 

117). In each case, as at Tabo, the central figure, very 

much larger than the other figures, is isolated in the cen- 

tre of the composition by its mandorla. The other figures 

are clearly separated by their mandorlas, the edges of 

which touch those ofthe next figures.All the deities have 

circular mandorlas except the guardian figures whose 

mandorlas are horseshoe-shaped. 

The extreme simplicity ofthe Tabo and Mang-nang 

mandalas can best be appreciated when compared with 

the sophisticated and elaborate mandalas from Nako and 

Dung-dkar, Alchi and Sumda (fig. 116, see Snellgrove 

and Skompski 1980: fig. 58) and Mang-rgyu in Ladakh. 

It is of course this latter type which became the stand- 

ard "temple-palace" mandala scheme. The Tabo hori- 

zontal mandala recalls earlier Buddhist compositions, 

such as the "proto-mandala" from the Hindu Kush - 

Fig. 1 15. The Tantric goddess Locani 
Main Temple. Assembly Hall, west 
wall, upper section, north side, deity 
of the Dharmadhitu-vigifvara- 
rnafijulri-mandala 



B i m ~ y i n  and Kakrak where each dlvln~ty IS separated 

from the next by a c~rcular mandorla (Kl~mburg-Salter 

1989 F ~ g s  26 and 30) The simple, usually horizontal, 

composltlons have no extraneous detall However, ~t IS 

not poss~ble to conclude thatTabo and Mang-nang form 

the end of an old tradltlon whlle Nako represents the 

beg~nnlng of anew compos~t~onal tendency Flrstly, the 

chronolog~cal gap between them (see ChapterVI) is not 

suff~c~ent to account for the development of so soph~stl- 

cated a serles of forms as the mandalas found at Nako, 

secondly, even ~f such a development In the art of the 

western H~malayas were poss~ble w~thln thls short pe- 

nod, 11 IS improbable, glven the ev~dence from Dun- 

huang Here fully developed mandala schemes ex~sted 

already In the 9" century (Kl~mburg-Salter 1982. Pls 

61, 68, 69, 72, 73) It IS thus clear that at both Tabo and 

Mang-nang a dellberate cholce was made for a slmpler 

compos~t~onal scheme Why t h ~ s  cho~ce was made re- 

lnalns to be answered (Kl~mburg-Salter forthcoming [c]) 

On thc west wall on the north s ~ d e ,  d~rectly opposlte 

the DharmadhHtu-vagisvdm-mafijusfi-mandala the palnt- 

lngs have suffered extensive water damage comlng from 

the roo[ They no longer havc the bedut~ful modelhng 

and Intense colours of the DharmadhHtu-vagiivara- 

ma~ijuiri-mandala However, the style of the figures IS 

slm~lar The centre of the composltlon 1s totally de- 

stroyed A large horseshoc-shaped mandorla was framed 

by two poles The centre of the composltlon was occu- 

pled by a figure In the same posture (lalrrisana) as the 

guard~an figures on the west wall We use (he term 

"mandala-l~ke compor~t~on" because of the presence of 

cenaln elements typical of a mandala the large central 

figure (= the Lord of the Mandala), the offenng god- 

desses and the guard~an figures 

Beglnnlng from the north-east comer (dlagram 7 As- 

sembly Hall East Wall) there are four goddesses two red 

ones, a wh~te and a green Next to them are four guardian 

figures (fig 1 18) The outer two towards the northern wall 

are In d~fferent stand~ng postures (sfhinaka) The upper- 

most was ong~nally green and appears to have had etght 

arms The number of heads IS no longer clear HIS legs are 

w~despread and he IS faclng forward The figure beneath 

h ~ m  IS red and appears to have had elght arms, the heads 

are mlsslng, the nght leg IS stretched out The next figure 

on the top 1s bnght blue. the nght leg IS bent, and the left 

leg IS stretched out He had eight arms. The figure beneath 

hlrn IS dark blue, the nght leg 1s bent, the left leg stretched 

out He had apparently e~ght arms and four heads, each of 

the heads are In d~fferent colours The lower part of each 

of the horseshoe-shaped mandorlas are very much de- 

stroyed and repatnted and are somewhat d~fficult to read 

Underneath the upper figure from the outs~de were ongl- 

nally two reclln~ng human-l~ke figures whlch are now de- 

shoyed The blue guardtan figure, a Mah&Pla, stands on 

two recllnlng figures that were sunllar to those on the west 

wall south comer (fig 1 18) T h ~ s  group of elght figures 1s 

dlvlded from the cenml composltlon by a verhcal post, 

palnted alternately red and green w ~ t h  a very elegantly 

drawn wh~te cloth t~ed  around the m~ddle. 

In the central composltlon there are fragments of 

more horseshoe-shaped mandorlas and figures There 

are two palrs of guard~an figures (chos-sbong), both 

turned sl~ghtly towards the central figure However, only 

the left palr IS well preserved These guard~ans each have 

one head and two arms The upper figure 1s green (fig 

1 12). the lower figure IS blue The central composltlon 

1s bordered by posts t~ed  In the m~ddle w ~ t h  a wh~tecloth. 

Next to thrs 1s the composltlonrepresentlngmonks, gods 

and a row of four Buddhas flanklng the central t r~ad 

above the door 



Nsrratise Painting in Tabo 

Tire nanalivc painting oceuprt~ onc thrrd of the ptctonal 

space of the Acsernbly Hall and IS an Important aspect of 

I& decoratron [fig 54). In the ntual clrcumambulation the 

tirst narratlr c. cycleisthestory of IheFilgrimage of Sudhana 

(Tlh Nor-hmng). taken ham the GaydowGha of the 

,I~nruqsoXu Ittcrar) corpus The Lrfe of the Buddha IS the 

Ihme  of rhc rccond llalf ofthe narratlvcparntlng.~he nar- 

ratnc parntlngr are locatedundemeath the 32 clay ~culp- 

tum nf the V d ~ r a d h i h t - m ~ l  t t c  main tconographrc 

tlleme of the As~embly Hall The narrative begrns on thc 

east uall to the proper left oCthe enhy and mwes rn the 

d~rrctton of t l~epradabr~ri  - the ntual cireumambulat~on. 

Today one pertorma the c~rcumambulatton by moving un 

derttr detoes of the mandala, the derhes touchrng thehead 

of the wonhipper who 1s eye-level with thenanabve scenes. 

(In order to actually see the scenes, however, one needs a 

lamp,) (dragram 8 Assembly Hall Crrcumambulahon) 

The first pan of the vtsual narrative of Sudhana's p11- 

p m a g e  has been destroyed. It 1s probable that the begin- 

nrng of the story occupied the space between the door 

and the first inscribed panel. As all the rest ofthe literary 

text IS conratned (m rcdacrtonal abbreviation) in the wall 

panels, there is no reason to doubt that the text was ongr- 

nally concerved as complete iSte~nkellner 1995). 

The first survrvrng scene deprcted after the first In- 

scribed panel IS Sudhana's meetrng wtth Mafijuhri (fig 

23, 1 19) The paintings and the text conlained in panels 

are organtsed into 56 sectlons deprcting the 53 stages of 

pilgrimage These stages are represented as dlfferenf 

places uhere Sudhana meets the 53 Spiritual Friends 

(kolj~inamifra) of hts sprrrtual journey. The story con- 

rlnueson thesouth wall and ends on the west wall to the 

wuth of  the enhance to the Ambulatory. The Life ofthe 

Buddha beglns on the other (north) srdeof Ihe entrance 

to the Ambulatory and ends on the west wall. 

As weshall see, the firnctronal unlty of thenarratrve 

parnllngs IS conststent wrth the rntegrated rconographtc 

program of the Assembly Hall. As with the Images of 

the mandala, the other rconographic elements are also 

in balance - each wall graphrcally mirror~ng the other. 

T h ~ s  IS also true In the narratrve parnting, although the 

graphrc parallels are less frequent and less obvious than 

rn other tconographrc lhernes such as the Buddhas of 

the Ten Dtrecttons. 

The unlty ofthe ~tonography, including the narratives, 

experrenced rn lhe slmplest sense, by the practrtioner 

dunng the performance of the ritual c~rcumambulat~on Fig. 1 1  7. Mang-nang, weslern Tlbet 

@radaXsrnG) (dlagam 8. Assembly Hall Cmurnambu- 'pperpart a hon7.0nta' 
rhe five Jlna 

latton). The Intended contlnulty betwccn the two narra- L~~~~ 
tive cycles IS visually reinforced by the parallel organisa- 

tion of the final Heaven scene tn thc Gandavyiha 

(Samantabhadra's Vston or Paradise) and the tnrtial Tu?ita 

Heaven scene of the Life of the Buddha (diagram 10. 

Assernbly Hall Westwall) Anotherpolnt connectrng the 

narratives the practttroner begms hrs pilgrtmage at 

Dhanylkara where S&kyamuni preached the Tanhas one 

month before his departure from thrs worldly existence 

@arinrrwZna), and ends h a  ptlgnmage tn Kuitnagara wrth 

the cremation and the dishibution of ~?ik~amunr's relics 

The fact that the west daor to the mandala is guarded 

by two guardians (dv5rapGta) also indrcates that the sa- 

cred ground of  the mandala a confined to 1heAssembly 

Hall. It would seem correct to propose that the mandala 

was circumambulated wdhouf entenng theAmhulatory. 

Thus the crrcumambulat~on of the mandala and the sa- 

cred prlgr~mage are one and the same. 

The P~lgrrmage vJSudhana (Nor-hzang) 

The representation of the Pilgrimage of Sudhana 1s dl- 

vrded Into irregularly spaced areas containrng mural 

palntlngs with panels of various slzes contarntng a 

redacted version of the text of the Go!~&avyGha (dta- 

gram 9.Assembly Hall South Wall). Each patntlng rcp- 
resents the place where Sudhana meets one o f  hrs Spir- 

rtual Frrends and the texts rn the panel bclow it denve 

from the same chapter, but therr content, although par- 

allel, is not identical. The wdll tcxr o d y  relates lo the 



F I ~  I I H  Two godde\\e\ dnd four painted narrative in that they both contain a concrete 
wralhlul dc~lic\ reference to the kulyina~nitru and the setting in which 
Maln l'elnple. A\\ernbly Hall, earl 
wal l ,  upper \ection, north \]dr, pan of he meets Sudhana. However, the function of the wall 

a mandala-l~kc cornpo.;ition centred text panel is to present the text of the Suha. which for 
around a wrathlul de~ty 

the most part is of an abstract nature. The paintings, on 

the other hand, try in visual form to convey the narra- 

tive - the main characters of each scene are presented. 

as well as a sequence of activ~ties and the movement of 

the characters between the scenes. Steinkellner (1995: 

22) has concluded that the wall texts neither directly 

explain the paintings. nor could they be used to explain 

the painting, such as through an oral recitationIh. Yet it 

is not clear if the paintings alone would be comprehen- 

sible. even though this story was popular during the 

period, as is to be seen from the scene in a leaf from the 

TholingPru~,i ipirf lmit ims.  (Klimburg-Salter 1982: PI. 

101). Here masculine figures dressed in costumes like 

those used in thepdbo Nor-bzang story are shown mak- 

ing offerings to the goddess Prajiiaparamita. The paint- 

ing is acconlpanied by the prayer "just as Nor-bzang 

attained the highest stage. may I and all beings, without 

exception, remain on the path of the P r a ~ ~ i a p i r u n ~ i t i  

(Perfection of Wisdom)". 

In some way the two conlponents of theTabo narra- 

tive cycle, the more concrete painting and the more 

abstract wall text. must have been considered comple- 

mentary; although they each had a dilTerent function". 

Onc of the most beautiful paintings of the Sudhana 

cycle IS the first surviving sectlon on the east wall. Here 

wc see Maiijusri (figs. 23 and 119) surrounded by the 

gods on his right and on thu leti by the people of 

Dhanyakara to whom he is preaching. Behind Maiijusri 

is the famous slupa, beneath this is Sudhana (fig. 23) 

with an attendant holding an umbrella over his head. 

T h ~ s  designates Sudhana as a noble or holy person. 

Sudhana has long hair signifying a lay pcrson and he 

wears the typical western Tibetan lay costume. 

A charming example of how skilfully and economi- 

cally the painter is able to set a narrative sequence is 

found in fig. 120 which represents Sudhana's visit to 

the monk Meghairi (Scene 2)'" Sudhana finds his house 

empty, then he climbs Mt. Sugriva looking for Mcghairi. 

but finds the mountain inhabited only by mountain sheep. 

antelopes and musk deer (fig. 233). Sudhana finds 

Meghasri on another peak but only on the seventh day. 

Scene I7 (below Ak~obhya [no. 2) on the south wall) 

finds Sudhana kneeling before the perfume merchant 

Samantanetra (his special status indicated by the large 

umbrella over his head). Sudhana asks for spiritual in- 

struction. The environment ofthe city, the shop, etc. are 

skilfully depicted. The artists were particularly skilful 

in depicting little genre scenes to vividly convey the 

action of the story (fig. I2 I). In the story ofthe Spiritual 

Friend (ku/yi!~arnitra) Anala, the scenes of torture which 

were used by this king to deter people from evil doing 

(Scene 18) are vivid and inventive (fig. 122). 

At the end of the south wall is a large painted panel de- 

picting Sudhana's vis~t to the 5 1" and 52"J Spiritual Friend. 

The text is given in a large panel at the bonom of the picture 

plane. The rest of the space is filled with an architectural 

sbucture in which fow scenes are depicted. To the proper 

right Sudhana is shown entering into the building. In the 

first scene he kneelsbefore Srisarpbhavq in the second scene 

before ~rimati ,  below there are hvo more scenes and then 

Sudhana with a backward glance is shown leaving the city. 

In the text panel below. the city is identified as 

Sumanhukha. The text (Steinkellner 1995: 8690 )  relates 

that the boy ~ r i s ~ b h a v a  and the girl Srimati refer Sudhana 

to the Bodhisattva Maitreya who lives in the south. There is 

then a rather long discussion of the importance of seeking a 

Spiritual Friend and the proper manner and attitude. 

The two last scenes on the west wall under sculp- 

ture number 14 depict Sudhana's visit to Maitreya. the 

53'* Spiritual Friend, and finally again to Maiijusri. the 

personification of Wisdom, who had initially sent h ~ m  

on his journey. This last section o l  the Ga!~<lu~:~tihu is 

one of the most poetlc and even extra\'agant parts of the 

entire text (Steinkellner 1995: 92-104; hansl. Cleary 



Assembly  Hall 
( 'du-khang) 

1987: 328-393). The mural paintings must also have 

been man,ellous but unfortunately only fragments re- 

main. Sudhana visits Maitreya in his abode, the tower , , , , , , ,., ,., , , 
\ \ 

r / , ,, b u d h a n i l  ln ~ h c  + \!airocan;~vytihilankiragarbha, "This is the abode of , , , , , palacc of ~ i ik~a rnun i  ~n 
those who dwell in the state ofemptincss, ...". In a mar- , , , \ \ .  S;~mant;~bh;~dra 
vellous paoorir~na Maitreya extols the determination for ,,. , , , , \ 
Enlightenment (hodhici~tn): he brings fort11 various mird- , , , \ \ .. \ 

. ' l ,  

' , , \. \ '. \ d / ,  

cles as teachings for Sudhana. including his own , , , \ \ ,,, \ \ 

(hlaitreya's) life and the Spiritual Friends he has vis- 
/ ,  

Arnitiibha (::;:; 

Sumanimukha, represented by the architectural com- 

plex in the painting (fig. 125). Then Mafijujuiri extends 

his hand over 1 1  0 leagues (shown by repeating his hand , , , , 
I ,  

four times -three of which are to be seen in the figure - 

extending from a cloud). and blesses Sudhana. "Having , .. 
caused Sudhana to see by means of his spiritual talk, Sudhana mrcts 

'I' Maiijusri 
having directed him, inspired him, gladdened him ... 
plunged him into the sphere of universally good prac- ,,,/ ,,,,,, , , , .  , , , , , ,  

\ \ , , \ \ , \ \ \ \ , \ \ \ \ \  
' 1 / . 1 1 1 1 / / / 1 / / ,  rice. and established him in his own dace. Maiiiuiri left \ . \ ~ \ , \ , \ \  . , 

the presence of Sudhana" (Cleary 1987: 378). 

The final scene of the narrative depicts the realm of 

Samantabhadra enthroned in his palace, surrounded by 

a heavenly assembly (fig. 126). Vairocana in a multi- 

coloured radiance is enthroned on a lion throne above 

him. The deities are placed under an arch adorned with 

bells at the centre of a vast multistoried tower. 

Samantabhadra extends his right hand to Sudhana who 

is surrounded by a great assembly, Bodhisattvas to his 

right, monks and all the other classes of beings to his 

left. Sudhana experiences the vision of the Bodhisattva's 

creation and merges with Samantabhadra. 

This vision of a great assembly delighting in the pres- 

ence and the word of the Buddha is a leitmotiv which 

occurs throughout the MainTemple. It mirrors the medi- 

tation of the believer as he performs his devotion in the 

presence of the Buddhas and joins with others in the 

Sangha as they receive the Buddha-wordzo. 

The heavenly vision is reproduced in a parallel im- 

\ \ 
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ited. In fig. 123 we see a detail ofa scene from Maitreya's I , ., , , , , 
life where the virtue of giving away brada'na) is ex- , , , '. \ * 

,<,-a g 
tolled: here Maitreya (seated in a blue Tibetan coat 
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Entry  Hall 
(sgo-khang)  

bIi).~r-pa]) gives alvay two children to a naked ascetic. , .. 
\ \ 

age at the beginning of the Life of the Buddha (on the Diagram 8. Assembly Hall 

west wall on the other side of the entrance to the Apse) Circurnambulation 

where S2kyamuni and his successor Maitreya are shown 

enthroned in the Tusita Heaven (fig. 127) (diagram 10. 

Assembly Hall West Wall). 

The west wall, dividing the Assembly Hall from the 

Ambulatory, ends here. Around the comer at right angles 

to this last scene is a yellow guardian figure (fig. 81). 

VajrapGa, one of the four door-keepers of the mandala. 

The two guardian figures (figs. 81, 82), VajrapHSa and 

Vajrasphop, on the west side of the Assembly Hall de- 

marcate the sacred precincts of the mandala which coin- 

cides with the Assembly Hall. Leaving the realm of 

Sarnantabhadra, the last scene of the Gandarytiho, and 

continuing the pmdak?.ina', one crosses behind the over 

Y.- 7 
2 : :  The inscription, in cursive, identifies the scene as the , , 

'.Giving of Children" (Steinkellner 1995: 91)". At the "IJth . , '1 
I .. 

end Maitreya tells Sudhana lo return to Mafijuiri. It is \ \ ,,, \ \ 

,, 
he alone who can answer his questions regarding the ' '  \ \' 

successful fulfilment of the Bodhisattva path. 
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Fig. 119. P~lgrimage of Sudhana 
(Nor-bzang). MafjujuSri 
Main Temple. Assembly Hall. cast 
wall, lower section, fmt scene of 
narrative 



I11e-s~ze clay Image ofMah?iva~rocana, staylng w~thln the 

confines ofthr mandala One amves at the north half of 

the west udll and the splr~tual p~lgrlniage COntlnUeS 

through the story of the L~fe  of the Buddha Slkyamunl 

The LIP ol rhe Btrddl~a 

The L ~ f e  also has some. but not as many. panels meant 

to contaln ~nscr~pt~ons  They ale. however, totally empty 

and there 1s no ~ n d ~ c a t ~ o n  that they eLcer contained wrlt- 

Ing (d~agram I I Assembly Hall North Wall) Although 

at first glance the slender figures In Ind~an dress and the 

lush trop~cal env~ronment glve the ~mpress~on of a d ~ f -  

ferent sens~bll~ty at work than In the Sudhana story, a 

companson of ~ p e c ~ f i c  deta~ls, such as the Bodh~sattvas 

and thelr crowns, make tt clear that the pa~nt~ngs  result 

frnln the qame workshoo - - 
The narrative beg~ns on the west wall to the north of 

the Ambulatory The maln mot~f  1s a palace In whlch 

hvo deltles are seated In rad~ant round mandorlas. The 

pavll~on 1s hung w ~ t h  bells (fig 127). The proper rrght 

wtng ofthe palace (hu!OgOro) IS almost totally destroyed 

Vanous blrds and animals lnhab~t 11. Beg~nnlng w~th  the 

upper part. there IS a small creature, maybe a monkey. 

On the next roof underneath 1s a large b~rd,  and under- 

neath him a beaut~ful peacock w ~ t h  a long tall On the 

upper pan of the proper left s ~ d e  ofthe palace st111 re- 

main. from top to bonom. a goat, another fourlegged 

wh~te anlmal, a gorudo, a turtle perhaps, a blrd and a 

peacock w ~ t h  outstretched tall In d~fferent rooms of 

vanous levels of the palace are male personages wear- 

lng local dress. The bulldlng originally continued all 

the way down to the base line of the painting. At the 

centre of the celllng of the palace 1s a kirtrrnukha, to 

each slde and below the kitrrnukha are rows of bells 

Below the th~rd row of bells IS a green Bodhisattva, h ~ s  

nght hand 1s In a pecul~ar mudra the hand 1s fac~ng 

towards the chest, the palm turned totally out, the thumb 

IS not vls~ble, the Index and all theother fingers are llned 

up d~agonally The Bodhlsattva's hand 1s extended to- 

wards S%kYamunl The firs1 scene of the story takes place 

In Tuyta Heaven and has three parts - ( I )  slkyamunl 

(as Svetaketu) crownlng Maltreya as his successor, the 

Buddha of the Future, (2) Preach~ng to the gods for the 

last ttme, (3) the Bodhlsartva's Descent from Heaven In 

the form of a wh~te  elephant (Luczan~ts 1993). 

( I )  A1 the top centre ofthe compos~tlon S%kyamuni 

sits cross-legged w~thoul a crown, 1s turnlng towards 

~'y.57m 
la- 
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FIE. 120. P~lgrimage of Sudhana (Nor- 
bzang), Sudhana vis~llng the monk 
MeghaSri 
Maln Temple, Assembly Hall, east 
wall, lower secllon, ~econd scene of 
narrative 

Fig. 121. Pllgr~mage or Sudhana (Nor- 
hlang). Surlhana visitlng the perlume 
merchant Samantanetra 
Maln Temple. A\sernhly Hall. \outh 
wall. lower sectlon, scene 17 of the 
narrative 

Fig. 122. Pllgrlmage o l  Sudhana (Nor- 
bzang). sccne oltonure, detail or 
Sudhana's v ~ s ~ t  to Klng Anala 
Main Tcmple, As\embly Hall. wuth 
wall, lower scctlon, scene I H  ol 
narri~tive 

his proper left, holding a crown in his two hands. The 

Bodhisattva wears a dhot~  with a panern of rosettes. To 

Sakyamuni's left 1s the Bodhisattva Maitreya, he is red 

and wears a crown, but is leaning forward to receive a 

second crown offered by s2kyamuni. His right hand 

leans on his right knee, the palm is opened as if in the 

Gesture of Giving (vavadaniudrc7). The left hand is 

raised, the mudra is rather difficult to distinguish. The 

Buddha-to-be S3kyamuni said: "Most honourable ones. 

1 will go to India ... Behold, here, the Bodhisattva 

Maitreya; he shall instruct you in the Law." Upon this 

the Bodhisattva removed the tiara from his head and 

placed it upon the head of the Bodhisattva Maitreya 

(LAL 38: 14, 17)l'. 

(2) Underneath Sakyamuni sits a white Bodhisattva 

with the Gesture ofTeaching (vitarkamudri). This may 

represent ~ a k ~ a r n u n i  preaching to the gods before de- 

scending to earth for his last rebirth. An assembly of 

heavenly deities surround the image of Sakyamuni 

preaching. They appear to be all masculine figures in 

the Gesture of Offering (arijalinludrc7). All of them wear 

the typical Tabo Bodhisattva crowns. 

(3) Moving away from and behind the Maitreya fig- 

ure is a beautiful cloud pattern with the rear pan and the 

curled up tail of an elephant. 

There IS a large crack at the very edge of the palace 

that divides the Tu~ i t a  scene from the following scene. 

which takes place in the Deer Park. Four or perhaps five 

deer mark the beginning of the next scene. which is the 

self-immolation of theArhats in the Deer Park.The only 

portion of this painting which appears to be original 

depicts a group of four deer underneath the cloud show- 

ing the elephant (the Bodhisattva, ~ ~ k ~ a m u n i )  descend- 

ing to earth. There are seated Buddhas in the flames. 

which appear to be later additions. There are also three 

panels at the very bonom of the composition which do 

not appear to have ever had inscriptions. At the top of 

the composition are the energetic and Free-moving clouds 

carrying the 9odhisach.a in the form o fa  white elephant. 

The next scenes take place in Kapilavastu. in Sud- 

dhodana's palace (SiddhHrtha's father) (fig. 128). A large 

palace with many floors, apartments, towers and terraces 

crowned with red tiled roofs is the setting for different 

scenes. There are three scenes: I)  Mayadevi's Dream 2) 

The Repon of the Dream 3) The Interpretation 4) Re- 

quest to Depart to Lumbini (fig. 129)". The palace is rep- 



resenred by a large arch~tectural composlt~on which fills 

~ h c  vertrcal and horizontal space of the picture plane, 

1) Miyidevi's Drcam IS deplcted In the left centre of 

the palace Thequeen k lylng on her left stde and seems 

to be loobng towards the elephant who IS descending out 

ofa  cloud towards her, Accord~ng to thelahtaalcstara the 

Bodh~sam,a descends from the Tusita abode and enters 

h ~ s  mo~her's nght s ~ d e  in the form of a wh~le elephant 

w~th SIX tusks and a red head The only parts of the el- 

ephant whlch appear here are the two hind legs and the 

tall The queen is reclining on a couch whlch IS covered 

with a patterned textile Behrnd Mlyidevi 1s a female 

anendant and In fmnl ofher at the foot of the bed Ile two 

more attendants, all ofwhom are turned towards the fig- 

ure of the queen The queen'sprofile~s quite strong w ~ t h  

sharply delineated nose and eyes, the hair brought up ~n a 

large bun behind the head The two female atfendants at 

her feet are dressed in a sim~lar way. The veils surround 

the entlre head. almost like a halo w ~ t h  a point at the top. 

Underneath Mayldevi's bed chamber, a row of ladies 1s 

deplcred whlch serves as a scene div~der. 

2) Beneath this is a rather damaged scene depicting 

the king, ~dent~fied by his crown, with Msyadevi seated 

before h ~ m .  Here she relates the curious dream of the 

elephant entermg her side 

3)The next scene beginsjust behind the king. Here the 

five wlse men interpret the dream. They inform Klng 

~uddhodana that the queen will give birth to a son who 

will etther become a Cakravartin(grearking) ora  Buddha 

4) The fourth bcene 15 placed above the Interpreta- 

tlan ofthe Dream Here the klng sits under an umbrella 

whtle Mfyldevi sits before hlm (fig. 129) She tells hlm 

that she longs to see the pleasure garden at Lumbini 

Around the comer on the north wall the next five 

scenes take place in the Lumblnigarden.They show I )  
The Procession 2) The Klng's Retreat 3) The Btrth 4) 

The F~rs t  Bath 5) The First Steps 6) Departure of the 

Bodhisanva from Lumbtni - and are among the most 

mawe l lo~s  paintings in t h ~ s  narrative cycle. 

Theentire vertical spaceofthe wall is filled w ~ t h  the 

great procession w h ~ c h  accompanies Miyldevi  to 

Lumbini (1) According to the Lalrtavis~am the king 

commands 20 Lhousand elephants (fig. 120), 20 thou- 

sand horses and 20 thousand brave sold~ers (fig. 13 1) 

and Mlyldevi IS to r ~ d e  alone In the finest chanot drawn 

by noble ladles (fig. 132). Here the painter found a hu- 

mans compromise, for the chariot is drawn by horses 

ridden by maidens who turn towards the queen wavtng 

fly-whisks to eool her. The energy o f  thls composltlon 

is marvellous, 11 uses the entire space to depict the rich- 

ness of the procession. 

In the Birth scene (3) (fig. 133) in the m~ddle  of the 

Lumblni garden Mayidevi IS shown standlng under a 

fig tree, her r ~ g h t  hand ho ld~ng  a branch and the 

Bodhtsanva stepping out from her side He i s  rece~ved 

by Brahml (with three heads) and ~ a k r a  (Indra) 

In the following scene(4) (fig. 134) ~ a k r a  holds the 

Bodh~saffva who is seated in the lotus p o s ~ t ~ o n  on his 

outstretched hands Next to it the Bodh~sattva is shown 

rtandlng on lotus blossoms under his feet A nigu lady 

(a dlvlne serpent) pours water over him. Thls sccne is 

known a5 the F~rs t  Bath 



Diagram 9. 
Assembly Iiall South Wall 

D~agram 10. 
Assembly tiall West Wall 

- - 
f -  f / '  Dhqnadhitu-vlgi-varay1 _, J - - 

- 

32 1 28 24 1 
I 

Gate 

k-- T T 

C 

Final scenes of the Pilgimage- Fvst scenes of the 
of Sudhana (Nor-bzang) Life of the Buddha 

Fig. 124. The Pilgrimage of Sudhana 
(Nor-bang). Maitreya giv~ng away 
his children in one oc his cornier lives 
Main Temple. Assembly Hall, west 
wall, lower section. detail of scene 53. 
the visit to the palace of Maitreya 

Fig. 125. The Pilgrimage olsudhana 
(Nor-bzang). MafijuSri's hand blesses 
Sudhana 
Main Temple. Assembly Hall, west 
wall. lower section. detail of scene 54 

Fig. 126. The Pilgrimage of Sudhana 
(Nor-bzang), Sudhana with 
Samantabhadra in front ol  Vairocana 
Main Temple. Assembly Hall, west 
wall. lower secrlon. final scene 

Fig. 127. Lice ol'the Ruddha, 
Siliya~nuni preaching and crowning 
Mahreya ah h ~ s  huccessor in Tusita 
Heaven before his hnal reh~rth 
Main Temple, Assembly Hall, we51 
wall. north udr. Io\vcr secuon, lint 
SCCIIC 

According to theLalifavistara, the mother of a future 

Buddha dies seven days after he is born and goes toTusita 

Heaven. MHyidevi's sister. Mahiprajipati (also a wife of 

the king) then cares for the Bodhisattva.At the end ofthe 

Lumbini scene we see the chariot carrying the Bodhisattva 

and his aunt to Suddhodana's palace (6 ) .  

The scenes from the Buddha's life in his father's pal- 

ace are mostly destroyed. It is here that the inscription 

written on paper and pasted on the wall records the at- 

tack on the monastery by Dogra soldiers (see Chapter 

II).The entire wall appears to have been broken through. 

Most of the key scenes including the four excursions 

where the Bodhisattva (Prince Siddhartha) encounters 

signs of sickness. old age and death - thus introducing 

him to the nature of samsara, and then an ascetic which 

allows him to see the path of the release from suffering 

-have been repainted. 

The original composition begins again below the sculp- 

ture of Vajrakarma (no. 18) afler the middle of the north 

wall. At the top of the picture one sees the hoofs of Prince 

Siddhartha's horse Kanlhaka as he is carried by heavenly 

beings from the palace. He approaches the Nairaijana river 

which cuts diagonally across the pictorial frame and serves 

as the scene for several events in the region. These scenes 

arc part ofthe sequence which isassociated with BodhgayH 

- the place of the Buddha's Enlightenment. All that has 

sun~ivcd 1s I )Arriving at the Nairaiijani river 2) Practising 

the Austerities for six years 3) Mayadcvi bcgging her son 

to desist kom self-mortification 4) Offering of food by 

Sujata (fig. 135) 5) Thc Washing of the Corpse's Shroud 

etc. 6 )  The Ten Milkmaids. 

Following the Buddha's Enlightenment (which is 

lost), there is a (once) luminous scene towards the end 

of the north wall which occupies the entire vertical ex- 

panse of the picture plane. The preaching Buddha is en- 

throned in a multicoloured radiance. He preaches the 

dharma, the Lalitavistara, to a great assembly of gods 

to his right and laymen to his left. It is also with this 

assembly that the literary text of the Lalitavisrara ends. 

Following this scene there is a major change in the 

composition of the wall paintings. Instead of the gener- 

ous flowing compositions which occupy the entire ver- 

tical space. we have a series of small scenes ordered 

one on top of the other. There are four scenes of the 

Buddha preaching at the end of the north wall. At the 

bottom of the wall, the painting depicts the Conversion 

of the Kiiyapa at Uruvilva. All these scenes may be 

located in the general region of Bodhgaya". 

This same rather chaotic compositional scheme con- 

tinues in the last section on the east wall. On this wall are 

located the Four Miracles and the Buddha'sparinintina. 

The story of each of the Four Miracles is recounted by 

the device of continuous narration through hvo or more 

scenes. Each miracle is presented as a discrete narrative 

unit, spatially differentiated by the characters turning in- 

ward towards the main character. the Buddha ~ikyamuni .  

Each locationimiracle is clearly presented. In the upper 

part of the wall. (E) Sgmkasya. the Descent from Heaven 

of the 33 Gods (see Allinger 1993. Allinger forthcoming 

[a]; (F) Rajaaha - the Offering of the Monkey at the 

bottom of the picture plane (fig. 137). The Buddha is 

shown in profile seated on a throne. He holds in his out- 



128 Life nf the Buddha, royal 
palace of King Suddhodana with 

Dream. 119 Interpretation and the 
Request lo Depart to Lurnbini 
Main Temple, Assembly Hall. west 
wall, north s~de. lower section 

stretched hands the bowl of honey which the monkey 

kneeling before him hasjust offered him. The next scene 

underneath shows the monkey dancing for joy. And un- 

derneath this the monkey falling into a well while danc- 

ing, from which he was immediately reborn in heaven. 

(G) The Miracle of h v a s t i ;  (H) Niligiri - the Subjuga- 

tion of the Mad Elephant. 

Then come the last scenes of the Buddha s%kya- 

muni's life at KuSinagara. At the centre of the painting 

is represented the (I) mahiparinirvina and then (spa- 

tially speaking the last scene) is (J) the Cremation.Then 

the action moves backward to (K) theveneration of the 

Relics (fig. 136) (Klimburg-Salter forthcoming [dl). 

These scenes are organised in such a way that the last 

vertical section takes place at Rajagyha and KuSinagara, 

the two final stages of ~ i k ~ a m u n i ' s  life. 

Image and Text 

The spiritual journey is presented as a pictorial narrative 

of the Gandawhaand the Life of the Buddha progresses 

chronologically, following a wavelike organisation until 

the end of the north wall. The mural painting of the Life 

ofthe Buddha which begins in the north-east comer has a 

different composition and breaks with the consistent ser- 

pentine organisation olthe many metres ofnamtive paint- 

ing which precede it. This compositional inconsistency 

allows us to understand therelationship between text and 

image in the narrative painting in theTaboAssernbly Hall 

(Klimburg-Salter forthcoming [dl). 

An important difference between the two narrative 

cycles in the Assembly Hall is the presence of written 

wall texts (Steinkellner 1995). In the Gandavyiha there 

are large panels of inscriptions skilfully integrated into 

the pictorial composition- i.e. often functioningas scene 

dividers.These large panels were conceived of as pages 

and thus are numbered (by letters) in red and black in 

the upper lefthand corner according to the Tibetan sys- 

tem. The text is a skilful shortening, not a synopsis, of 

the Ganday iha -  a signiticant intellectual achievement 

- (a diplomatic edition of the wall text has been pre- 

pared by Ernst Steinkellner, 1995). Each written panel 

contains the portion of the Sutra which is also relevant 

to the scene presented above. Thus, the abstract content 

of the Sutra is included, as well as the "story". In effect 

there are parallel texts.The problem is why are both the 

written and visual wall texts there? 



Fig. 129. Life of the Buddha, Request 
to Depm to Lumbini 
Main Temple, Assembly Hall, west 
wall, north side, lower section 



In contrast, the Life also has some, but not as many, 

panels originally meant to contain wall texts. They are, 

however, totally empty and there is no indication that 

they ever contained writing. 

The Buddhist narrative paintings at Tabo belong to 

a type of wall painting known in the Chinese tradition 

as "transformation tableaux" @ien-hsiang). However, 

the presence of the comprehensive wall texts introduces 

a new element and thus indicates a function different 

from the Tang period murals at Dunhuang (Mair 1986a, 

Wu Hung 1992). 

The depiction of the Ganday iha  in the Tabo As- 

sembly Hall appears to be the earliest wall painting to 

use a parallel written and pictorial text. A more abbrevi- 

ated form of this type of representation is known from 

China, but no similar concept is known from India. The 

earliest surviving images from the Life of the Buddha 

in India at Bhirhut were accompanied by captions but 

these, apparently, were later considered superfluous. 

Brief captions identifying the narrative, a place, or a 

person seldom occur in the wall paintings at Ajanp. 

There are also a few instances of such captions, written 

in cursive script, on the relevant scenes in the story of 

I30 

the Gandavyliha in Tabo. But these captions are very 

different from the wall texts which are conceived of as 

pages, as can be seen from both their form and content. 

This phenomenon occurs only occasionally in later Ti- 

betan temples. A particularly interesting example is 

found in Zha-lu monastery. Here the wall inscriptions, 

also placed in page-like panels, begin with a panel con- 

taining the frontispiece of the Jitakornili  (stories ofthe 

Buddha's previous lives). Exactly as the frontispiece of 

a valuable book, the panel is dark blue with the title 

written in gold in Sanskrit and Tibetan. 

The most important themes in Indian Buddhist nar- 

rative painting are the Life and Previous Lives of h k y a -  

muni. The history of the canonical literary tradition of 

the Life of the Buddha is still the subject of scholarly 

debate. The only Sanskrit text to survive which relates 

the story from theTu$ita Heaven to themahiparinirvina 

is the Buddhacarita, a non-canonical source. The earli- 

est surviving pictorial text which contains passages from 

the entire life is the mural painting from AjanLH, c. late 

5'hcentury A.D.24 The paintings in the Tabo Main Tem- 

ple are the earliest example of a linear chronological 

Life of the Buddha from the Tusita Heaven to the Dis- 

Fig. 130. Lire 
Procession lo 
Main Temple 
wall, west sid 

:of the Buddha, 
Lumbini garden . Assembly Hall. 

le, lower section 
nonh 



~ ; i € .  I 3  I I.~fe oC the Ruddha. 
procc\\ion ro Lumhini garden 
Maill Tclnple. Ashcmhly Hall, nonh 
w;ll l ,  w c \ ~  vdc. lower aecllon 

Fig 132 I-~fc or the Buddha. 
Mnyadcvi in  her charlol. Praccs\ion lo 
I-urnh~ni garden 
Main 'l'emple. A?\ernhly Hall, nonh 
wall, we\l side. lower secuon 

t r~but~on of the Rellcs From the discordance In the 

compoa~t~onal mechanisms ~t 1s clear that t h ~ s  narratlve 

scheme 1s In Its formation stage 

From the vcry l~ttle evldence survlvlng from greater 

Ind~a, ~t would seem that the Lalrfavrrtara was an Im- 

portant source for the plctor~al rendlt~on of the L ~ f e  of 

the Buddha from the post-Gupta penod onward T h ~ s  

t rad~t~on continued In the Trans-H~malayan regtons of 

Ladakh and Hlmachal Pradesh. InTabo, desp~te the loss 

of several sections, a large part of the narratlve IS well 

preserved It is thus poss~ble to analyse how the wnnen 

narratlve was transferred Into the plctonal language. 

Unl~ke earher l nd~an  palntlngs there IS a h e a r  

chronological order to both narratlve cycles at Tabo But 

In the Tabo palntlng t h ~ s  order extends only from the 

Buddha's sojourn In the Tus~ta Heaven to the Buddha's 

exposltlon of the Lalrravrsfa~a following h ~ s  Enlighten- 

ment In Bodhgaya and the Flrst Sermon at SHrnHth T h ~ s  

IS also the final chapter of the Lal~lavrslara. In the wall 

parntlngs an abrupt change In the format and organlsa- 

tlon of the scenes occurs at t h ~ s  polnt Beglnnlng In the 

north-east comer we find that the Free flowlng honzon- 

tal hand-scroll-hke organlsatlon 1s replaced by scenes 

placed one above the other, cach represcntlng the Bud- 

dha preaching All Fcenes represented In t h ~ s  5cctlon 

rollow the Buddha'* Sermon at SIrnHth 

The organlsatlon of the Images on the east wall 1s 

cven more dlstlnctlve. Here we find a serles of separate 

narratlves represcntlng the Four Mlracle~, each unit or- 

gan~sed according to the pnnc~ple of continuous narra- 

tlon The 5cenes are plled up hor17ontally. one on top of 

the other Empty spaces betwecn the scenes serve as 

d ~ v ~ d e r s  Then come the final scenes of the L~fe ,  there IS 

no chronolog~cal order - so that the Wonh~p  of the Rel- 

~ c s  comes before the Cremat~on In Kuilnagara 

The Tabo artists were apparently farnlllar wlth ear- 

her Ind~an an  (such as the scenes w ~ t h  Mays or the Bud- 

dha recelvlng the honey pot from the monkey [fig 1371) 

But many scenes Include deta~ls unknown In lnd~an an. 

such as In the detallsof the Process~on to Lumblni (figs 

130. 13 I .  132). or genre details In the Descent from the 

Heaven of the Th~rty-three Gods at Sirnkiiya In an 

analysls of the latter scene Alllnger (1993) has demon- 

strated that the Tabo artlsts used tradlt~onal lndlan ele- 

ments but createda new and onglnal plctor~al represen- 

tatlon un~quely su~ted to the needs of the new Indo-TI- 

betan communrty It 1s prec~sely thls perspective whlch 

allows us to explaln the narratlve palntlng In the As- 

sembly Hall - the cho~ce ofsubject and the relat~onsh~p 

between Image and text. 

The plctonal narratlve of the L ~ f e  of the Buddha In 

lnd~a developed In a context where the baslc phllosophl- 

cal concepts (e g karma) and methods (e.g. med~tat~on, 

pilgrimage) were famll~ar. So also the stones connected 

w ~ t h  the Buddha's progress to Enl~ghtenment were 

drawn From the Indian cultural context and easlly as- 

slmllated. As the p~ctonal language developed, ~t drew 

on other v~sual models and folk stones becoming In tlme 

an Independent visual t rad~t~on whlch seems to have, to 

some degree, d~ffered from reglon to reglon (Tadde~ 1993 

and 1995 4 3 4 9 )  The monumental narratlves were also 

found In d~fferent contexts - adomlng stupas whlch were 

the focus ofpubllc p~lgnmage sltes (e.g. Bombudw), or 

the walls of the llvlng quarters In a monastery (Alan@) 

where they were Intended for the monks. Thus, vanous 

narrative modes also developed Occas~onally a linear 

chronolog~cal order domtnates (as In some GandhHra 

Friezes) but usually not. But a spat~al organlsatlon of the 

narrattve was always present. The stones were usually 

grouped together accordrng to the place where they oc- 



currcd. Ivhether or not these separate cvents were then 

linked according lo a temporal sciluence. As we have 

seen. this is trur of hoth \.iaual narrativcs at Tabo. 

11 is no\\ generally accepted that tllis e~nphasis on place 

coinc~ded witli the Iniponance of pilgrimage In India. 

Sihyamuni's progress to Enlightenment could be cxperi- 

enced by the pnctitionerthrough the ritual ofpilgrimagc(to 

the places wnctitied by Buddha's presence). In Tabo. the 

henefir< of p ~ l g m a g e  could be reproduced in a miniature 

scale through the rite of ritual circumambulation 

~rodulqrnG~.  

Thus. in theTaboAssembly Hall the practitioner first 

participates In "Sudhana's Miraculous Journey" (Stein- 

kcllner 1995) from place to place and thcn ~ i k ~ a m u n i ' s  

progress to Enlightenment. The clarity w ~ t h  which the 

allel painting of a Buddhist temple survives in India: 

although we can test our hypothesis in the rock-cut caves 

at Ky7il in Central Asia. 

The fragmentary art historical evidence from lndia 

has letl us no co~nparable monument w ~ t h  the narrative 

painting intact with the exception of the rock-cut cavcs 

in the Buddhist monastic co~nplex at Ajantl. India, dated 

c. to thc late 5" century. Only reccntly, thanks to 

Schlingloff's  non nu mental work (1988). have the contents 

of the painted narrative cycles been identified. The func- 

tion orthe individual painted programs in their different 

architectural contexts has yet to be seriously considered. 

The paintings rarely have a linear, chronological sequence, 

rather they are often organised spatially - that is accord- 

ing to the location of the action. A variety of narrative 

stages of the Pilgrimage are represented, clearly estab- 

l~shes the message. the function ofthe visual wall texts. 

Unlike in India, where ~ i k ~ a m u n i ' s  story had been in- 

tegrated into the general cultural landscape, in the Indo- 

Tibetan borderlands a heterogeneous audience needed 

to be addressed and in part even convened. 

Thus. for the new community and its missionary 

goals. the need for authenticity (validation from a ca- 

nonical source) (Steinkellner forthcoming) was consid- 

ered more important than aesthetic unity. As there was 

no complete canonical literary biography of ~ i k ~ a m u n i .  

the designer followed the Lo1irovistar.a to its conclu- 

sion and then added the synoptic scenes from other 

sources to conclude thc story. TheTabo painting may in 

fact have been the first attempt to design a continuous 

visual narrative of the Buddha's life from the Tusita 

Heaven to the Distribution of the Relics. By the 14Ih 

century an integrated life story had been achieved in 

literatwe and a n  (Luczanits 1993. Klimburg-Salter 1988) 

and had become ubiquitous in Buddhist wall painting 

throughout the western Himalayas. 

The Ritual Funcrion 

Because the narrative paintings run underneath the clay 

figures of the mandala the worshipper automatically 

comes eye to eye with the narrative images as he is per- 

forming the ritual circumambulation. Indeed the proc- 

ess of circumambulation allows the worshipper to per- 

form a spiritual pilgrimage while also passing through 

the sacred geography of the mandala. The sculptural 

panels of the same themes at Borobudur were also "ac- 

tivated" by the ritual of circumambulation. But no par- 

devices are used (Dehejia 1990, 1991) but often the tem- 

poral sequences are not clearly defined. In short, it is of- 

ten difficult to understand the stories depicted. 

Fortunately, from Kyzil in Central Asia two rock- 

cut prayer halls have survived with enough of their 

painted decoration to permit an analysis of the contents, 

composition, and ritual function. Schlingloff(l991) has 

demonstrated that in two instances, in the cave of the 

Zebucart and the "Devils' cave 'A'", the stories of the 

Previous Lives of the Buddha (Avadana) were organ- 

ised so as to be read during the ritual of circumambula- 

tion. The narrative is portrayed through a series of con- 

secutive monoscenic images, each representing the 

denouement of a scene (as in many of the pa~nted pan- 

els in the Sudhana story). The story was organised in 

tiers so that one would "read" each sequence of the story 

laterally and then continue the story in thc next register 

on the subsequent c i rcumarnbula t i~n~~.  

The various social, institutional contexts for the nar- 

ratives in Kyzil are too imperfectly understood. It is clear, 

however, that Kyzil like Tabo had a multi-ethnic popu- 

lation and was the scene ofconflicting ideologies. It thus 

seems fair to propose that, as atTabo, the narratives were 

meant to "sell" their message. The paintings were there, 

to be looked al.All this may seem obvious, but this pur- 

pose has been questioned: It has been pointed out that 

many of the murals in Cave 17 ofAjan!i are so densely 

painted, and the narrative unfolds in such a confusing 

manner, that it is diflicult to understand the story with- 

out a good deal of leisure and background knowledge. 

Thus, one might conclude. not every story is meant to 

be looked at, just as all inscriptions on monuments are 



The Life of the Buddha 

Diagram I I .  Assembly Hall North 
Wall 

Fig. 133. Life of the Buddha. Binh ol 
Ihe Buddha 
Main Temple. Assembly Hall, north 
wall, west side. lower section 

Fig. 134. Life ol the Buddha. First 
Bath 
Main Temple. Assembly Hall. north 
wall, we.;t side. lower section 

Fig. 135. Lire ol the Buddha. 
hkyamuni fasting 
Main Temple. Assembly Hall, north 
wall, lower section 

not necessarily meant to be read". The example of the 

Kyzil narrative paintings, however, is conclusive evi- 

dence of the connection between ritual circumambula- 

tion and the intended reception ofthe image. There is in 

fact a somewhat loose but interesting parallel with the 

narrative Sutra scroll. Here the viewer is stationary but 

activates the narrative (the unfolding of action through 

time and space) through his intervention (the simulta- 

neous rolling open and closing of the scroll). In theTabo 

and Kyzil prayer halls, the viewer activates the narra- 

tive by moving through the space of the image. 

The Historical Figures 

After the Life of the Buddha more than halfof the north- 

em section ofthe east wall is dedicated to the donors of 

Tabo. Royal figures in western Tibetan dress are seated 

before a curtain, with other laymen behind. Associated 

with this were rows of monks and laymen also once iden- 

tified by inscription. This composition probably ex- 

tended as far as the original doorway (diagram 7.  As- 

sembly Hall Eastwall). Now there is only modem paint- 

ing except directly underneath the clay sculpture of the 

gate-keeper there are two panels containing five inscrip- 

tions. At the bottom of the panel was an extensive in- 

scription now destroyed. 

All historical figures wear the traditional western 

Tibetan dress, the men wear aphyrc-pa-like coat with a 

wide collar and the monks wear a monastic robe over it. 

with black Central Asian shoes. Their hair is cut short 

in the style of monks. Underneath them are inscriptional 

panels, one for each. From the few letters that remain 

one good hypothesis is that they represent the ruling 

dynasty of Purang-Guge. Four figures remain.The cen- 

ha1 figures under the curtain are surrounded by a large 

group of people. 

Little is preserved of the associated rows of monks 

and laymen. In the first row below the gate-keeper. 

Vajrkkusa, are five men, each wearing traditional dress 

and hats. The inscriptions are partially legible. Another 

small group of four figures, of which only two are clearly 

legible, survives. Again the figures are dressed in this 

combination of westernTibetan coat with monk's gown 

but with hats (see Luczanits forthcoming [a] for inscrip- 

tions, also Klimburg-Salter 1994a). (See Chapter VI.) 

An interesting question is the relationship of this as- 

sembly to the assembly painted above the Renovation 

Inscription. This assembly was painted at the same time 

as the narratives ofthe Life of the Buddha and therefore 

only a few years before the renovation painting. Since 

both the composition and the inscriptions are almost 

totally destroyed, this is the perfect place for all manner 

of fantasy. This composition may have been intended to 

present the whole community. while the composition 

above the Renovation Inscription was painted later when 

the inscription was written and presented only those 

personages who were related to the renovation or who 

belonged to the Tabo Sangha (fig. 139). 



' Wltl~ the cxception of  the two repre- VIOUF lives ofthe Buddha contained In A wooden fragment from a now de- 
sentatlons ofa  nlnr-headedde~ty wltha thc JHtaka and Avadana lrterature stroyed monasteryat Shelkann Klnnaur 
hone head, both ~n the Apse (entry to (Deshpande 1973) or from a Suua also has a carved motif consrsting of a 
the Apscnorlhfaceo~the wall-and up- Serensen 1994. 379 n 1260 The styllsed valance topped by a row of 
per zone east wall), these are the only sources disagree on the total number of blrds, c. 10'1 1" century 
Tantncrepresentations ln the MalnTem- Images tn the retinue of Sarvav~d '~~spannnyogivol i  21 ' the Sansknt IS 

PIG Va~rocana, but ~n no case 1s 32 llsted banscnbedmdeMallrna~ 1964.220tT, 
?Tuccr speaks of two glgantlc protector 'Nahually, one wonders lf a slmrlarpro- see also Bhatlacharya 1968: 103-4 
Images m the small passagc leading to gresslon occurred in Tabo. "We w~l l  only l~s t  someofthe key prob- 
the Cella, whlch he says are definitely BAt a later penod, In the syslem assocr- lems regarding the ~conography - to be- 
recent Thrs must be a confusion In h a  ated wlth theAnuttaraTantra,Ak~obhya gin wlthonly thernalndlvlnitlesarerep- 
notes He must be refcrnng to thc two occupied the centre of the pentad. resented and then the d~rect~onal sym- 
sfandtng prolector figures in the Entry 'The core of the mandala, the first 37 boltsm is somewhat unclear because of 
Hall, whrch are certa~nly more recent In delttes of the 1037 derty VajradhHtu- the horizontal format The eight U ~ i s a  
date mandala st1 on lions but Matjugho~a does not 
' A  joint team from thc lnst~tute of Tt- '"ee Luczanlts Chapter V.7. Sorvo- Somet~mes the colour of the dlvlnit~es 
hetan and Buddh~st Studlcs, Vlenna lo th igoro la l rvosn~grahn- ionf ro -  or aspects of them are problematlc. In 
(ITBS) and Istitutoltal~ano per 11 Medio vyikhyi Q 71, 185,22-186.3.7. NSP 21. Matjughoqa 1s golden yellow 
ed E~trerno Onente (IsMEO) vlslted "Thenamesorthe Buddhasandoneof (whlch also affects the colours of the 
Tabo in 1989, 1990, 1991, 1993, 1994, the accompanying Bodhlsattvas are heads yellow, blue, red and white) and 
1996 Luczan~ts' research was carried taken the ~ntroductory chapter to forms the centre of a spat~al mandala 
on from 1990onwards whentheASl had the three larger )rerslons o f  the In SM 61 the div~nlty 1s reddlsh-white 
already taken up agaln the restorat~on Projfiipriromilri, i.e Sormihosr~&-. the and the heads relate accord~ngly but the 
work begun in the 1060s Poficovtpsotrsahor~'rkB-, and the figure 19 not the centre of a physlcal 
'The guardlan figures have a different Ast~das'osZhasriko-Projfirip61'amr10' mandala but rather exlsts within the 
postureso that thetr srzc (I I0 cm on the There also the names of the respective mind and body o i  the practltloner In 
east wall and 100cm on the west wall) worlds (lokndhdru) the Buddhas and Tabo the figure 1s reddish-whlte w ~ t h  
cannot be dlrccrly related to thls h~erar- theupnncipal Bodhlsanvas resideln arc whlte, blue and reddlsh-orangc heads 
C ~ Y  ment~oned(Luczantts focthcom~ng [a]) Othcr d~lferences arcthatAmoghas~ddhi 
'The palntlngs m the Ambulatory may "In Nako, upper temple, there survives IS blue and not grecn, the colours of Ihc 
have represenled stones from the p r e  a row of b~rds at thc top of the valance erght Usni?a arc also problematlc. 

Fig 136 Lrfe of the Buddha, 
Veneratron of the Relics 
M a ~ n  Temple, Assembly Hall, east 
wall. north slde, lower sect~on 

Fig. 137. LrFe of the Buddha, Miracle 
of Rijagyha - the Offerlng of the 
Monkey 
Maln Temple, Assembly Hall. east 
wall, north slde. lower vection 



"See Klimburg-Salter (fonhcoming [a]. 
[b]. [c]) for a complete description. 
" A  suggestion which I made earlier. 
1984. 
"Theexact analysis ofthis function and 
the means by which this was achieved 
will be the subject of a separate publi- 
cation. 
"Scenes are numbered according to the 
knlyinamirru visitcd (see Steinkellncr 
1995). 
I9Cf the ~ s v i ~ i ~ a r n j i r a k a .  
"We have already discussed that the 
Buddha is conccived of as actually pre- 
sent in the temple (see Schopen 1990). 
>'An extended discussion or explanation 
ofthis scene is round in Luczanits 1993. 
"During the pilgrimage Kapilavastu is 
visited together with Lumbini which is 
c. 10 km distance. 
" Xuanzang's account of the holy sites 
the pilgrim visits in the area is inshuc- 
tive (Beal 1969). 
"Within Indian Buddhist narrative 
painting we distinguish two groups of 
art historical documents: I) Miniatures 

in manuscripts andior on book covers 
(which were not illustrations but rather 
synoptic excerpts from the narrative), 
which had private and/or semi-private 
lunclion; 2) The wall paintings, which 
decorate sacred architecture, arc monu- 
mental in scale and have a public or 
semi-public function. Orcourse, only a 
small percentage of Indian mural paint- 
ings has survived. In any case. the most 
extensive and only consecutive narra- 
tive which has survived in sculpture is 
found on Borobudur in Java. The rcla- 
tionship between the narrative tradition 
in stone reliefs and mural paintings re- 
mains to be examined. 
Until recently little research had been 
published regarding the correspondence 
between specific artistic and literary 
narratives of the Life of the Buddha in 
India. The early miniature paintings are 
too abbreviated to allow for a corre- 
spondence to a particular text. Thus. 
only the monumental painting and 
sculptural art has, until now, been the 
subject of a comparative analysis. Not- 

ing only thc most influential studies: J .  
Williams, regarding Gupta-period 
Slmalh reliefs noted a preference Cor the 
Sanskrit tradition but could not identify 
a single source (Williams 1975: 188); 
Krom in his study of the Great Stupa. 
Borobudur, in Java (Krom 1927) iden- 
tified the LuliravLfura as the source of 
the sculptured narrative panels. 
Schlingloff in his studies of the mural 
paintings fromAjan!a (1982) identified 
the Laliravi.sfara as the source only for 
the painting in Cave Il. the rest, particu- 
larly Cave 16, is largely based on the 
Sarvisrividu-vinaya. 
"A similar two-tiered organisation of a 
narrative sequence - meant to be read 
through the ritual ofthcprodakrini - IS 

known from Gandhlra. The possible 
influence of historical nonh-west India 
on Kyzil has long been postulated. 
'"here are many examples - the most 
pertinent are the inscriptions at the top 
of the wall in the totally dark Ambula- 
lory in Tabo. 





V.3. The Cella (dri-gtsang-khang) 

.. , , ,. . . . We$, ,,...I .. . .,,,,,.,. ,,,....,, On the south wall of the entry to the Ambulatory (skor- 

lam) is located the yellow guardian figure (chos-skyong) 

Vajrapaia with the right knee forward, the left leg ex- 

tended (ilidhaslhinaka); underneath him is written the 

Admonitory Inscription. This inscription occupies one 

: half of the wall panel (63 x 103 cm). The other half is 

: neatly ruled off in red and would appear to have been 

I:. intended to hold another inscription. It was never painted. 

The inscription has been translated and edited by 
NOnh 

: HelmutTauscher (forthcoming) who provisionally dates 

i:j it c. 1042, the same time as the Renovation Inscription, 

: which is also adjacent to it. The inscription is unique in 

C::: its form and contents. It begins abruptly without any in- 
) (i:j troductory address. The first three lines contain the mes- 

sage. "No layman, be he a king(rgyalpo), minister (hlon 

po [chen pol), lord (dhari po) or whosoever, is entitled 

to physically or verbally punish or insult a monk, re- 

gardless of the latter's moral status" (Tauscher forthcom- 

Plan 9. Cella 
ing). The rest of the inscription provides the authorita- 

tive source for this statement by quoting the 

Da.Cacab.o~i~igarhhamahiyinas~iIra (ihid.). 

The content of the inscription and its location next 

to the Renovation Inscription suggests that there was 

some violent activity against the monastic community 

which both necessitated the inscription and the renova- 

tion of the temple only 46 years after it was built 

(Tauscher forthcoming and Steinkellner forthcoming). 

To the right of the guardian figure, diagonally across 

the entrance to theAmbulatory, on the wall to the proper 
Fig. 13R. Goddess with umbrella 

TemDle, Cells, wall. rieht right of the Cella, where the pradabi!ti o r  the Cella 

of Vairocana would begin (diagram 12. Transition Zone). we find the 

famous Renovation Inscription (Steinkellner and 

Luczanits, Appendix). And above this is a painting of 

extraordinary importance (fig. 139). The painting and 

the inscription date from the same period; this is clear 

from the manner in which the sleeve of the man from 

Rum falls over the edge of the inscription (fig. 4). 

The painting has three sections. The centre panel 

consists essentially of the throne scene.The main figure 

of the composition can be identified as a royal lama by 

his dress, a monastic robe over aphyti-pa (Tibetan coat) 

with exceptionally long sleeves. We tentatively identify 

him as Byang-chub-'ad who commissioned the renova- 

tion recorded in the inscription. He is placed on the axis 

of the composition and is larger than everyone else; he 

is seated under an umbrella and in front of a curtain. 

The drapery falls behind him and is gathered up above 

him at five points in round knotted forms. coming to a 

peak at the highest point directly over his head. Under- 

neath the top of the draped curtain is an umbrella, with 

a gold ball at its apex. The royal lama (/ha hla-ma) sits 

on an elaborate wooden throne on a pillow covered with 

a geometric pattern. The wooden throne has three elabo- 

rately carved legs and in the space between the legs are 

depicted two wheels. The royal lama has a round face, 

short black hair, fine regular features exquisitely drawn, 

almond-shaped eyes, a small nose and a small, red 

mouth. The ears are also finely proportioned, although 

depicted as seen from the side which is typical in the 

I lh-century Tabo paintings. He has a broad neck with 

three folds. a feature found also on Buddha figures.The 

three folds are considered one of the marks of a great 
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man (111a1riplr1ir:a). He wears the typical dress worn by 

lamas In Tabo. That is a gold-yellow. shirt-like outer 

ganncnt and a white inner shirt with an exlremely wide. 

while collar mimmed with blue: the sleeves are exces- 

s~vcly long, hanging down to the knecs and covering 

both hands. The white inner garment shows at the collar 

and inside the sleeve. and the outer, long-sleeve gar- 

ment IS of a heavier material. Both garments have very 

long sleeves. The undergarment shows out underneath 

the red monk's overrobe where it falls in thick, stylised 

pleats. The red monk's garment, which is thrown over 

the left shoulder, is edged at the bottom, the top and on 

the left sleeve with a black and gold border. Byang-chub- 

'od sits in the Posture of Royal Ease (lalitisana) with 

the lei? foot on the right side and the right fool hanging 

down: he wears black Central Asian-style boots. Be- 

hind the throne to his left is a tall object which looks 

like a three-pointed flag. To the right of the figure is 

another standing object which is not totally clear. lfone 

compares the objcct with the paintings in the Assembly 

Hall it would seem to be an umbrella. The fly-whisk 

and the umbrella are royal symbols and are found frc- 

quenlly in early medieval painting in Tibet. Behind the 

draped curtain arc two standing figures peering over at 

the sealed figure. Both have long hair and seem to wear 

local Tibetan dress. The one to the left of the royal lama 

has a whitish face and the figure to his right figure has a 

reddish face. 

The left part of the composition clearly represents, as 

is said in lhc inscription, the great Sangha of Tabo mon- 

astery ( lapo yi dge 'dun sde rhen po) (fig. 6). The com- 

munity is organised rather artistically in four rows show- Diagram 12. Transition Zone 

ing 17 monks. All the monks appear to be in the Gesture Hall West Wall to and 
Ambulatory 

of Offering (aijalim~rdri) (fig. 14 1). Each monk wears 

the typical Tabo monastic dress. worn also by the royal 

lama, except that the sleeves are not so excessively long. 

There is an artistic alternation of the colours of their faces 

which are red, yellow or white and the colours of the 

clothes are changed accordingly. So that from the top we 

see a white face in profile with a blue collar and a red 

garment. Next to him, slightly turned away, is a man with 

a red face and a garment with a white collar. Next to him 

again, a monk with a white-yellow face who wears a blue 

garment and so forth.There do not seem to be major vari- 

ations in the figures except for the bottom row where we 

see a figure larger than the others, seated with both legs 

brought up, wearing Tabo monastic dress (figs. 6, 234). 

The left hand is behind him on the floor, palm down; the 

right is in front, palm towards his chest, the thumb and 

middle finger pressed together and holding a small flower. 

The only slightly distinctive feature besides the larger 

size and different mudra is the widc-brimmed hat he 

wears, white on the outside, red on the inside. The shape 

of the hat is similar to the "black hat" worn by the 

Karmapa during the ceremony by that name'. The monk 

is seated on a red carpet and has red long sleeves to his 

garment. The figure next to him is also kneeling in 

aijalimudri on a white squarc, and the figure next to 

him is kneeling on a red squarc. The figure which we 

take lo be the abbot ofTabo from his size and placemcnl 

is identified in the inscription as the Great Arhat (gna.nos- 

b r~an  rhen-po) 'Dul-ba-byang-chub. 



I 3 0  IIon~br dcp~ction and 
Rcno! dllcln In\crlpllon 
Man Temple. An~hulalory. \outhem 
l ~ c r  ol the elilrxnce lo the Cella 

To thc proper r~ght of Byang-chub-'od the composl- 

tlon 1s d ~ v ~ d e d  In two In the bottom row are thc secular 

figures Above the secular figures were placed partlcu- 

larly Important monks, who were once ~dentlfied by In- 

scnptlon On thls upper plane there have or~glnally been 

three figures All three are kneeling. the left leg drawn 

up. foot flat on the ground, the right knee on the ground2 

The one closest to the cenhe IS shown In three-quarter 

profile lnaijalrmudrii, he has short halr and wears monk's 

dress He kneels on a red square The monk next to hlm 

1s In the same posture but the left hand IS down on the 

ground, the nght hand IS ra~sed, palm towards the cenhe 

figure Between them 1s an lnscnptlon panel whlch 1s 

empty Onglnally there was a thlrd figure In the same 

posture w ~ t h  the left hand on top of the left knee The 

hand IS ra~sed, palm up, thumb and Index pressed together 

The ~nscr~ptlon above 1s only fragmentanly preserved 

In the row underneath are deplcted the secular figures 

The large man to the proper nght of Byang-chub-'od IS a 

most lmposlng figure, ~dent~fied by an Inscription next 

to hls head as belng from Rum (figs 4, 140)' He wears 

the typlcal westemT~betdn overcoat slmllar to that worn 

by themonks except w~thout the monk's robe (hamhan). 

The man's coat seems to have two parts There IS a sort ot 

undergarment whlch has an extremely broad. red collar 

llned In blue and narrowing to the walst T h ~ s  undergar- 

ment can also be seen at the edge of the ~leeves and at the 

bottom of the robe Over t h ~ s  comes a coat whlch IS t~ed 

at the walst w ~ t h  a broad. wh~te belt and has extremely 

long sleeves falling In polnts down over the tnscnptlon 

HIS knees are drawn up, h ~ s  leR foreann l~es  on h ~ s  left 

knee, the nght knee IS drawn up w ~ t h  the nght arm rest- 

Ing on ~ t ,  the nght sleeve flow~ng down to reach the black 

felt boots He has long h a ~ r  rolled under at the neck and a 

moustache and beard. He has small. fme features out- 

lined wrth redshadlng.The Inner side of the eye is shown 

In three-quarter profile. He wears a flat, red, doughnut- 

shaped hat Next to hlm IS a figure weanng the same klnd 

of dress but completely wh~te  HIS skln IS plnk, he also 

has long ha~r  rolled under just above the shoulders. but 

he has no moustache or beard. He wears a wh~te  hat w~ th  

two points. Next to hlm IS a kneeling figure with a whlte 

hat Behlnd are perhaps female figures 

On the other s ~ d e  ofthe Cella, on the wall parallel to 

the composltlonjust descnbed, was a r o ~  ofseatedsecu- 

lar figures w ~ t h  lnscnptlon panels Only Ghersl's pho- 



tograph and a few faint traces remains (fig. 142). 

The passage way between the Assembly Hall, the 

Ambulatory and Cella is dark and crowded with four 

sculptures. Placed on the face of the half walls on the 

north and south sides are the two guardian figures 

VajrapGa and Vajrasphop (nos. 3 1 and 32) (diagram 12. 

Transition Zone). Between them two Bodhisattvas, both 

yellowish, are standing with their backs to the guardian 

figures. They are placed symmetrically to either side and 

to the west of the Mahlvairocana (fig. 143). Thus the 

west face of the MahHvairocana faces the Vairocana of 

the Cella with the two yellow Bodhisattvas in between. 

The two clay Bodhisattvas in the transition zone each 

stand on lotus pedestals placed on a raised block to ei- 

ther side of the Mahlvairocana (fig. 143). According to 

Luczanits' analysis (ChapterV.7) these two Bodhisattvas Fig. 140. Donor Crom Rum 

must be original because the ladder structure which sup- Main Temple. Ambu'alory, detail  Or 

painting above Renovation 
ports them also supports the roof (fig. 144). The weight I ~ ~ ~ ~ , ~ ~ , ~ ~ ,  face or (he 

is borne by the right leg, the left is somewhat forward entrance to the Cella 

with the large toe over the edge of the lotus4. They are 

lower than the two standing Bodhisattvas in the Cella. 

Although they have both been extensively repaired, one 

can tell from the hairstyles and the crowns, and even to 

some degree from the faces and figure-style, that all the 

so-called "Cella sculptures" date from the same period 

(see Luczanits Chapter V.7 for more details). The 

Bodhisattva to the south on the left appears to have been 

painted a sort of yellowish colour. The dhoti is wrapped 

around the protruding belly, the belt is tied with a large 

knot, one leg of the dhoti is shorter than the other. The 



Fig. 141. Monk\ o l  ~lic Tabo Sangha 
Main Temple. Arnhul;~lory. sourhem 
lace or Ihe entrance lo Ihe Cella, detail 
of pn~nllng above Renovation 

r~gh t  hand is raised in thc Gcsture of Disputation and 148). In the latter example the crown is represented 

(virarkarr~udra), the left is open in the Gesture of Giv- as hair ornament consisting of beads set on the hair and 

ing (varadarnudrrj). The Bodhisattva to the north is also pa~nted red. Perhaps this was the type of crown origi- 
Inscriplion considerably restored but clearly belongs to the same nally used for the Cella figures (see Luczanits Chapter 

per~od as the other images (fig. 144). The figure is now V.7). 

painted a golden colour, the right hand which is in The halfwall separating theAssembly Hall from the 

vitarkamudr~ is somewhat peculiar, the hand is held at passage has a three-part construction, the highest point 

waist level. The second finger and thumb forming a cir- is at the centre opposite the Cella. Due to the thick walls, 

cle, the index finger and the small finger protruding the painting actually covers three surfaces and there is 

outwards, hands away from the chest. The face of this thus a profusion of painted decoration. There are three 

figure is quite finely modelled, although in a rather unu- different ceiling heights, the Assembly Hall, the Ambu- 

sual style (fig. 145). The cheeks and chin are round and latory and the highest point is in the Cella. Because the 

protruding and thc face relatively long. The crown is mud walls are very thick ( I .  I m), between each of these 

set on two rows of round, tight curls, the hair falls to hansitions the walls have a soflit. For instance, the soflit 

either side in multiple small plaits (compare figs. 145 of the wall separating the passageway from the Ambu- 

141 



Cella sou& wall Cella west wall Cella north wall Diagram 13. The Cella Walls 

Fig. 142. Lay donors depicted to the 
proper left of the Cella 
Main Temple, Ambulatory, northem 
face of the entrance to the Cella 



latory is still decorated with cloth painted in an extremely 

clcgant design. The basic typology of these paintings 

on cloth is the same as in the Cella.Thc panels are placed 

perpendicular to the main cult image, i.e. east-west. 

There is a border consisting of a running vine motif. 

Inside the running vine are rcprcsented altematcly seated 

figures and animals (fig. 205). In the middle of this deco- 

ralive ensemble are four circles alternating between the 

flying divinities and the lotus. This pattern is the samc 

as on the soffit of the wall leading to the entryway to 

the Cella (figs. 157, 158). In the comers. i.e. the south- 

west corner, therc arc different motifs, such as the conch 

shell. 

The small Cella (fig. 146) measures c. 2.55 x 2.65 m, 

has a raised floor and is slightly higher than the rest of 

the temple (diagram 13. The Cella Walls). It contains 

three over life-size clay sculptures, each with a pair of 

painted goddesses (figs. 29, 149). The Ambulatory runs 

around the south, west, and north sides of the Cella. 

The ceiling of the Cella is still completely covered in 

painted cloth, although very much destroyed. 

On the axis of the composition is a seated Jina (Bud- 

dha) figure, c. 135 cm h., which has been partially re- 

stored. He sits on a throne on a double step pedestal, on 

the base are two sculpted lions. facing each other (fig. 

146). He is painted red and seated in Meditation Pos- 

ture (dhjvinisana) and in the Gesture of Meditation 

(dhy5namudri). Thc remains of a garland are still around 

his shoulders. The same flower garland (mil i )  is also 

worn by the standing clay Bodhisattvas. His dhoti has a 

chainlike pattern painted in red, blue and green. It is 

similar to several examples ofchainlike patterns painted 

on the ceiling cloth in the Assembly Hall but the colour 

schemes are quite different and the former is more finely 

drawn. The Jina's long hair hangs to his shoulders in a 

similar style to the hairdo of the Bodhisattvas standing 

to each side of him. His face is flat and the head has lost 

its hair and crown. He has an oval halo and a round. 

rnouldcd mandorla with a dense flame pattern which is 

quitc different from the moulded mandorlas in the As- 

sembly Hall. Above the figure of the Jina are four clay 

flying divinities, two to either side and two above. The 

two figures below are painted red. the two above are 

painted green (fig. 147) and blue.The face, the hair and 

even the patterns on the dhoti are consistent with simi- 

lar features of the two standing Bodhisattvas in the Cella 

and would appear to be original (fig. 148). It does not 

appear as if therc had been another image at the apex of 

the composition at the top of the wall, but as this parc of 

the wall is completely destroyed it is impossible to say. 

In the triangle bctwccn the side wall and the flying clay 

figures there arc painted female flying divinitics. 

The identification ofthe Jina ha? been the subject of 

some debate. Tucci (1935: 78) had idcntified him as 

Amitibha due to the red colour anddhyinamudrri. How- 

ever, 1 (1982: 160) suggested the identification of 

Vairocana due to the lion vehicle and the fact that older 

images of Vairocana are seated in dhyinamrtdri - usu- 

ally with the Wheel of the Law placed on the upturned 

palms (for instance from Dunhuang, Klimburg-Salter 

1982: PI. 61; or at Ropa in Kinnaur, Klimburg-Salter 

1994a: 69, Fig. 52). It has now been established that the 

Jina might have been painted white (Luczanits Chapter 

V.7). thus confirming the identification of Vairocana'. 

To either side ofVairocana stands one Bodhisattva - 

to the proper right a white Bodhisattva. Avalokitesvara 

(fig. 29), and to the proper left a blue Bodhisattva, 

Vajrasattva (fig. 149). They can be identified by their 

attributes, which can be inferred From their hand ges- 

tures. This pair of Bodhisattvas is found frequently in 

western Tibet. The most pertinent comparisons are the 

large standing wooden Bodhisattvas from Ropa c. 10h 

century (Klimburg-Salter 1994a: Figs. 57, 58. 59). We 

cannot yet identify the two yellow Bodhisattvas. 

Also the flat and often rather awkward figure style 

of the five Cella sculptures is strikingly different from 

the harmonious forms of the clay sculptures of the 

mandala. A confusing feature which is difficult to ex- 

plain is that the Vairocana's necklace is made from the 

same mould as those used for the sculptures of the 

mandala. All five figures of the Cella group appear to 

have been made at the same time. Thus it is reasonable 

to assume that they are, iconographically seen, a group. 

The beautiful textile patterns on the dhotis of the Cella 

Bodhisattvas (fig. 201) and the six goddesses painted as 

attendants to them (see below) are stylistically quite dif- 

ferent and were probably created later. 

Singhal (1991) has attempted to identify this group 

according to the Abhisqbodhi-Vairocana-man(lala @Sod 

nams rgya mtsho [1983]: no. 20). Thus, the Bodhisattvas 

to either side of Vairocana would be identified as 

Avalokitesvara and VajrapNi and the two Bodhisattvas 

in front of the Cella as K~itigarbha and Akkagarbha. As 

tempting as this identification may be. there are a number 



Fig. 143. View from the Cella towards 
the M a h ~ v b a n a  
Main Temple, passage between the 
Apse (Ambulatory and Cella) and the 
Assembly Hall 
Two standing Bodhismas (sculptures 
N and V) fsed to ladder-Iiie suppats 



1;1p. 1-14 Rodh~\atlva V 

M;l~n rrmplc. pasage between [he 
Ape (Amhulatory and Cella) and [Ire 
A\rernhly Iiall 
The ladder-llhe wpporl 15 painlcrl wlth 

1otu\c\ 

F I ~ .  115 Head of Bodh~\attva V 

Maln Temple. pa\\age between lhc 
A p e  (Amhuldtory and Cella) and the 
A\rsrnhly Hall 
The crown rnay be of a later date 

of prohlcms for ~n\tancc. L'a~rocana faces cast. not n est 

aa spcctficd In the t c x h n d  there 1s no lnd~catton that t h ~ s  

ligurc was ever palnrcd yellon Vajrapanl 1s not rcpre- 

scntcd. but rathcr Vajrasanva. as can bc sccn from the 

posltton of the hands. although apparently tn this class of 

Tantras thcsc figures can sometimes be exchanged. The 

Iconography of the two mlnor Bodh~samas in front of 

the Cella do not at all colnc~dc 1~1th  the text. Singhal fol- 

lows the identification suggested by Tucci. However. his 

idcnt~fication is conststent w ~ t h  his havtng tdentrfied the 

Jtna asAtn1t3bIia. Nc\,ertheless Dr. Stnghal's suggestion 

that t h ~ s  group could be based on the CaryaTantras \\,auld 

appcnr to be correct. since the threc figures represented 

In the Cclla, \'alrocana accompanted by Avalokites\ara 

and Vajrasattva. represent the threc Buddha families of 

this Cary.3 Tantra class ofltlcrature 

We arc confrontcd once ayaln \vlth a famtliar phe- 

norncnon inTaho. The organtstng principle ofthc Cella 

trlad IS falnlltar horn the k n w n  I~teraturc but the c\;~ct  

Ittcrar) \ciurcc for the tconograpliy of the total pentad 

cannot he ~dcnr~f icd .  Nc\crtheleas, 111 e \ c q  wa} Taho 

can he related to the later blahiyina Indo-Tihetan tradi- 

tton The patrons e\ en puhl~ctsed the authcnlicity of ths 

tradtt~on by \rrttlng in Ttbetan translat~on the rclebant 

passages from the canontcal literature on the \rails. 

On the other hand. 11 ts understandable that Singllal 

anempted to expla~n the pairedvalrocana figures atTabo 

by reference to a Shingon tradttion". There 1s no kn0nn 

parallel In the earlier Buddhist tradition of India-. H o w  

c\,er, a tradit~on may have existed for the paired images 

tn the early a n  ofTibet: that is. a pair of images sening  

as the main cult figures with the primary image in front. 

This occurs at both the Jo-khang and the Ra-mo-che in 

Lhasa. the hvo primary temples of the time of the an- 

cient monarchy. In each case there is a specific story 

\\ hich accounts for the presence of the second image 

dlrcctly behind the first. This aould  seem to indicate 

that such p a r s  were an exception which needed an en- 

planatton. At Tabo il is quite clear from the style of the 

figures that tach of these cult figures came From a dif- 

ferent arttsttc tradition, thus they probably also were cre- 

ated at different times. Presumably there u a s  also atTabo 

a legend ahlch  explained hen or \vh} they came to- 

gethcr. but this ts no\\. lost, presumably fore\ er. Ths sirn- 

plest explanat~on IS that originally the main image of 

G~irocana was in the Cella. and during reno\;ltlon the 



new MahHvairocana (as Lord of the Mandala) was added 

in front of the Assembly Hall. 

Each of the three clay divinities of the Cella are ac- 

companied by painted standing female divinities (figs. 

28. 150). There are all together six goddesses, two for 

each of the clay sculptures in the Cella. Beginning on the 

south wall there is a standing, green-blue female god- 

dess (fig. 28) in the Gesture of Offering (arijolimudri) 

holding an open, blue lotus (upala). She wean a three- 

pointed crown which is quite similar to the crowns of the 

Bodhisattvas painted in the upper zone of the Assembly 

Hall. On her forehead is painted a third eye. Her hairstyle 

is quite complex, forming a large spiral with some sort of 

ornamental headdress in the middle. She wears heavy 

earrings and jewellery, the long necklace falling between 

her extremely round breasts. The exaggerated torso, 

round, full belly, extremely full hips may in part be re- 

lated to the standing white clay Bodhisattva (fig. 29). Each 

ofthe goddesses' entire head and shoulders are surrounded 

with a shawl, in this case it is white. The shawls are de- 

picted in a partially realistic way, passing over the head 

and between the four points of the crown. This motif of 

the shawl forming a halo around the figure is also seen in 

the painting of the Life of thc Buddha, In the latkr in- 

stance the veil has a point at the top of the head. On the 

other side of the standing white Bodhisama is a female 

figure which is now almost completely destroyed but ap- 

pears to have been originally rcd and holding a flower. 

At a slightly lower level relative to the ground and facing 

the clay Vairocana image is another goddess. She is also 

painted red and is holding a strange snake-like form be- 

tween her two hands, but instead ofa head there is a flower. 

Again the figure has the same exaggerated breasts, torso 

and a deep inset navel. The wide hips carry an ornamen- 

tal gold belt and the bare feet have golden bracelets. To 

the other side of Vairocana is a far better preserved fe- 

male figure, painted yellow, wearing a complex three- 

pointed crown with hanging pearls, the same swirled 

hairdo that sticks out at the back of the head (fig. 138). 

The "further" eye is exaggerated. A nccklace that falls 

over the breasts and is twisted into three loops falls down 

to the stomach. She carries an ornamental umbrella and 

has a white scarfover her head and shoulders.The mudra 

is very peculiar: thc leA hand lies on her hip and appears 

to have the thumb and all the fingers curled, the palm 

facing up and the small finger sticking oul.The two most 

Fig. 146. The Cella 
Main Temple 
The central Buddha Vairocana (loday 
idenlified as Amilibha because of his 
red colour). The Bodhisallvas 
AvalokileSvard and Vajrasallva. 
standing lo his right and lef~ 

Fig. 147. Flying dei~y offering a 
flower 
Main Temple. Cella, west wall, 10 

proper righl above the halo of 
Vairocana (detail of fig. 146) 



Fig. 148. Head of aflying deity 
Main Templs, Cella, west wall, proper 
right above the bdo of Vairocana: clay 



Fig. 149. Bodhisanvs Vajrasaltva 
flanked by painted goddesses 
Main Temple. Cella, north wall 
(sculpture 11): clay 

beautifully painted goddesses arc on the north wall.They 

are both painted green. The one closest to the back wall 

again has a very beautiful three-pointed crown. She has a 

cross-shaped mark on her forehead, the right hand has 

the index and forefinger together. she holds a red vajra. 

The left hand is lost. The dhoti falls over the ankles; one 

sees no ankle bracelets but the green feet have red henna 

on the soles. The last goddess is green and with the same 

complex crown, elaborate hairdo, etc. (fig. 150). Her two 

hands are brought up in front of her breast, palms for- 

ward, fingers turned back and hold a noose with vajras at 

the end. The feet have an exaggerated shape with long 

toes treated in a sort of swirl-like pattern; she wears golden 

ankle bracelets. 

The goddesses each have a mark on their forehead, 

the first and the last have a third eye, the second and 

fifth a cross, third and fourth a point. They probably 

represent the Goddesses of Offering, although the sys- 

tem represented here is not known to meH. 

The Feen goddess to the right of Vajrasattva on the 

north wall stands on a thick line which is the upper bor- 

der of a painting of a donor and his retinue (fig. 151). 

This painting shares some general features with other 

Fig. 150. Goddess lo the right of 
Vajrasallva 
Main Temple. Cella, nonh wall (detail 
of fig. 149) 

donor paintings associated with the kings of Purang-Guge. 

as discussed in ChapterVI.Thc composition is more sche- 

matic than the picture of Byang-chub-'od and the Tabo 

Sangha (fig. 139) above the Renovation Inscription. The 

figures are defined by a simple black outline, there is no 

shading, not even around the eyes. Certain features which 

appear elsewhere in Tabo are here exaggerated, such as 

the extended "further" eye, the "sailor hats" which do 

not have a realistic shape and do not fit on the heads but 

are rather placed on top of them. Some important fea- 

tures do not seem to have been understood, such as the 

honorific canopylcurtain. In the upper part of the picture 

frame is a white drapery, like the tops of tents. Obvi- 

ously, this is meant to represent the same kind of cloth 

backdrop for the royal lama as in the Renovation Inscrip- 

tion painting, but here the logic is lost, the back and sides 

of the tent-like structure are missing. Instead, the royal 

lama is separated from his rctinue by a heavy linc defin- 

ing a rectangle with an arch on top. This seems to be a 

misunderstanding of the honorific curtain separating 

Byang-chub-'od from the others in the assembly (fig. 

139).That the function of this structure is meant to be the 

same can be seen from the two figures at the sides above 





larger. The four behind wear the typical "sailor hat", 

the two in the front the flat, red, turban-like hat. In the 

Renovation Inscription painting, the men wearing the 

red, turban-like hats seem to be more important. To the 

proper right the five males behind do not wear hats, and 

they are so small that they could be children, but this is 

not at all certain. The one female represented sits alone 

in the front row and is clearly the most important per- 

son on this side. Due to our limited understanding of 

both the secular iconography and the history of the pe- 

riod, this important historical document remains a mys- 

tery. 

This donor painting is contemporaneous with the six 

Offering Goddesses in the Cella, as well as some of the 

paintings on the east wall of the Ambulatory (Group D 

as defined in Chapter VI) (fig. 27). They all share the 

same simplification of line and the exaggeration of cer- 

tain features which seems to indicate that these paint- 

ings are later than the renovation period paintings. On 

the other hand they clearly belong to the same cultural 

context but may have been painted by a less sophisti- 

cated atelier. Thus, this donor picture and the other paint- 

ings in theApse which are stylistically related to it, may 

have been almost contemporary with, or only slightly 

later than, the renovation period paintings. 

The upper part of the back (west) wall of the Cella 

is quite destroyed. There are remains ofthe typical deco- 

rative valance all around the inside of the Cella (tig. 

152). As already noted, this variant of the valance is 

very simple and closer in its form to the valance in the 

Assembly Hall than the other two variants represented 

in theAmbulatory. Underneath this were originally three 

rows of eleven Buddha figures from top to bottom and 

two Buddhas in the comers of a fourth row, all of which 

originally had identifications. The Buddhas are painted 

in alternating colours. 

The upper parts of the south and north walls of the 

Cella are also decorated with rows of Buddhas. On both 

walls at the top we have eight Buddhas across in four 

rows (fig. 153) -row four has only seven Buddhas. Each 

Buddha is provided with an inscription panel but most 

of them now appear to be empty or illegible. The Bud- 

dhas are represented in different colours but the same 

colour was used for the vertical rows. Underneath is a 

larger row of four Buddhas, each seated under a tree. 

The first Buddha is green, one shoulder bare, the mudra 

Fig. 152. Decorative valance 
Main Temple. Cella, south wall 

Fig. 153. Buddha 
Main Temple. Cella, rows of Buddhas. 
upper section of the walls 

Fig. 154. One oleighl Buddhas 
Main Temple, Cella, south wall, upper 
part ol the wall 



Fig. 155. Buddha of the Bhadrakalpa 
Main temple, Ambulatory, western 
corridor, inner wall (outer wall of the 
Cella), uppermost row of Buddhas 
The Buddha 97 of the 
Bhadrakalpikasiitra. His name is 
written on the dividing line above 
him: Tathagata Pad-ma 

Fig. 156. Valance with pearl garland 
held hv kirtimukha 
Main Temple, Ambulatory, western 
comdor, inner wan (outer wall of the 
Cella) 



IS  lmposslble to determrne Thenext Buddha tsred w ~ t h  

both shouldencovered.The thtrd Buddhamay have been 

yellow. but tt IS now totally destroyed The fouflh 1s 

blue, one shoulder bare and may be In vrrarkornudri 

The north wall has a parallel composllron wtth eight 

Buddhas In two rows Rows three and four have only 

seven Buddhas (an Impost block embedded In the wall 

accounts for the shofler ltne of Buddhas) Again each 

has an tnscnptton panel, now destroyed Underneath are 

agaln four larger Buddha figures They seem to be some- 

what more finely drawn than those on the south wall 

Movlng from the cast to the west, the first figure 1s blue- 

green, has one shoulder bare, the left hand l ~ e s  on h ~ s  

lap. the nght hand IS ratsed in abhayamudrd. The folds 

of the robe are represented wtth deep shadlng as 1s also 

the underrobe whlch is whtte. The next figure 1s now 

destroyed, ~t was originally red The next one was ortgl- 

nally blue, now destroyed, and the last was yellow and 

appears to have been In dharmacakramudri 

The Inner surface of the east wall above the door- 

way of the Cella, the east wall of the Cella ~tself, IS deco- 

rated w ~ t h  a row of Buddhas now tntermpted by a sky- 

11ghc recently enlarged by the Archaeologtcal Survey. 

The uppermost border valance appears to be the same 

valance that surrounds theentlre tns~dc walls ofthe Cella 

and 1s slmilar In conception to the patnted valance In 

the Assembly Hall Underneath the valance there were 

origtnally three rows conslsttng of ntne Buddhaspalnted 

tn alternating colours The sofit  ofthe entry to theCella 

IS covered wtth cloth whlch IS beauttfully palnzed wtth 

a runntng vtne mottf In gold and red and wh~te  on a 

blue background, edged wtth a pearl border. There are 

five circles w ~ t h  a pearl border. As mentioned before 

they contain a lotus and flylng dlvln~ties (figs. 157, 158). 

On the outer walls of the Cella, which are the Inner 

walls of the Ambulatory, there are rows of Buddhas 

palnted in the sameThousand Buddhas composition (fig 

155) as IS palnted on the ins~deof  the Cella. On the Inside 

wallsof the Ambulatory, that IS the outer wall ofthe Cella, 

the theme of the Thousand Buddhas, Bhadrakalpa, occu- 

pies all the space The fragments of the Phase I palntlngs 

indtcate that the same i cono~aphy  ongtnally ex~sted on 

the outer Cella wall. Here (fig. 15) we see rows of Bud- 

dhas seated on lotuses, the Buddhas separated by vefltcal 

lines The same colour scheme 1s used In the example of 

a Buddha figure In the Entry Hall (sgo-khang) (fig 40) 

FIE 157 Rectangular textile panel 
w ~ t h  floral border, above the entrdnce 
to the Cella 
Man Temple, ceillng oi  the enlrance 
to [he Cella 

FIE 158. Painted textlle 
Mdln Temple, ce~llng oithe entrance 
10 the Cella. palnt on clolh 

F I ~  159. MafijuSri 
Maln Temple, Cella. stone 
The \culpture is broken apan at the 
wal\t Pllgnms carry the upper part or 
Lhlr sculpture on their back through the 
temple For pradaksrna 



At the top o f  the wall, there is painted a variant o f  o f  the Ambulatory has been partly restored by the AS1 

the valance on the outer wall o f  the Ambulatory. This  but the original painted fabric remains.The pattern which 

time yellow kirfimukho hold white  strands o f  pearls consists o f  flying divinities and lotus flowers is the samc 

stretching in loops between them (fig. 156).The ceiling as o n  the s o f i t s  in fronl o f  theAmbulatory and the Cella 

'The black hat ceremony is performed 
only by the Karmapa, the head of the 
bb'-brgyud-pa school omibetan Bud- 
dhism. 
'We have already noted that this pos- 
ture denotes offering. 
'For a discussion of the inscription cf. 
Luczanits forthcoming [a]. 
'This phenomenon is to be seen in some 
metal sculptures, such as the standing 
Buddha ligure from the Cleveland Mu- 
seum attributed to c. 1000. 
'The only element here which seems 
inconsistent with Vairocana is the 
flower garland around the shoulders. 

The flower garland is never worn by a 
Jina in contemporary iconography. 
There exists a Agurc of MatijuOri who 
is white and sits i n d h y i n l w a  on a lion 
throne. This figure is not known in the 
contemporaneous art or literature of the 
region, so it is dificult to imagine this 
form of Matijusn as the principal deity 
of the Cella. 
'The attempt by Dr. Singhal to identify 
the two forms of Vairocana and their 
retinue at Tabo with the GarbhadhCitu- 
and VajradhBtu-mqdalas of the Japan- 
ese Shingon Buddhism does not seem 
appropriate in this cultural context.This 

tradition is not otherwise known in the 
Trans-Himalayan region and there is no 
reason to believe that Tabo was an ex- 
ception. 
'One should note here that only rcla- 
tivcly few temples associated with the 
late Mahiyina, compared to the vast 
number wh~ch once existed. have been 
systematically excavated. For it is only 
within the context ofesotcricEluddhism 
that one might hope to And a parallel 
for these paired Buddhas. 
'1 thank Eva Allinger for information 
about TBrB mandalas. 





V.4. The Ambulatory (skor-lam) 

, , 

Plan 10. Ambulatory 

Fig. IhO. Mahabodhisattva 'Mahibala 
(sTobs-po-che) 
Main Temple. Ambulatory, nonh wall. 
lowcr register. MBS 13 

There are four principal themes in the Ambulatory - 

the 32 Bodhisattvas, the 8 historical Buddhas, the Bud- 

dhas of thc Bhadrakalpa, and the narrative scenes. The 

basic theme of the north and south corridors' outer walls 

is the 32 Bodhisattvas ( I6  Bodhisattvas and 16 Maha- 

bodhisattvas). 

On the lower part of the wall beneath the paintings 

of the 32 Bodhisattvas is a narrative composition which 

is, at first glance, stylistically similar to the story of 

Sudhana. However, the latter ends in theAssembly Hall 

at the entrance to the Ambulatory. The subject of the 

Ambulatory narrative is clearly different.The theme has 

not yet been deciphered. There are subtle differences 

also in the style and composition of the two painting 

cycles. The narrative composition here is narrower and 

the scenes more simply organised and there is a more 

regular placement of the yellow painted panels (also 

empty) along the bottom of the scene. The figure style 

is also different. The painters apparently did not come 

from the same workshop as those responsible for the 

narrative paintings in the Assembly Hall. 

At the top of the outer wall of the Ambulatory, the 

upper part of the wall is banded by a border consisting 

of a row of Buddhas, each Buddha seated on a two- 

tiered lotus in a multicolour aureole with a flame-bor- 

dered, horseshoe-shaped halo, similar to that surround- 

ing the Bodhisattva. Buddhas with both shoulders cov- 

ered in thc Gcsture of Meditation (dlty5narnitdra) alter- 

natc with Buddhas with right shoulder bared in a vari- 

ety of mudras (fig. 162). This band of Buddhas runs 

completely around the entire wall of the Ambulatory. 

Each of the Buddhas has a panel with an identification 

next to it (diagram 14. Ambulatory East Wall). 

The sequence of Buddhas is a depiction taken from 

the Bhadrakalpikasitra(Luczanits forthcoming [a]).The 

series begins, as in the Sutra, with the Bodhisattva 

Pramuditar2ja requesting s2kyamuni to preach. The 

former is shown (upper east wall, outside wall oftheAm- 

bulatory) kneeling and in the Gesture of Offering (fig. 

161). ~&yamuni  no longerexists, but the lion ofhis throne 

enthusiastically addresses the Bodhisattva. Standing be- 

hind the Bodhisattva is a large crowd of monks; only frag- 

ments of the inscriptions survive, but they seem to be the 

favourite disciples of the Buddha s&kyamuni. "The ven- 

erated ~ ~ k ~ a m u n i  is residing in [the city of] ~ 6 v a s t i ;  to- 

gether with one hundred thousand monks and eight hun- 

dred million Bodhisattvas." (Luczanits forthcoming [a]). 

Following the S%kyamuni, running along the entire outer 

wall of theAmbulatory (fig. 162) and then continuing on 

the inner wall of the west and north corridor (fig. 155). 

The names faithhlly follow theBhadrakalpikntit~o(see 

Luczanits forthcoming [a] for details). 

Above the row of Buddhas is a very beautiful val- 

ance (fig. 30) topped by a jewel-like pattern.Above this. 

painted on the wooden beams, is a step-like. almost 

meander-like pattern. But this in most places has been 

desmoyed. 

Perhaps the most exquisite painting in the temple is 

found in the Ambulatory. The 32 Bodhisattvas consist 

of 16 Mahabodhisattvas in the lower row and 16 Bodhi- 

sanvas in the upper row (diagrams 15, 16. Ambulatory 

South and North Walls). The sequence begins on the 



boutli half ofthe east \\,all of the Alnbulalory. continues 

on the south wall to thc north \\.all an11 ends on the north 

halfof the east \r-all of the Ambulatory (sec diagrams of 

the Ambulatory a.alls). Thus, as with all the iconographic 

contipurarions of the renovation phase the program is 

read In the direction of ritual circumnmbulation. 

Luczanits (forthcoming [a]) has read the inscriptions 

\\ hich accompan!. all the images on thc south and north 

ir-all: the east \\,all seems not to have had inscriptions. 

W'h~le the Bodhisattvas are familiar. the Mahibo- 

dhisan\.as include some unusual names and the textual 

source has not yet been identified. The images are or- 

panised by colour in hvo rows of seven Bodhisattvas on 

the south and north walls. plus two on each side of the 

cast wall. (As the east wall is interrupted by the passage 

between the CellaAmbulatory and Assembly Hall, the 

east wall has a north and a south section.) On the south 

and south-east walls. the first group ofeight Bodhisattvas 

are blue. These are followed by a group of eight white 

Bodhisamas. On the south-eastern wall the Bodhisattvas 

are particularly damaged and only survive in an extremely 

fragmentary form. Also here the style appears somewhat 

more hard-edged than on the west and south walls. 

All the figures on the south and north walls are dis- 

tinguished by a very elegant figure type. Distinctive fea- 

tures are the tri-partite modelling of the chest, the round 

head and even. round facial features placed above a 

rather thick triangular neck marked by three deep folds. 

All of the figures have elaborate crowns in various de- 

signs but of similar shape. The crown is tied by an elabo- 

rate white bow behind rosettes placed above the ears 

which appear to anchor a band that runs underneath the 

crown (fig. 169). The jewellery is extremely complex 

and elaborate and different for each of the figures. Each 

of the figures sits in a half lotus posture 

( s a r h . o p o ~ a r i ~ s a n a ) .  Some of the Bodhisattvas have 

a pearl "sacred thread" (fig. 174). some a shawl over 

the shoulders (fig. 169). The pattern of each of the shawls 

is painted very carefully and no two patterns are alike 

(figs. 164, 169, 170, 176), likewise the dhotis (skirt- 

like garment) (figs. 165. 166. 167, 168, 177). The dhoti 

of the Mahibodhisama I (east wall, south side) is ex- 

tremely beautiful (fig. 180). It has a striped panern, red, 

white and black and where it falls between the legs it 

shows a rippling design. The bottom edge of the dhoti 

has a row ofexquisite white ducks. The lotus seat ofthe 

Bodh~sanva is carefully drawn but slightly different from 

of the CeUa group ' 

those on the north and south walls. The inner part of the Diagram 14. Ambulatory East Wall 

lotus is not depicted by a series of dots, but rather by the 

large coloured circles, and the edge of the lotus is a black 

band with red, white and yellow letters probably in San- 

skrit. The lotus has two rows of petals alternating blue 

and red. The petals are described in a gently curving 

fashion with pointed ends. The next two blue figures on 

the north wall are also distinguished by the exquisite 

details of the crowns, jewellery and textiles. The 

Bodhisattva in the upper zone, identified as  

Gaganagatija, holds a round-like object looking like a 

prayer wheel. The MahHbodhisattva below holds a cres- 

cent on lotus (figs. 163, 164). This figure wears an ex- 

qu~sitejewelled belt and a textile shawl painted red with 

a white and blue floral pattern that is also to be found 

on the dhoti of one of the other figures and also on the 

painted gamlent of some of the clay figures in the As- 

sembly Hall (see also figs. 21, 107, 168). 

On the south wall are first eight blue and eight white 

Bodhisattvas (figs. 163, 165,166, 169.17 I), on the north 

wall there were then eight red (figs. 173, 174) and eight 

green Bodhisattvas (figs. 175, 179). the first two of the 

red Bodhisattvas are lost. The outer and inner walls of 

theAmbulatory on the north side have a decoration par- 

allel to that of the Ambulatory on the south side, but it 

is not so well preserved. It has been severely damaged 

and is now extensively repaired by thc Archaeological 

Survey including some in-painting which is usually 

identifiable.There are, from the top, an exlremely beau- 

tiful valance pattern and under that a row of 17 Bud- 



Fig. 161. The Bodhisiittva 
PramuditarSja requesting the Buddha 
S?&yamuni to teach the 
Bhadrakalpikasltra 
Main Temple. Ambulatory, east wall. 
south corner, uppermost section 

Fig. 162. Buddhas of the Bhadrakalpa 
Main Temple. Ambulatory, south wall. 
uppermost section 
It is not clear which of the captions 
refers to which Buddha 



dhas o f  thc Bhadrnkalpa. Under this is a row of 

Bodhisam'as of whicli seven have survived. They arc or- 

gan~sed in two ro\r,s, one directly abovc the other. There 

am two niorc Bodliisattvas on the eastcm wall next to the 

entrance (figs. 27. 1 NO). The first three of the remaining 

Bodhisamas of each row are red and the second threc 

rc~naining BodhisaHvas green. with thc two on tlie en- 

wnce nall green a id  the one underneath blue-green. 

The eigh~ red Bodhisattvas on the north wall are the 

rnosl mined ofthe composition.They appear to have been 

recently touclied up so that the present red colour is rather 

glaring and uneven. The wall here at various points has 

huckled and it is difficult therefore to analyse the style of 

the figures. N'herc lhcy have not been restored, the crowns 

arc essentially the same typology as on the south wall and 

one e\.en fmds occasionally some of the same textile pat- 

terns (fig. 174). On the north wall as also on the south wall, 

therc is a kemendous variety in the details of the crown, 

.jewellery and textiles. Indeed. one of the most delightful 

aspccls of these Bodhisattva paintings is the occasional 

whimsical detail such as the small fox-like animal hide 

held in the left hand by the red MahHbodhisattva ~ i h d a t t a  

(@a'-bas-byin) (figs. 172, 173). The depiction of the at- 

bibutes is detailed and often so fanciful that it is difficult to 

decipher their meaning. The MahHbodhisattva MahHbala 

(sTobs-po-che) (fig. 175) holds a three-tiered diamond or 

crystal in front of his breast (fig. 176). The long graceful 

fingers of the right hand curl seductively around the crys- 

tal, the left hand lies on his left thigh, the long fingers curled 

into a mudra (fig. 177). The walls in the north-east as in 

the south-east sections are very deshoyed (diagram 14. 

Ambulatory East Wall). On the inside of the Ambulatory 

on the east wall, there is a fragment of painting depicting 

an extremely beautiful green Bodhisattva with the body 

parts emphasised through very smong shading (fig. 27). 

The blue-green Bodhisattva below is depicted in a similar 

style. The panem ofthe drapery ofthe Bodhisattvas is very 

complex and elegant (fig. 204). 

It should be noted that the Bodhisattvas on the east 

wall have a rather intense modelling of the figure, but 

the uniformity of figure-style, that is the line of the fig- 

ure, the proponions, the facial details, crowns, garments, 

mandorlas, haloes, in short, every detail except for the 

shading, is so similar that there can be no question that 

the entire composition must have been created by one 

workshop, although undoubtedly by different hands. 

There are, however, distinctive features. 
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Narrative scenes 

The textile patterns are more complex. Only on the 

east wall of the Ambulatory are figurative elements 

found, note the ducks bordering the dhoti in fig. I80 

and in fig. 204. Other mannerisms, such as the drawing 

of the inside of the lotus as if seen from above, and the 

strong shading, suggest a slightly later date for the 

Bodhisattva figures on the east wall. The function of 

this wall may explain this fact. On the Assembly Hall 

side of the half-wall and on the inner face of the thick 

wall, to the right and the left in the transition zone to the 

Ambulatory, are mounted clay sculptures ofthe mandala. 

Thus, the Ambulatory side of the half-walls could not, 

as with the south, west, and north walls of the Ambula- 

Diagrams 15, 16. Ambulatory South 
and North Walls 



Fig. 163. Mahiibodhisattva 
*SamantSvabh&a (Kun-tu snang-ba) 
(blue) 
Main Temple, Ambulatory, south 
wall, lower register. MBSZ 

Fig. 164. Detail of MahSbodhisattva 
*SamantiivabhLa 

Fig. 165. Mahiibodhisattva * V i a l a  
(2-ma-med-~al (blue) - .  - 
Main Temple. Ambulatory, south 
wall, lower register, MBS3 

Fig. 166. Mahiibodhisattva 
*Amitabuddhi @lo-gros-mtha'-yas) 
(white) 
Main Temple, Ambulatory, south 
wall, lower register, MBS6 









Pig. 174. Badhimma Pr&bhL&i~ 
:sPobs-pa-brnegs-po) (nd) 
Main Temple, Ambulatory, mrth wall, 
Jpptr register. BSll  



rig. 173. ~ahGbodhisattva *Mahgbr 
(sTobs-po-che) (green) 
Main Temple, Ambulatory, nonh w, 
lower register, MBS13 



Fig. 176. A crystal held by the 
Mahibodbisattva *Maheals (sTobs- 
po-che) (green) 

Fig. 177. Mahibodhhthra*MahSbala 
performing the vajra-fst (green) 



Pig. 118a M a m a  @1m) 
Tesupla, A&-, east wr 

sat& cgme~, lowa register* ME31 
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(repainted) The eight historical Buddhas 

Diagram 17. Ambulatory West Wall tory, have been painted at the same time that the sculp- 

tures were being constructed. Thus, probably the fol- 

lowing year, only after the sculptures were finished and 

the Bodhisamas on the north and south walls of the 

Ambulatory were painted, other painters, albeit of the 

same workshop, were able to paint the Bodhisamas on 

the north and the south halves of the east wall. 

The narrative paintings in the Ambulatory have not 

been deciphered. Deshpande (1973) identified one 

Avadina story'. It is clear that there are certain themes 

which are found also in the Sudhana story - assemblies 

grouped around a Buddha (fig. 183). Bodhisama (fig. 

184) or a lay person (fig. 185) -but the style is far sim- 

pler, more provincial. One may compare like motifs, 

such as theTibetan-style architecture or the female dress 

(fig. 184). But there are also totally new genre details 

which are not understood, such as the male figures in 

brown costumes with pointed hood (fig. 185). These 

paintings are later and by different artists than those who 

worked in the Assembly Hall. Perhaps this painting is 

contemporaneous with the Cella painting. 

Standing in the Cella and looking at the east wall of 

the Ambulatory above the passage (which is the back 

side ofthe west wall of the Assembly Hall), at the height 

of the ceiling, the uppermost border consists of trian- 

gles. Underneath that are circles in alternating colours 

and underneath that an extremely beautiful valance con- 

sisting of drapery interspersed with dangles held together 

in the middle by kirtimukha. Underneath the valance is 

a row of Buddhas. They are very elegantly painted with 

alternating colours and different mudras, and each Bud- 

dha is provided with an inscription panel. Underneath. 

above the smaller side entrances are four deities of which 

only one on the north side is really well preserved. This 

one is black, has nine heads, topped by a horse head. 

and eight arms. This apparently represents the same 

Tantric deity surviving from the foundation period in 

the transition zone (fig. 20). Next to it, also in a horse- 

shoe-shaped mandorla, the vajra-holding god lndra sits 

on his elephant. On the south side is Brahmi seated on a 

pair or geese. 

The back wall of the Ambulatory has, as we have 

already noted, the same valance, indicating that the en- 

tire composition of the Ambulatory was painted at the 

same time. The composition on the back wall appears 

to have originally consisted of eight seated Buddhas of 

which only six have survived (diagram 17. Ambulatory 

West Wall). A large section of the wall at the south cor- 

ner has been repainted with a relatively modem paint- 

ing of Tsong-kha-pa. The original composition can be 

seen above it, however. Apparently, the wall was dam- 

aged at the time of the Dogra invasions. as is recorded 

in the inscription on the north wall of theAssembly Hall. 

The seated Buddhas are exquisitely painted (figs. 181. 

182). They are all seated in the Meditation Posture 

(dhycitlGsana). the uppermost is red in a variant of the 

Gesture of Preaching the Law (dharmacakramudrci). 

The style of the Buddha figures reminds one of the 

style of metal sculptures attributed to the 10'-1 I'cen- 

tury Kashmir. Considering the outline of the head, as 

well as the treatment of the figure and the proportions, 

one of the closest comparisons would be between the 

detail of the future Buddha Maitreya (88) (figs. 181, 

182) and the standing Cleveland Buddha (Klimburg- 

Salter 1982: PI. 27): it is oval, theu~nisaround with the 

curls forming a textured pattern in profile. The features 

are very regular and even, the ears outstanding. The 

shoulders are broad, the waist and hips narrow. The 

monk's robe has a round, low neckline where three dif- 

ferent fabrics can be seen, blue white and red. The neck- 

line is depicted with a curving line. the consecutive U- 

shaped folds dipping down to the waist. The garment 

falls in regular deep folds along a median line of the 

body (fig. 182). The movement of the garment is fluid 

showing deep curvilinear lines depicting the U-shaped 

folds where it falls from the mid-arm to the knee. Each 

Buddha is seated under a different tree in a perfectly 

round multicoloured mandorla with multicoloured ra- 



Fig. 181. Head of the future Buddha 
Maitreya (Byams-pa) 
Main Temple, Ambulatory, WE 



Fig. 184. N M v e  scenewith 
preaching Bodhisatlva 
Main Temple, Ambulatory, north wall, 
lower d o n  

Fig. 185. Narrative scene 
Main Temple, Ambulatory, north wall, 
lower section 



Fig. 1R. shim&&& 
Buddha 
c. 1 lk O:G. hi con&tloBi 
b. 7 cm 

Fig. 189. Am-WZ me& 
Main Templ~, AmMahy,  



F I ~ .  190. 'l'wo pha.;es painting 
Main Temple. Amhulalory, nonhern 
~~mldo r .  nulcr wall 
Relr,w lllc rraglnenls of a narralivc 
scene, a large lolus a\ wcll a.; the reel 
"la slandlng Bodhisallva are 
d~\cem~hlc. heneath !hi\ a vine border 

dlancc dnd d polnrcd horscahoe halo w ~ t h  d red (figs 

182. 186). ycllow and b l d ~ k  fldmc pattern whlch 1s the 

same as thdr to bc qccn on the Bodh~\attvas on the s ~ d e  

walls, as wcll a\ the Buddha figures In the very top row 

around the out \~dc  wall of the Ambulatory (fig 162) 

The same shape of the head and dep~c t~on  of the robe, 

worn low on the r~gh t  s ~ d e ,  w ~ t h  the w ~ d e  sleeve flow- 

Ing over the left knee, IS found In a small bronze from 

the 0 C Sud Collect~on (fig 187) The figures of the 

monks flank~ng each Buddha are also dep~cted In the 

same smooth, hdrmonlous style The robe has the same 

r~pple  effect (fig 188) Some of the kneellng monks are 

wearlng patchwork robes (fig. 189) 

Particularly noteworthy on the west and north walls 

are the fragments of the first phase of palntlng under- 

neath the present 11"'-century narrat~ve murals The 

former were exposed as a result of cleanlng by the AS1 

The 10'h-century palntlng (fig 190) conslsts ofa  smp lc  

floral band of several petal\ In w h ~ t e  and green aga~nst 

a rose-coloured background w ~ t h  d stem-l~ke frame form- 

Ing a curl at the bottom of each of the blossoms All of 

the flowers polnt upwards and In the ~nterst~ces above 

and below are three tr~angular leaves, two pink and one 

green w ~ t h  a small ball In between Thls panem runs at 

the bottom of the walls for the entlre length of both the 

Inner and the outer wall of the Ambulatory In several 

places the orlglnal program above t h ~ s  floral border can 

be seen (fig 190). here conslstrng of large rose-p~nk lo- 

tus petals From the fragments of underpalntlng on the 

outer wall of the Ambulatory, there seem to have been 

palnted Bodh~sattvas standlng on top of the large lotus 

flowers (cf fig 19 1) 

' Renalc Ponwciser is attempting to de- 
cipher rhc scqucncc. 





V. 5 .  The Canopy 

The Vajradhitu-mandala in the Assembly Hall is cov- 

ered by a canopy. The canopy is constructed of strips of 

fabric, perhaps cotton or linen (no analysis has been 

done) that have been painted and then affixed to the 

ceiling between the beams (figs. 192. 193, 194). That 

the entire ceiling decoration is to be considered a canopy 

can be seen from the painted valance at the top of the 

walls. All around the Assembly hall was painted a cur- 

tain-like valance and above this was originally (at least 

on the west wall) a row of birds, only a fragment of 

which has survived (fig. 195). The ceiling textiles are 

painted in bands of geometric and floral patterns in 

shades of brown, yellow, orange, blue and black with 

touches of green and red (figs. 18. 193). This icono- 

graphic scheme contrasts quite notably with the images 

on the textile panels on the cciling of the Apse which 

contain figurative elements (fig. 196).The painted ceil- 

ing textiles must have been prepared for this particular 

space after the roof was completed because each of the 

textile panels fits quite precisely the space allotted to 

them. Both the colours and at least one of the designs 

(Wandl Chapter V.6) (fig. 18) indicates that the ceiling 

textiles must date to the first century ofthe monastery's 

existence. This is also confirmed by '"C-dating. Since 

the Enhy Hall, the only part of the temple with theorigi- 

nal program from Phase I, has neither valance nor ceil- 

ing cloth. l assume that this phase did not have a canopy 

decoration. Since all the paintings ofPhasc 11 ( I  IIhcen- 

tury) have painted valancc and cciling cloth. I presume 
Fig. 192. Ceiling pa~nting on c lo~h  
M;,in Ten,plc, Assembly Hall, ceiling, that the concept of the canopy dates to this phase. 

derail of fig. 194: clotll What was the function ofthe canopy in Tabo? De- 

fining the canopy as the ceiling cloth plus painted wall 

valance, there are three canopies in the Main Temple. 

One covers thevajradhitu-mandala (equals the Assem- 

bly Hall)', one covers the Cella, and one covers the 

Ambulatory. The canopies are further distinguished by 

their iconography - the one over the Assembly Hall has 

no figurative elements and the two in the Apse have the 

same designs (see below) but the valances are different. 

It is not clear ifthe patterns have different symbolic func- 

tions or if the differences result from a different date of 

manufacture or different artists. According to the ''C- 

examination, the one sample from the Ambulatory was 

dated 1075 +-95 (1 sigma) compared to the two sam- 

ples from theAssembly Hall 938 +-53 (I sigma). How- 

ever, since the date of the analysis is for the cloth (not 

the painting) - which was certainly imported a great dis- 

mnce From India and thus necessarily made several years 

before it was painted and placed on the ceiling - and 

since we consider the sample base too small and the 

plus-minus factor too large, we consider the IdC-method 

as having only relative value for dating. Thus, we ac- 

cept the "C-dates as confirmation of the formal analy- 

sis, which suggests that the ceiling paintings were made 

during Phase 11 (I I'hcentury)2. 

The principal difficulty in dating the cloth paintings 

in theApse is that the individual motifs are mostly unique 

within the context of theTabo decorative repertory, and 

there are no other directly comparable cloth paintings 

known. All of the Buddhist monasteries dating to the 

Later Diffusion of Buddhism in Himachal Pradesh and 

Ladakh and also many later temples in western Tibet 



havc paintings on the ce~lingb deriving from textilc pat- 

tenis H'hiit is unique at Tdbo is the use ofreal clot11 on 

the ccil~ng. Taho was apparently one of the first tcmplcs 

to he huilr In this arca using this particular theme. 

The trad~tion, ho\ve\,cr. 1s ~nucli older. The use ofan 

clahoratc umhrclla or small canopy to honour a pcrson- 

age or de~ ty  is found throughout the art ofCentral Asia. 

In the pa~ntings from Dunhuang solnc form of canopy 

Iinng.; o\,cr every sacred or holy figure (Wang-Toutain 

1994). T h ~ s  is clearly the theme in the Entry Hall. Here 

the umbrella occurs without the curtain. which 1s ubiq- 

uitous in the pa~nting of the I Ilhcentury. In the rock-cut 

chapels at Dunhuang and Kyzil. a painted canopy cov- 

ered an altar or a sacred group of images. Throughout 

Asia. cloth or metal canopies cover an entire altar group. 

and they can be quite monumental. Canopies werc also 

prominent in the carly temples in Tibet. On the ground 

floor of the Jo-khang in Lhasa. there is an exquis~lely 

caned  wooden canopy. From the palaeography of the 

inscription (the part which is on my photograph is a 

Sanskrit mantra written in Tibetan) and its dccoration, 

it may datc to the 1 I'or 12'hcentury (fig. 200). An cx- 

tremely pertinent example comes from bSam-yas - the 

chapel of Bu-tshal gSer-khang-gling was in the form of 

theVajradhltu-mandala. "The images inside [the chapel] 

both had a general canopy [covering all the statues] and 

an individual canopy" (GRI. 389). 

The Jo-khang example is a true canopy. Its decora- 

tion is centrally organised and may be compared to painted 

canopies from Dunhuang. The hvoTabo variants are very 

different. The decoration consists of contiguous rows of 

unrelated designs. Further, the Tabo canopy represents 

the beginning of a local tradition because the Nako val- 

ance and ceiling paintings (figs. 197, 199) follow the de- 

signs in theTaboAssembly Hall ceilingpaintings.As we 

shall see, the Himachal Pradesh canopy motifs seem to 

descend from a north lndian tradition. 

In the Hindu Kush, at Bimiyan, in the 7Ihor R'kcn- 

turies, canopies were painted above a sacred space. The 

style of the painted canopics at Bamiyan can be sccn as 

a forerunner ofthose in thc Apse in Tabo. At B i m ~ y i n .  

as later in Tabo, the design consists of a series of strips 

of textile material that are placed between the beams. In 

BamiyHn. Cave Complex C ,  vestibule, these textiles 

sometimes appear to form a patchwork. In any case the 

painted lextile panems consist ofdiverse textile motifs, 

floral, geometric, as well as the vcry popular pearl 

trally organised, having more thc quality of an abstract 

mandala pattern. Thus. the variant rcprescntcd in 

Bamiyin and later in Himachal Pradesh appears to dc- 

rive from a mcrging of the Chincsc Ccntral Asian 

baldachin with a native Indian canopy which may ear- 

lier havc been uscd primarily as an honorific covcring 

for personages, lay and religious (Klimburg-Salter forth- 

coming [b]). 

I am not suggcsting a direct lnflucncc from BB~niyin 

on Tabo, but rather idcnt~fylng a w~dcsprcad prcfcrcncc 

in the decoration of Buddhist tcmplcs in the mountain- 

ous regions of north-west Indlil. T h ~ s  cilrl~cr tradition 

provided the artislic background for the cholcc of these 

same themes at Taho. 

Apparently, quite soon it was dlscovcrcd that the 

canopy theme could be more cheaply and cas~ly  rcpre- 

Fig. 103. Painted ~cxlilc placed 
he~wccn the heam\ 
Maln Temple. A\scmbly Hall. ceiltng: 
palnl on cloth 

Fig. 194. A \trip of cloth wilh painted 
lextilc pi1rtem.i placed be~ween beams 
Main Temple. Asscmhly Hall. ccillng 
Clo~h. slrips lo cilher bide have no1 
urv~ved. Rearnr dccoriited wilh 
pa~nted ro\elles 

1;1g. 105. Row ol bird\ ;lnd valance 
Matn Tcrnple. A\\ernhly H;tll. lop of 
WC\I  wall 





Fig. 197. NaLo. Kinnaw: ceiling 
painted with fantastic animals 

I Main Temple, ceiling 

I Painted directly on the wooden planks 
of the ceiling 

Fig. 198. BBmiyin, Afghanistan: 
reconstruction of the ceiling in Cave D 
Reconstruction by Akira Miyaji (after 
Klimburg-Salter 1989: Fig. 68) 



I I I I K I I ~  I I  I \ C I I I C ~  h\ \imply pdlntlng the tcxulc pcittcrn\ hct\\ccn 
rc1n ( r l  d u ~ k . r  the hcd~nr or thc ~ c ~ l l n g  Thu\. III  both Lot\d\*rl Tcm- 
\111.111 I (1 !\,I h.1 1~111plc upper pan (11 
mu111 i \ ' ~ I l  pic\ '11 N.~ko. \\ h ~ ~ h  drc only \Ilglitly Inter thdn Lhc M a n  

1.1: 200 J<l-khil~lg. I.hi~\a: CBIIOP! 

Aho\'c Ihc cnlriincc In thc cc~itr;~l pan 
01 Ihe Icrnplc: w11oc1 

I c ~ n p l c  dtTdbo rOv.\ 0 1  lcxt~lc pdUcrn\ \ ~ m ~ l d r  10 tho\c 

In tlicA\\cmbly lIdIlt11Tdbo arc pd~ntcd dlrcctly on Ihc 

uocldcn ccll~ng (fig 197) They are ~omple tcd  by a 

p'llntcd valdncc who\c form rcremhle\ thc vnlancc In 

the rabo A\\cmbly 11611 (fig 199) A \  thc roundel and 

lotu\ m o t ~ f a r c  only lound In thcTdbo Apse and rc4cm- 

blc the edrl~cr cc~llng pnlntlngs rrom Him~yin ,  onc mtght 

thlnk Lhdl thc ldttcr are uldcr thdn thc tcxt~lc pattern\ In 

IhcA\selnbly Hall w h ~ c h  arc closer In date to the \Imt- 

lar mot~T\ at Ndko Houcler,  the pearl roundcl m o t ~ t  I \  

dI\o foi1nd111 the cclI~ngpalntlngatAlch~ (Goepper 1993. 

1905) r .  I200 Howcrcr. these pattern\ belong to 'I to- 

tally d~fferent trad~tlon (Gocppcr 1993, 1995) Both 

tcc tu t~ l  dccordtlon In Buddh~\l  mon,l\terlea hd\c only 

recently bccnrccogn~\cd Imporldnt theme\ Reldtlvely 

I~ttlc docc~~iic~ltat~on hd\ heen publ~\hcd It I \ .  Ilicrcfore. 

too c,lrly lo dttc~npc 10 dntc prccl\cl) the t\\o type\ of 

~e l l lng  pdlnllng5 In T,~bo Although ~t Ir po \ \~blc  that 

the Aprc textlle, may be d ~ g h t l )  cdrllcr than thoac In 

the Ambulatory Alrno\t certdlnly they arc pa~ntcd by 

dlflerent artl5t\, who \\ere ram~lldr w ~ t h  thc art of uc\t-  

ern Indld. pcrhaps Gu~drdt 

Thc honor~fic functlon of the ~ 1 0 t h  canopy bdlddch~n 

I \  ~ I e d r  But In Tdbo there IS another form of honor~lic 

cloth eovcrlng. the umbrcllci, dnd froni the 1 I'hccntury 

al\o the curtdln In the representatton of Byang-chub- 

'od thc curtaln I\ comblned w ~ t h  the umbrella Thc hon- 

o r ~ l i c  umbrella hdr a qpcc~fic funct~on lnTabo It 1s used 

wherc\cr a royal lama la deplctcd and ~t 1s repreacntcd 

over the rellca of the Buddhd Relic\ are stm~larly hon- 

oured In other T~betdn palnting trdd~t~on.; In Zhd-lu In 

the great Ambulatory dround the M a ~ n  Temple ~n the 

L ~ f c  ofthe Buddha. thcnlohipizf rnrt ~~i11rr15 represented 

w ~ t h  thc draped cloth curtain background b c h ~ n d  

Siikyamun~ dnd dn clabordte canopy w ~ t h  bdlancc over 

hlml Tllu\ the cotnblned mottfof umbrella and curtain 

as Ilonor~tic symbols appear\ to hd%e becomc J \tdnd- 

ard moc~r ln  later T~betan parntlng 'IS \*ell 

' I lcrc \ I C  111u\t rclnclnhcr  hat II IC (irlkl- ~~I ' lhc  p o \ \ ~ h ~ l ~ l y  oftrace> oIlilrc~_~n el- sharlng hla pho~ographs ofZha-lu mon- 
nil1 lilllcI1011 oI'IIIc nlilndilli~ \ \a \  10 wr\c CIIICIII>. S ~ I C I I  a?, plgrncnl, and gluc arler) \r ~ t h  11s 
2 1  ill1 i ~ l ~ i ~ r  irh~ch auilchcd Ihc cloth lo tl~c cclllng 
2 0 ~ ~ c  I I C C ~ ,  i11v1 10 he C'ILIIICIII \  bcci~l~\c ' I  \\auld lihc to thank Kurl I'ruppcr for 





V.6. The Representation of Costumes and Textiles 

The art of Tabo provides us with rich material for the 

study of costumes and textiles used and known in the 

West Tibetan region during the IOIhand I1'kenturies.A 

great variety of different textile motifs with often highly 

complex designs can be seen on the dhoti and scarves 

worn by the Bodhisattvas and other deities painted on 

the murals and represented in the clay sculptures. The 

extensive narrative painting and the portraits of histori- 

cal figures give us a good record of the different cos- 

tumes, as well as other objects of the material culture. 

And textiles are imitated in the painted strips of cloth 

decorating the ceiling ofthe temple (see Klimburg-Saltcr 

Chapter V. 5). 

Most of the textiles depicted do not represent indig- 

enousTibetan products. They are multicoloured and give 

the impression of lightweight fabrics, very different from 

the mostly plain, heavy woollen textiles worn by the 

inhabitants of the cold Himalayan region and for which 

the raw material was locally available.This foreign cul- 

tural element most clearly can be seen in the narrative 

paintings in the Assembly Hall ( 'du-khang). Here, two 

large cycles - the Pilgrimage of Sudhana, from the 

Gandavyihasirra, and the Life of the Buddha - are 

painted in parallel compositions on the lower part of 

the wall. The Sudhana story occupies half of the east, 

the south and half of the west walls, and the Life of the 

Buddha begins on the other half of the west wall, runs 

along the north and ends on thc east wall (see Klimburg- 

Saltcr ChapterV.2). The narration of Sudhana's pilgrim- 
FIE. 201. Dholi of Vajrasa~lva 
Main Templc, Cella, north wall agc is set in aTibetan environment; this is clearly seen 

(sculpture 11) from the architecture, the people are wearing typical 

WestTibetan d r e s s  heavy, loose and certainly woollen 

garments with hardly any designs, which we also find 

in other contemporaneous wall and miniature paintings 

of the region. In contrast, the Life of the Buddha is set 

in a non-Tibetan environment. The people who are rep- 

resented in the paintings are clearly distinguishable by 

their costumes, coifires and jewellery from the West 

Tibetan people depicted in the Sudhana cycle. The gar- 

ments of these non-Tibetan people look light, almost 

always have patterns and cling to the body. large parts 

of which they often leave uncovered. They show typi- 

cal Indian elements. The impression is that the artist at- 

tempted to recreate the environment of the Buddha's 

homeland in the Gangetic plain. 

The textile motifs depicted on the dress of the peo- 

ple shown in the narration of the Life of the Buddha 

correspond to the type of patterns which can be seen on 

the dhoti and scarves of deities of all the non-narrative 

paintings of the temple and in part also to the textile 

motifs painted on the ceiling of the Assembly Hall. But 

before we consider the question of textile motifs and 

the type of fabrics shown, let us look in more detail at 

the costumes represented in the narrative paintings and 

the depictions of historical personages. 

The West Tibetan Costumes 

The male figures in the Pilgrimage of Sudhana and the 

historical paintings wear pants suits with wide overlong 

sleeves and large collars covering almost the whole 

breast (figs. 12 1. 123). At the waist the garment is fas- 

tened by a belt or sash. The legs ofthe trousers end by a 



pari laid into plaits which corresponds in colour to the 

collars and cuffs. but is in contrast to the main colour of 

the suit. Therefore. the garment is always depicted in 

two colou~s (mainly red or white, combined with blue). 

and there never occur any patterns. With this dress the 

mcn tvcar pointed black (sometimes also white) boots. 

Sonlc orthe men also wear hats. whereby one can see a 

connection to the male Ilairdos. The hair is worn in two 

di tferent ways: either it is hanging down loose over the 

back (as is also the case with the females) or it reaches 

to the neck and is curled up at the end. Only figures 

with the latter type of coiffure are depicted with hats. 

The hats may indicate a specific social standing. 

Only in the nanativc paintings in theArnhulatory ( s b  

lam) (which are slightly divergent in style 6om the narra- 

tives in the Assembly Hall) is a slightly different type of 

male costume represented. Here the pants suit has no open- 

ing in front of the breast but a high round neckline. In com- 

bination with this garment the figures wear hood-like hats 

which reach down till over the shoulders (fig. 185). 

Almost all of the men wear a tight-fitting necklace 

with a big blue stone, certainly a turquoise, in the middle. 

Whereas the male costume in the earlier paintings 

of the Entry Hall (sgo-khang) and in the later paintings 

of the Assembly Hall is represented in the same way, 

there is a slight variation in the depiction of the female 

dress. All of the female figures shown in the Assembly 

Hall wear the same kind of costume. It consists of a 

wide cape which reaches to the ground and an under- 

garment, either a long dress or a combination of a jacket 

and a long skirt - this cannot be ascertained from the 

paintings (fig. 123). The cape is put on in such a way 

that the shoulders remain free and it is held together in 

front of the breast - either by hand or a kind of fasten- 

ing one cannot see. The colour of the cape is almost 

always white with a blue trimming. Only in the group 

associated with the protectress of the temple, Wi-nyu- 

myin (see Klimburg-Salter Chapter V.2), the trimming 

of the capes shows a floral motif (fig. 55). Besides that, 

all theTibetan costumes in the Assembly Hall are with- 

oul patterns. The undergarment has the same wide, over- 

long sleeves and the large collars as the male costumes. 

It is mainly painted in the colours red and green. 

In the Entry Hall, the depiction of the protectress of 

the temple with her female attendants also occurs (fig. 

38). Unfortunately, the depiction of the protectress her- 

self has been destroyed; only the deer on which she is 

I no 

riding remains. These paintings were executed in 996. 

some decades carlier than thosc in the Assembly Hall. 

The females here also wear long capes decorated with 

trimming, and undergarments. But the cape is worn dif- 

ferently from those depicted in the Assembly Hall. It 

covers the shoulders and is clearly held together in front 

of the breast by the hands (fig. 37). Two of the females 

of the protectress' entourage are only partly covered by 

the cape, so that one can see the undcrgament, which 

consists of a jacket reaching down to the hips and a long 

skirt (fig. 39). The jackets have the same long, wide 

sleeves as the dress depicted in the Assembly Hall, but 

the large collars are missing. Some of the undergarments 

have traces of very simple patterns. Only the jacket of 

the female standing next to the protectress on the left 

side is fully decorated with a floral pattern. 

All of the female figures wear necklaces made of 

white and blue stones, the number ofthe necklaces prob- 

ably depending on the social rank of the person. Most 

ofthe women are depicted with three necklaces, the at- 

tendants of the protectress of the tcmple in the Assem- 

bly Hall wear five or more and the protectress herself 

wears seven. In addition, the female, and sometimes also 

male, figures wear a head adornment, either one single 

blue stone in the middle of the forehead or strings stud- 

ded with blue stones reaching from the top of the head 

down till over the shoulders. How long cultural tradi- 

tions can remain alive is demonstrated by the observa- 

tions of J.B. Lyall, who visited Spiti in the second half 

of the last century and who wrote the following regard- 

ing the women of the region: "[ ...] on the top of their 

heads the married women wear a 'pirak' or silver orna- 

ment, from which hang strings of beads on both sides of 

their faces, and long tails of leather studded with coarse 

turquoises. The girls wear only a single turquoise 

threaded on their hair near the parting [...Iw (Lyall 1875, 

cited in Bajpai 1987: 39). 

As mentioned in the introduction to this chapter, in 

the narrative paintings of the Assembly Hall a second 

ethnic group is depicted, clearly distinguishable by their 

attire from the western Tibetan people. 

The nowTibetan Costumes 

People wearing non-Tibetan costumes are depicted al- 

most exclusively in the narrative cycle of the Life ofthe 

Buddha. Only a few such figurcs are represented in the 

narration of Sudhana. 



The most rrcquently deplcrcd male costume can he 

5ccn in fig* 130, 131 and tig 202 Thrs type of-dress 

consisl$ of a itghl-firt~ng. long-slccved upper garment, 

a lower garment whrch 1s probably a dhotr (rt could also 

bc a t~ght-firtingpairof~rouser~, from the patntings t h ~ s  

1s not clear). a b ~ g  shawl covering only the left shoulder 

and reaching down to the knecz and a turban-ltkc head- 

gear The uppcrgamcni has a htgh, round neckhne and 

13 dccoratcd wtth cuffr and bdnds at the upper parts of 

the sleeves. So~nnrmes there IS a spcc~al dccoratton also 

iivcd dl the Lop of the shoulder. Alrllost all of these gar- 

ments arc patterned. The headgear 1s alwayr of plaln 

labrtc crtfter whtlc or red It  I\ of a flat, clrculdr shdpe 

wtrh plecc of cloth falltng down half the back and an- 

other ptcce covering thc neck. The figures also wear 

htgh hoots \ \~ th  a trimming ot 'mimal s h n  Some 

o r  the men arc ilnned +v ~ t h  long s* ord\. <pram or ro- 

nexlve bows and round \hlelds 

The muzlcranb dep~ctcd in the Lumblni \cone &re 

dressed In almost the same way They wcar the same 

L~ghl-fitrlng upper gdrment. dhoti and somatmes alw 

the shawl But lhey nevet 'wear headgear. The Instm- 

mcnts they play are trumpet-? and drums. 

A second type of mdle dresb worn by only a fcw of 

the figures, among them the kmg (tig 129). consists of 

a long-sleevcdjrckct, a dhotl and the dlrcady mennoned 

h ~ g h  boots (sometlmcs these people are \ h m n  wtthout 

;my Footwear]. The jacket 1s open. I ea \~ r~g  a ltlrgc pen 

of the h~east \ ts~hlt. and ~t la also decoruted !\ ~ t h  cut& 

and ha* a handllke inscnlon a1 the upper p,irt of the 



slcevcs. Figure 20.7 shows this type of costume worn by 

onc of the \.cry rare figures clad in Indian dress rcpre- 

sented in tlic depiction of the Sudhana story. Here the 

jackct is smallcr than those shown in the paintings of 

the Lifc of the Buddha and the above-mentioned deco- 

ration on the sleeves is missing. 

Soldicrs constitute anothcr category of male figures 

depicted in tlie narrative of the Lifc of the Buddha (fig. 

201). They wear an armour consisting of two parts: a 

short-sleeved upper garment reaching down to the hips 

a id  long trousers. This armour is composed of small 

overlapping ohlong plates probably made of leather. 

Often instead ofthe trousers a dhoti is worn, and some- 

times the soldiers also wear the above described tur- 

ban-like headgear. We find the same type of short- 

sleeved annour in a contemporaneous miniature paint- 

ing From the region (Klimburg-Salter 1994c: Fig. 3a) 

hut here the soldier is part of a group ofTibetans and he 

seems to wear the armour in combination with the Ti- 

betan wool trousers.Armour of this type may have been 

used over an extended area and. therefore, probably can- 

not be classified as typically Indian. 

The male figures are represented with two different 

coiffures. Most of the men are depicted with loose back- 

combed hair reaching to the shoulders. Some wear their 

hair formed in a knot at the back. The king is repre- 

sented with this latter hairdo. All of the men are de- 

picted with a beard and big, round earrings. 

Although distinctive, this particular conjunction of 

features has not yet been culturally identified. Some el- 

ements of the dress, like the dhoti and the shawl, called 

chadar. doubtless point to an lndian provenance. Both 

garments have a long tradition on the subcontinent. A 

male person wearing the chadar for example is shown 

in the paintings decorating one of the rock-cut struc- 

tures at Ajanfl (late 5" century A.D.). And this figure 

also wears the chadar in combination with a long- 

sleeved, tight-fitting garment with a high, round neck- 

line and a flat, round turban (Bhushan 1958: Line draw- 

ings 29. fig. 3; Chandra 1973: 84, fig. 67). But we do 

not find an exact comparison in early lndian art for the 

specific headgear shown in theTabo narratives. Similar 

turban-like headgear, however, with attached pieces of 

cloth for the protection of the neck is represented in 

lran~an art of thc  I2'century. Here we also find gar- 

menls having cuffs and ornamented, band-like inser- 

tions on the upper pan of the sleevcs. The type of male 

1x2 

costume depicted in the Tabo murals seems to combine 

clements from lndian culture with others coming from 

more northern regions. The headgear appears to be es- 

pccially suited for desert areas. 

For the second typc ofmalc costume depicted inTabo, 

composed of a jacket and a dhoti, wc find an equivalent 

in miniatures of Jaina manuscripts from Gujarat and 

Rajasthan (Nawab 1980: 40, Col. PI. 78; Chandra 1970: 

Fig. 25). In addition, high, poinled boots which seem to 

have a trimming of wild animal fur are depicted, looking 

very similar to those represented at Tabo. The males in 

the miniature painting also wear their hair either combed 

back and reaching to the shoulders or formed in a knot at 

the back. Often the men depicted in the Jaina manuscripts 

are shown with a beard and wearing large, round ear- 

rings. In addition, the same types of weapons as those in 

the Tabo narratives are represented, that is, long swords, 

reflexive bows and round shields. 

All of the female figures depicted in the Life ofthe Bud- 

dha at Tabo, including the queen, are clad in the same type 

ofcostume.Theirdress consistc; ofthree parts: a long-sleeved, 

tight-fitting upper garment showing a deep ddcollett neck- 

line and reaching to approximately the navel, having a pointed 

end in the middle of the belly; long, wide bousers; and a 

light shawl which covers the head and falls down the body 

in front ofthe arms reaching almost to the ground (figs. 132, 

133, 135). The bousers are tight-fitting at the hips and very 

wide at the feet, almost always covering them. Many of the 

standing female figures look as if they were wearing skirk. 

Only when depicted in simng poses can one clearly see that 

they wear trousers (fig. 128). 

In fig. 203 we see one of the very few figures wear- 

ing lndian dress which are depicted in the narrative cy- 

cle of the Sudhana story. The type of trousers worn by 

this lady slightly differs from the one dressing the fe- 

males represented in the narratives of the Life of the 

Buddha. The trousers here are not that wide and at the 

end ofthe legs are laid-in pleats (like the trousers of the 

Tibetan costumes). But as this figure otherwise is repre- 

sented in exactly the same way as all the other lndian 

females, this dissimilarity may not point to a different 

type of costume bul to a different artist executing the 

paintings, maybe not as familiar with the "foreign" cos- 

tumes as his colleague(s). 

All the women wear their hair in a big knot at the 

back of the head and are adorned with round earrings, 

necklaces and bangles. 



Flp 101 l ' ~ I~ r~m, rgc  0 1  Fud1in11.1 (Yor- We find no exact cqulvalcnt for the female costume 
hldllg) In plctor~al sources, although from the typeofgdnhcnt. 
M r ~ n ' l c ~ n p l c  A\\cmhly Hdlt.~outli 
wrll. 50. sudkmd., loche .~ewcllery and halrdo 11 doubtlessly can bc aftrtbuted to 

the lndldn world Wh~lc  for the male attlre and certain 

elements of the matcr~al culture deprcted in Tabo, we 

find parallels In Jalna manuscnpts, the female dressrep- 

resented there resembles only remotely the fash~on 

shown in the western Tibetan paintings of the 10tb-l I" 

ccntunes The women depicted m the Jalna manuscripts 

also wear bod~ces but these are half7sleeved and have a 

high neckline. The~r  lower garment is a klnd of sao,  

covcring about three quarters of the legs, The haitdo 

and jewellcry, however, correspond to thoserepresented 

In Tabo 

In the encyclopacd~c work M511uso/lci.~u(MS), writ- 

ten by thc western Cilukya Klng Someivara in [he 12'" 

century, the women from Gujardt are sard to wear full- 

rlcc+cd bodices (M61tu\ol~ci.vn, 11. p 102. s. 87, cited ~n 

C'handn 1973. 123) Apparenlly the bodrccs depicted 

In the Jalne manuscrip~a were not (he only klnd of bod- 

~ c e  used 111 the reglon. As to the origln of the trousms, 

trad~tlontally the women uf Kiyastlran wore wide trou- 

sers. called glrlrgura (Bhubhan 1958 27). But it 1s un- 

clear if they can be related to the trou5ers deprctcd In 

Tabu 

In conclus~on. one can say that ~t I<  not yet po\stble 

to ~dent~fy the exact place oforigrn of the "fore~gnen'" 

costumes represented In the namnve palntrngs from 

Tabo. From ccrtaln elements of the costumes, howe>er, 

a provenance from the north-western regtons of h e  Ln- 

dian subcontinent, namely Gujarat, Rajasthan or Sind, 

seems to be the most probable. To this area alsu polnt 

the textile mor~fs, whfch. in a d d ~ t ~ o n  to rhe costumca. 

help us to ~dent~fy the non-Tibetan cultural element found 

at Tabo. 

The Textile Motifs 

As already stated, the Tibetan costumcs (and of course 

the monkh' robes) are usually w~thout patterns, wh~le  

all of the other rext~les represented In the Fdbo Maln 

Temple (grsirg-tug-Bhang) have patterns They decorats 

the garments of the people In the narrdtlve palntingq 

and the dhot~ and scarves ofde~tiea, and arc palnted on 

thcstrips ~ f c l o l h  N hichareettdchcd to the celllng. Even 

Jn thc early and very slmpl~pdlntlngs ofthe Entry Hall 

a variety of d~fferent textile motif5 occur. 



The majority of thc textile designs show the same 

chardctcristic features: \'cry oAen the pattcrns are or- 

ganised in stnpes: pattcrns co~nposcd of small elements. 

likc cmsscs, dots. littlc circles and lines. occur frequently 

and almost always have an orna~ncnted border; the most 

frequently uscd mot~fs are rosettes, simple flowers, vari- 

ous ~rossforms. z ig~ag  lines and tendrils of vine: the 

prevailing colours are red. blue and white. 

The textile depictions in the Entry Hall arc clearly 

diil'erent from those of the rest of the temple. The pat- 

terns are neither organised in stripes nor do thcy show 

borders, and the single elements making up the pattern 

are relati\.cly large (figs. 46. 47). although some of the 

motifs show forms similar to those represented in the 

later paintings of tllc tc~nple. 

Figurative textile patterns occur only in the Ambu- 

latory and Cella (dri-glsang-khang), both in the wall 

paintings'paintings on clay sculptures and in the ceiling 

decoration. In the wall painting of theAmbulatory. tex- 

tiles are depicted which show a design of rows of geese 

or ducks. sometimes holding a flower in their beaks (figs. 

180. 204). The pattern of the dhoti of a standing 

Bodhisattva sculpture in the Cella is composed ofrows 

of fabulous creatures, all having wings and fins and heads 

of either a human being, a horse, an elephant or a ram 

(figs. 149,201). The figures represented on the ceiling 

textiles are flying offering gods depicted in pearl 

roundels (figs. 17. 158, 196). as well as fabulous crea- 

tures. geese and human beings entwined with vine ten- 

drils (fig. 205). The contrast with the absmact patterns 

depicted in the ceiling paintings of the Assembly Hall is 

particularly remarkable. The absence of figurative pat- 

terns is especially noticeable in the ceiling paintings. 

We do not know the significance, if any, ofthe fact that 

figurativc patterns occur only in the Ambulatory and 

Cella. 

I4C-dating of the ceiling textiles confirms that they 

were produced between the end of the 10'hcentury and 

the first half of the 1 IIh. They are of a coarse fabric cov- 

ered with a thick layer of paint. Due to these character- 

istics they also - as the representations on the murals 

and clay figures - can only be considered as imitations 

ofpatterned fabrics. Ofcourse it would be interesting to 

know why one did not attach real textiles to the ceiling 

instead of using the cloth as canvas. Possible explana- 

tions arc that the respective textiles were not available 

at thc time the ceiling had to be decorated, or that the - 

almost certainly - lighter fabrics were not considered 

durable enough. Or mayhe the solution found in Tdbo 

was simply the most accurate or cheapest way to satisfy 

the demands of the "architects". In any case, it is inter- 

esting to note that most of the patterns shown on thc 

ceiling of the Asscmbly Hall are similar to those repre- 

sented in other textile depictions in the temple and some 

of them are even absolutely identical (compare fig. 56 

with fig. IS). 

Techniques oiTextile Decoration 

Several different techniques used for the decoration of 

fabrics can be inferred from the textile representations 

at Tabo. A large part of the depictions almost cerlainly 

shows resist-dyed textiles. Most apparently, this tech- 

nique can be seen from patterns which show white mo- 

tifs on a coloured ground. In such a case, the white parts 

ofthe fabric would have been covered by a resist during 

the process ofdyeing and, therefore, were not pigmented. 

This technique of using wax or other pastes, which must 

be easily removable after the dyeing, is generally known 

by the Malayan term batik. The fact that the textiles 

imitated atTabo always show repetitive, relatively small 

elements, suggests that the resists were applied by print- 

ing b1ocks.A typical pattern for the resist-dye technique 

in the Tabo paintings is represented for instance in fig. 

28, where white flower- or sun-motifs can be seen on a 

dark background, or in the frequently depicted cross- 

motif which occurs in various forms (see fig. 177). 

Among this type of textiles can also be grouped those 

showing the figurative motifs of geese (fig. 180). And 

the extraordinary pattern on the dhoti of a standing clay 

Bodhisattva in the Cella, composed of stripes showing 

fabulous creatures, always in white against a coloured 

ground (figs. 149, 201). also may have been achieved 

by this technique. 

Most of the patterns are depicted in blue and red. 

The dye-sturnused for achieving a blue colour was cer- 

tainly indigo. Traditionally, madder or morinda roots 

were applied in India for achieving red and brown tones. 

Using the latter substances, in order to be able to take 

the dye, the conon fabric, before the dyeing process, 

needs to be prepared with a m0rdant.A~ such, tradition- 

ally mainly alum, iron or tannin were used. The parts of 

the fabric which are not affected by the mordant remain 

white; they resist the dye. In the case, for example, of a 

textile with a red pound,  the fabric must be immersed 
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In a mordant bath and a reslst must cover the parts not 

to be dyed red In Tabo most of the panerns are deplcted 

in blue and red, whlch indicate$ a techn~que of com- 

b~ned lnd~go and mordant dyelng In most of the Tabo 

deplct~ons red IS not the ground-colour, but 1s part of 

the pattern In such textlles, the mordant seems to have 

been appl~ed by block pnnting 

Exclustvely mordant-res~st-dyed fabncs may be seen 

In someof the deplct~ons showlng texhles patterned only 

In red and brown colours (see for example the dho t~  of 

the female figure at the let3 upper part of fig 149), 

Another technique of textlle decoration whlch can 

be deduced w ~ t h  a hlgh degree of certa~nty from the de- 

plctlons in the Tabo palntlngs is that of t~e-res~st-dye- 

Ing In thls case, lndlvidual parts of the fabric are lifted 

and completely orpart~ally t~ed  before the fabnc ~sdyed. 

The parts t ~ e d  together cannot take the dye Thls tech- 

nlque produces a c~rcular or lozenge-formed pattern (de- 

pending on how the fabr~c was foldcd before be~ng  

dyed) By repeating t h ~ s  process, rnult~coloured textlles 

can be produced Examples oftexllles decorated by thls 

technique In the Tabo representations may be the dhot~ 

seen in fig. 29, showlng a c~rcular pattern, or the text~le 

dcp~ctcd on a clay figurc orlhe mandala In thc A\\em- 

bly Hall, showlng the typical lozenge-forms (fig 101) 

The tcchn~que of t~c-res~st-dy~ng In lnd~a IS especldlly 

popular In Gujara~, where ~t 1s callcd l~andhanr, and In 

Raja\than where 11 1s known by the term chunarl? 

Somc of the text~le reprcsentarlons lnTabo may Iml- 

tate anorher form of revst-dyed fdbrlc, namely wrap- 

re51st-dye~ng Wlth Ihls, the fabr~c 1s rolled up (often 

d~agonally. that 1s beglnnlng at the comer) and then t~ed  

vcry tlghtly at ~ntcrvals w~rh strong thread No dye can 

penetrate the fabr~c at thew rc\ewed pans T ~ I \  process 

can be repeated several timca, producing a pattern of 

parallel ltnes T h ~ s  techn~que too 1s typical for Rajasthan 

and Gujarat where fabrlcs of thlc k~nd are calledlahenu. 

A deplct~on for example at Taho whlch m~ght  represent 

t h ~ s  type of textile 1s the dress of the goddesq of fig 150 

Most of the text~le deplct~ons in Tabo seem to Iml- 

tale vanous res~st-dyed fabncs Such textlles. as we havc 

seen, can espec~ally be related to Ciujarat and Rajdslhan 

and, as IS clear From l~terary and archaeologtcal ev~dence 

("Fustat-text~les". see below), have a long trad~tion tn 

thls area'. It 1s s a ~ d  that the so11 In t h ~ s  pan of the sub- 

contmcnt with 11s particular mlneral content and the 

quality of the water glve a spec~al bnghtness to the col- 

ours obtatned through the appllcat~on of dyes and mor- 

dants (Glllow and Barnard 1991 57) 

Although very appeal~ng and requlnng a h ~ g h  level 

of sk~ l l  and technical knowledge. the resist-dyed fab- 

rics cannot be considered to be luxurious textlles. It 1s 

lnterestlng to note that in the Maln Temple at Tabo we 

find no tmitat~ons of s ~ l k  brocade or textlles woten In 

the h~ghly sophtst~cated lumpas-technique (whlch Inte- 

grates two systems of warp and weR w ~ t h  each other), 

as we clearly do In Alch~. Ladakh (Goepper 1993a. 

1995). Only In the pa~nted celllng textlles In Tabo do 

pearled mundels occur - a typtcal element of the pat- 

terns of the precious s ~ l k  fibncs whtch have survived 

from L. the 6 ' h c e n t u ~  onward from Pers~a, Central Asla 

or Chlna (see for Instance Falke 1951; Me~ster 1970). 

But the motlfs enclosed by the pearls In Tdbo (as In the 

celllng palntlngs in Alchl) clearly belong to the lnd~an 

cultural sphere, llke flying offerlng gods and lotus flow- 

ers (figs 17. 158. 193, 196). 

Wlth regard to the depict~ons showlng offer~nggods. 

~t IS by no means certaln that they lrnltate actual fabrics 

Remarkable ~ s a l s o  that the nlot~fs ofpearl roundels only 

occur on the ceillng and never in textile depict~ons on 
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othrr parts of the temple. In lndlan sources no cvrdence 

for pcarl roundels used a\ tcxt~le designs survived 

(whlch, of courke. does not exclude the possibility that 

such textlles onccexisted).A klnd of pearl roundel, how- 

e\er, deprctlng rosette mot~f, showing blmilaritier to 

one ofthose deprcted In Tabo (tig 193), lias been pre- 

served rn the cc~llng palntlngs of a Vlsnu temple in 

Madanpur. Dlstr~ct Lalitapur, Unar Pradesh, dated to 

the 1 2'hcentury(Kramnsch 1939; Nawab 1980: G7 ,  fig 

R )  Kramrisch notices that these parntings stylist~cally 

are very close to mlnlature paintings from western In- 

dia of the 12'h-14* centuries (1939 175, n. 3). Pearl 

mundcls (show~ng figurative mot~fs) also have been 

preserved on an architectural fragment o f  the 

Arantlsvimin ternple in Kashmlr, datable to the 9Ihcen- 

tury (Goepper 1993a: F~gs 18 and 23, 1995: Figs. 22 

and 24) These examples at least show that the mot~f  of 

the pcarl roundel was not unknown to the Indlan world 

But the infomat~on and source matenal ava~lable to us 

today 1s slmply not adequate to allow us to determ~ne 

the ongrn of the pearl roundel motifs shown In Tabo 

Another representation on the ceil~ng texliles atTabo, 

which may not Imitate textlles, are the depict~ons of fig- 

ures (human, geese, fabulous) srttlng on lotuses and en- 

twined by floral elements (fig 205) The textlle con- 

lalnlng this motrf IS placed above the entrance to the 

Cella A similar dep~ct~on IS found In western Indian 

mtniature parntlng- ona palnted wooden book cover of 

a Jalna manuscript dated toc the 1 I"'century (fig 206, 

after Nawab 1980 41, Cul. PI. 82) 

Regarding thc provenance of the clearly non-Trbetan 

In6 

text~les deplcted In Tabo, wc have seen that the tech- 

niques whlch can be Inferred from the paintings are par- 

t~cularly associated w~th  the north-western Indian re- 

gions Gujarat and Rajasthan.To these regtons alsopo~nt 

the texttle mot~fs.Very similar, and sometimes even idcn- 

tical patterns to those in theTabo representations can be 

found in textile depict~ons in Jaina manuscripts from 

Gujarat and Rajasthan dated from the I Ithto the 1Sthcen- 

turies. And we also find skong parallels to the patterns 

of the "Fustat- textile^"^, a group of resist-dyed cotton 

textiles excavated in the old capital of Egypt, al-Fus!P! 

R. Pfister (1 938) was the first scholar to identie a part 

of these rexiiles as lnd~an products. Thls attribution re- 

sulted from h ~ s  observation ofparallelsbetween the tex- 

tile patterns and architectural decorat~on from Gujarat. 

Recently carr~ed out i4C-analyses ofthe textlles showed 

dates from the I Ilh century onward, the majority dating 

to the 14"-16'h centurres (Barnes 1996, 1997, Chapter 

4). Regarding the provenance of these text~les, for some 

authors a larger geograph~cal area than Gujarat, ~nclud- 

ing for Instance Rajasthan and Slnd, seems possible 

(Barnes 1992 25-26) The limrted scope of this article 

does not allow me to gxve a detailed comparison show- 

Ing the simllar~ties behveen the textile motifi of Tabo 

and those of the aforementioned regrons of north-west- 

ern Indla5. 

Concluding, one can say that the results of our stud- 

ICS do not yet allow us to gtve an exact identiticat~on for 

thc place of orlgln of the non-Tlbetan text~les dcpicted 

~nTabo. Especially wlth regard to the costumes, the lack 

of source material leaver room for \peculation Nonc 
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thc less, a t  the prcqent state o f  rcscarch, for  the t e % t ~ k s  tentattvcly suggeir  these arcas a s  placc o r o t ~ g l n  for the 
shown at Tabo. the strongest parallels undoubtedly can westernTrbetan m t ~ l e  represenratcons For a dt \cwston 

b e s e e n  wtth the weslem regton o f  the lndtan suhcontl- concemtng  the transrnlsston o f t h ~ s  cultural clcrncnt to  

nent, In pantcular  Gularat and Rajasihan. Therefore, we weslern Ttbet see Chaptcr  VI 

'This research was madc poss~ble by a 
grant rrom thc Austrian Fonds zur 
Forderung dcr u~isscnschafrlichen 
Forschung. 
' In Binabhatra's Harsacar-;la (HC) 
(written in the IOIh century) for cxam- 
ple. as Chandra (1973: 5 8 5 9 )  remarks. 
cloth referr~ng to the h ~ n o u s  tie-dyed 
products of Gujarat and Rajasthan IS 

mentioned (HC. 261). 
' For ~nformat~on about traditional In- 
dian techniques of textile decoration. 

pdn~culary about reserve techniques. sec 
for example Biihler 1972; Biihler and 
Flscher 1977: G~r t~nger  1982: Gillow 
and Barnard 1991: Callco Museum of 
Ahmcdabad 1980; Nabholz-KanaschoR' 
1986. 
' In  recent years it was repeatedly 
pointed out that the use of the lcrm 
Fustal-textiles is problematic (Barnes 
1990. 1992; Herinslain 1989; Vogel- 
sang-Eastwood 1990) because in al- 
Fus!i! not only textiles of an Indian 

provenance. hut also others, coming for 
instance from the Mediterranean area or 
the Near East. were found. Moreover. 
lnd~an made textiles ofthe same type as 
thosc called Fustat meanwhile came to 
light also a1 other sites. for example ar 
Quscir  al-Quadim at the Red Sea 
(Wh~tcomb and Johnson 1980; h g s l -  
sang-Eastwood 1990). 
'For a delailcdcompanti\e analysis sec 
Wandl 1996 and Wandl In press. 





V.7. The Clay Sculptures 

All the Buddhist monuments - major monasteries and 

small village temples - built in the region of the West 

Tibetan and Ladakhi kingdoms during the time of the 

Later Diffusion of Buddhism in Tibet (IO'h-l 3* centu- 

ries; calledphyi-dar in Tibetan historical literature) con- 

tain clay sculptures.These sculptures are usually found 

in the main niches on the central axis of the temples, 

and thus represent the main theme of the temple deco- 

ration. It is therefore surprising that they have received 

so little attention until now. 

This neglect can partly be explained by the dificul- 

ties encountered in any study of these clay sculptures. 

Generally, the sculptures have been repaired and re- 

painted at least once, very often quite recently and with 

evident lack of skill. Usually, as they are often the main 

images in the monuments, they are also the most vener- 

ated. They are dressed in lengths of cloth and covered 

by piles of ceremonial scarves (kha-brags) and it is usu- 

ally not permined to uncover them. 

In the Main Temple (gfsug-lag-khang) of Tabo, too, 

clay sculptures represent the main themes of the temple 

decoration (fig. 54). Here, three groups of sculptures can 

be differentiated according to their function, location, 

iconography and style. Thanks to permission from the 

Archaeological Survey of India (ASI) and even more to 

the cordial, helpful and understanding attitude of the 
Fig. 207. Face of the gatekeeper 
Vajrasphoy abbot and monks of Tabo monastery, it was possible to 

Main ~ ~ ~ ~ l ~ ,  ~ ~ ~ ~ ~ b l ~  ~ ~ 1 1 ,  west carry out a detailed examination of the sculptures. 
wall. Vajradhitu-mandala. passage to 
Apse (no. 32); clay 
Wrinkles and beards of the gate- Entry Hall 

protectors are suggested by painting The first group of sculptures is found in the Entry Hall 

(sgo-khang) @Ian 3), and consists merely of two crudely 

made gate-protectors (dvirapila) flanking the door lead- 

ing to the Assembly Hall ( 'du-khang)'. The discordant 

relationship with the large area of flames painted on the 

walls behind them and the different sizes of the two 

sculptures prove that they are not original.Their deplor- 

able state of preservation is evidence of a long history 

of restoration and renovation and allows no clue as to 

the date of their construction'. 

However, the remains of the 10'h-century painting 

of flames behind the images and a number of holes in 

the wall remaining from the wooden supports of the 

original sculptures show that there have always been 

two large gate-protectors in this location. From the style 

of the flames, it can be proposed that these belonged to 

the time of the foundation of the temple in A.D. 996. It 

is not possible to tell whether some parts of the original 

sculptures have been reused in the present ones. In any 

case, the original protectors may have looked similar to 

the gate-protectors painted on the sidewalls of the en- 

trance to the Assembly Hall (fig. 51). 

Assembly Hall 

Entering the Assembly Hall ('du-khang) (plan 4). as the 

eyes grow accustomed to the dim light. the second group 

of sculptures gradually becomes distinct.As if sitting in 

the air, a large number of peaceful and serene images 

appear side by side at eye level along the walls (fig. 

54). The blue background covered with flowers further 

supports the impression that these deities dwell in space. 

In the Assembly Hall there are 33 sculptures in the 



same style. Together they form the VajradhHtu-rnahH- 

mandala (the Grcat Mandala oftheAdamantine Sphere). 

the Root Mandala of the Yoga Tantra class. The central 

image of this mandala. a Vairocana (rNam-par-snang- 

mdzad). is placed in the centre at the rear end of the 

hall. just behind the altar. Exceptionally. Vairocana is 

depicled four tlmes back-to-back sitting on the same 

lotus \vhich is placed oil an elaborate lion throne, in- 

stead of thr usual depiction with four heads only (fig. 

61 ). Among the 33 sculptures the four separate images 

of airocana are counted as one image only! 

a'hen one's cyes have finally adjusted to the dim 

light and further details have been made out with the 

aid of a torch, one is struck by the contemplative and 

peaceful aura of the majority of the images (fig. 52). 

The regularity of the circular nimbus, painted with waves 

of radiating light, contrasts with the vertical symmetry 

of the sculptures. which is tcmpered only by the lively 

mo\,ements of the arms. 

The shovel-shaped faces have large, half-open eyes, 

high eyebrows, a small nose and mouth and a pointed 

chin. Their even features and serene expressions con- 

trast with their elaborate headgear, consisting of a jew- 

elled crown (ri~l-po-che'icod-pan), streamers with knots 

(do,-dpyangs), rosettes and eanings.The bodies, slightly 

V-shaped, have a wide breast and a prominent belly with 

a deep spiral-shaped navel. The arms, hands and fingers 

are comparatively strong. The dhoti and an apron-like 

cloth hanging down between the legs are held in place 

by a knotted string and a belt of pearls. 

The faces of the slightly smaller female images ap- 

pear a little elongated. These goddesses have a strong 

V-shaped upper body with circular cup-shaped breasts 

set on the torso. A long necklace with a large pendant is 

twisted once between the breasts. The slim waist itself 

is shown by an unnatural line interrupting the continu- 

ity of the body. The swelling belly below the waist is 

more prominent and the depression of the navel has a 

rhombic shape. As the goddesses are slightly smaller, 

their headgear, done with the same moulds as those used 

for the other figures, is even more prominent (fig. 102). 

The bodies of the gate-protectors are similar to the 

Bodhisattvas, except that the belly is much more promi- 

nent.Their round, expressive faces have wide-open eyes, 

eyebrows which continue to the root ofthe nose, and an 

open mouth with the teeth shown -two at the sides are 

longer. Their hair is bound in a knot with a loop, falling 

at the sides in long braids. Beside the streamers they 

wear bracelets, a nccklace and a short dhoti (fig. 65). 

Regarding the construction technique, it is the sculp- 

tures of the mandala group which are of particular inter- 

est'. Although the Vairocana, the other four Jina (Bud- 

dhas). the 16 Bodhisattvas and the eight goddesses are 

slightly different in size', the same construction tech- 

nique was used for all of them. The four gate-prolec- 

tors' differ only in so far as their different function and 

postures make this necessary. 

The Vairocana images are constructed in a similar 

way, but the elaborate throne construction deserves a 

detailed description (fig. 61). It is built on a square stone 

and clay foundation around a round central post. The 

square and round parts of the throne can be differenti- 

ated by their respective functions: the round parts are 

the stem (bottom) and the blossom (top) of the lotus- 

flower, while the square parts form the lion-throne. Ad- 

ditional supports at the comers of the round part em- 

phasise the throne's squareness. The 43-cm-high round 

lotus stem, narrow at the bottom and wide at the top, is 

painted with a leaf-pattern very similar to the pattern 

indicating rocks at the feet of the gate-protectors. Both 

the stem and the double lotus blossom, being the same 

for all four figures, are evidence of the unity of the four 

images seated upon it. In contrast, the lion throne has 

four similar sides, on each of which a pair of lions is 

painted as the vehicle for the four images (fig. 64). 

Moreover, the four figures are separated by diagonal 

beams projecting outwards. Above the heads of the 

sculptures beautiful kir-rimukha (resembling the face of 

a lion) spit jewels (fig. 62). Just below the latter, four 

stupas of the "Descent from Heaven (Iha-bobs)"-type 

are modelled in relief against the central pole facing the 

intermediary directions (fig. 63). As the Vairocana im- 

ages are sitting on the moon-circle cushion directly on 

the throne, they only have one wooden support at their 

back connecting them to the central post. 

The 32 images attached to the walls are held by two 

wooden poles (upaSlla)%ach. The lower one carries 

most of the images' weight, and the stick representing 

the vertebral column (vaniadanda) is inserted into an 

opening in this pole (like a mortise joint). There is a 

second supporting pole at the height of the breast (fig. 

208). The semicircular lotus pedestal is separately held 

by two smaller pegs (fig. 21 1). In the case of the gate- 

protectors a rock-panem is painted on the base. 
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I.he \vrc;llli 01' pearl\ (ralnamili) ha\ a 
core 111 ;I ~Iiin. hard \trip of Ie;~rher and 
I \  llhed \ \ ~ t l i  an Inin or a wooden nail 
10 thc Iniage 

Aficr Inscrtlng the \upport\ Into the wall a \rooden 

armature con\tructed Ddmagc to \ome Images at 

the elbow\ and hand\ rc\eal \omc dcta~l\  of the arma- 

turc The wooden cores were connc~tcd to each other by 

d round m o n ~ s e  j o ~ n t  or s~mply  put \ ~ d c  by vde  u ~ t h  fldt- 

tened surfaces dnd held together by wrapping a strlp ot d 

hard and st111 flex~ble materlal - presumably leather' - 

dnd d stnng of rough \vvol around them The end of the 

ledthcrnaa held by a woodennall Occd\~onally the urlst 

jolnt was supported by a fldt plece ot hdmmered lron fixed 

w ~ t h  a leather strlp to the wooden core ol the loner  d m  

The fingers arc supported by a wlre or leather cort 

On t h ~ s  armature the layers of clay were b u ~ l t  up 

The Inner. th~cker  layers. ~naklng  up the maln bulk of 

the body, contaln strd\\ To the finer surface layers wool 

and or tine strdw ddded The surface 15 ofvery fine 

clay. and 15 worked \cry eienly and rmoothly The  fc- 

male breast\ \rtcrc moulded \ep,lr.itely and atxxed to 

the nearly f in~\hcd s~ulp turc  The face\ of the aculp- 

turc\ are \ e q  e \cn  'lnd \ymmetrlcal (fig 1021, but ~t I \  

not clcdr ~f n mould \vaa used lor then1 , ~ t  some stags 

After f in~sh~l ig  the \Ilaplng of the body. the \culp- 

turcs were ex ten \~ \c ly  orna~nc~ited For moat of the or- 

naments dnd tlo\\cr\ a \ \ ~ d e  range ol moulds \ \ a \  ured 

The form\ of thu\c mould\ \$ere then uced dnd com- 

blned In d~ffcrent \r ay5 to glbecach bculpturc a a~ngular 

appearance Thc ~ r c a t h  of pedrla (1orrlu111ili) has d core 

of d thln. hard slrlp of leather dnd 1s lixed 1 ~ 1 t h  an lron 

or d \rooden n a ~ l  to the Imagc (fig 209) The locks o r  

hdlr and the r~bbons are also moulded around d core of 

leather The polnts of the del~cate crounc are held by a 

thln. round wooden peg and occdslonally a wlre. ~ h ~ l e  

the rlng hold~ng the pdrts of the crown seems to be of 

masalve clay \ \ ~ t h  $Ira\\ The rosettes and knotc at the 

s ~ d e  o r  the head are held by uovden pegs Inserted Into 

the soft clay 

Once the ,cillpture was completely ornamented. ~t 

\+AS panted The \ \ h ~ t e  prlmlng coat and ths pdlnt are 

reldt~bely r h ~ n  The orlglnal colours dppear to hd\ e dark- 

ened and ha \c  d deep. strong qudllty The a ~ d e  palette 

of colour\ uted does not Include a real dark grecn, a 

blue-green belng used ~nstedd The lnodelled h d ~ r  \r ,la 

cont~nued 111 thc patntlngdnd all the nook, of th'body 

auch .is the lna~de of An ear \rerL. panted In darker 

coloura Fold\ and the beards ot the gate-protector\ bere  

also suggcstcd by pdlntlng (tig 207) Although the 5culp- 



turcs are tlircc-d~mensional in any case. painling was 

addltionnlly used to indicate shading (fig. 8 I)'. 

All the~ewellery, flames, streamers. crowns etc. are 

also painted. Many of these original ornaments have 

bcen presen3ed (fig. 2 I I ). Particularly noteworthy are 

the painted cloth patterns on the dhotl, which are ex- 

ecuted in a \cry fine manner and are evidence that the 

anists were fa~niliar wit11 precious tcxtiles (fig. 101). 

Belo\v the present layer of painting and sculpture 

some traces of'an older layer of painting are preserved. 

This can be particularly \r;ell seen between the i~nagcs 

of Vajrasattva and Vajrarija (nos. 6 and 7) and below 

thc western gatc-protectors Vajrapasa and Vajraspho!a 

(nos. 3 1 and 32). This fact. as well as a stylistic com- 

parison with the murals of the renovation, suggests an 

attribution o r  the mandala to the period of the sanctu- 

ary's renovation. i.e. to the years immediately before 

1042. This means that contrary to our earlier opinion 

(cf. Klimburg-Salter 1982: 1 6 2 4 ;  1994a: 3 5 4 )  all the 

supporting wooden pegs were inserted into the original 

earthen wall when the building (datable 996) was al- 

ready more than 40 years old! Although this sounds 

unlikely for nearly life-size and heavy sculptures in a 

building with walls made of earth, the remaining traces 

allow no other interpretation. It is quite certain that a 

wooden framework inside the wall was used to hold the 

sculptures. This Framework must have been present from 

the original construction of the building o r  less likely 

i t  was inserted when the sculptures were made. Most 

likely, however, is a combination of these possibilities 

i.e. the frames for holding the sculptures are added onto 

an existing wooden framework within the walls sup- 

porting the architectureq. 

As we have seen, the sculptures are mainly of mas- 

sive clay on a comparatively fine wooden armature and 

thus must weigh more than 100 kg each. Therefore se- 

curing the figures to the wall of dried earth was cer- 

tainly a very difficult task, and it was accomplished in 

such a skilful manner that most of the sculptures are 

still in place.This despite the fact that Himachal Pradesh 

regularly suffers from severe earthquakes. The fact that 

the clay, although massive, dried out without any traces 

of cracks provides further evidence of the high level of 

technical achievement manifest in these images. 

In conclusion, although several of the mandala sculp- 

tures have been repaired and most of them have been 

repainted, they all still display features dating from their 

original construction. Only onc of the figures has bcen 

completely rcmodellcd (Vajrahetu, no. 16, fig. 210), but 

cven in this case the original jewellery preserved from 

the original sculpture has been rcused.As proved by tllc 

inscription beside it, this was only done in the middle of 

the last century whcn this sectlon of the wall was dam- 

aged. 

The most difficult question regarding the Tabo 

mandala concerns iconography. Because the central 

image isvairocana it has been known sinceTucci's pub- 

lication that the mandala is a form ofthe Root Mandala 

of the Yoga Tantra class, the VajradhHtu-mahimandala. 

Although several attempts have been made to find a tex- 

tual source for the mandala or to identify the Tabo im- 

ages with the help of related texts, the mandala has not 

been satisfactorily identified"'. There are three major 

problems: the central image ofvairocana consists offour 

separatc images, the mudra of the Vairocana figures, the 

absence of the four goddesses around Vairocana, and 

the question of the anributes. None of these questions 

can be solved with any certainty at the moment. How- 

ever, thanks to the detailed survey ofthe sculptures, cred- 

ible explanations can be suggested for each ofthese prob- 

lems". 

The central Vairocana, instead of having four faces" 

only, is depicted as four different images sitting back-to- 

back on the same throne (fig. 61). Although the 

Sarvatathigutufufr~asa~raho (STTS) and its commen- 

taries differ in the descriptions at this point, none of them 

clearly refers to four images. However, in the commen- 

taries to the STTS it is evident that a representation of 

Vairocana with four separate bodies is not without ba- 

sis''. Further, the Vairocana depicted with four faces could 

be interpreted as the two-dimensional version of four sepa- 

rate images. Beside the Tabo Vairocana fourfold images 

are known from Lalung andTholing in the western Hima- 

layas as well as the Lho-brag Khom-ting temple and the 

Yum-chen-mo temple at gNas-gsar in central Tibet". 

These are in the centre of the buildings, while the two- 

dimensional version is also found in sculpture when it is 

placed against a wall (e.g. in Alchi, Mang-rgyu, and 

Sumda in Ladakh as well as in Gumrang in Lahul). 

The hands of all four images at one time most prob- 

ably showed the same hand gesture, presumably a vari- 

ant of the Gesture of Teaching the Buddhist Law 

(dharmacakrapr.uvartanamudri), Sakyamitra calls 

Vairocana's gesturc a wisdom fist b-shc . . r  kyi khu-fshur., 

Fig. 210. Bodhisallva Vajrahelu (rDo- 
rje-rgyu) 
Main Temple. Assembly Hall, nonh 
wall , Vajradhilu-mandala (no. 16) 
This Bodhisallva is Ihe only sculplure 
which was redone lo a very large 
extent arler it was damaged in Ihe lasl 
century (recorded by an inscriplion to 
the side of il). However, even here the 
remains or the original, particularly 
the moulded jewellery, have been 
preserved and reused 



pig. 2 I I %ljriltik?l!il Irk-rjc-rnon- 
pu)coul~l once h;rve held n lli~n. Ilghi 
\word in lllc rn~\erl r~phl ;Inn 
Ma~n Tanple. A\\crnbly H;III. nonh 
wall, V;~lradhilu-mandala (no IS). 
clay 

Q70 233 3.7) ,  and Ananddgarbha de\crlbes Valrocana 

p c r f o r m ~ n g  the Mudra of H ~ g h e s t  Enl~ghtenment  

(h~utrp-c huh-nrt hoggr p h ~ u g - t u u  hodh)agrrm~rdra. 

Q71 lX5,3,X 4.2) In thchodh)~ogtinrud~dthe extended 

Index finger of thc leR hand should be grasped by the 

r~ght  fist, and the rlght fist IS u\ually shown from the 

back" De\pltc the fact that all lconograph~c texts of 

the Yoga Tanlras prescr~be the hodh>agrimudri, the 

most usual Tlbetdn deplct~ons Instead have the palm of 

the rlght hand turned towardb the vlewer, whlch makes 

11 a clhurnruc cikratt~lrd~ a ' y h e  regular occurrence of the 

d h c r t ~ i ~ u ~ a k r a m u d r i  Instead of the h o ~ l l ~ ) ~ a g ~ i m u d r i  

mlght be due to the fact that according to late Mahiyina 

texts Vairocnna IS conc~dered the sanibhoguhaya of 

SSky'~mun~" ThereVa~rocana I \  the tedcher of gods and 

humans, the supreme tedcher It 1s Intereatlng to note. 

thdt In de Mallmdnn only once 1s Valrocana 5dld to be 

deplcted wlth dharmacokranrudti, and there he bcars 

the wrname ~ikyas lmha.  L ~ o n  01 the Sdkya fam~ly' '  

That ~t wac Intended to chow t h ~ s  partlcular aspcct of 

Valrocana I F  ev~denced by the Asvembly Hdll's general 

lconographlc program The fourfold Va~rocana IS pldced 

between the final scene of the Sudhana narrative and the 

ln~tlal scene oTSikyamun~'s Llfe. In both of wh~ch the 

references to each other and the mandala are apparent 

by s ~ m ~ l a r  frames around them (cf figs 126. 127) 

Sudhana's pllgrlmage culminates In h ~ s  reachlng equdl- 

~ t y  w ~ t h  the Bodh~sattva Samantabhadra In the prcsence 

ofthe (preachlng) BuddhaVa~rocana(fig 126), w h ~ l e  In 

the firct scene of Buddha's L ~ f e  Svetaketu, I e Sikya- 

m u n ~  before h ~ s  last blnh In Tu~ltd. Heaben. 1s deprcted 

preachlng on a l ~ o n  throne (fig 127) Except for the fact 

that the Tabo Va~rocana conslsts of a fourfold Image In- 

stead of a figure wlth four faces only. the deplctlon In 

Tabo dlsplays a form of Valrocana whlch became the 

standard T~betan ~nterpretat~on of  t h ~ s  d e ~ t y  wlthln thls 

partlcular context 

The absence of the four goddesses Sattvavajri, 

Rdtnavajri. Dharmavdjri and Karmavajri (rDo-qe-sems- 

ma. rDo-qe-r~n-chen-ma rDo-rje-chos-ma. and rDo-rje- 

lab-ma), the mothers of the four Buddha-Famll~es (rigs 

kyr yum), also has no presently known textual b a s ~ s  It IS 

clear that they were never represented as sculptures In 

Tabo, as there IS no empty space left where they could 

have been". Xnandagarbha Includes the four goddesses 

around Valrocana but rather emphaslseb the nature of 

thelr attributes, whlch are the symbols of the four Bud- 

dha-Fam~lles S i k y a m ~ h a  mentlons the four goddesses, 

but does not descnbe them 

In the Root Vajradhitu-mandala of the Ngor Collec- 

tion the four goddesses are represented only by their at- 

tnbutes palnted around the centralva~rocana'~ Even Tor 

the representat~on of the symbols of the four goddesses 

there IS llnle space 1nTabo.The only places where some- 

thing IS evidently mlsslng IS at the base ofthe posts sup- 

porting the d~agonal beams between the four Valrocana 

Images (fig 61) However, these are dlrected to\*.ards 

the ~ntermed~ary dlrectlons. whlle the text clearly pre- 

scr~bes the cardlnal d~rec t lons?~ On the other slde. ad- 

justed to the rectangular form of the  Assembly Hdll. the 

whole mandala in Tabo 1s rather organlsed In the Inter- 

mediary dlrect~ons:' Therefore, the presence of thsse 
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attributes at the comers of Vairocana's throne would 

conform with the layout of the Tabo mandala (see plan 

12. Quarters of the VajradhHtu-mandala). 

This brings us to the question of amibutes. Of all 

the sculptures ofTabo only one carries an attribute in its 

hand: the offering goddess N p y i  (Gar-ma, E3 1) in the 

north-east comer of the Assembly Hall holds a three- 

pointed vajra in her raised left arm (figs. 95, 99, 100). 

Due to its physical appearance and the perfect state of 

the hand holding it, this vajra certainly belongs to the 

original construction. It is further remarkable that NF~H 

is the only figure of the VajradhHtu-mandala for which 

handagarbha in his commentary to the STTS prescribes 

a three-pointed vajra instead of the usual five-pointed 

one2'. Did the other images also once have attributes? 

This question can no longer be answered with any 

certainty. The hands, in so far as they are preserved in a 

perfect state, show no traces of attributes. Thus, in ear- 

lier publications it was assumed that the images never 

had attributes. However, I would like to draw attention 

to another sculpture. the depiction of Vajratikyna (rDo- 

je-rnon-po), who iconographically is none other than 

Maijusri (fig. 86). This image would normally carry 

two attributes, a Prajfiipiramili book in the left hand Plan I I .  Deities of the Vajradhitu- 

at heart-level, and a sword in the right hand, which is 

raised "as if strikinglpiercing all TathHgata"24. The left plan 12. Q~~~~~~~ ,,ftheVajradhHtu- 
hand could easily have held a small book as does the mandala 

Bodhisatma Aksayamati (Blo-gros-myi-zad-pa, BS12) 

painted on theAmbulatory north wall. On the other hand, 

the raised right arm could never have held a proper sword 

between its fingers. However, at the top of the head of 

this image, just behind the jewelled crown, a wooden 

stick projects vertically and does not serve any obvious 

purpose. Seen from the side, this stick forms a straight 

line with the raised right hand (fig. 21 I), and it is evi- 

dent that it could once have held a thin light sword, prob- 

ably made of wood too. One has to bear in mind that 

both the preserved vajra ofNrtyH and the presumed book 

of Vajratiksna are of a disproportionately small size, a 

fact which can be seen in the paintings from Nako and 

Alchi as well. Furthermore, the vajra is placed loosely 

in NCyH's hand, and although it cannot be taken off. it 

can be turned within the hand. Considering this new evi- 

dence, it seems likely that all the images once held at- 

tributes, although these would have been of a merely 

symbolic sizezJ. 



In addition, the careful survey of the sculptures car- 

ricd out in the summer of 1994 revealed that a number 

of major alterations had been made to the mandala im- 

ages during restoration work. The most crucial factor 

for the identification of the figures is the body-colour 

used for each of  them, which has occasionally been 

changed. The relevance of the hand gestures of the 

present-day sculptures has also been verified.As it turned 

out, all the original body-colours and most of the hand 

gestures of the sculptures agree with the standard de- 

scriptions of the central deities of the VajradhBtu- 

mahamandala as found in the STTS-commentary by 

Anandagarbha2" the VajradhBtu-mandala as described 

in the Ni,rpunnayogcivali (NSP 19, de Mallmann 1975: 

57-58) or the description of the Root Mandala for the 

YogaTantra in therGyud-sde-kun-htus (GDK). Ananda- 

garbha's description is apparently the basis for the later 

Tibetan iconographical descriptions of the deities be- 

longing to this mandala, and his description and the 

names used by him have been used here to identify the 

Tabo images (plan I I .  Deities of the Vajradhltu- 

mandala)". However. Anandagarbha, NSP 19 and the 

GDK give a different description of the central 

Vairocana, and they all mention the four goddesses 

around Vairocana. Further, these texts add a number of 

deities to the outer circles of the described mandalas, 

which are not represented in Tabo. 

For most of the images beside the central Vairocana 

Anandagarbha3s descriptions are very close to theTabo 

mandala. That they do not agree in all details is due to 

two circumstances: on the one hand, there is a certain 

iconographic carelessness on the part of the sculptors. 

This is evident from the distribution of the different sit- 

ting postures. The text prescribes the vajroparyarika 

(rdo-rje skyil-nto-hng) - sitting cross-legged with both 

feet on the thigh of the other leg - for the Jina, and the 

safrvapar)~orika (sems-pa'i skyil-rno-krtmg) - sitting 

cross-legged with only the right foot on the thigh of the 

lei? leg- for Vajrasattva and the others. In Tabo both 

postures are found, but here the JinaAmoghasiddhi (fig. 

92) is depicted in saftvoparyarika, and some of the 

Bodhisattvas and goddesses sit in vujraparyoriko (the 

Bodhisattvas figs. 73, 75, and the goddess fig. 96). On 

the other hand, there were certain artistic conventions 

which varied the prescribed iconography in certain ways. 

The best example for this is Vajrayaksa (rDo-rje-gnod- 

sbyin, fig. 93). which according to the description would 

tend to look like a gate-protector with large belly and 

two teeth projecting from the sides of the mouth. In West 

Tibetan sculpture and painting he is depicted just like 

the other Bodhisattva5. Instead of having fangs and hold- 

ing them at the mouth, he holds two long teeth a sym- 

bols In his hands in front of the breast1*. In a similar 

way an artistic convention may be the explanation for 

the dcpiction oWairocana withdharmacakramudrd and 

as four separatc images. Further. in the case of extreme 

colours prescribed for the images like black for 

Vajrayaksa and white for several images including 

Vajfi&uia(fig. 65), these colours apparently have been 

altered by shading to somewhat milder tones for aes- 

thetic reasons. 

To summarise, the 33 sculptures of the Tabo mandala 

preserve an unusual version of the VajradhBtu-mag&la. 

for which only a partial explanation has been found in tex- 

tual sourcm to date. In future its full explanation might be 

found in some commentary on a Yoga Tantra, but despite 

the possible existence of a textual source, LheTabo mandala 

itself can be taken as evidence of the fully developed ico- 

nography of the Yoga Tantras in 1 I"-century West Tibet. 

Despite the absence or hypothetical presence of the four 

goddesses around the central Vairocana theTabo mandala 

represents the core of the Root Mandalaof theYogaTantra. 

Due to the images' good state ofpresewation, it is in itself 

a complete commentary on the STTS. In fact. the 

Vajradhitu-mandala as represented in Tabo is a predeces- 

sor of the prescriptions in laterTibetan commentaries, par- 

ticularly the ones of the Sa-skya school which may di- 

rectly derive from the hanslations and teachings of Rin- 

chen-bzang-po, who translated the STTS, the commen- 

tary by ~ d c ~ a m i t r a  and the first chapter of &andagarbhaVs 

commentary containing the Root Mandala. 

Cella 

The third group of clay sculptures in the Main Temple 

(gfsug-lag-khang) is found in and in front of the Cella 

(dri-gtsang-khang) situated in the back of the temple 

(plan 9, fig. 146). Just opposite the rear (western) im- 

age of the fourfold Vairocana, these largPg and rela- 

tively flat images, leaning against the wall or a ladder- 

like construction. appear clumsy and extremely stiff. 

This group consists of one Jina, four standing 

Bodhisattvas, and four deities - two of them torsos only 

- flanking the Jina and offering flowers. In contrast to 

the sculptures of the mandala. most images in this group 



haw hem res~orcd sc\,cral times. The labt time war when 

tlie (toda! 1 blue Bodhisawa (fig. 149) had to be re- 

stored b! thc .AS1 after the eanhquake of 1975'". 

Ne\ertliele\\. tlicrc ,arc cnough features prescned to 

pro\ c that there wulptures arc of the samc workmanship. 

p a n  from the similar style. IIic >landing Bodhisathm and 

tlic J ~ n a  sliar~' wch pecul~ar details as the same n1d13 con- 

structed of half-tlcnverz; (tig. 2 13) and a larger right loop 

ilia~dc thc lo~ua-pctals of tlie~r pedestals. Also the way the 

ham i> dressed IS the same on all tlie images ~nclud~ng the 

tl!.ing gods tlanking the Jina (figb. 145. 148). 

The Cclla ~tself and the surrounding A~nbulatory be- 

long to the original building fro111 996. The Cella is the 

highest pan of the bullding (diagram I). The three-pan 

construction of the paqsage leading to the Cella and the 

.41nbulatory is unusual. The two smaller and lower en- 

trances at the sides face the front walls of the Cella - a 

place used for the Renovation Inscription and donor de- 

plctlons. The ccntral paqsage is both higher and wider, and 

is directly opposite theCella (diagram 12.TransitionZone). 

Two orthe standing Bodhisattvas are fixed onto the 

nvo ladder-shaped supports separating the side-entrances 

fro111 the main passage (figs. 143. 144). Each of these 

supports consist of two posts connected with four small 

crossbealns of which the lower three crossbeams are 

addmionally connccted to each other with three vertical 

wooden bars. the central one being wider (fig. 2 12). For 

the dating o r  the group of sculptures in the Cella, the 

crucial question is if this construction - including the 

sculpture - is from the original building phase or not. 

Today additional supporting posts have been added at 

the back or in front of the older ones (fig. 82). 

The present state of the sculptures affords little pre- 

cisc information about their original construction tech- 

nique. and only a few stylistic and iconographic details 

have been preserved which can be attributed to their 

original condition. Only the flying gods flanking the Jina 

are well presen ed and give an impression oi the  origi- 

nal appearance of these sculptures (fig. 147)". 

The elongated facc ofthe green deity is modelled in 

a superbly expressivc manner (fig. 148). The features 

of the face are clearly discernible: the round, yet sharp 

chin, the undulating lines ofthe thick lips and the nos- 

trils. tlie somewhat bulging folds around the eyes and 

tlie eyebrows indicated by an engraved line. The hair- 

style is remarkable, having a flat hair-knot at the back 

ol'the head, a straight line of curls at the hairline, and 

long braids of curled hair falling side by side upon the 

shoulders. A string of pearls was placed just above the 

ha~rline. 

All the images have three step-like folds at the neck 

and a simplev-sliapeduppcr body, which is o~lly slightly 

modelled (fig. 144). At the navel, the belly bulges awk- 

wardly. Legs, arms and hands are extremely stiff and 

only slightly modelled. The arms and hands further ap- 

pear too thin for such imposing images. The 

Bodliisattvas stand on their right leg. whilc their left 

one is slightly set forward sucli that the large toc projects 

ovcr the edge of thc lotus pedcstal (here too consisting 

of the lotus-blossom and the moon-cushion). 

The Bodhisam'as wear a dhoti held by a belt ofpearls. 

The dhoti is lower at the right leg, and has two layers of 

cloth on the lefl. The edgc of the dhoti is shown by a 

modelled undulating line.The beautiful patterns painted 

on the dholi of the Bodhisattvas standing in the Cella 

are certainly later additions, probably belonging to the 

same period as the painted female tigures flanking them. 

The original patterns might havc looked like the simple 

cloud-like flower design, h.aces of which are found on 

thc Bodhisattvas in front of the Cella (fig. 144). The 

deities wear a dhoti or trousers with a short apron and 

knee-high felt boots (fig. 147)! One can only hazard a 

guess as to whether the latter and the dhoti-pattern of 

the Jina - reminiscent of the ceiling decoration in the 

Assembly Hall -are original. 

The sculptures of the Cella are constructed in a simi- 

lar way to the mandala images, but here they stand on 

firm pedestals. The supporting wooden poles (upoi~ila) 

- two in the case of the Bodhisattvas, and only one for 

the Jina" - are therefore smaller and do not bear much 

of the weight ofthe images. On AS1 photographs ofthe 

destroyed blue Bodhisattva in the Cella - made avail- 

able to me by R .  Sengupta" - a long, thick stick repre- 

senting the vertebral column (vumiudondo) is visible. 

It appears to have a hexagonal shape and tapers (prob- 

ably becoming round) towards the top. It projected so 

much beyond the body of the image that it even pen- 

etrated into the flat hair-knot of the sculpturc. At the 

shoulder the joint was supported by a rope. 

There are at least three different layers of clay. A 

first body ofclay, around which a rope might have been 

wrapped, covers the wooden armature. The main bulk 

of coarse clay forms the body of the image. This layer 

was already sculpted and had a relatively smooth sur- 

Fig. 212. Ladder-l~ke hcaflold~ng for 
Ihe sculptures painted with simple 
geometr~cal and flower mot~ls 
Main Temple, pasage between the 
back oTIhe temple (Ambulatory and 
Cella) and the Assembly Hall, back ol 
bculplure IV 

Fig. 213. The mila huilt Rom a row of 
painted blossom-halves on the backof 
sculpture V 
Main Temple. passage between Ihe 
Apse (Ambulalory and Cella) and Ihe 
A~sembly Hall 



face. The fine suriace-layer of clay 1s a maxlmum of 

one centimetre thick The clay of thls layer contains a 

lmle hair, smaw and small stones (< 3 mm) The final 

layer was then palmed, ong~nally apparently w ~ t h  thin 

colours Here, too, shadlng was painted (vis~ble on the 

l~ons  and in the armplt of Bodhlsattva V). 

The onglnal jewellery was formed by hand and con- 

s~sted of relatively slmple flowers and a smng of pearls 

It appears that the Bodhlsattvas outslde the Cella d ~ d  

not or~glnally have crowns, as their hairstyles are com- 

pletely modelled and their present crowns malnly eon- 

slst of moulded forms taken from the mandala group. 

The present crowns are, moreover, set roughly on top of 

the string of pearls3'. The same cannot be s a ~ d  for the 

Bodhlsattvas ~n the Cella, as they have been heavlly re- 

stored at the back of the head, and ~t is not clear ~f the 

same ha~r-knot was once there or not. Furthermore, the 

coarse form of some of the crown-polnts preserved there 

does not belong lo the mandala group but would rather 

correspond to the other onglnal jewellery These crown- 

polnts therefore might also be or~glnal. 

The lotus petals on the pedestals of both the stand- 

Ing Bodh~sanvas and the Jlna, desprte their d~fferent 

slzes, share a sim~lar feature that cannot be accldcntal: 

the innernghthand loopofthe lotus petal IF  alway~ w~der 

than the lefthand one It thus appears that the petals were 

made with moulds and then refined A slmllar form of 

polnted lotus-petals w~th  two Inner loops appcars to be 

prominent In the earher phase of murals In the Ambula- 

tory (fig 190) Furthermore, the shape of the mi16 IS  

remarkable; ~t IS built from a row of painted blossom- 

halves (fig. 213) A comparable half-flower pattern ap- 

pears on the ladder-posts In the passageway contalnlng 

the two Bodh~sattvas. 

Apart from thew respective posltlons and probably 

also the presence o l a  crown, the pedestals, too, suggest 

a certain iconographic and funct~onal difference between 

the two paws of Bodh~sattvas.The lotus pedestals In the 

Cella - as that of the Jlna - have two layers of lotus 

petals, whlle the ones In front of the Cella have only 

one layer. These differences m~ght  lnd~cate a d~fference 

In the respectwe ranks of the Bodhlsanvas within the 

pantheon. 

A confusing element in the analys~s of t h ~ s  group of 

sculpture is that In one or more of the repain, moulds 

From the mandala sculptures were used for some of the 

jewellery. Purely on techn~cal grounds ~t 1s d~f icul t  to 

dectde ~f these formsofjewellery from the mandala had 

been added already durlng the per~od of the renovation 

(whlch would make the Cella sculptures predate the 

mandala group) or even as late as dunng a recent resto- 

ration by the AST In the case of the crown of one 

Bodhisattva (sculpture IV) outs~de the Cella, whlch gen- 

erally appears to be a later addlt~on (cf. above), a 

moulded part that was broken or deltberately taken off, 

could have been used agaln In another place. The same 

could be true For other moulds used on the Cella sculp- 

tures, some of whlch have apparently been remoulded 

from the ones used for the mandala sculptures. 

In the case of the necklace of the Jlna (Va~rocana). 

which is nearly ~dent~cal to the one worn by thevalrocana 

of the Vajradhitu-mandala, the supposltlon that it has 

been taken from one of the mandala Images appears 

rather unlikely (figs. 214,215) Thls moulded necklace 

seems onglnal and ~t IS too fragile to have acc~dentally 

fallen or been deliberately taken from ~ t s  onglnal place 

and reused here. T h ~ s  necklace IS even more complete 

than the one on the fourfold Image, as the body of the 

Jlna IS larger and the ends of the necklace d ~ d  not need 

to be shortened. Is it possible that t h ~ s  necklace was 



added to the sculpture during the time of the extensive 

renovation in the middle of the eleventh century'? This 

question \\ ' i l l  have to he considercd again later. 

Because of the red body-colour and the Meditation 

Gesture (dhj.i!~omud~.i), the Jina has been interpreted 

by Tucci (1935: 82-84) as AmitsbhdAmitsyus, who 

n.ould con\,entionally sit on a peacock throne. As this 

image sits on a lion throne. Klimburg-Salter (1982: 160) 

suggested that the Jina sitting in meditation once was a 

forni ofthe Jina\;airocana whose hands held a wheel in 

the Gesture of Meditation". The latter assumption can 

be supported by the fact that the image has an underlayer 

of white paint. 

The Bodhisattvas have been repaired so often that 

their present gestures and colours cannot be relied upon 

as a basis for interpretation. Nevertheless, 1 shall attempt 

a description of their possible earlier form as far as my 

survey allows. No trace of an attribute is preserved, but 

here, too, the same suppositions formulated for the 

mandala group would appear to be valid. 

In the Cella the white Bodhisattva (south, lig. 29) 

seems to have once been yellow (as can be seen from its 

legs). Its right hand displays the Gesture of Giving. and 

its left arm is held to the side (this is probably the result 

of having been broken and then restored in this awk- 

ward position to enable it to be supported by the wall). 

The blue Bodhisattva (north, fig. 149) might have been 

green, but traces of yellow and of another green are also 

visible. Compared with the photograph taken by Ghersi 

in 1933 (Tucci 1935: Tav. XL)lb the hand gestures were 

carefully reproduced by theASl in 1978. The right hand 

is held in front of the breast with the palm upwards, 

while the left hand rests, turned inwards, at the hip. Al- 

though the gestures look awkward today, in my opinion 

they still give a faithful impression of their original po- 

sition. This pair of Bodhisattvas are most probably 

Avalokitesvara/PadmapPni and VajrasattvaNajrapHni. 

These are the main Bodhisattvas ofthe Lotus- andvajra- 

Families in the Carya Tantra system3'. The southern 

Avalokiteivara most probably held the stem of a lotus 

flower in his right hand, while Vajrasanva held a vajra 

in front of his breast and a bell (Rhan!i) at the hip. In 

Ropa's small temple an iconographically similar pair is 

preserved in the form of marvellous standing wooden 

sculptures'*. 

Of the Bodhisattvas in front of the Cella the one to 

the south seems to have been always yellow or orange. 
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Of his gestures, Tcaching (~dlavka) with the right hand 

and Giving (dina) with the left one, the Teaching Ges- 

ture is certainly not original, although the hand seems to 

havc always been extended forwards. His counterpart to 

the north was once yellow too, and his hands show the 

Gesture orTeaching with the right hand and a gesture as 

if holding something at the hips with the left (fig. 144). 

The Gesture of Teaching with the tips of thumb and in- 

dex finger together was also used for holding small at- 

tributes (e.g. a rosary), and this might have been intended 

with these two Bodhisattvas. The identitication of these 

images will not be possible until a textual source has been 

found. The Chinese or Japanese traditions, although help- 

ful to some extent, cannot be used as sole evidence, but 

must be supported by the evidence that the proposed tra- 

dition was most probably present in the region. 

In the hand of the flying green god a simple flower 

is preserved. The simple sculpting of the flower is for- 

mally comparable to the tails of the lions at the throne 

of the Jina, which apart from repairs appear to be origi- 

nal too. 

Despite the basic technical similarities, the pentad 

of the Cella is remarkably different from the mandala 

group. Taken together, their style and iconography are 

rather unusual and their much worse state of preserva- 

tion further complicates the issue.The more severe dam- 

age to the Cella sculptures are further a sign of inferior 

technical refinement compared to the mandala group. 

Comparisons, Chronology, and Workmanship 

From our survey of the Tabo Main Temple (grsug-lag- 

khang) two different groups of clay sculptures can be 

attributed to the first hundred years. The first group is 

contemporary with the decoration of the Entry Hall (sgo- 

khang), and thus belongs to the founding of the temple 

inA.D. 996. Evidence for this is provided by the painted 

flames preserved in the Entry Hall and corroborated by 

the existence of a Cella belonging to the original foun- 

dation, and which usually houses the main idol. The 

second group are the mandala sculptures located in the 

Assembly Hall and attributable to the period of renova- 

tion in the years immediately before 1042. 

It cannot be said with any certainty what the temple 

looked like when it was first decorated.There were cer- 

tainly two large gate-protectors in the Entry Hall flank- 

ing the entrance to the Assembly Hall. Of these protec- 

tors only the flames are preserved, which were painted 
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on the wall behind them and are contemporary with the 

other paintings in the Entry Hall. The protectors most 

probably looked like the ones pa~nted on the sidewalls 

of the door leading to theAssembly Hall (fig. 5 1 ).These 

gate-keepers, too, are contemporary with the other En- 

try Hall paintings. As the existence of clay sculptures is 

thus proved for the time of  the foundation, it has to be 

expected that at least the maln Image in the Cella was 

also made of clay. Most probably this sculpture was not 

the only one. But were the images in and in front of the 

Cella the same ones as are present today? 

There can be hardly any doubt that the tripartite struc- 

ture of the passageway connecting the Assembly Hall 

with the Cella and Ambulatory is Trom the original build- 

ing period. The particular form of pillar construction 

insidc the passage only makc5 tense if sculptures were 

always intended in their prescnt position and size. The 

height of the crossbeams agrecs exactly with the major 

divisions of the images: the lower crossbcam is at the 

height ofthe lotus cushion. the second one at the knees. 

the third at the hip, and the fourth is at the hcight of the 

shoulder (figs. 143,2 12). The sculptures are fastened to 

this frame at the vertical bar slightly below the th~rd  

crossbeam (at the bottom of the sculpture) and at the 

fourth one (at the neck of the ~culpture) '~.  As has been 

demonstrated above, stylistically the two Bodh~sattvas 

standing in the passage belong to the group preserved 

inside the Cella. 

The pillars and some crossbeams are painted in thin 

colours with simple geometric and floral patterns. Al- 

though they cannot be directly compared. the quality of 

the colours and the crude style of painting give asimilar 

impression to the early paintings of the Entry Hall and 

the Ambulatory. The same type of half-blossom used 

for the m i l a  of the sculptures is painted on the pillar 

construction twice. Dimerent layers of paint are not dis- 

cernible on the pillars. 

The  interpretation of  the Jina in the Cella a s  

Vairocana implies either that the Jina and the lion throne 

are contemporary, or that the lion throne is even older 

than the Jina and was left in sir11 when the Jina was 

changed into anAmitabha. The latter possibility appears 

rather contradictory, as I cannot thlnk of a reason why 

someone reconstructing the main image in the Cella 

would retain the older throne including the lions and 

not depict Amitibha with his correct vehicle. 

The iconography of Vairocana holding a wheel in 

the Gesture of Meditation is unusual in this cultural con- 

text. In the western Himalayas it is only found once more 

in Ropa (fig. 2 16; see also Klimburg-Salter 1994a: Fig. 

52), while all the other comparable examples come from 

Central Asia (particularly the banners from D u n h ~ a n g ) ~ ~  

and Japan, where it is still used today. In consideration 

of these facts, it is unlikely that a donor or artist later 

than the eleventh century would continue to use a 

Vairocana iconography of this type. 

As mentioned above. the case of the Buddha's neck- 

lace is intriguing. slnce it stems from the mandala group. 

The simplest solution. ofcourse. would be the assumption 

that the Cella sculptures already existed at the tlme the 

mandala group was made. and that the artistsof the mandala 

group decorated the Cella Jina with the necklace. 



Thus. from tlie e\.idence \vithin the Main Temple - 

the question of thc consmlction in the passage, the ico- 

nography of the Jina, and the moulds from the mandala 

group used i l l  tlie Crlla sculptures - i l  can be assumed 

that the Cella group as it is still preserved today belongs 

to thc timc of thc foundation or any time preceding the 

renovation of 1042. 

Shlistically the Cella images do not compare to the 

oncs from other monuments in the western Himalayas, 

or indeed anywhcre else 1 know of. Compared with the 

mandala group they are simple. stiff, strictly frontal, and 

somewhat disproportionate. Thus they contrast with the 

mandala group in a similar way as the Entry Hall paint- 

ings do with thc renovation paint~ngs. 

Looking at details, the Cella sculptures are a curi- 

ous conglomeration of influences and unfamiliar pecu- 

liarities. The dhoti. with the left leg covered, the point 

between the legs and the peculiar folds are not found 

anywhere in thc same form, but this type has been known 

in Kashmir since the 8Ih century and is particularly com- 

mon on bronzes of Bodhisattvas attributed to the I Oth- 

I I * centuries. The standing Bodhisattvas which were 

painted in 996 in the Ambulatory are dressed in a simi- 

lar type of dhoti as the clay sculptures (fig. 190, fig. 

19 1 : Reconstruction Standing Bodhisatwa). 

The simple jewellery and the stiff standing posture 

nith the toes of one leg projecting over the edge of the 

lotus are best compared to Bodhisattvas among the 

NSgarSja bronzes4' and a few other West Tibetan metal 

sculptures4'. Certain facial features and the engraved eye- 

brows also seem to relate to these bronzes. Particularly 

noteworthy is a standing eleven-headed Avalokitesvara 

from the Cleveland Museum ofArt4', which, beside the 

above-mentioned details, also shares some stylistic fea- 

tures, including the awkward belly and a certain stiff- 

ness in the limbs. with the Tabo Bodhisatwas. Another 

related image is a very beautiful bronze Bodhisatwa in 

the O.C. Sud Collection, Shimla (fig. 217). While the 

bronze is generally much more refined, its dhoti com- 

pares very well to the Tabo figures, as the lower piece 

of cloth covering the right knee is executed in a similar 

way. Beside this peculiar detail the bronze shares the 

fearures of the NHgar2ja bronzes. As evidenced by the 

very fine inlay work on the dhoti, the face, and the unu- 

sual crown, this bronze was probably made in Kashmir. 

Other technical and stylistical elements derive from 

Central Asia. The flat halo attached to the back of the 
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head is found in clay sculptures at Dunhuang, and the 

high iclt boots of the flying deities also appear in Chi- 

nese Central Asia. The curious hairstyle has no direct 

comparison, but seems to derive from the high hair-knot 

as seen locally in early woodcarvings as found in Ribba, 

Ropa and Poo4'. This "local" derivation is demonstrated 

by the clay sculptures from Ropa (Klimburg-Salter 

1994a: Fig. 53) and Tiak (Tucci 1973: Fig. 68). which 

share the same braids, but not the peculiar straight, shoul- 

der-length hairstyle as found in Tabo. 

All of these comparable sculptures, except the un- 

dated sculptures from Ropa, are amibuted to the I IIhcen- 

tury or earlier. Nevertheless, the comparisons are few 

and appear rather superficial, but post-l I'h-century com- 

parisons are even more scarce. The negative argument 

thus formulated also supports an early date for the Cella 

sculptures, i.e. to the late 10'h-early Il'hcenturies. 

The few comparisons cited do not alter the strong 

local character of the Cella images. As with the archi- 

tecture. the sculptures are of a relatively high technical 

standard, but of a rather simple aesthetic quality. The 

general impression is that of a three-dimensional ver- 

sion ofan Himalayan style as defined by Klimburg-Salter 

(1982: 117-8) for certain groups of Central Asian or 

Himalayan paintings. It seems that the Cella sculptures 

- like the paintings in the Entry Hall and the sculptures 

of Ropa - are the work of a "local" or rather West Ti- 

betan workshop. 

That there were sculptures in the Cella at the time of 

the foundation has already been mentioned.The mandala 

sculptures were made in the years before 1042.Thus the 

simplest and most likely conclusion for an attribution of 

the Cella sculptures is that they are contemporary with 

the lost gate-keepers in the Entry Hall. Therefore the 

Cella sculptures can be hypothetically attributed to the 

founding of the temple in A.D. 996. 

In contrast to the Cella sculptures, the sophistication 

of the mandala sculptures is astonishing.Their very high 

technical standard, the high number of moulds, designed 

to be used in several kinds of combinations, the rich and 

individual ornamentation of each sculpture and the high 

aesthetic quality of the images is evidence of highly de- 

veloped craftsmanship, a craftsmanship with a long and 

living tradition in sculpting clay. 

As already said above, the mandala group is attribut- 

able to the years immediately before A.D. 1042. These 

sculptures are thus the most important reference point 
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In the study of clay sculptures In the western Hlmala- 

y as 
From a styllstlc polnt of t i e n  the ~mages  o r  the 

mandala group are exqulslte The un~form bod~es  u ~ t h  

t h e ~ r  ~deal~sed .  sort forms are clearly stlll related to the 

post-Gupta sculpture of northern l n d ~ a  They are usu- 

ally z a ~ d  to be of Kashmlr~ workmansh~p However. 

Kashmlr~ rculprure from the mld-9" century onwards 

clearly dlv~dec the upper body Into three pans the suell- 

Ing breast, the flattened pan behveen the breast and the 

walst, a n d  below the wal5t - the swelling belly around 

the navel Thls d ~ v ~ s ~ o n  was schemat~c around A D 

1000, and IS the most eas~ly  recognlsable feature of 

Kashm~n-~nfluenccd West T~betan bronzes T h ~ s  ~ I \ I -  

slon of the upper body cannot be round In theTabo clay 

sculptures, whereonly the bredst and an elongated belly 

w ~ t h  the depress~on of  the navel set Into Its centre are 

d ~ r f e r e n t ~ a t e d  Generally tlie Tabo sculptures are 

moother  and more even These mdjor d~fferences rn~ghl. 

to a large extent. be due lo the d~ffercnt materials used - 

bronze or stone In Kashmlr. both of ahlcli are d~fficult 

to work on, and clay In Tabo, whlch I F  soft and easy to 

model 

In respect to the xulptlng ot  thc body. the exqulslte 

Images of  the Gauri-Sdnkara palr In the Lakwni- 

Niriydna complex In Chamba" display certaln slmllan- 

tles to the mandala group from Tabo An e\en closer 

resemblance 1s present In an unusual bronze rculpture 

From Phyang. Ladakh (fig 21 8)" The face of t h ~ s  sculp- 

ture 1s \ ery slm~lar to the Tabo sculptures, and e \en  the 

splral set lns~de  the navel IS present However. all the 

jewellery and the crown are very d~fferent fiom those of  

the Tabo figures, and 11s frame IS very unusual 

The remalnlng clay sculptures In other monuments 

In the western Himalayas datlng to the Later D ~ f f u s ~ o n  

of Buddh~sm In T ~ b e t  @ I ~ j r - d a ~ )  are remarkably d~ffer- 

ent from theTabo mandala sculptures Generally a s  In 

Lalung. Nako and the Alch~ group of monuments - the 

comparable clay sculptures are much smaller", but have 

a more complex surrounding fmmeuork The techn~que 

1s uwally much less soph~stlcated, and u l th  far feuer 

moulds used and fewer lndlv~dual\  arlatlons 

In Sumda-chung. In Ladakh. \vh~ch belongs to tlie 

same per~od as the three-storled temple at Alchl. I e 

around 1200, the or~glnal palntlng of the aculpturss 1s 

also presened As the r t y l ~ r t ~ c  features suggest. there 



sculptures - like all the original paintings ofAlchi and 

related nlonuments - can be considered to have been 

made under the supervision of Kashmiri craftsmen, or 

at least the strong influence of a Kashmiri school. They 

thus bear witness to the development of Kashmiri art in 

the first two centuries of the 2" millennium A.D. The 

characteristic threefold division of the body is still found 

in Sumda; there it is even exaggerated by painted shad- 

ing, which results in a rather grotesque effect (fig. 223). 

To my knowledge, the mandala group preserved in 

Tabo is unique. As no comparable sculptures can be 

found in any other monument in that region, and as not 

e\-en a single mould of this group reappears in any of 

the other monuments - although I have seen and docu- 

mented many - these sculptures must have been done 

by a group of artists foreign to this region, in whose 

country of origin the sculpting of large permanent fig- 

ures in clay had a long tradition. 

As the style of the mandala sculptures is only partly 

comparable to the contemporary Kashmiri style, it is 

also possible that the artists of the mandala group came 

from some neighbouring region in north-west India. In 

contrast to theTabo images the sculptures from the Alchi 

group of monuments clearly display the direct influence 

of Kashmiri art. 

Clay Sculptures in the Western Himalayas 

In the temples built during the Later Diffusion of Bud- 

dhism in the western Himalayas, the clay sculptures al- 

ways represent the main theme of the temples' icono- 

graphic program. Technically and iconographically the 

preserved clay sculptures are remarkably consistent, 

while from a stylistic point of view the variety is aston- 

ishing. It is therefore very difficult, or even impossible, 

to suggest an inner chronology for them purely on sty- 

listic grounds. However, they aremostly found within a 

context which provides at least some information re- 

garding their chronological placement. 

With regard to the construction technique, the sculp- 

tures are in the Indian tradition of clay sculpting as it is 

preserved in various ~ i l ~ a i i s r r a  and Purina  text^'^. 

These texts, the earliest of which are attributed to the 

second half of the I" millennium A.D., consider clay as 

one of the materials suitable for the main image. They 

then compare the materials used for a clay sculpture with 

the components of the human body as understood by 

Indian physiology (Varma 1970: 5-10). In this respect 

the wooden armature is compared with the bones and 

the clay with the flesh or muscles of the human body. 

Thus according to this tradition the body of the clay 

images mainly consists of clay, while later - in India as 

well as inTibet - the main bulk of the clay was replaced 

by straw. 

The earlier technique with a clay body was used in 

the second half of the I "  millennium A.D. throughout 

the regions influenced by lndian culture; i.e. from Ceylon 

to Central Asia and even China. A peculiarity of some 

clay sculptures preserved in the western Himalayas and 

Tibet is the fixation of the sculpture in the wall only, 

without any support from the floor, as found in its most 

sophisticated form in the mandala group in Tabo. 

The consistent iconographic program of the early 

West Tibetan temples is characterised by a form of 

Vairocana as the main image. He can be represented ei- 

ther in meditation - as in the earlier examples at Tabo 

and Ropa - or as VajradhHtu-Vairocana (rNam-par- 

snang-mdzad) with four heads and some variant of the 

Teaching Gesture (dharmacakramrrdri) or the Gesture 

of Highest Enlightenment (bodhyagrimudri). The sur- 

rounding ofvairocana, however, is subject to many vari- 

ations. While in the earlier examples at Tabo and Ropa 

the iconographic program remains unclear, the later ex- 

amples usually represent different (or different forms of 

the same) mandalas of Vairocana. 

The images of Ropa and the Cella in Tabo preserve 

unusual iconographies which appear to lie outside the 

mainstream tradition of Tibetan Buddhism. Like their 

style, their iconographic peculiarities express a provin- 

ciality far removed from the sophistication found half a 

century later with the mandala group at Tabo. These 

images represent the beginning of the strong Buddhist 

reformation initiated by the king ye-shes-'od.Tabo was 

certainly a very large foundation for that period, and, as 

the inscriptions prove, it was built directly under the 

patronage ofYe-shes-'od and his sons. The Cella sculp- 

tures, like the paintings and inscriptions in the Entry 

Hall dating from the same period, are most likely evi- 

dence for the first phase of royal patronage.At that time, 

Buddhism, as well as Buddhist education, were on the 

threshold of a (new) beginning. 

Only 46 years after the foundation ofTabo, Byang- 

chub-'od "regarded the work of the ancestor a s  old,"49 

and had it redone to a large extent. The remains of that 

phase bear witness to a sophisticated and highly edu- 
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W h ~ l e  In the early phase of the decorat~on at Tabo a 

\trong reg~onal character and links w ~ t h  Central Asla 

arc ev~dent,  In the later phase these are overla~d by In- 

d ~ a n  craftsmansh~p T h ~ s  marked cultural s h ~ R  IS also 

attested In textual sources The Klng Ye-shes-'od felt 

obl~ged to c~rculate an open letter agalnst the Impure 

practices of abbots and tantnsts "llvlrrgm the v~ l lages"~~ .  

w h ~ l e  at the tlme of Byang-chub-'od a large Buddhlst 

community w ~ t h  close contacts to lnd~an teachers de- 

veloped a very effect~ve school of translat~on Tabo was 

one of the placer whcre these tranrlat~ons were done 

The mandala sculptures are Integrated Into a sophls- 

t~cated lconographlc program compnslng at least the 

whole Assembly Hall Thls program w a  then conc~d- 

ered Important (and probably revolut~onary) enough to 

replace the prcvlous decorat~on that war less than 50 

years old Compared w ~ t h  the earher decorat~on the new 

program reveals certaln changes wh~ch can be summa- 

rlsed In the following way As ev~denced also by Ye- 

shes-'od'r letter. there 1s a certaln conservatism appar- 

ent Tantnc d e ~ t ~ e s  w ~ t h  mult~ple heads and arms are 

hardly deplcted and there 1s no deplct~on of a mandala 

as such, but only the maln d e ~ t ~ e \  ofmandalas are shown 

In a d d ~ t ~ o n ,  the H ~ n d u  and local deltles whlch would be 

In the outer parts of the Vajradhitu-mandala and the 

Dharmadhltu-vigisvara-mahjusri-mandala and whlch 

take most of the space In the Entry Hall are excluded In 

the new decorat~on The new program 1s exclus~vely 

ded~cated to Buddhlst d e ~ t ~ e s  Finally, most Important 

IS the strong Integrative character of the new decora- 

tlon Onc tned to u n ~ f y  the lnformat~on from Buddh~st 

sources from d~fferent schools and penods through a 

common denominator (e g the ~dent~f ica t~on of SHkya- 

munl and Va~rocana) Thls 1s actually a prlnc~pal fed- 

ture of the Later D ~ f f u s ~ o n  of Buddh~sm InT~bet In gen- 

eral of whtch the Tabo renovatlon program IS the earl]- 

est ev~dence T h ~ s  lntegratlve character may also have 

caused some ~conograph~c d~screpanc~es w ~ t h  the ex- 

tant texts as ev~denced by the mandala group sculptures. 

part~cularly the ~conography of Va~rocana The Tabo 

renovatlon program 1s not the d e p ~ c t ~ o n  of a senes of 

texts, but an lnterpretatlve representatton of a combma- 

tlon of texts The Root Mandala of the STTS represented 

by the 33 sculptures 1s only a part of t h ~ s  whole 

The styllst~c, ~conograph~c, techn~cal and ~ntellec- 

tual d~fferences to be seen between the two early groups 

of clay sculpture and palntlng In Tabo are ev~dence of 

the general development towards a T~betan Buddh~sm 

They are also an expression of the rap~dly expand~ng 

economlc and intellectual wealth of the Purang-Guge 

klngdom and of  West T~betan Buddhlsm 



* This research was made possible by a 
grant from the Austria11 Fonds zur 
FBrderung der  w~ssenachaft l ichen 
Forschung. 
I The one to thc left of the door (soulh- 
em s ~ d c )  has a hclght of 135 cnl and a 
width (from toe to toe) of 170 cm. The 
one lo the nght (northern side) a height 
of 150 cm and a width (from hand to 
hand) of 170 cm. 
!The entire plintli of these two images 
has been extensively renovated by the 
ASI. It is now completely regular. The 
deta~ls of construction visible today - 
the thick wooden pole as a vertical axis 
(imp-shing) of the southern protector. 
the use of a th~ck layer ofstraw between 
the wooden armature and the clay sur- 
face. and thc use ofpaper (interestingly. 
stray leaves taken from the "Tabo 
Kanjur", the collection of loose folios 
found In the Tabo Main Temple) within 
the uppermost surface of the image - 
indicate that these sculptures are of a 
comparatively recent age. 
!The details concerning the conshuction 
arc based on extensive documentation 
ofall theapparent cons~uctional details 
donein sihr in 1994. Of course this does 
not contain any material or colour analy- 
ses, neither of which were available to 
me. Shortly afier my documentation in 
1994 a team ofthe AS1 started to restore 
the sculptures for the millennium cel- 
ebrations ofthe monastery held in 1996. 
A more detailed description of the con- 
struction technique will be published 
elsewhere (Luczanits forthcoming [b]). 
'Vairocana: height l I0  cm; head: h. 25 
cm, w. 20 cm; base 180 cm wide; four 
Jina: height c. 105 cm; head: h. 21 cm. 
w. 17 cm; sixteen Bodhisawas: height 
c. 100 cm: head: h. 19 cm, w. 16 cm; 
eight goddesses: height c. 90 cm; head: 
h. l R cm. w. 15 cm. The measurements 
are approximale! 
'Gate-protectors: height of protectors I 
and 32 (east wall): 110 cm; of protec- 
tors 16 and I7 (west wall): 100 cm.This 
difference in size might be due to the 
location of the latter two on the sidewalls 
o f the  passage leading to the Ambula- 

Lory. 
*The technical Sanskrit terms are taken 
from K.M. Varma 1970. 
-As no analytical data were available to 
me it is not certain if this material is 
leather, but judging from its appearance 
it is highly probable. 

Usually with red, which was already 
extensively used in the plastic art o f  
Gandhara. However, at Tabo both lines 
were used for the "dark parts" and com- 

plete shading was executcd. 
"There are only few traces of the origi- 
nal layer of painting in the Assembly 
Hall, and this might bc bccause it was 
desrroyed wlien the wooden supports 
\rereconstmcted. Sengupta (1982: 168) 
records wooden planks - or rather a 
complete wooden framework - within 
the original mud walls. which might 
have been used for fixing the sculptures 
as well.There also is the possibility that 
the supports for older sculptures already 
in place from the original building pe- 
riod were reused. but there is no evi- 
dence for such an assumption. 
"'ldentifications have been attempted by 
Tucci 1935: 25-72 (particularly Fig. 2 
[p. 261 and pp. 62-72); Khosla 1979: 
32-34, 44, Fig. 2; Klimburg-Salter 
1982: 161-2; Shashibala 1986: 3 7 4 1 ;  
Singhal 1991 and in several publications 
written in Japanese (e.g. Miyasaka 
1992). Reedy and Reedy 1987 offer an 
interesting analysis of the mudras oc- 
curring at the Tabo mandala. To my 
knowledge, none of them have suc- 
ceeded in solving all the outlined prob- 
lems in a convincing manner. 
"The following texts have been used for 
the identification of the sculptures. The 
Root Tantra, the Sarvarafhcigalalafh~a- 
sapgraha (STTS). Skt. Lokesh Chandra 
(ed.), Motilal Banarsidass. New Delhi 
1987; Tib. 4 4 .  its commentaries the 
b i k h y i b y  Anandagarbha, 4 7  1 and the 
Ko~alci la~kcira  by ~ ~ k ~ a m i t r a ,  470 .  
Further the mandala has been compared 
with the description ofthe same mandala 
in the Nispanr~ayogivoli (NSP19, de 
Mallmann 1986: 57-58) and in the Sa- 
skya collection of Tantras, the rGyud- 
sde-kun-brus (GDK). Vols. IV, XXll 
(69ff.). 
" Apparent ly the four  faces give 
Vairocana the attribute of omniscience 
(Skt, sarvavid, Tib. kun-rig). This name 
was used by Tucci throughout his dis- 
cussion of theTabo mandala. However. 
strictly speaking the central image is 
simply Vairocana, as he is not called 
Sarvavid in the STTS and its cornmen- 
taries. Vairocana is called Sarvavid 
(Kun-rig) when he is in the centre of a 
mandala related to the Sarvadurgari- 
parisodhana-fanlro. The Root Mandala 
of the Sawadurgofipariiodhana-fanrra, 
which is actually said to be identical 
with the STTS Root Mandala, differs 
from the STTS mandala with respect to 
the names of the Jina and the goddesses 
around Vairocana. Sarvavid Vairocana 
is shown in the Meditation Gesture (cf. 
Skompski 1983: 311, n. 5). 

'I The original text says "facing in all 
directions" (sorvafowukha STTS 5.6) 
while inandagarbha says (according to 
the Tibetan translation) Vairocana 
should bedrawn with four faces, the first 
face looking east (zhul bzhi pal zhal 
dong  p o  s h a r  du gzigs p a  '01 4 7  1 
185.4.2). In Sskyamitra's commentary 
to the STTS, the Kosal5lambra, it says: 
bcorn Idarr 'das rrlonl p a r  srlang n~dzad 
songs r m a s  bihi b z h ~ ~ g s  pa ' i  rshul du 
bzhaggol ( 4 7 0  233.1.7). which can be 
translated as: "the venerable [Buddha] 
rNam-par-snang-mdzad is placed a four 
Buddha residing". Further down it says: 
bcom Idan 'das rnarn p a r  snarlg mdzad 
rrive shes hyi khu rshur bcangs p a  stel 
phyogs bclr char du yang gzugs su hri 
p a r  bya zhingl .serg g e  gdan la bzhugs 
p a r  bya'ol ( 4 7 0  233.3,3). "The vener- 
able rNam-par-snang-mdzad holdslper- 
forms a w~sdom fist: even in each of the 
ten directions [he] should be drawn in 
bodily form, and [he] should sit on a lion 
throne." 
I4For Lalung cf. Spilino hibursu, p. 63; 
Klimburg-Salter 1994a: Fig. 19. In 
Tholing only the cross-shaped throne of 
this image is preserved. The two exam- 
ples from central Tibet are mentioned 
in Richardson 1990: 271-2. 
"Cf. Saunders 1985: 102-7; for picto- 
rial representations, e.g. Goepper 1984: 
PI. 24 forAlchi; Lo Bue and Ricca 1990: 
front cover. Pls. 68, 74, 76 for the 
Gyantse SKU-'bum. 
'OFor cxample the Root Mandala of the 
Yoga Tantras in the Ngor Collection. 
" E.g. in the A v a ~ a ~ a k a  corpus or the 
~~ramgagowasamcidhisi~ra (Lamotte 
1975: 267-270). 
"This  is in the case of the Durgati- 
pari iodhana-mandala,  NSP 22 (de  
Mallmann 1986: 6 2 4 ;  392-95). 
'?The absence of the four goddesses is 
not all that surprising, if one considers 
that e.g. in the verses dedicated to the 
karmamudrci in the STTS (30-3 1) these 
goddesses are not mentioned. 
'ObSod nams rgya mtsho 1983: nos. 22 
and 23. In fact, in several Vairocana 
mandalas, these deities are mentioned 
as being symbolised by their amibutes 
(cf. e.g. Tucci 1935: 4 3 4 9 ) .  
" In the cardinal direction only the 
slightly projecting beams in the centre 
of each side of the uppermost platform 
could have served such a purpose, but 
there is no trace that they have ever been 
used. 
"The solution in some of the Japanese 
publications is not convincing, as the 
four  symbols  painted between the 



Bodhisattvas on the north and south 
walls choscn to represent the four god- 
desscs are pan o l  the eight auspicious 
symbols. 
"STTS-vyikhyiQ 71, 186.2,4-5: "Gar- 
ma. of a body-colour like Vajrakarma, 
holds a vajra with three points; [she] 
makes dance-[gestures] with both arms 
and abides [in this way]." 
" C f  the description by Anandagarbha 
4 7 1 ,  186.1.4-5. 

Skt. cihna, nin~itfa. Tib. mfshan-ma 
can be translated by both attribute and 
symbol! 
"The San~alafhigatafarma.~apgraha- 

fanlra-vyikhyi Q 71. 185.2.2-186,3.7. 
The names of some of the Bodhl- 

samas vary throughout theYogaTantra 
literature, cf. Snellgrove 1987: 210. 
However. the mandala orAnandagarbha 
differs only very little From the Vajra- 
dhitu-mandala of the Sa-skya tradition 
as represented by the Ngor mandala no. 
22 (bSod nams rgya mtsho 1983). 
"Cf. Vajrayaksi, the female form orthis 
Bodhisama, in the paintings of Alchi 
(Goepper 1984: PI. 27). 
?'The sitting Vairocanaihnitibha has a 
height of approx. 135 cm; the standing 
Bodhisatwas are slightly higher than 2 
m including theus!ri~a. These measure- 
ments are without pedestal or throne. 
' Cf. R. Sengupta in Klimburg-Salter 
1982: fig. 42 (p. 117). Diagram I (p. 
159), p. 168. 
" Francke (1914: 38) notes the gods as 
"exceedingly well executed". 
"It is possible that the Bodhisamas in 
the Cella had additional supports for the 
arms at the elbows. 
"The photographs of the AS1 \r,hich 1 
used have the following negative num- 
bers: 78MR. 82MR. 81MR. 80MR. 571 
NR. 58iNR. 227177. 85NR.  87MR. 
814MR. 85MR. 

It is also possible that the original 
crown was not made of clay, but in some 
other material and merely placed on the 
hair above the smng of pearls. 

" Cf. two banners from Dunhuang: 
Nicolas-Vandicr 1974176: frontispiece. 
58-61 (no. 28). 216-225 (no. 104); 
Klimburg-Salter 19R2: Pls. 61. 68. 
"Even at thc time of Tucci's v~sit, the 
right arm was supponed by an additional 
wooden stick under the elbow. 
" For the identification of Vajrasattva 
withVajrap5ni cf. Wayman 1992: U4.A 
similar identification of these sculptures 
atTabo was suggested by Singhal(l99I: 
27) on the basis of establishing a group 
of deities around the central Vairocana 
which can be compared to the Japanese 
Shingon tradition.To identifyVajrap5qi 
with the Bodhisama MahZsthirnapr;lpla 
is, however, not possible inTabo, as this 
Bodhisattva belongs to the "family" 
aroundAvalokircivara(cf. de Mallmann 
1986: 241). Mahbthimapripta might 
rather be a possible identification for the 
southern Bodhisattva in front of the 
Cella.Tucci (1935: 8 4 8 6 )  identities the 
Bodhisatwas as Avalokiteivara and 
MahZsthimaprZpw because they are the 
principal attendants of AmitZbha. Ac- 
cordingly. the outer pair of Bodhisamas 
are identified as AkaSagarbha and 
Kqitigarbha. 
'8Klimburg-Salter 1994a: 71-73, Figs. 
57-59. For a comparison o f  these 
Bodhisamas with other woodcarving 
from the region cf. Luczanits 1996a. 
l9 Certainly a good sculptor would be 
able to fit a sculpture into this consmc- 
tion at a later date as well. but without 
the sculptures the crossbeams and the 
other vertical bars would serve no pur- 
pose. 
'OCf above note 35. 
" This particular group of bronzes is 
called the Nigar2ja bronzes because 
many of them have inscriptions refer- 
ring to 1/10 (blsun-pa) NigaC~ja, a son 
of King Ye-shes-'od. However, not all 
of the inscribed bronzes can be associ- 
ated with this donor. as some appear to 
be later copies. As several new exam- 
ples of Nigarija bronzes have appeared 

rcccntly, a detalled study of these and 
related early West Tibetan bronzes 
would certainly he very fruitful. Exam- 
ples of Nigarija Rodhisatwas arc pub- 
lished in von Schroder 1981: 122. 1 8E 
or Klimburg-Salter 1982: 103. PI. 27; 
Pal 1989b: Figs. 10. 11; Uhlig 1995. no. 
43; Thakur 1995. 
' T f .  e.g, von Schroder 1981. 19B. 20E. 
22A: Pal 1989b: Fig. 9; and a bronze 
From Kinnaurpublished by Sin& 1994. 
"Von Schroeder 1981 : IBC: Klimburg- 
Salter 1982: 105. PI. 32; Pal 1989a: F~gs.  
1 6 1 8 ;  Rhle and Thurman 1991: 322- 
23. no. 127. 
OFor Ropa cC Klimburg-Salter 1994a: 
Fig. 59: for Ribba and Poo cf. Luczanits 
1996a. 
"Pal 1975: PI. 85, attributed to the I(?" 
century; von Schroedcr 1981: 24D. al- 
mbuted to 900-950 A.D.; Postel et. al. 
1985: Fig. 130, attributed to c. 1025. 
'6The pedestal of the sculpture bears the 
inscription: Iha bfsu~l ba nd go  ra  dia  'i 
thugs dam - "personal image of  Iha 
bt.slm-ba Nigarija". The image thus 
belongs to the group of Niga r i j a  
bronzes although it is in a somewhat 
unusual style and displays an extraordi- 
nary high level of craRsmanship. 
'"I am purposely excluding the gigantic 
Bodhisattvas to be round in some of the 
monasteries mentioned in my compari- 
son, as these due to their size and result- 
ing technical consmction are very dif- 
ferent From the sculptures in the niches. 
'BA good summary of this technique in 
all its aspects can be found in Varrna 
1970.The only ancient Indian Buddhist 
text of this kind, which clearly derives 
from Hindu predecessors, the 
MatijaSribh@ita-V~fuvidy&dsfra or 
Marijuiribh@ira-CinakamnEbtra. has 
been preserved in Ceylon (cf. Rueiius 
1978 and Marasinghe 1991). 
<'Cf. the Renovation Inscription verse 
6 (in Steinkellner and Luczanits.Appen- 
dix). 
'OCf. Karmay 1980a: 153. 





VI. The Emergence of a Style 

How and why did the temple come to look as it did in the middle of the 1 Ith century? The objective and 

detailed description of the MainTemple allowed us to establish the original iconographic program and its 

relationship to the architecture. Then it was possible to analyse the uses and functions of the images, by 

whom and in what context they were encountered. But it was also necessary to understand to the degree 

possible the different contexts in which the architecture and its decoration were embedded. 

In Tabo we have the unique opportunity to examine the reciprocity of art and ritual in its original 

physical setting. As the main temple for the Buddhist monastic and lay communities, the overt and pri- 

mary function of the temple was and is as a setting for ritual and cultic activity. But Tabo was also one of 

the main temples commissioned by the ruling dynasty; thus, it was an important link in the interlocking 

system of new political, economic and social institutions. The definition of the institutional contexts as 

well as the immediate and extended historical contexts is difficult (Chapters 11 and VII). As we shall see 

in the discussion below, a new visual vocabulary emerged in the 1l"century as a response to this com- 

plex of concerns. These themes remain important in the later art of the period. 

We have already explained that our historical models are only working hypotheses. which permit us to 

propose, in the first instance, a relative chronology. An absolute chronology is not possible because there 

are no firm absolute dates, either from internal or external sources. Rather, a chronology for the art of 

Tabo can be proposed which relates the stylistic groups to each other, where our fixed point is the stylistic 

Group B which can be associated with the Renovation Inscription, to which we assign the date 1042. 

Group C is comparable to Mang-nang which was founded by Byang-chub-'od before Atiia left the king- 

dom in c. 1045 (as he was said to have resided there) (Tucci 1971 b: 481). The art of Tabo can serve as a 

bench mark for a relative chronology of the Indo-Tibetan art of the 10'h-121h centuries. 

Within the geographic boundaries of the territories known to have been ruled by the dynasty of the 

kings of Purang-Guge a few monasteries have survived with decoration datable to the loth-I 21h centuries. 

As we shall see, both the painting, monumental and miniature, and the clay sculptures which have sur- 

vived in these monuments share certain formal and iconographic features.The wooden portal in Khojamath 

(Luczanits 1996a) belongs, together with the first artistic phase atTabo, to the earliest surviving art of the 

Fig. 220. Tholing, weslern Tibet: head period. Each represents a distinctive manner. Also from this early phase are architectural elements in 
or Bodhisattva Vajraplni 
Assembly Hall. Apse, nonh wall: 

Shelkar in upper Kinnaur and the LotsawaTemple in Ribba in Kinnaur (Luczanits 1996a); the latter may 

c. ~ f i ' ~  century even be earlier. Thisc. late 1 Oth-century style is quite different from the Indo-Tibetan style which survives 



not only in the second artistic phase at Tabo but also in the art of the I I I h - 1  2"'centuries from Tholing and 

Mang-nang in n1Nga'-ris documented by Ghersi in 1933-35 and preserved in the Tucci Archive. Of the 

several othcr monuments from this period which were in Spiti - e.g. Lari and Byang-chub-gling (Tucci 

197 1 b: 38 I )  - nothing is known to me. but some of the decorated folios now in the Tabo "Kanjur" may 

originally have colne from one of the other monastic centres in Spiti. The surviving art of the several 

centres in Kinnaur - Nako, Poo. Ropa. Charang - appears, in relation to Tabo, to date from the middle of 

the 1 i'kentury. The latest painting amibutable to the kings of Purang-Guge is to be found in mNga'-ris 

in West Tibet near the ancient capital of the realm Tholing. and at Dung-dkar and Phyang (see map 2. 

West Tibet). Through our discussion in this chapter of a few stylistic and iconographic themes we can see 

both the unity of this artistic school as well as its chronological development. Artistic production contin- 

ued to flourish within the kingdom of Guge until the 1 7'hcentury (see Petech ChapterVII). The volume of 

art production, however. seems to have reduced in the 12'h-14hcenturies. Indeed the intense activity 

necessary in the 1 I'hcentury to provide texts, images and ritual objects for so many new religious founda- 

tions did not need to be duplicated in the succeeding centuries. This may be one reason why art produc- 

tion in the I 3Ihand 14'hcenturies was considerably reduced. There were certainly economic and political 

factors at work as well. But then, there was a virtual renaissance beginning in the 15"'century. The deco- 

ration of a number of temples can be attributed to the I Sthand 16'hcenturies. The quality of these paintings 

is very fine (tigs. 220, 221). Both the iconographic themes and the stylistic mannerisms seem to revive 

the artistic concerns of the Indo-Tibetan art of the I ILhcentury. 

Mural Painting in Tabo 10'h-ll'hCenturies 

The contrast between the style and iconography of the art of the Entry Hall (Phase I) and that of the 

Assembly Hall (Phase 11) images demonstrates that a new cultural orientation was achieved in the 46 

years separating the two artistic phases. The iconographic program of the Entry Hall temple built by Ye- 

shes-'od includes non-Buddhist, pan-Indian deities which are grouped around a non-Buddhist protectress 

and reflects a less orthodox Buddhism than the Assembly Hall. The iconography of the Entry Hall repre- 

sents the situation as it was during the time of Ye-shes-'od when the language and the gods of Zhang- 

zhung were still included in a Buddhist temple. Indeed the Renovation Inscription tells us that Byang- 

chub-'od was motivated to renovate the temple because he found it "old". In the normal course of things 

a temple would hardly be considered "old" in such a short period of time unless there had been some 

destruction, or unless old here meant out of date. 

A difficult question here is the significance of the Central Asian-influenced style in the Entry Hall. 

From the point of view of both style and iconography, the Phase I paintings of the Entry Hall, A.D. 996, 

can be seen as belonging to a formative phase in the history of the art of the kingdom of Purang-Guge. 

The process by which Central Asian influences came to Spiti is impossible to define. The natural flow of 

merchants and missionaries along the trade routes between Central Asia and India would account for a 

certain degree of cultural exchange. However, in Tabo there seems to be a more intensive connection. 

This is to be seen not only in the paintings in the Entry Hall (Phase I) but also in the oldest examples of the 

texts found at Tabo. In the course of her study on the Tabo "Kanjur" Schemer-Schaub has identified 

numerous parallels to the Tibetan manuscripts from Dunhuang - in language, style, orthography and 

technique. Particularly interesting is the similarity between the paper used for these manuscripts at 

Dunhuang and the earliest manuscripts at Tabo. This would be evidence for at least one commodity 

definitely traded to Spiti from the Tarim Basin. But even more important it is evidence of direct connec- 

tion between at least one group of monastic communities in the Indian Himalayas and Central Asia. 



It 1s dlso not ~mposslblc thnt the expuls~on of the Tlbetdn\ from Dunhuang dtter 847 by the local 

authority. Lhang Y~chdo. d lo \ c  some art149 dnd other fam~lle< ~ o l l t h u , ~ r d  touards lndld But thls mas d 

procws, not a s ~ n g l c  ckcnt, dnd such abrupt and totdl ~u l tu ra l  change IS more easlly accompl~\hed a ~ r h  n 

pen thdn In reallly Indeed 11 1s not unllkely that some nrtlsta. as  also t r ad~ng  communttles remn~ned tor 

some tlme In Central Asla In fact In analyslng three pdlntlngs on paper dnd three small stlk banners 

whlch can be a\soclated u l th  T~belan manufnclure by t h e ~ r  style and Inscrlptlons. Whltfield rdlses the 

posslbll~ty that they were crented dfter the rn~ddlc  of the 9Ihcentury (Whltfield 1983 1 12 )  Indeed 11 IS 

these \ame palntlngs (rhrd ,Vol 2, PIS 4 7 4 9 ,  Matsumoto 1937 201-203) whlch would be comparable 

to the Entry Hall palntlngs 

The problem 1s the uncertainty rcgard~ng patronage and date of manufdcture of the palntlngs and 

drdwlngs from Dunhuang rn non-Ch~nese  styles Indeed 11 IS Important to remember that this group con- 

slsts o f  works In d~f terent  stylcs and qualltles and the only common feature IS that they are clearly not 

created by Chinese artists But whether they represent Indlnn, Khotanese o r  eben western Tlbetdn ~ n t l u -  

cncc\ or e t en  ar t~s ts  (Whlttield 1983 1 22) 1s dtficult  to say 
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Fig. 223. Sumda.ahun& tad& a 
clay image of the Bodhmwa 
VajraLanna (rDo-dealas) 



merits From the famous Golden Temple (gSer-khang) have survived the Cultural Revolution, but the Fig. 224. Preaching Buddha 
Manuscript painting, western 

effect must have been overwhelming - the entire painting, including the background design, was 
sutYused with gold. There was also a Golden Temple at Tabo (fig. 22 1 ).The use of gold was not so lavish century 

here. but still the use ofgold judiciously applied throughout causes the light to dance across the surface of 

the painting. 
On the other hand. shading was used as a means of coloration, not as a device to define volume. The 

effects ofcontrasting colours used for shading became, with time, progressively more dramatic. Interest- 

ingly, these effects were also used on sculpture. In Tabo the sculptures of the mandala protectors are very 

expressive (figs. 65. 81. 82.97. 207). On the yellow figure orange is used to highlight the body parts. In 

the early 1 36century at Sumda in Ladakh this mannerism becomes almost surrealistic. However, it is 

simply an adaptation to sculpture of a mode of representation used in painting (fig. 223). 

There are a number of characteristic features of this school which can be identified: the distinctive 

manner of representing the Buddha and Bodhisattva figures as well as in the architectural settings some- 

times used to frame them. the textile patterns, the representation of lay people in typical western Tibetan 

costumes, the depictions of assemblies both mundane and heavenly. 

Buddha Images 

The style of the Buddha figures and the architectural frames can be traced to the simpler, more robust 

forms in the earlier art of Kashmir. The images which are the closest stylistically to the elegant Kashmiri 

prototypes are the Tabo Phase 11, Group A paintings and sculptures (see Chapter 111). From this early 

figure type develops a more mannered figure style which becomes characteristic of the slightly later 

paintings surviving in Nako and the miniature painting from Poo and Tabo (figs. 222,225). These stylis- 

tic tendencies continue in Ladakh in the 13'hcentury. 

Only Fragments of Buddha figures have survived from the first artistic phase at Tabo (figs. 15.40). 

They show a very simple figure defined by thick black lines. The outline of the figure is filled in with 

haphazard strokes of thin colour. The U-shaped parallel folds of the garment are rigid and without any of 

the shaded modulations of the I IIh-century images. On the other hand, in Tabo Phase 11 the mode of 

representation is rather more volumetric (fig. 162). Deities often are depicted with abstract shading of the 

body parts. All deities, except the patronesses of Tabo who are dressed in western Tibetan costumes 

(Klimburg-Salter 1994a: Fig 6), are represented in Indian costumes1. 

A large number of Buddha images have survived in the wall paintings and miniature paintings of the 

region from the 1 I'h-121hcenturies. There is an essential continuity in the basic formal characteristics of 

this iconographic type throughout the life of this artistic school, and minor variations in representation 

can be seen as having a chronological significance. 

The Indo-Tibetan Buddha type from the 1 IIhcentury appears to have a Kashmiri antecedent i fwe take 

as examples either sculptures excavated in Kashmir, such as from Parihaspura (Klimburg-Salter 1989: 

PI. 41 ) or sculptures presumed to be from Kashmir (ibid.: PI. 40): the ovoid shape of the head, hair style 

with a widow peak, round curls which are visible in silhouette, and the high, round shape of the u ~ n i ~ a ,  

small regular facial features, gently swelling forms of the body with a fluid transition of body parts, the 

monk's garment with symmetrical parallel folds and the patchwork pattern often outlined in gold (figs. 

224, 225). The modelling of the Buddha figure in the I I'h-century murals is accomplished by muted 

shades of often contrasting colour applied to the contours of the body parts (figs. 162,226), and in the 

manuscripts by a subtle shadowing of the contours. Perhaps the most exquisite example is the miniature 

painting from Tholing (fig. 224). 





In Phase I, the patchwork monastic garment is commonly worn by monks (fig. 3). In Phase 11, Group Fig. 225. Preaching Buddhaand 

A there is a greater emphasis on the patchwork robe (fig. 189). which in addition becomes a standard 
~ ~ d ~ ~ d ~ ~ , ~ ~ i ~ ~ ~ h e  on pdpcr 

feature in the representation of Buddha figures. In a number of I I"'-century examples the patchwork on 

the robe is marked in gold, as in this painting from the narrative of the Life of the Buddha in the Tabo 

Assembly Hall. This type of Buddha image is found also in the slightly later painting from Nako where 

the same essential stylistic characteristics are to be seen, but the figure is longer and more slender. 

Beginning in the second half of the 1 llhcentury the patches on the monastic robe arc transformed into a 

geometric pattern (fig. 226). The usnisa becomes pointed and sometimes elaborated with a decorative ele- 

ment (figs. 222,224,225).The Buddha figure in Dung-dkar continues this tradition, i.e. the treatment of the 

monastic garment, shape and silhouette of the usnisa. But the figure style is more mannered. Note [he 

cluster of pleats at the ankle and the elongation of the figure (Klimburg-Salter forthcoming [a]: Fig. 19). 

Some ofthese stylistic features survive in Ladakh in the I 3'hcentury. In the Buddha image, today in Ladakh, 

we note that the torso of the standing Buddha still has the clearly defined tripartite division. The architec- 

tural frame is an adaptation from motifs used on architectural facades dating to an carlier period (fig. 227). 
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Architectural Frames 

In sculpture and wooden arch~tecture the architectural frames retain to some degree elements of arch~tec- 

tural logic In palntlng, fanclful archltecture In heavenly environments 1s used as a frame for a sealed 

Buddha and less frequently a Bodh~sattva figure. This type of lobed arch covered by a multl-tiered roof 

and topped by a dome or round finial is found only in heavenly archltecture. The architectural frames are 

higher In the middle, the arch consisting of four or five lobes (figs. 127, 227). The roofs are built up of 

multi-layered, often tiled, sections, and sometimes, as in miniature paintings, the comers of the roof are 

shown upwardly tilted at the edges The roofs are decorated in a variety of ways, either with multicol- 

oured tiles (fig. 227) or painted with a floral motif (fig. 127), a row of wooden dangles always hangs 

under the eaves, and offen there is a bell at the comers. These same wooden dangles are still found today 

on all temples in Kimaur as well as other parts of Himachal Pradesh. In a wall painting inTabo, ins~de the 

lobed arch hang numerous bells and on the stepped roofs are seated a variety of birds and small animals 

(fig. 126). In theLalitavisfaraand the Gandavyiha, as well as other Sutras, the Buddhas are described as 
preaching to an assembly seated In wonderful palaces or towers (k$r?gOra). The heavenly archltecture 

found In Indo-Tibetan painting expresses this concept in an effective mixture of fanciful and actual forms. 

Textiles: Patterns and Costumes 

The profusion of textile motifs everywhere in the MainTemple is such an important feature that we have 

devoted an entire chapter to the topic (Wandl Chapter V.6). The textile motifs occur in two contexts: as 

discrete patterns decorating the ceiling and on essentially Indian style costumes, including Bodhisattva 

dress. They are carefully depicted patterns and can be ~dentified as deriving from Indian sources; the 

text~les dep~cted are usually coples of patterns produced in a resist-dye techn~que on I~ght-welght fabr~c 

Fig. 227. Nako, Kinnaur archl(el 
frame 
Small Lo-tsa-ba Temple 
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(Wandl ChaptcrV.6: Wandl 1996: Wandl in press). In GroupA the pattcrns on costumes are depicted in a 

naturalistic manncr as if they wcrc palnted from direct obsen~ation (Klimburg-Salter 1994a. 1994b). The 

costumes of lay personages in the depiction of the Life of the Buddha point to the influence o f the  desert 

regions of India, particularly Gujarat, although the neighbouring areas of Rajasthan and Sind would also 

be possible (Wandl Chapter V.6). Some of the ceiling paintings in the Apse have a horizontal format 

which has been further emphasised by the definition of rectangular panels with borders, as well as  the 

insets o f  floral motifs between the roundels (fig. 157). The rectangular composition relates so  strongly to 

painted book covers that there might well have been a direct influence. The ceiling textiles in the Apse 

can be related to some o f  the very few early Jaina painted book covers from the Gujarat region c. 12Ih 

century (fig. 206). Further, among the motifs painted on the ceiling textiles the flying figures painted in 

roundels in the Ambulatory (fig. 196) and Cella are stylistically unique in the temple. 

As we have already noted the rows of textile motifs painted on the cloths affixed to the ceiling o f  the 

Assembly Hall (e.g. fig. 192) are often the same as  the patterns used on the costumes worn by the deities. 

Thus, although these patterns can also be traced to western India, they belong to the large repertory of 

motifs used in the I l'h-century art of Tabo, and should not be considered the product of a special or 

distinct group of artists. 

The treatment of theTibetan environment and costumes is no less skilful and informed than the treat- 

ment of the Indian environment and costumes. Thus we must assume that the artist was familiar with both 

the local environment and Indian pictorial tradition and was already skilled in monumental Buddhist wall 

painting. Further, we must search for a Buddhist environment where the artists would have had acccss to 

art produced in a cultural climate parallel to those represented by the Jaina book covers. 

The most obvious solution is the area of Gujarat, particularly the coastal area o f  Sauristra around the 



ancrent klngdom ofvalabhi and In Kathrawar Although Buddhist institutions had rapidly decllned f i ~ m  1.y 22% Pre~ch~ng  Hadl~~rarrva 

the 8"' century, the historleal circumstances surrounding the final destruction of the Buddhist establish- ;":f"z::5y paDp'c in wc''em 

ments, particularly the invasion by Mahmud ofGharni c 1025, suggest that the monks and actists would Faho ' .Kan~ui'.  gouxhc un paperr 

have sought refuge m the more secure Buddhist monasteries in the mountainous region of north-west 
India. 

Jn summation, changa in the manner of depicting the text~Ies appear to hkve a ehronologieal s~gnifi- 
cance. In the earliest surviving paintlng from the I lacentury (Group A) [e.g. figs 167, 168, 177) the 
patterns of the textiles follow the movement of the gament in a realistic way, later the patterns are 
depicted as if they are painted on a flat surface without any attention b the contours of the body and the 
movement of the material (fig. 228 Nako]. This fascination with textile patterns is characteristic ofalt the 
painting of the time of the kingdom of Purang-Guge. However, an unusual feature is the presence of 
textile motifs and costumes which can be identified, mosrprobably, with the art of Gujarat. The fact that 
the Gujarati-type wshlmes did not continue in the later art of the school of Purang-Guge may mean that 
the responsible anists may have died out Or that these exotic costumes were no longer considered attrac- 
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tive. However. Dr. KapilaVatsyayana has identified some si~nilaritics behveen a group of reprcsentations 

in Alchi gSum-brtsegs and Gujarati costumes. 

Representations of Historical Personages 

Historical persons are portrayed with careful attention to the ethnic background and status. These at- 

tributes are expressed through costume, placement. and relative size. The historical persons consist of 

personages dressed in Indian or local western Tibetan costume. Historical figures in Indian attire occur 

only in narrati\.e contexts. Here costume is specifically meant to identify a place and ethnic group: India I 

Indian. In this context the iconographic meaning is quite clear. The intention is to define the Indian 

setting of the Life of the Buddha (Klimburg-Salter 1987: 699). What is less clear is why these Indians are 

dressed in costumes which are derived from western India - perhaps Gujarat. As everyone familiar with 

the Life of the Buddha knows. this specific geographic area could not possibly be associated with the 

region where the story takes place. 

The function of western Tibetan costumes is somewhat more complex. as the contexts in which the 

costumes appear are more varied. What is manifestly clear - from the great pains taken to represent 
variations in costume, such as head dresses - is that the costumes were meant to have a significance. If 

nothing else. the costume establishes the identity of the patrons as ethnically non-Indian, and probably 

western Tibetan. The protagonists of the Sudhana (Tib. Nor-bzang) story wear the same costumes. They 

are depicted as western Tibetans living in a local environment (Klimburg-Salter 1987: 692). Why was it 

important to define so clearly the ethnic character of the patrons and of all the historical figures repre- 

sented in the temple? 

As we have discussed in Chapter 1, the ruling dynasty traced its lineage to the ancient Tibetan monar- 

chy -therefore a clear depiction of their ethnicity was part of their political legitimation. The aristocratic 

'Bro family were also associated with the ancientTibetan monarchy. They were great landowners locally 

and were associated with the ruling dynasty as ministers and through marriage. 

The Main Temple was a royal monument and its decorative program was based on the ideology of its 

patrons: legitimacy and piety. The concern with legitimacy appears to have been paramount both in the 

secular and religious spheres. As we shall see, in the discussion of iconographic themes below, all of the 

large corpus of inscriptions and many of the iconographic themes, particularly the assemblies, can be 

explained from this perspective. 

The piety of these patrons is legendary. Their missionary activities, according to their own literary 

testimony, were aimed at restoring Indian Mahiyina Buddhism, and destroying unorthodoxTantric prac- 

tices. The iconography of the Assembly Hall and the Apse confirms that the patrons of the renovation 

phase - Byang-chub-'od and other royal patrons and masters of his time, perhaps including Zhi-ba-'od - 

were primarily influenced by contemporaneous philosophical interests in Indo-Tibetan Buddhism. This 

is clear from problems raised and discussed by AtiSa in A Lamp for the Enlightenment Path 

(Bodhipathapradipa) and its Commentary (BCLS, BPPI, BPP2, BCLK), both of which the scholar- 

priest composed "at my devout and ardent disciple's request" (referring to Byang-chub-'od). Thus, we 

may consider this text (Bodhipathapradipa) by Atiia (c. 982-1054) to express also the philosophy of the 

patron Byang-chub-'od (see also the Commentary BodhimargapradipapaCjiki, ascribed to Atiia in the 

Tenjur but sometimes questioned), the support of monastic Mahiyina Buddhism is clearly expressed, 

and a cautious acceptance of the Tantric path articulated. In the Bodhimirgapradipapatijiki the question 

of authenticity and legitimate transmission is raised. Thus, clearly these concerns were not restricted to 

the patrons oiTabo but were an important intellectuallreligious issue of the period. 



There arc two groups of historical persons represented. religious personages: royal lamas and monks; 

and lay people: the royalty and commoners. Royal lamas can be identified by thcir iconographic at- 

tributes and placement in the composition.They are always found frontally represented, on the axis of the 

composition, and are normally slightly larger than thc other figures in the configuration. Monks and lay 

people are presented in a variety of attitudes either as part of assemblies or listeners to sacred discourses. 

In the first artistic phase at Tabo in the Entry Hall, attributed to 996, all historical figures are repre- 

sented in rows on the lower half of the north and south wall (figs. 45,50; Klimburg-Salter 1994a: Figs. 8. 

9). The figures are painted, so far as we can see, in a flat planar style.All princely figures in thc first (top) 

rows of personages, whether royal lamas or lay persons, sit under a canopy on low benches facing for- 

ward with one foot hanging down, the right hand holding a mild. The princes depicted on the north wall 

(fig. 50; Klimburg-Salter 1994a: Fig 8) wear a wide-collared yellow or whiteTibetan overcoat @hyu-pa) 

with a floral pattern which consists of four petals and a red centre dot, black boots and a belt. These 

figures are identified in the inscriptions as Iha-sras (prince) but their names are either absent, illegible or 

not identified. Some may have belonged to the 'Bro family who had estates in Cog-la (the Tabo region). 

Most fantastic for the historian is the painting ofthe three figures in the top row of historical figures at 

the centre of the composition on the south wall of the Entry Hall (figs. 2.45). According to inscriptions 

they represent the royal lama ye-shes-'od and his sonslha-sras Ni-ga-rl-dza, and Iha brsun-pa De-ba-rl- 

dza (Klimburg-Salter 1994a: 29 and Fig. 10). Unfortunately, their costumes are difficult to see. However. 

a confusing point is that Ye-shes-'od (who was certainly already ordained, as the inscription identifies 

him by his ordination name) wears princely dress - in contrast to his son De-ba-ri-dza to his proper left. 

who wears monastic dress. I have suggested that this princely dress represents his dual function as worldly 

ruler and monk (see Chapter V). 

Representations of lay persons in the bottom rows on the north and south walls are shown kneeling. 

They wear white, wide-collared overcoats. They have red doughnut-shaped turbans, red ribbons float 

from their shoulders (fig. 49). The kneeling figures in brown overcoats without hats (fig. 48). according 

to their inscriptions, should be identified as nuns. Thus all classes of persons directly associated with the 

Life of the monastery are represented. 

In Phase 11.1 IIhcentury, the community of lay people, princely and common, worshipping or listening 

to sacred discourses, are also dressed in western Tibetan costumes, which are similar to the costumes 

depicted in the first phase but also slightly different. This distinctive costume is made of wool and has no 

patterns. The male overcoat has a wide belt and wide collar in contrasting colour (figs. 4. 121). The 

females wear a long dress covered by a long full cape with deep round collar (figs. 23, 55). There are 

specific styles of costumes for men and women but both figures wearjewellery made of large blue stones 

worn on the head and neck. There are also two types of hats worn by lay men, the white so-called sailor 

hat (lay figures in figs. 23,229); and the red, flat, doughnut-shaped turban (fig. 4) which has the form, but 

is considerably larger than the smaller red turban worn by the kneeling figures in the Entry Hall. The 

significance of the different hats is not clear. The costumes typical of the second phase can be seen in both 

miniature painting (figs. 222.229) and mural paintings in the Assembly Hall inTabo,Tholing (Tucci and 

Ghersi 1934: Fig. 238). and Nako, as well as Dung-dkar (fig. 23 1, bottom). 

Until now, historical figures in the miniatures occur only as donors (i.e. Poo fig. 222; Tabo fig. 229) or 

listeners to sacred discourses, with one curious exception, a small representation which may be a portrait 

(Klimburg-Salter 1994b: PI. 8). In a folio From Tholing (Tucci 1949: vol. 111, pl. c) male donors appear in dress 

which resembles theTabo costumes. In a curious miniature painting fromTabo, five women worship a BodhisatIva 

a sailor hat hovers above the women. indicating the disembodied presence of a male donor (fig. 229). 



The ilnportance of local dress as a means of defining status and ethnicity can be understood when we 

comparc the Tabo images to the representations of historical personages in Ladakh. This example From 

Mang-rgyu in Ladakh is typical of the costumes of Ladakhi noblen~en in the early 13"'century. A tight- 

fitting catlan is essentially Central Asian ill style. The cloth is decorated in a large, repeated floral pat- 

tern, quite unlike any textile pattern at Tabo. 

In Tabo the only deity to wear western Tibetan dress is the protectrcss and her retinue. Later in Nako 

the distinctive type of western Tibetan dress is continued. But here in addition to local nobles, this dress 

can also be aorn by pan-Indian deities. Just one example is this small scene where a woman in a very 

srylised representation of westernTibetan dress is seated on the knee of a deity dressed in Indian Bodhisattva 

gamlents (tig. 230). 

Local monks and royal lamas wear garments which combine the Indian monk's dress and the western 

Tibetan overcoat. Occasionally lamas represented in paintings datable to the I I"'century wear a variety of 

different hats which may signify different monastic ranks. The figure in fig. 6 to the proper left of the 

main personage (identified by inscription as 'Dul-ba-byang-chub. Klimburg-Salter 1994a) may be the 

abbot offabo judging from his size and placement, and therefore the hat may signify this rank (Klimburg- 
Salter 1994a: 34). The same figure, identified also as 'Dul-ba-byang-chub, occurs in the centre of a row 

of historical figures to the right of the entry to the Assembly Hall (Klimburg-Salter 1994a: Fig. 13). The 

hat shape is not the same but it is also red, which distinguishes it from the white hats worn by male figures 

in this row. This same figure (identified by inscription) 46 years earlier, the fourth in the row of monastic 

tigures. row I on the south wall of the Entry Hall, wears no hat. 

Monks represented in other contexts -narrative or iconic compositions (e.g. figs. 120, 136, 188, 189) 

wear traditional patchwork monk's garments. Thus the presence of the Tibetan overcoat @hyu-pa) must 

be considered significant. It seems reasonable that the particular costume worn by the royal monks ([ha 

bla-ma) in Tabo was meant to convey precisely this double message. Also this costume can be seen as a 

response to the particular historical circumstances. When the legitimacy of this dynasty was no longer a 

question, then the royal monks, in this instance Ye-shes-'od, Byang-chub-'od and Zhi-ba-'od wore sim- 

ple monks' robes as in the Mandala Temple (dKyil-khang) c. 15'hcentury (Tucci and Ghersi 1934: Fig. 

237; Tucci 1935: PI. LVIII). 

All of the historical figures, lay and religious, princely and commoners, are found together in larger 

compositions - the great assembly. This is one of the most distinctive iconographic features of this artistic 

school. Each of our Buddhist complexes has had at least one such assembly2. 

In Nako the assembly scene is much destroyed, but fragments can be found on the south wall in the 

Translator's Temple (Lo-rsa-ba lka-khang) together with a much destroyed inscription. A part of the 

assembly at Tholing was photographed by Ghersi (Tucci and Ghersi 1934: Fig. 238) and fragments of an 

extensive composition can be seen in Dung-dkar. At Tabo one assembly in the Entry Hall survives from 

Phase I and from Phase 11 three assemblies of historical persons survive in the Main Temple: at the 

entrance to the Cella (fig. 139) above the Renovation Inscription dated 1042; a smaller assembly is 

depicted in the Cella (fig. 15 1); and the largest assembly is found to the right of the door in the Assembly 

Hall and is only Fragmentarily preserved. Parallel to these assemblies of historical figures are assemblies 

grouped around deities. For instance the protectress' assembly (fig. 55) has the same vocabulary as that 

representing the historical figures; also the assembly surrounding the Relics of the Buddha (fig. 24). 

The principal components are the same in all of these configurations. Although the paintings are too 

fragmentary to allow us to speak with confidence about a stylistic progression, a clearly identifiable 

iconographic development appears to have a chronological significance. One or more royal lamas, or 
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later a prlnce. \ I I ~  enthroned under dn urnbrelld 01 canopy at thc centre of the composltlon and to e~ther  

s ~ d c  la placed a group of per\on\, predomlndntly rnonks to the proper left of the maln figure and lay 

people to the proper r~ght, cxcept In the Cella nhcrc the d ~ s p o s ~ t ~ o n  1s reversed (fig 15 1 )  Although all 

these composltlons dre damaged'. fortunately thc ccntre personage of each composlt~on 1s to some degree 

preserved Judglng from the assoclatlon of the central configural~on w ~ t h  lnscrlptlons recording dond- 

tlons, repalrs, etc to the monastery one can propose that these maln figures (at Nako. Dung-dkar, and 

Tabo) represent the royal donors 

Royal donors are presented In a spec~fic qettlng (the development of whlch I have descnbed else- 

where, Kl~mburg-Salter 1994a. 30-3 1 )  - seated on a wooden throne, under an umbrella or canopy whlch 

1s placed In front of a curtaln From the 1I"'century the curtaln IS draped and held up at several polnts - 

behtnd t h ~ s  there are onlookers wearlng western T~betan costume. The earllest form of thls configurat~on 

IS also the slmplest In the Tabo Entry Hall (fig 2) the royal lamas are seated on thrones under elaborate 

umbrellas (or a canopy). All later representat~ons of t h ~ s  theme colnblne the honor~fic funct~on of the 

curtaln w ~ t h  that of the umbrella The two elements, which symbol~cally reinforce each other, first occur 

together In the famous palntlng of the Byang-chub-'od per~od, above the Renovat~on Lnscr~pt~on~ (fig 

14) The cur(a~n IS placed beh~nd the royal lama, who IS dep~cted at the centre seated on h ~ s  throne w ~ t h  

the nobles and monks to each s ~ d e  The same r n o t ~ f  curtaln and umbrella - 1s found together w ~ t h  the 

rellc casket of the Buddha (fig 24) c I042 The addlt~on of the curtaln may lnd~cate a change In the 

concept~on of the royal lama Or~g~na l ly  In Gandhiiran art, the umbrella-curta~n m o t ~ f  was used for an 

cnthroned d c ~ t y  (Kl~mburg-Salter 1995 PI 152) 

Or~glnally there was a much larger compos~t~onal scheme to the nght ofthe entry way In theAbsembly 

Hall. Now much destroyed, the pa~nllng apparenily represented the monastlc community w ~ t h  a roN ot 





royal lamas at the centre. The centre figure is missing. A draped curtain separates larger, seated person- 

ages from comparatively smaller, standing onlookers. Which royal lamas were represented is not known. 

The Cella assembly is curious because although the same elements are present as in the earlier assem- 

blies there appears to be some misunderstanding. The honorific cloth covering has no logical model - it 

is neither an umbrella, nor a curtain. The Renovation Inscription painting seems to be the misunderstood 

model for the curious geometric shape behind the seatedlha hla-ma. Also the positions of the monks and 

lay persons are reversed. 

In Guge, the continuation of the same typology for representing the royal patrons, including the royal 

lamas and the community of monks, was used into the 12'hcentury, as can be seen in the much destroyed 

painting from Dung-dkar (fig. 23 1, bottom).The basic typology here remains the same.A single princely 

figure is seated, as at Nako, under an umbrella and in front of a curtain. To the prince's right is an 

extended row of figures sitting before a draped curtain. This typology (enthroned royal donor seated 

under an umbrella and before a curtain and surrounded by the lay and monastic community) is used only 

by the kings of Purang-Guge and painted in the monasteries they founded5. 

Artistic Production at Tabo 
The extraordinary degree of sophistication of all aspects of the 1 INh-century painting suggests that a 

cosmopolitan workshop directed by a skilled master artist collaborated with the patron designer in 

the production of the decoration. The artists adapted their repertoire to the pre-designed program 

and the iconographic prescriptions proposed by the Tabo patronsidesigner. We should remember 

that it is not unlikely that different groups of artists were responsible for Group A and Group B. The 

extraordinary complexity of the jewellery, as well as some of the textile patterns in Group A are not 

repeated in Group B. However, there is a basic stylistic unity between the two groups if one com- 

pares the drawing of the faces and the figure styles. Just the enormous difference in scale between 

the Buddhas and Bodhisattvas of theAmbulatory and those depicted in the narrative paintings would 

also necessarily indicate a much greater degree of simplicity in Group B paintings. However. that 

the artists of both Groups A and B and also C came from the same cultural milieu seems none the 

less to be indicated. 

It is also not impossible that a separate group of artists were responsible for painting the ceiling cloths. 

How and why a different group of artists came to be present in Tabo is a matter of conjecture. One 

possible scenario is that the artists came together with the large amount of white cloth which was im- 

ported for that purpose. In any case, this cloth was certainly imported from western India and the patterns 

that were used in the ceiling paintings of the Cella and the Ambulatory would appear at least in part to 

have derived from book covers, examples of which have survived from Gujaratc. early 12'hcentury. The 

textile patterns painted on the ceiling of the Assembly Hall can be in part related to textile patterns which 

are represented in Groups A and C. These designs may therefore have been taken from pattern books 

already used in Tabo or else derived from the same common source as the textiles reproduced elsewhere. 

As it is not clear whether the distinctive patterns in the Assembly Hall and the Cella area are the result of 

different iconographic needs or different artists, it is also not possible to say if all the ceiling paintings 

were produced at the same time. 

In conclusion, all that we can say at this point is that the artists working atTabo came from a workshop 

where artistic influences from several regions were present. Artistic elements deriving from Gujarat were 

skilfully integrated with influences coming from nearby regions. Greater Kashmir, western Tibet and 

Central Asia. Some stylistic modifications were noted which were in part attributed to differences in 



artists and time of production. We have noticed that the principal iconographic themes are the same 

throughout the surviving monulnellts until the 12Ih century and that there is a stylistic evolution. 

This artistic school must have begun at Tholing, although only a few photographs survive of wall 

painting there that may be earlier thanTabo (Luczanits 1996b: Fig. 5; Henss 1996: Fig. 3)". The represen- 

tation of specitic historical types and scenes which were restricted to the school of Purang-Guge are 

already co~npletely developed in the Tabo Assembly Hall. The representations of the many figures in 

western Tibetan dress are so sophisticated and the iconography so consistent that one cannot imagine that 

this is the first monumental complex to experiment with this visual vocabulary. Rather one may imagine 

that the Tabo Assen~bly Hall was part of a second phase in art production which included other monu- 

ments by the same sponsor Byang-chub-'od. Thc only evidence for this are Ghersi's photographs from 

Mang-nang. 
What emerges from this summary is the picture of a large and sophisticated workshop, which included 

artists or pattern books from different areas. Influences could be identified from the art of Central Asia, 

western Tibet. Kashmir and Gujarat. The latter appeared in two different forms so that it is possible that 

they came from two unrelated sources - the painters of the ceiling cloth in the Apse may, in fact, have 

come with the cloth itself from western India. 

One can only imagine that the responsibility of integrating these diverse influences, craftsmen and 

artists. as well as allocating the extremely expensive materials used -pigments of the finest quality, etc. 

-must have fallen to an extremely gifted master artist. And that the success of the whole undertaking 

rested on the collaboration of supremely gifted individuals. This is in fact not surprising. Petech describes 

this kingdom as "the most brilliant centre of religious, literary and artistic movements inTibet". We know 

from the literary sources that the most important scholars of the time were attracted to the kingdom - 

from the evidence of the extraordinary redaction of the Gandavyiha in the wall texts we know that at 

least one of these scholars participated in the production of the iconographic program at Tabo. It is not 

unlikely that the "author" of this text was also the "author" of the iconographic program. 

To return to the artists - such a brilliant workshop could not have been assembled for Tabo alone and 

the evidence of Mang-nang (Klimburg-Salter 1985: 28) is that they worked on other monuments com- 

missioned by Byang-chub-'od as well (Klimburg-Salter 1985: 3 9 4 0 ) .  The wall paintings and the mini- 

ature paintings show so many similar features that it seems reasonable to suggest that the same workshop 

may have spent the cold winter months - when work on architectural decoration would have been impos- 

sible - illuminating manuscripts. This would account for the stylistic unity noted throughout the period in 

both monu~nental and portable painting (Klimburg-Salter forthcoming [a]). It is clear from the fragmen- 

tary remains that only a small part of the brilliant artistic productions from this region in the 1 I'h-12'h 

centuries has survived. 

Artistic production from the following centuries is even more scarce. I know of only one and perhaps 

two painted hanging scrolls which were found inTabo in the early 1930s. The hanging scroll representing 

Amitlbha is painted on rather coarse linen (fig. 232). The composition is simple, the figure massive, the 

face is broad and the facial features small. The halo is horseshoe-shaped, the garment defined simply by 

broad bands at the edge. The palette is very limited: red, black, white. A painting now in the USA was 

acquired in 1934 in Spiti (Klimburg-Salter 1982: PI. 108)'. Both the coarse fabric and the figure style is 

very close to fig. 232. They may both be dated to the c. 13'h-14'hcenturies. The only it1 situ evidence we 

have for this style are two stupas in the Tabo Sacred Compound (chos- 'khor) which are painted insiden. 

In the I 5Ih century there is a revival of a very elegant painting style in Guge which has many of the 

characteristics of the earlier Indo-Tibetan school of western Tibet. Both wall paintings (e.g. Tholing fig. 



220) and thangkas are known (Klimburg-Salter 1982: Pls. 120 and 121). I t  would be interesting lo ex- 

plore the reasons for this renewed interest in the earlier art of the kingdom of Purang-Guge. 

'There are exceptions to this general- 
iscd categorisation where a particular 
artist uses the same style for both groups 
-as in the first scene from the Sudhana 
slory (fig. 23). 
'Tucci did not record this theme at 
Mang-nang and the paintings are now 
largely destroyed. 
'In Tabo large seclions have disappeared 
- the proper right and lower portions in 
the Entry Hall; the rows of figures on 
the wall on the opposite side of the en- 
try to the Cella; most of  the composi- 
tion to the right of the entry lo the As- 
sembly Hall. 
' It is precisely a comparison of such 

motifs from the Byang-chub-'od period 
painting which permits us to attribute 
the narrative paintings in the Assembly 
Hall to lhe same period. that is c. 1042. 
'This feature is imponant evidence that 
Dung-dkar, which is not far from 
Tholing, was apparently still under the 
patronage of the kings ofPurang-Guge. 
The conlinu~ty of h e  western Tibetan 
school ofpainting at Dung-dkar is seen 
not only in the representation of the 
royal donors, but also in the continua- 
tion of specific themes, for example in 
the seated Buddha figure. Since a sty- 
listic analysis of the Dung-dkar paint- 
ings suggests an attribution in h e  early 

ccntury, the artistic school o f  
Punng-Guge may be considered to have 
continued until that time. 
%separate publication on Ghersi's pho- 
tographs rrom Tholing in the Tucc~ Ar- 
chive is in preparation. 
'This painting was said to have been 
acquired in Pomonaslcry in Spiti.At h e  
time I published this painting I did not 
rcalise that there is no Po monastery. Po 
together wih Lari andTabo village com- 
prise the ancient region of Cog-la which 
is traditionally anached toTabo monas- 
tery. 
*Apublication dealing with lhese paint- 
ings is In preparation. 





VII. Western Tibet: Historical Introduction 

The history ofthe Himalayan countries cannot be forced 

into a common frame. Geography itself dictates the in- 

evitableness of a subdivision into as many units as there 

are valleys, of such economic (agricultural or commer- 

cial) importance as to be sufficient to supply the basis 

for a viable political unit. Each kingdom or principality 

had its origin in the valley of a river originating either 

within or to the south of the great Himalayan range and 

feeding into the two major river systems of upper In- 

dia: Indus and Ganges-Brahmapuna. Actually, the up- 

per lndus valley itself supplies the space where the larg- 

est of the kingdoms developed: Ladakh. 

Some physical features are common to all. The cli- 

mate is on the average severe, because of the altitude and 

the scarcity of precipitation beyond the first mountain 

ranges. Rice and wheat cultivation ceases a1 a medium 

height, and barley is the only crop that can be grown in 

the upper parts of the valleys, as high as 4,000 metres 

and more. Artificial irrigation is almost always neces- 

sary, water being derived from mountain streams or less 

Frequently from the rivers, as the latter oAen flow in more 

or less deeply cut ravines and thus offer little possibility 

for laying out fields on their banks. Animal husbandry is 

always an important activity and is the sole source of 

livelihood wherever altitude or aridity prohibit all but 

the most meagre form of agriculture. It is unchecked by 

natural or political boundaries. Formally defined fron- 

tiers were (and are) more or less artificial, being usually 
Fig. 233. Pilgrimage or Sudhana (Nor- modem innovations. Shepherds from the north crossed 
bzang). antelope (delail of fig. 120) 
Main Temple, Assembly Hall ,  easl 

the mountains regularly in search of better seasonal pas- 

wall, lower secllon tures on the southern slopes of the range. 

From the ethnologic and linguistic point of view. this 

region shows an extreme variety. It has offered a last 

haven of refuge to remnants of populations pushed back 

toward the higher valleys and thus saved from extinc- 

tion by their new isolation.The whole southern slope of 

the Himalaya is a true linguistic museum. 

State formations were strictly local. the demographic 

and economic bases being insuficient for the rise and 

duration of larger units including more than one main 

valley. When this happened, as in the case of Zhang- 

zhung earlier and of Ladakh later, such "imperial" ex- 

tensions were condemned to a rapid dissolution, either 

through internal collapse or as the result of foreign in- 

vasions. 

A feature common to all these mountain states (the 

one exception was Bhutan) was that their form of gov- 

ernment was strictly monarchical, in some respects even 

preserving the traditions of the ancient Tibetan empire. 

No theocracy on the central Tibetan pattern developed 

(always with the exception of Bhutan). 

Although enjoying a high prestige, the monks took 

no part in the administration and usually were not di- 

rectly involved in politics. Ofcourse, however, the reli- 

gious and economic weight of the monasteries made 

itself felt. Also, particularly able and respected clergy- 

men could wield considerable influence as spiritual ad- 

visers to the ruler. 

The history of the western Himalayan region of Ti- 

betan culture has been recovered from oblivion only in 

part, and it is a general rule that the smaller the unit. the 

less known is its history. Only from Ladakh a chronicle 



ofsome sort has come down to us, but it is of little use 

for the pcnod bcforc the 1 5Ih century. 

Zhang-zhung and the Tibetan Empire 

Nothing is known of the history ofwestemTibet during 

the tint halfofthe first millenniumA.D., not even in its 

broad outlines. The first flashes of light begin to illumi- 

nate the scene at about the same time as the formati\,e 

stage of the Tibetan empire about A.D. 600. The west- 

em regions formed a large kingdom called Zhang-zhung, 

its original capital being probably Khyung-lung dNgul- 

mkhar on the Sutlej. The language spoken in the coun- 

try belonged apparently to the westem Himalayan dia- 

lects. Some relics have come down to us. lnostly from 

fairly recent word lists. The early history of Zhang-zhung 

is dimly known From stray references in thc Dunhuang 

Annals and Chronicles. It has been suggested that the 

country originally extended to the regions to the north- 

west and even north of central Tibet (Tucci 1956: 91-2. 

104-5). An excessive extension eastward is not accept- 

able. Some light, however. comes from the Chinese 

texts, provided we accept the identification of Zhang- 

zhung with the country called Yang-t'ung by the Chi- 

nese (Yamaguchi 1977: 55-95). To be more precise, 

Greater Yang-t'ung corresponded to Upper Zhang- 

zhung, i.e. Guge and Purang, while the name Lesser 

Yang-t'ung indicated originally the upper valley of the 

Tsangpo from the Mar-yum pass to Lha-rtse. Later it 

was applied to the north-western region, which after the 

"horns" ( ru)  reorganisation of the second half of the 8Ih 

century came to be known as Lower, i.e. Eastern Zhang- 

zhung (Sat6 1981 : 45-70). This may explain why in the 

modem Bon-po tradition one of the three main pilgrim- 

age sites of their religion lay in the zone ofthe sTag-rgo 

mountain and the Dang-ra lake in southern Changthang; 

probably it was also a political centre ofancient Zhang- 

zhung (Berglie 1980: 3 9 4 4 ;  Cech 1992: 388). Any- 

how. in later times Zhang-zhung came to be limited to 

what is now westemTibet and some adjacent hill tracts. 

Relations with the rising state of centralTibet started 

at the beginning of the 7Ih century. In that period Greater 

Yang-t'ung was able to send embassies to the Chinese 

court in 63 1 and 641. A friendly connection with the 

Tibetan royal house was established when the Zhang- 

zhung king Lig-mi-rhya married the sister of the em- 

peror (bfsan-po) Srong-btsan-sgam-po. Then they 

quarelled because of the disrespectful treatment meted 

out to the Tibetan princess, and in 64415 the Tibetan 

emperor defeated and dethroned his brother-in-law'. The 

Chinese texts too inform us that by the end of thc K'ai- 

yiian period, i.e. beforc 649, GrcalcrYang-t'ung had been 

overwhelmed and annexed by Tibet. 

The settlement of the conquered territories took a 

long time. In 653 a revenue officer (11117gan) was sta- 

tioned in Zhang-zhung and in 662 and again in 675 ad- 

~ninistrative settlements (~nkhos) were canied out. In 677 

a rebellion broke out, but was put down almost at once. 

This time the country was fully integrated into the Ti- 

hetan empire. In 7 19 a census @ha-10s) of the tax-pay- 

ing families was made. The national language gradu- 

ally lost ground toTibetan.The process, however, lasted 

for several centuries and the underlying non-Tibetan 

layer is still recognisable in the toponomy. 

The Formation of the Western Tibetan Kingdoms 

The dissolution of the Tibetan empire was followed by 

a long period of internecine strife. What happened in 

western Zhang-zhung after 842 is totally unknown2, but 

we may suppose that the Tibetan administration of that 

marginal area collapsed and vanished. 

In central Tibet the succession of the anti-clerical 

emperor gLang-dar-ma was disputed. The chief queen 

sNa-nam-bza' (or 'Bal-bza'?) put forward as her candi- 

date a three-year-old son of her elder brother. Only the 

strong support of the queen could compel the ministers 

to accept him, and therefore he was popularly known as 

Yum-brtan'. He was confronted almost at once with an 

alleged posthumous son of the dead emperor by the jun- 

ior queenTshes-pong-b~a'~. He was born in theYarlung 

valley and was called 'Od-srungs, a name by which he 

appears in three Dunhuang documents. 

In Amdo a high official from the dBa's (sBas) fam- 

ily rebelled and fought successfully against the local 

Tibetan governors, and less so against the Chinese.As a 

consequence, the outer dependencies in Central Asia and 

in north-west China were lost. In central Tibet the con- 

flict went on without a solution. 'Od-smngs found him- 

self at a disadvantage because his adversaries were in 

possession ofdBus with the capital Lhasa. He also lost 

his main support when his mother was killed in north- 

ern dBus. The kingdom was practically divided into two 

ill-detined areas of influence (sTod-khrom and sMad- 

khrom), most of gTsang with Yarlung following 'Od- 

srungs, while Yum-brtan prevailed in dBus. 



'Od-srungs seems to have reigned till about 905'. 

He was followed by his only son dPal-'khor-btsan. who 

reigned for eighteen years, i.e. till c. 923". His reign was 

an unmitigated disaster. The later tradition credits him 

with the construction of eight chapels, one of them be- 

ing sMan-lung. But according to DEUI2, 142, he was 

an evil-minded and roolish man. His misrule caused dis- 

affection, so that several vassals went over to Yum- 

brtan's son mGon-spyod. Anarchy was rampant, and 

even the royal tombs in theyarlung valley were dug up 

and looted'. Then the noblemen assembled and sum- 

moned from dBus one Khri-ldc-srong-btsan, otherwise 

unknown, and placed him in power, probably as a sort 

of regent (bla-mgo dong-po). The chiefs of 'Phyos (in 

the Yarlung region) handed over to him the royal insig- 

nia as well as the temple of bSam-yas, and with it pre- 

sumably the greater part of the remaining territories in 

eastern central Tibet. This marked the end of the rule of 

'Od-srungs' line in the old core of the country, where 

the dynasty of Yum-brtan became dominanf. 

dPal-'khor-btsan's two sons were pushed westward. 

The elder bKra-shis-brtsegs-pa-dpal, born from a 

mChims lady, retained at first a foothold in the g.Yo-N 

"horn" and in gTsang, but eventually had to retire to La- 

stod in western gTsang. His three sons, the "Three sMad- 

kyi-lde", partitioned the inheritance among themselves. 

thus further weakening the power of their family. Their 

numerous descendants followed the same pernicious 

custom, giving origin to dozens of small principalities. 

Eventually they sank to the level of petty local chiefs or 

even of landowners.The most important of these statelets 

was Mang-yul Gung-thang, which lasted till 1619120. 

The younger brother Khris-kyi-lding. more com- 

monly known as sKyid-lde Nyi-ma-mgon, migrated to 

the West and entered the territories of ancient Zhang- 

zhung. He was little more than a high-born adventurer 

and his following was anything but numerous. Among 

them, however, there were the scions of two families of 

the highest nobility. Cog-ro and Pa-tshab, who had 

played a role during the last two reigns of the monar- 

chy. Even more important was the 'Bro clan. which had 

been practically the premier noble family during the 

twilight of the old regime: a 'Bro lady was the mother 

of the last twoTibetan emperors Ral-pa-can and glang- 

dar-ma. To the same family belonged the old faithful 

official known to the Chinese by the name Shang P'i- 

p'i, who led the struggle against the warlord Lun K'ung- 

jo (h1o11 dBa's Khong-b~her-lcgs-stengs). till he was 

defeated and compelled to retreat westwardv. The reud 

between 'Bro and dBa's. which had dominated the late 

U o h  and early 9Ih centuries, continued and extended to 

dBus as well. The 'Bro still held minister rank under 

dPal-'khor-btsan (GBYT, I .  f. 153b). A more substan- 

tial clement of strength accrued to the family from the 

fact that its original home was Yang-t'ung, i.e. Zhang- 

rhung. They still owned estates in Guge and Cog-la 

(KPGT, Ja. f. 2Ob). There is a possibility that the crea- 

tion of the West Tibetan kingdom was due to the initia- 

tive ofthis clan, which invited sKyid-lde Nyi-ma-mgon 

to their country in order to give a cover of legitimacy to 

their local power'". 

With the help of these old families sKyid-lde Nyi- 

ma-mgon gradually built up From scratch an extensive 

state in the Western Countries (sTod), which came to be 

known as sTod mNga'-ris, Western Dominion. One of 

the earliest historical texts. the chronicle composed in 

the last quarter of the I2Ih century by mNga'-bdag Nyang 

Ral, tells us the story of the conquest. Nyi-ma-mgon. 

bent on establishing a home for his three sons. sent ahead 

three officials to reconnoitre the possibilities of the 

WestemTerritories, while he himselfcamped to the north 

of the lake Manasarowar to await their reports. "The 

first envoy visited Purang and upon his return reported 

to the king that in a valley similar to the entrails (kog- 

pa)  of a spotless horse, surrounded by snow. there sat a 

man resembling a worm (read srin-blr forsrin-po). The 

man who went to Guge said that it was a valley similar 

to the entrails of a fully white (brong-dkar) fish. sur- 

rounded by rocky passes (la-g.va 7 ;  there sat a man re- 

sembling a sheep.The man who went to Mar-yul (upper 

Ladakh) said that it was a country surrounded, as if it 

were, by a whirling (ko-mog) river; there sat a man re- 

sembling a frog (sbof)"". 

After this exploration the king, who was a devout 

Buddhist, entered Purang and gradually obtained the 

favour and support of the local people. mainly by pro- 

moting commercial activities and providing for ample 

supplies of food. In this way he was accepted as ruler of 

Purang, where he established the Royal Law (rgral- 

khrims). Having raised an army in his new domain, he 

invaded and conquered Guge. Then he led an explora- 

tory party of one hundred horsemen toward Mar-yul. 

We get a glimpse of his journey from the Chrotlicle (!I' 
Ladakh. He marched through the Ra-la pass and built 



in its vicinity the Rcd Castle (Ra-la mKhar-dmar. Rala- 

jung ofthe maps: on the lndus c. 79O4.5' long.. 32"?7' 

lat.). He rounded another castle a1 rTse-tho rGya-ri, per- 

haps on the hill abovc rGya. on the border between 

Ladakh and Rupshu. For the moment. however, he leh 

Mar-yul proper untouched. Having thus imposed the 

Royal Law upon the whole of sTod mNga'-ris, he built 

as his residence thc fortress (sk~r-mkhur) of Nyi-bzungs 

in Purang and assumed the title of mnga '-bdag, some- 

what lower than the old btsan-po; it was borne by his 

successors till the end of the I I I h  century. Later (?) he 

completed the conquest of mNga'-ris with the final an- 

nexation of Mar-yul. where he enforced the Royal Law 

and put to death the "criminals" (i.e. his opponents) that 

had taken refuge in that area1?. 

The whole story. whatever its historical core, sup- 

pons our impression that the invader from central Tibet 

disposed of slender resources of his own. He built up a 

kingdom by means of an able exploitation of the eco- 

nomic resources of Purang. a region which remained 

the centre of the power of Nyi-ma-mgon and of his suc- 

cessors. The relatively solid structure of the new 

Himalayan state rested upon such moral assets as un- 

disputed legitimacy and great prestige in Tibetan eyes']. 

The date of these events is unknown. sKyid-lde Nyi- 

ma-mgon may have reigned c. 923-950. If this is so, we 

may place the conquest of the Western Countries in the 

thirties of the 10" century: the Horse and Sheep years, to 

which the Chrnriicle of ladukh atbibutes the foundation 

of Ra-la ml(hardmarand of rTse-tho rGya-ri in the earlier 

stage of his conquests, may correspond to 934 and 935. 

At this point arises, however, the awkward problem 

presented by the chronology of the late 9Ih and the loth 

centuries. It has been remarked long ago that a1 least 

one whole sexagenary cycle has been lost in the main 

body of the tradition, and hence in the Tibetan 

historiography". This problem seems to confront us in 

this case too. We may, however, approach the question 

from the generational angle. The tradition, albeit frag- 

mentary and conflicting, seems to agree on the number 

of generations in both the lines o r  'Od-smngs and of 

Yum-brtan. AtiSa's two hosts: 'Od-lde (1042) and 

Bodheriija (c. 1047) belonged to the seventh generation 

after gLang-dar-ma. We must also take into account the 

fact that both Yum-brtan and 'Od-srungs were pro- 

claimed kings at their binh or shortly after, and their 

reigns throw into disorder the generation average. Thus 

seven reigns in two hundred years remain within the 

limits of  the possible. The generational (and hence 

chronological) sequence here suggested seems on the 

whole acceptable. 

sKyid-lde Nyi-ma-mgon married the daughters of 

his chief supporters Cog-ro and Pa-tshab. After the es- 

tablishment of the kingdom he contracted two further 

marriages, with a Zhang-7hung girl and with sTag-gzigs- 

ma, a Persian or Arab lady. From his first wife Cog-ro 

Zhang-kha-ma (but from a 'Bro lady according to the 

LDGR) he had three sons, collectively called the "Three 

sTod-kyi-mgon"l5. After the death of their father they 

divided the kingdom among themselves, as it was pro- 

vided for from the beginning. According to most of our 

sources, the first-born dPal-gyi-lde Rig-pa-mgon (usu- 

ally shortened as dPal-gyi-mgon) took Mar-yul, the sec- 

ond son bKra-shis-mgon got Purang, the third IDe-gtsug- 

mgon received Guge or Zhang-zhung. We should re- 

member that after this period the old name Zhang-zhung 

receded in favour of Guge, which was originally but a 

part of Zhang-zhung; later the two names became al- 

most synonymous (Tucci 1956: 74-5). The name of the 

territory allotted to the third brother varies; several texts 

give him Khu-bu (Kinnaur), "which is a part ofthe Mon 

country"", while the Chronicle ojLadakh replaces it 

with Zangskar and Spitil'. A more detailed and some- 

what diverging scheme is found in another authoritative 

text: the first brother took Mar-yul and Nub Ral-la; the 

second received Zhang-zhung and Ci-cog (i.e. sPi-lcog), 

sNyi-gong (?) and Ru-thog, sPu-rangs and Ma-tsho (?), 

altogether six districts. The third brother had to be con- 

tent with Gar-zha (Lahul) and ZangskarIB. The three new 

principalities were collectively known as mNga'-ris 

skor-gsum. It seems, however, that the dominions ofthe 

second and third brothers were soon amalgamated, pos- 

sibly because one of them died without male issue. 

The Early Kings of Purang 
As a working hypothesis we may date the reign of the 

first king bKra-shis-mgon to c. 950-975. Purang, with 

Guge as a dependency, formed the nucleus of a confed- 

eration which included also Mar-yul and lasted till the 

end of the I I I h  century. Although since Tucci's pioneer 

study of 1933 we have grown accustomed to call the 

kingdom by the name of Guge, we must keep in mind 

that for two centuries or more the political centre was 

Purang and not Guge. 



At this point we may introduce a piece of evidence 

supplied by our earliest source, the "Introduction to Bud- 
dhism", compiled in 1167 by the Sa-skya-pa hierarch 

bSod-nams-rtse-mo (I 142-1 182)'" This author defines 

his dates not only by the 12-year cycle, but also by the 

number of years elapsed since the nirvrit,la of the Bud- 

dha, an event which according to him, and to the Sa- 

skya-pa school in general, occurred in 2133 B.C. 

(Macdonald 1963: 6&7).This passage of SNTM, as well 

as two others to be quoted later, were copied into the 

biography or rJe-btsun Crags-pa-rgyal-mtshan by the 

Sa-skya Pan-chen (I 182-1 25 1 ): "All theyab-mched of 

the West and of the East met at sPeg-mkhar of the Cog- 

la region2', and on this occasion a great oration was de- 

livered [or: a great discussion was held].The hermitage 

of Pa(Sa)-sgam in the Rum region" was renovated. 

Calculating the time of this event, it was in the year 

A.D. 992."2'. 

The meaning of the whole passage hinges upon the 

wordsyab-mched-b)'ing(sl. literally "all the fathers and 

brothers". We may adduce for comparison a similarcol- 

lective term from a text belonging to the same school 

and referring to a slightly earlier period: "The two sons 

of dPal-'khor-btsan divided (their territory) into two 

(parts), West and East. The sixyab-mched reduced it to 

small fragments"". The "Six yab-mched' in that case 

were the Three sTod-gyi-mgon, sons of sKyid-lde Nyi- 

ma-mgon, plus the Three sMad-kyi-lde, sons of bKra- 

shis-rtsegs-pa-dpal. Thus in my opinion we may under- 

stand the term yab-mched to mean in practice "all the 

members of the dynasty". It follows therefrom that our 

text alludes to a family meeting of the various descend- 

ants of dPal-'khor-btsan in the third generation, aimed 

perhaps at a final delimitation of their respective do- 

minions. The foundation or renovation of the Pa-sgam 

or Sa-sgam hennitage could indicate a growing atten- 

tion to the resurrection of the monastic order destroyed 

by glang-dar-ma, then taking shape in central Tibet. 

bKra-shis-mgon" and his wife Pa-tshab-bza' had two 

sons, called (Khri-dpal) 'Khor-re and (Khri-dpal) Srong- 

nge. The former (or the latter: the tradition is uncertain 

on this point) became king of Purang", married and 

begot two sons, who appear in all our sources with the 

Sanskrit names Nigar?ija and Devaraja. Apparently he 

did not reign for a long time (c. 975-985?). because in 

the second half of his life he abdicated in favour of his 

brother and was ordained as a monk. Hencefonvard he 

was known by his religious name Ye-she~-'od!~. 

This tale shows that in that remote corner or the old 

Tibetan empire Buddhism had not died out. What kind 

of Buddhism it was, is another question. A dismal pic- 

ture of Buddhism in those times is drawn by the Ngor 

Chro~iicle: "After the persecution orglang-dar-ma and 

down to this time (i.e. the times of Srong-nge and 'Khor- 

re) a few lay devotees only paid attention to the Path of 

the dharani. ... After the death of the king. each of his 

sons and the students followed the Law only partially. 

After the gradual break-up (of the kingdom), religious 

practice became mixed with Bon and [the Buddhists] 

practisedgyer-sgom [a rNying-ma-pa and Bon-po brand 

of meditation] ... The temple attendants wore ragged cac- 

socks and still let themselves be called by the titles 

slhivira and arhal. Pretending to follow the rules, they 

observed only for a very short time the summer retreat 

of three or four months. Taking as excuse the spiritual 

obstacles, they became ever more evil-minded. The very 

words cirropida and initiation had disappeared"?'. 

Confronted with this situation, the royal monk set to 

himself the life-task of reviving true Buddhism and or- 

ganising ex-novo the ecclesiastical establishment. Ye- 

shes-'od became not only the moving force in the re- 

introduction of the Buddhist community, but he also 

exercised a general supervision over religious affaim and 

monastic foundations. He started thus a custom that later 

was taken up again and followed by the younger 

brother(s) of each ruling king. 

His building activity is evidenced by epigraphy. The 

famous inscription commemorating the restoration of 

the Tabo temple in Spiti informs us that "the ancestor 

Bodhisattva" (i.e. Iha bla-ma Ye-shes-'od) founded the 

temple (grsug-lag-khang) in the Monkey year. i.e. prob- 

ably in 996: this is also the date accepted by local tradi- 

tion. The half-effaced inscription on a stele near sPu 

(Poo) in Kinnaur seems to refer to the building of a (no 

longer existing) temple by Iha bla-ma Ye-shes-'od". 

The new king, too, (c. 985-1000) was a builder. If 

this be 'Khor-re. he founded a chapel (lha-khang) at Kha- 

char (Khojarnath) and a fortress at sKar-dung (Kardam). 

both in Purang. At the end of his life he too was or- 

dained, having as his lama the 'Dzam-gling Chos-rje of 

sKar-dung". 

The hvo royal brothers summoned two Buddhist 

scholars from Kashmir. but this first attempt foundered 

on the language difficulties, as no trained interpreter and 
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manslator was available (GBYT, I. f. 156b; NYANG, ff. 

498b-49%). Then. according to the tradition preserved 

in many texts.)e-shes-'od. intending to place on schol- 

arly foundations the rc\,ival of religion, selected 21 

young men, provided thcm with ample means and Sent 

theln to Kashmir to be trained there as pr0feS~ional trans- 

laton (lorso~~~u). Only hrro. however. survived the try- 

ing climate: one of them was Rin-chefl-bzang-PO of 

Guge. 
This brings US to the foremost personality in the story 

of the western Tibetan reb~rth of Buddhism. Our main 

source is his biography, supposedly authored by one of 

his direct pupils. but probably compiled much later, in 

the 14Ih or early 1 5Ih century. According to this text he 

was born in 958 and died at the age of 98 (counting in 

the Tibetan fashion). i.e. in 1055. This datation is fol- 

lowed by all later texts without exception. We feel, how- 

ever. rather uncomfortable in making these dates fit into 

the frame of western Tibetan history, as reconstructed 

from other sources. 

The narrative too diverges in essential points from 

the general tradition. It tells us that Rin-chen-bzang-po 

took his vows as novice at the age of 13. When he was 

17. he left his home on his own initiative, with no help 

from anyone. accompanied by one single attendant and 

carrying only 600 cowrie shells for his travel expenses. 

Not a single word is said about royal patronage. His 

depanure is dated in the Pig year 975j0, and this rules 

out support by Lama Ye-shes-'od, whose ordination as 

a monk was performed several years later. 

The young novice from Guge went through a long 

and severe course of studies, at first in Kashmir under 

Papdita ~raddh~karavarman and then in northem India, 

with several other scholars. He returned home after an 

absence of 13 years; that would be in 988". Then for 

several years he kept quiet in (or limited his activity to) 

his home country Guge. 

The whole account, inclusive of dates, seems rather 

strange. and I entertain a lingering suspicion that the 

biography places all the events of his early life, birth 

included, one 12-year cycle too early. A corrected set of 

dates 9R7 and I000 would fit much better in the frame- 

work. But there is not a single shred of evidence to sup- 

port these hypothetical dates. 

The turning point in Rin-chen-bzang-po's life was 

his departure for the royal capital of Purang. There 

Srong-nge (or 'Khor-re) had been succeeded by his son 
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Lha-lde (c. 1000-1025):'. The king and his uncle Ye- 

shes-'od realised that they had found in Rin-chen-bzang- 

PO a filll-fledged scholar, well equipped for the task of 

both translation and organisation. They showed him 

much respect and bestowed upon him the title ofdbu 'i- 

n~c,hod-gnus, implying supremacy over thc practising 

Buddhist believers. 

Being thus clothed with official authority, Rin-chen- 

bzang-po embarked upon widespread building activity, 

founding chapels (Iha-k/~nng) in Purang and in the re- 

gions farther south, as far as lower Kinnaur. According 

to the biography he took a pledge (zhul-bzhes) to build 

108 chapels, a conventional sacred number. The out- 

standing building enterprise of this period was the re- 

sult of his employment by King Lha-lde as the chief 

executive for the construction of the MainTemple (gsug- 

lag-khang) of Kha-char (Khojamath), the national shrine 

of Purang.Ye-shes-'od likewise utilised him for the foun- 

dation of Tholing, the main temple and monastery of 

Guge. Lastly, Rin-chen-bzang-po went to Mar-yul 

(Ladakh), where he built the monastery of Nyar-ma, now 

in ruins, but in early times the main cultural centre of 

that country. In a word, he was instrumental in the crea- 

tion of the three chief shrines of mNga'-ris skor-gsum. 

Foremost among them was the royal temple ofTholing, 

now largely destroyed. The only surviving parts of the 

sacred compound are the 'du-khang with its wall paint- 

ings but deprived ofthe statues, and the White Chapel3', 

both of which in their present form date to a later pe- 

riod. Before the so-called Cultural Revolution this was 

the greatest monastic complex of western Tibet. 

It was probably in the course of this absorbing ac- 

tivity that Rin-chen-bzang-po, now aged 49 (i.e. in 1003) 

received at last ordination as a full monk (bsnye11-rdzogs) 

from the Panditas 'Od-zer-bzang-po (Candrabhadra), 

Bhinase (?) and Kamalarak$itaj4. At an unspecified time 

after the ceremony the king sent him on a second Indian 

journey, limited this time to Kashmir. His task was to 

obtain religious texts and to enlist a number of artists 

(Iha-bzo-pa) and craftsmen, to be employed for the deco- 

ration and embellishment of the new temples and chap- 

els. It is impossible to determine an even approximate 

date for his departure. As a pure guess, I would place it 

about 1010-1015. His last visit to Kashmir lasted for 

six years. 

After his return home a sharp increase of Indian in- 

fluence can be noticed in the artistic activities of the 



Lotsawa, to be attributed mainly to his Kashmiri col- 

laborators'?. His biography contains an intcrcsting list 

o f 2  I chapels he founded "in lesser places" (yul-chung) 

(Snellgrove and Skorupski 1980: 95). Some ofthem were 

erected on estates or villagcs which the king had granted 

to the Lotsawa and to his four chief disciples. All hut 

five of these chapels were identified in the field byTucci, 

but in many cases they have disappeared, or only ruins 

are left (Tucc~ 1933: 71-2;Tucci 1935: 1 I4;Tucci and 

Ghersi 1934. Index). They were spread over a limited 

area, including Guge, Spiti and upper Kinnaur. Only two 

foundations fall outside these limits. One is Zher-sa (or 

Zher-wer) in Purang, the main estate donated by the king 

to Rin-chen-bzang-po. With some doubts, I would iden- 

tify Zher with Shar of the maps on the Kamali river 

about eight kilometres below Khojamath. The other is 

Zho-ling, i.e. Johling in Lahul16. 

The list includes also Tabo, and this requires some 

discussion of Rin-chen-bzang-po's connection with that 

famous monastery. As noted above, Tabo had been 

founded by Ye-shes-'od in 996. Rin-chen-bzang-po's 

name does not appear in the Restoration Inscription, nor 

among those of the about 30 monks portrayed and iden- 

tified by subscriptions on the walls of the sgo-khang. 

According to the stylistic sequence of the wall decora- 

tion in the temple as established by Professor D. Klim- 

burg-Salter (I 985: 1 1 4 1  ; 1994a: 32-8). the paintings 

of thesgo-kha~tg, which is demonstrably the oldest por- 

tion of the temple, are devoid of any trace of Kashmiri 

influence, which would be hardly possible in the pres- 

ence of the painters brought in by the Lotsawa. This 

seems to preclude a share of Rin-chen-bzang-po in the 

earliest building period and to reduce his "foundation" 

to a partial reconstruction of the 'du-khang and to the 

execution of a second cycle of frescoes (the great 

Vajradhitu-mandala) under strong Kashmiri influence. 

Another, equally important result of Rin-chen-bzang- 

po's third and last mission to Kashmir was a greatly 

increased translating activity. The basic concept was that 

a pure brand of religion could be based only on a direct 

knowledge of the Indian canonical and philosophical 

literature. Rin-chen-bzang-po worked smenuously incol- 

laboration with Indian masters, foremost among them 

his old Guru sraddhikaravarman, who had been invited 

to Guge (SNTM, f. 314a). His output was truly stupen- 

dous, as evidenced by the list of his translations (inTucci 

1933: 40-5). Thanks to Ye-shes-'od and to Rin-chen- 

bzang-po, western Tibet became the main centre from 

which a new brand of Buddhism spread to the Tibetan- 

speaking countries. 

To this period belongs a somcwhat puzzling piece 

of information, once more supplied by bSod-nams-rtse- 

mo. The text is indifferently prcsewed, but it was cop- 

ied by Sa-skya Pandila in one or his works, and this 

helps us to obtain bctter readings. 

"Lha hla-ma Ye-shcs-'od and his sons met at the 

Pa(Sa)-sgam Byams-snyom-gling hermitage. The 

younger prince Lha 'Khor was ordained. [Concerning] 

the subjects residing in the region of Guge, the elder 

[prince] of Zhang-zhung carried out a general senle- 

ment". Calculating the time [of this event], it works out 

f0rA.D. 1016"'s. 

The historical import of this text is not clear. The 

younger and elder princes ought to be Nigarija and 

Devaraja. The name Lha 'Khor applies probably to 

NBgarija. If this be accepted. we may suppose that Guge 

proper with its centreTholing was organised as a son of 

theocratical estate or feudal chiefship governed by Ye- 

shes-'od and his sons, and that on this occasion its ad- 

ministration was formally set up by his elder s0n.A later 

source seems actually to allude to such a division: Srong- 

nge (i.e. in this case ye-shes-'od) is said to have received 

Guge, while Purang was assigned to 'Khor-re (KT 1745. 

73). It may also be relevant in this context that the three, 

father and sons, are portrayed on the south wall of the 

Tabosgo-khang, being identified by captions under each 

figure. It is also interesting to note that the list of 21 

chapels discussed above seems to cover almost exactly 

the area of the supposed ecclesiastical estate of Guge. 

The latter included also sPu (Poo), where a badly dam- 

aged inscription seems to belong to this period. It was 

set up by the Iha-sras xxx.rx radza, i.e. probably 

Nag2X3ja. It is dated in a Dragon year. which in my opin- 

ion may correspond to 1024". 

There is no further mention of the settlement carried 

out in 1016, and both NigarSja and Devar2ja sank into 

oblivion.Their names do not even appear in connection 

with the imprisonment of their father and the efforts to 

ransom him. Still. according to a passing mention in the 

biography of Atisa, they were still alive in c. 1046. at 

the time of the Indian master's stay at mChims-phu near 

bSam-yas.They hied to obtain from him the precepts of 

the Great Brahman (bram-ze chen-po). but were ob- 

structed by 'Brorn-ston (Eimer 1979: 252, no. 304). 
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During the reign of Lha-lde the kingdom took a 

strong religious tinge. Even the old aristocratic families 

that had accompanied sKyid-lde Nyi-ma-mgon to the 

West took part in the \stork sponsored by the royal house. 

We find thc names of a Cog-ro and ofa Pa-tshab alnong 

the translators (GBYT. I. f. 159b), and the 'Bro family, 

who owned estates in Ladakh. built there the temple of 

Alchi. widely known for its fine pictorial decoration. 

Lha-lde uras followed by his eldest son 'Od-lde (c. 

1025-1060). In a Mouse year, the thirtieth of his life 

(perhaps 1036) the king went personally to Ladakh 

where. acting upon an indication by Rin-chen-bzang- 

po. he founded the monastery ofdPe-thub (Spituk) (VS. 

r. 224a). His younger brother Pho-brang Zhi-ba-'od be- 

came the first and only 1orsa11,a of the family. He dis- 

played a considerable activity at Tholing. sponsoring 

translations and executing some personally. The third 

brother, called at first bKra-shis-'oddO, was ordained un- 

der the name of l11a bla-ma Byang-chub-'od. He fol- 

lowed in the footsteps of his grand-uncle Ye-shes-'od 

as the chieforthe monastic establishment in Guge. 

Lha hla-nla Ye-shes-'od was still alive. The circum- 

stances of his death are the subject of a romantic tale, 

found with some variants in many texts. He had gone 

out on an armed expedition to collect the gold neces- 

sary for the invitation oran Indian pandit. He was am- 

bushed and made prisoner by a non-Buddhist people. 

called Gar-log in some texts, on the Indian border. Their 

chiefplaced him before the alternative, either to give up 

his religion or to pay a ransom of gold equal to his own 

weight. His grandnephew Byang-chub-'od worked hard 

to collect the ransom, even as far as dBus and gTsang, 

but the quantity offered fell short of the required. Ye- 

shes-'od told his nephew that, as he was an old man at 

Lhe end of his life and was being severely treated by his 

captors. it was better to employ the gold for inviting an 

outstanding Indian master. His wish was complied with, 

and although the story ends at this point, it is assumed 

that he died in prison". 

This tale, however, cannot be reconciled with the bi- 

ography of Rin-chen-bzang-po, according to which Ye- 

shes-'od fell i l l  and died in his monastery of Tholing. 

Rin-chen-bzang-po, who did not arrive in time at his 

deathbed, performed the funeral rites (RCZP, 92). So the 

historicity of this edifying narrative is not beyond doubt. 

We can now make an attempt at determining the date 

orye-shes-'od's death. By all versions, the old man was 

keen to have a prominent pandit invited. Following his 

last wish. in 1037 a mission was dispatched to India. to 

invite AtiSa". Thus we may place the decease of Ye- 

shes-'od at one or two years before that date. There is a 

text which confirms this calculation. It informs us that 

Ye-shes-'od was barely one year younger than Rin-chen- 

bzang-po, that he was born in a Bird year and that he 

lived for 78 years", which settles his life-dates as 959- 

1036. There is no cogent reason for rejecting this piece 

of evidence, however late and isolated. 

Whatever circumstances of the death ofYe-shes-'od 

may have been, it did not cause a slackening in the build- 

ing activities of the royal house. Byang-chub-'od fol- 

lowed up the tradition of his grand-uncle, and several 

new chapels were built under his patronage and the su- 

pervision of Rin-chen-bzang-po. Such were Tsha-ba- 

sgang in Purang and Mang-nang in Guge. The Tabo in- 

scription tells us that Byang-chub-'od renovated the tem- 

ple 46 years after it was built by Ye-shes-'od. If we ac- 

cept the year 996 as the date of foundation, then the 

renovation was carried out in 1042, the very year of 

AtiSa's arrival and perhaps in connection with it. 

The invitation extended by 'Od-lde and Byang-chub- 

'od to AtiSa was a turning point in the religious history 

ofTibet. The motives were above all religious4', but we 

may suppose also other reasons, such as the age of Rin- 

chen-bzang-po, now old and worn out, and a wish to 

crown the activity of the two royal brothers with a re- 

sounding enterprise. Their choice fell upon Dipamkara 

~ r i j f i ~ n a ,  usually called AtiSa (982-1054), a renowned 

teacher of the monastic university oNikramaSili in east- 

em India. After demurring for a long time, he followed 

the summons, travelled to Purang by way of Nepal and 

stayed in the kingdom for three years (1042-1045) as 

the honoured guest of the royal house. Old Rin-chen- 

bzang-po, treated somewhat superciliously by the In- 

dian master, still collaborated with him in the transla- 

tion work. Then he retired to meditation practices and 

died in 1055 at the age of 98 (97 for us)4'. 

By that time the conversion of western Tibel to the 

new brand of Buddhism had been completed, meeting 

apparently with little resistence. And yet, Zhang-zhung 

is traditionally considered as the cradle of the Bon reli- 

gion, from which some opposition could have been ex- 

pected. There may be a hint to that effect in our sources. 

Rin-chen-bzang-po is said to have overcome (btul) kLu 

sKar-gsal and to have refuted through religious disputes 



the incorrect practice of the Tantra~'~. It has been sug- 

gested that kLu sKar-gsal is probably to be identified 

with gShen-chen kLu-dga' (996-1035). whose rediscov- 

ery of a Bon Abhidharma text (Srid-pa 'i mdzod-phug) 

at 'Grig-mtshams mTha'-dkar (I 01 7) marks the begin- 

ning of the Later Spread @hyi-dar) of Bond'. One early 

Bon-po master, Bru Khyung-gyi-rgyal-mtshan, is said 

to have been summoned from gTsang by the kings of 

Purang, Shangs and Se-rib. In 1262 the Bon-po Bur- 

chenTshul-khrims-rgyal-mtshan was sent by his teacher 

to several western districts, among which Purang is 

listed; he obtained 133 pupils from Purang and from 

Byang (see Jackson 1978: 201 and 206-7). As late as 

the 1 5Ih century spyan-snga bSod-nams-rgyal-mtshan of 

Phag-mo-gru (1386-1434) eliminated dKar-gdum-pa, 

a Bon-po master living in Purang who was harrassing 

the hermits (BA, 594). This means that up to that time 

Bon had some following in western Tibet. But after the 

15Ih century and down to the present day no trace of 

organised Bon-po communities can be found in mNga'- 

ris skor-gsum; Bon has its strongholds in Khams and in 

parts of southern Tibet. 

The influence ofAtiSa was far-reaching. He gave to 

Tibetan Buddhism a new philosophical basis. He sum- 

marised his views in a small treatise called Bodhi- 

pathapradipa, compiled at Tholing and addressed to 

Byang-chub-'od. He strongly advocated the study of 

Indian texts and the observance of the monastic rules, 

without deprecating, however, a prudent use of Tantric 

Yogas of the first two classes. But in the c o m e  of his 

stay in Guge he was not allowed to translate Tanhic 

textsJw. 

The question of Tanhism loomed large in the reli- 

gious life of the western Tibetan kingdom and was not 

without political undertones. At about the same time 

central Tibet was the scene of a strong revival of the 

rNying-ma-pa school. i.e. of the kind of Buddhism pre- 

vailing during the last decades ofthe old monarchy. Afler 

the destruction of the old monastic order and of its es- 

tablishment by gLang-dar-ma*', some of its members 

had taken refuge in Amdo, from where in the second 

half of the 10'kentury they staged a come-back to cen- 

tral Tibet. The date calculated by 'Brom-ston for the 

start of the rNying-ma-pa revival is 978. But it began in 

earnest only with the foundation of the first monaster- 

ies: rGyan-gong in gTsang (997) and Mo-ra-'gyel in 

dBus (1009). In the first quarter of the Illh century it 

received a further impctus thanks to the patronage of 

some descendants of Yum-brtan, i.e. Khri-lde-mgon- 

btsan of dBus and Tsha-na Ye-shes-rgyal-mtshan oT 

bSam-yasJ". 

A translation activity was started at bSam-yas at the 

same time as in Guge. Tsha-na Ye-shes-rgyal-mtshan. 

also called mnga'-hdag Lha Ye-shes-rgyal-mtshan. 

worked as lorsawa and, in collaboration with the Indian 

master Kamalaguhya. translated the Vajrah,dayi la~ 

kira,  as well as a consistent group of small texts, now 

included in theTenjurJ1. TheYum-bnan line rivalled with 

the Guge kings in the religious and cultural field, start- 

ing from a different basis. 

Outside Purang, other members of the 'Od-srungs 

branch followed the same trend. The Three sMad-kyi- 

Ide, i.e. the cousins ofye-shes-'od who ruled in the Lha- 

rtse region, sponsored the introduction of the New 

Tantras (sngags gsar-nia) based on Sanskrit texts in con- 

trast with the OldTantras (sngags rnying-ma) largely of 

local Tibetan origin. In order to restore Buddhism in 

their domains they addressed themselves to Lo-ston rDo- 

je-dbang-phyug, one of the leaders of the rNying-ma- 

pa revival and the founder of the rGyan-gong monas- 

tery, who sent them two of his pupils. They started their 

religious work at the time when Rin-chen-bzang-po was 

approaching the age of 50, i.e. in or shortly before 1007. 

Much later the two teachers sent 'Brog-mi and sTag-lo 

gZhon-nu-brtson-'grus to study in India. and in due 

course 'Brog-mi introduced into Tibet the New Tantras 

(BA, 205). 

The Purang kings had become suspicious of the in- 

creasing popularity of the Tantras not only in Central 

Tibet, but in their own territories as well. Actually, as 

the Ngor Chronicle pithily puts it, "taking the texts lit- 

erally without knowing the theory of the Tantras, (the 

Buddhists) employed many erroneous practices for ob- 

taining release and practising yoga" (NGCB, f. 126b). 

Thus the kings took steps to oppose Tantric practices in 

their more objectionable forms.At an unknown date Ye- 

she-'od issued an appeal against this undesirable trend, 

putting forward a shong plea for the need of following 

the Indian texts, since a knowledge of them was the main 

sign of orthodoxy':. Atisa himself had to comply with 

the policy and the wishes of his hosts, at least to a cer- 

tain extent. Still. aTantric college (IGyud-bzhi sde) was 

(later'?) established at Tholing in the building where he 

had resided (VS, f. 2 19a). More or less the same stand 
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was taken hy the bKa'-gda~ns-pa school. founded 

Atisa's pupil 'Brom-ston and accepted and followed 

tlie Guge kings. 
Several years later strong evidence ofthe collabora- 

tion of the Guge kings with the hKa'-gdanis-pa is of- 

fered by an interesting document. In the Water-Monkey 

year Pho-brang Zhi-ha-'od issued From the palace of 

Purang a sort ofed~ct to the lay and ecclesiastical devo- 

tees, emphasising the need of a strict observance ofthe 

nionastic rules and condemning the rDzogs-chen doc- 

trines as influenced by those of the heretics (Shaiva 

yogins?)". 

To the same period belongs a dated item of informa- 

tion: "nrNgu ' -bdu~  'Od-lde-btsan respectfully invited 

to sTod the hrsad-po Khri bKra-shis-lde-btsanThey met 

at the place of religious studies in sTod. Calculating the 

time [of this event. it works out to] A.D. 1057"" 

The name of the guest. who bore the ancient title 

hrrud-po, lacks the decisive element before Ide-btsan 

and is therefore impossible to identify. This is the only 

scrap of evidence we possess on the diplomatic rela- 

tions between tlie Tiberan rulers of that period. 

Those years mark the zenith of the kingdom, which 

for about one hundred years was the most brilliant cen- 

tre of religious, literary and artistic movements in Ti- 

 be^. The political centre continued to be Purang. Atisa 

was invited to Purang, and Guge is conspicuously ab- 

sent in his biography. Even the name Zhang-zhung ap- 

pears only as the birth counhy of Rin-chen-bzang-po. 

On the other side. the few colophons in the Kanjur and 

Tenjur mentioning the name of the ruler and the place 

where the translation was made show that Tholing was 

almost always the focus of religious activity. 

The crown upon the whole development was set by 

the religious conference (chos- 'khor) convened in 1076 

by 'Od-lde's son and successor rTse-lde (c. 1060-1080) 

together with his uncle Zhi-ba-'od. The dlite ofTibetan 

scholars attended. No historical text gives a clue about 

the venue, but the second colophon of the translation of 

the Prun~ina~~~rrrikolumkoru (T.5719) mentions a great 

gathering o r  Indian andTibetan scholars atTholing. We 

may conclude that the assembly met at the main reli- 

glous centre of the kingdom, as was to be expected. 

Royal patronage was continued by rTse-lde, who 

invi~ed several scholars. One of them was the Kashmiri 

Pandif JianaSn, who stayed atTabo for more than three 

years". In 1075 the king financed the Indian voyage of 
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rNgog Lotsawa bLo-ldan-shes-rab (I 059- 1 109). 

We may as well mention here an event that should 

have shaken considerably the political equilibrium in 

the purang-Guge region, but cannot be pinned down in 

time, According to the Clirunicle of Ladukh, a king of 

that country bearing the purely Indian name Urpala, in- 

vaded Kulu and made that state a tributary vassal. "Then 

he subjugated [the country] from bLo-bo and Purang to 

the region of Bre-srang in the south [and to] Chu-la-me- 

'bar". besides other places to the west and to the north. 

All the local chiefs paid tribute and attended his court 

(LDGR, 35.25-8). bLo-bo or gLo-bo is Mustang in 

Nepal. Bre-srang cannot be identified. Chu-la-me-'bar 

is the Muktinath shrine, to the south of Mustang. 

Tucci suggested that Utpala may have belonged to a 

group of Aryan-speaking clans that penetrated into the 

western Himalayas (1 956: 109). It is a hopeless task even 

to make a guess about the date of Utpala's conquests. In 

the royal list of Ladakh he is the seventh ruler after dPal- 

'khor-btsan (905-923?). He is also the seventh ruler 

counting back from dNgos-grub-mgon (r. 121 3). On a 

rough reckoning, Utpala might be placed half-way be- 

tween those two dates, say about 1060. However, the 

early royal genealogy of Ladakh is unerly untrustwor- 

thy and Utpala's campaigns, which are unknown to all 

the other sources, remain (so to say) hanging in the air. 

Anyhow, we may feel certain that they had no lasting 

effects. 

Almost all of our lexts know of only one son of rTse- 

Ide, the name being variously spelt as dBang-lde, 'Bar- 

Ide, Bha-le. The issue has received new light from the 

two IDe'u Chronicles, which, however, do not wholly 

coincide. The list of rTse-lde's successors is twice inter- 

rupted by other matters, and names found in the first 

chronicle are absent in the second and vice-versa. With- 

out going into details, we may propose the following 

working hypothesis. rTse-lde had three sons. One was 

dBang-lde (c. 1080-1 loo), who is mentioned with many 

laudatory epithets in the texts, but with the simple title 

mi'i-dbang-po at the end of the colophon of the 

P r o m i n a v i r ~ f i k i l a m ~ r u .  He continued to support the 

lndian studies of rNgog L o t ~ a w a ~ ~ .  His brother was 'Od- 

'bar-lde, of whose name 'Bar-lde is a truncated form 

and Bhale a corruption. He built the 'Dzam-gling-rgyan- 

bkod-pa temple (gtsug-lag-khang) at Tholing. Another 

son of rTse-lde, perhaps the youngest, was 'Phyar-chen, 

who became a monk and was a co-founder of the fa- 



mous glang-skor shrine of Pha-dam-pa near Ding-ri 

(BA, 91 3). 

The son of 'Od-'bar-lde (DEUII) or of dBang-lde 

(DEUIZ) was bSod-nams-lde. The latter in his turn had 

three sons. The eldest bKra-shis-rtsegs was killed by 

the Gar-log. The second (no name given) acted as re- 

gent (nlnga '-thong-skyor~g), but he too was killed. The 

third brother 'Od-'bar-lde stayed in Gar-log territory, 

possibly as a prisoner". This completely isolated body 

of information closes the account of the Purang kings in 

both DEU. They conclude the tale remarking that this 

was the senior line (gcen-rgyud), going back to the 

mythical king Bya-khri, alias sPu-de-gung-rgyal. Both 

texts are apparently unaware of, or chose to ignore. the 

developments following the Gar-log invasion, which 

may have happened about the middle of the 12Ih cen- 

wry. 

The Rise of the Kingdom of Ya-tshe 

Whether we admit or not the isolated information sup- 

plied by DEU, the fact is that a deep change took place 

in the western Himalayas during those years. It implied 

a break with the past, not merely formal, but real. The 

events that led to and characterised this transition are 

dificult to unravel, because of the large element of 

incompat~blity in the sources. We find on one side the 

solid block of the Tibetan historians, whose lists of the 

West Tibetan kings present no essential variants. On the 

other side stands a single Sanskrit inscription, the 

kirrisrarnbha (or praicisri) of Dullu in western Nepal. 

dated 13575t which largely agrees with theTibetan tra- 

dition for the names of the kings, but sharply diverges 

on the origins of the first and second dynasties of the 

new kingdom. In my opinion, the time has come to re- 

dress a balance hitherto heavily weighted in favour of 

the Tibetan tradition. and to give more attention to the 

praiixri. The following pages present an attempt to build 

up, as far as possible, an acceptable reconstruction of 

that troubled period". 

As said above. the Tibetan tradition at large knows 

nothing of the Gar-log catastrophe. None the less. it sup- 

plies some hints that seem indeed to point to a break in 

the history of the kingdom. The list of kings in Bu-ston 

and in the Ngor Chronicle stops with dBang-lde. Most 

of the other historians replace at this point the usual 

clicht "his son was X" with another: "after him in suc- 

cession, X", giving the royal names with no further re- 

mark. This seems to indicate that we are no longer con- 

fronted with a genealogy, but with a mere list of con- 

nected or unconnected names. 

According to all our later sources, the next king af- 

ter dBang-lde or 'Bar-lde was bKra-shis-lde, perhaps 

the same as the bKra-shis-rtsegs that was killed by the 

Gar-log. The name of the next ruler shows many vari- 

ants: Bha-lde, Bha-re, Bha-le; they appear to be clumsy 

attempts at giving aTibelan garb lo a foreign name. The 

following king has a purely Sanskrit name: Nagadeva. 

sometimes Tibetanised as NBga-lde. 

Most of the chronicles indicate at this point a sharp 

break in the historical sequence: "It is generally agreed 

that the bfsan-po ofGuge, Purang and Mang-yul (in this 

case = Mar-yul) lasted down to this king (i.e. Niga- 

d e ~ a ) " ~ ~ .  Either as a result of the shock caused by war- 

like events or for other unknown reasons, the West Ti- 

betan confederation headed by the brsan-po ceased to 

exist and each of its components went his own ways. 

Here the Dullu inscription comes in. It deals with 

two different genealogies. The front face of the stele 

concerns the family which in the 14'kentury supplied 

the successor to the main dynasty that had become ex- 

tinct.This successor was the father of King Pphivimalla 

(r. 1349-1 358) who caused theprasasri to be engraved. 

The other genealogy starts abruptly in the last lines of 

the front side and occupies the whole of the back side. It 

begins with NHgarija. who is almost certainly identical 

with NBgadeva of the Tibetan historians. The names of 

NHgarSja's father and ancestors are not given. His origi- 

nal home was Khari, which in my opinion is to be iden- 

tified with [rGyal-di-Imkhar, a royal capital of Purangh'. 

He extended his rule to JHveSvara[-pradesa]. a general 

name of the Jumla region in Nepal. and founded a city 

called SefijH, which Tucci identified with modem Sija 

or Lamathada to the north-west of Jumla (Tucci 1956: 

1124) .  After Nagaraja, Sefij3 became the capital of the 

kingdom and supplied the name by which it was desig- 

nated in the local inscriptions. 

One century later theNepalese Chrarliclu and docu- 

ments call the kingdom of NHgarSja and of his succes- 

sors by the name Khasiya. and the Khasa country in the 

SapHdalaksa hills is mentioned in an inscription set up 

in 1278 by one of these kings at Bodhgaya. The Khasa 

were apparently an Aryan tribe which entered wcstern 

Nepal from Garhwal andlor Kamaon, two regions where 

some early kings of the dynasty exerted political and 
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military nction". In Tucci's opinion this was a part of a 

general restlessness caused by the amval of clans from 

the foothills. another instance being that of Utpala. 

Whether Nigari,ia was actually a KhHsa leader, canllot 

be determined. 

The almost unanimousTibetan tradition tells us that 

Nigadeva's successor bTsan-phyug-lde "went to Ya- 

tshe" or "was lord of Ya-tshe" or "went to Ya-tshe and 

ruled there". Ya-tshe was the Tibetan name of Seiijs, 

and henceforward NBgade\,a's successors regularly ap- 

pear In the Tibetan texts as kings of Ya-tsheh'. The Ti- 

betans continued to recognise them as overlord of 

mNga'-ris in their quality as successors (if not descend- 

ants) of the ancient emperors. This fiction was main- 

tained till the second half of the 14Ih century. 

bTsan-phyug-lde may be identified either with 

NBgarija's son Cipa or with his grandson CHpilla. since 

the Dullu inscription shows one generation more than 

the Tibetan texts. After bTsan-phyug-lde or Cipilla the 

royal lists of the chronicles and of the pras'isri coin- 

cide, the Tibetan ending -1de matching the Sanskrit 

-calla". After Aiokacalla/Asog-lde (r. 1255-1278), to 

whom two Bodhgayi inscriptions are due, the onomas- 

tic panern shifts to the pure Sanskrit ending -molls, tran- 

scribed as rmal or smal by the Tibetans. This change 

seems to indicate a growing lndianisation ofthe dynasty, 

which continued, however, to employ the old titlemnga '- 

hdag in their relations with central Tibet (KPGT, Ja, f. 

149a). 

Purang. Guge and Ya-tshe c. 1200-1400 

AAer Nigarija the kings of SeiijiNa-tshe apparently 

maintained some sort of suzerainty over Guge and 

Purang. But having their capital in a distant region with 

difficult routes of communication, their control over 

western Tibet soon became a matter of form rather than 

of substance. This process created a political vacuum 

which, as is the rule in such cases, came to be filled by 

the groups in actual power locally. These new states soon 

(how soon is not known) became independent fromYa- 

tshe. It is not clear whether the new rulers of Guge and 

Purang were connected in some way with the old line 

descended from sKyid-lde Nyi-ma-mgon. At any rate, 

in the 14*century Bu-ston addressed the king of Zhang- 

zhung as a descendant of /ha hla-ma Ye-shes-'od. 

For the first half of the I 3Ih century, some informa- 

tion can be gained h-om the Guide ro Khojarnath6' and 

from the Guide the Hal), Places ofthe Kuilisu (Ti-se; 

written in 1896). With their help we can retrace a group 

of kings that rcigned in Guge and Purang. 

Tlie first of these rulers was sTag-tsha Kllri-'bar. In 

1213 the great Kashmiri scholar sik~asribhadra, usu- 

ally known as Kha-che Pan-chen, on his journey back 

home stopped for some time in Purang, where he acted 

as teacher to the chos-Ayi r g ~ ~ a l - ~ o  sTag-tsha (Y LJB. 

179). Two yean later (I 2 15) Ghu-ya-sgang-pa, appointed 

as the first rector (rdor- 'dzin) of the 'Bri-gung-pa her- 

mitages in the Kailssa-Manasarowar region, was pro- 

tected and supported by three rulers. The first was Iha- 

then dNgos-grub-mgon of Mang-yul, meaning in this 

case Ladakh (LDGR, 36.9-12; Petech 1977: 19). The 

second was the Guge chos-rg)ml Khri bKra-shis-lde- 

btsan, of whom we know that some years later he came 

to Khojarnath to protect the temple from the danger of 

the riveP6. The third ruler wasrgvol-po hla- [sic for [ha?] 

chen sTag-tsha Khri-'bar together with his son gNam- 

mgon-lde (Ti-se, 34, f. 28a). The Guide to Khojarnath, 

too, knows sTag-tsha Khri-'bar and his sons Khri bKra- 

shis dNgos-grub-mgon and gNam-mgon-lde. Shortly 

after we find a Purang rgval-po Jo-bo A-tig(-sman) do- 

nating Khojarnath and other temples to the 'Bri-gung- 

pa ordeP7. This happened probably in 1219, when the 

'Bri-gung abbot dBon Shes-rab-'byung-gnas (1 187- 

1241) on the occasion of his pilgrimage to the Kaillsa 

imparted initiation upon rnnga'-hdag A-dig, as well as 

upon the king ofYa-tshe". A-tig was a son of sTag-tsha 

Khri-'bar, and the two were mentioned together a few 

years later (Ti-se, 37, f. 3 1 a). The nowTibetan name A- 

tiglA-dig seems to belong to the Zhang-zhung lan- 

guage"; possibly it was the vernacular name of the ruler 

officially kown as gNam-mgon-lde. 

About 1240-1250 we find a Guge rgyal-po Khri 

bKra-shis-dbang-phyug and his son dPal-mgon-lde do- 

nating a cave near dKar-sdum (Kardam) in Purang to 

the second rector (rdor- 'dzin) Nyi-ma-gung-pa. About 

1260 (?) the Guge ~gyal-po Khri Grags-pa-lde and his 

sister (Iha-/cam) bSam-grub-rgyal-mo invited the rec- 

tor to Purang and granted to the 'Bri-gung-pa order the 

estates of Upper and LowerThang-chung (Ti-se, 38,58, 

ff. 31b, 54b). These donations show that in that period 

the Guge kings wielded authority in Purang. 

The place where the royal couple received the 'Bri- 

gung-pa rector was called r(;yal-di-mkhar in Purang. 

This fortress was the political centre of Purang from the 



1 3Ih to the 1 5Ih century. Its location remains obscure'". 

In the second quarter of the 1 31h century, the rulers 

of Mang-yul Gung-thang, desccnded from bKra-shis- 

rtsegs-pa-dpdl's eldest son Lha-ldc, entered the scene. 

They became a serious rival toYa-tthe in the supremacy 

over Guge and Purang. In the war that broke out in C. 

1235 the king mGon-po-lde was defeated by a Ya-tshe 

general, fled to sKyid-grong and was killed thcre. As a 

result, Ya-tshe remained paramount in Purang for some 

years. Then Mang-yul. bolstered up by matrimonial al- 

liances with the 'Khon ruling family of Sa-skya, recov- 

ered strength. With Sa-skya armed support king bTsun- 

pa-lde thoroughly defeated theYa-tshe army (c. 1252)". 

At this moment a foreign power made its presence 

felt in the Himalayas. During the years 126R-1368 cen- 

tral Tibet, including Lower (sMad) mNga'-ris, was gov- 

erned by the Yiian (Mongol) dynasty of China in part- 

nership with the Sa-skya-pa sect. Two military com- 

manders (Chin. ~uyiian-shuai) were stationed in mNga'- 

ris skor-gsum. Guge and Purang were not covered by 

the Mongol census of 1268, but were included in the 

census ledgers after the general revision carried out in 

1287. We are informed that 767 out ofthe several thou- 

sands ofhor-dud (tax-paying households as census and 

taxation units) in mNga'-ris "were subjects ofthemnga'- 

bdag descended from the ancient kings" (Petech 1990: 

53).Thisnlnga '-bdag was apparently the ruler of Mang- 

yul Gung-thang. King 'Bum-lde-mgon's (b. 1253, d. 

1280) close connection with Sa-skya brought recogni- 

tion and support by the Mongols. He was overlord of 

Guge and Purang, where he built the fort of dKar-dum 

sNam-gyi-khyung-rdzong (KT 1748, 108).The eficient 

imperial mail service covered also that pan of his do- 

minions, where the "lesser postal relay" ( ]am-chung) 

of Ma-pang. i.e. of the Manasarowarregion, was staffed 

by the people of Northern and Southern Guge (Petech 

1990: 65). 'Bum-lde-mgon's successor Khri-lde-'bum 

travelled to the Mongol capital. where in 1307 he ob- 

tained official recognition as commander (tu yuan-shuoi) 

and lord of the 13 districts (tsho) of mNga'-ris. His ap- 

pointment made him the local representative of the  im- 

perial government (KT 1748.113; Jackson 1976177: 45). 

Mongol influence may have had something to do 

with the ascendancy of the 'Tshal-pa sect in Purang.That 

school and its fief (khri-skor) in the Lhasa region had 

been placed in 125 1 under the protection of (in practice, 

granted as appanage to) Prince Qubilai. After he as- 

cended the imperial throne. he and his successors were 

always well disposed toward the 'Tshal-pa (Pclech 1990: 

1 1 .  87. 95). The history of that school included in the 

Hu-Ian Deh-ther informs us that Ru-thog-pa Sangs- 

rgyas-'od, living in the early 1 3Ih century, dwelt in Mi- 

la-ras-pa's rDzong-drug and ncar the Kailisa'!. His pu- 

pil rTogs-ldan Dar-ma-bsod-nams definitely shifted his 

residence and activity to Men-zhang". Purang, Dol-po 

and gLo-bo. 'Tshal-pa influence reached a climax when 

rTogs-ldan g.Yung-sa-ba was appointed chaplain (hla- 

mchod) to the king of Purang and resided at his court. 

He was succeeded in that dignity by Lama Tshul-dar- 

ba, who in his turn was followed by Lama Shes-rab- 

'phel. The latter was granted by the king of Purang the 

"gSer-gyi glsug-lag-khang founded by Rin-chcn-bwng- 

po" (probably Th~l ing) '~ .  Another donation concerned 

the bZhi-sde gtsug-lag-khang, perhaps the Main Tem- 

ple in the royal residence Kiyal-di-mkhar. His succes- 

sor Sangs-rgyas-'od too was a chaplain to the king of 

Purang. He visited also Guge. where he acted for a time 

as teacher ofthat king.Then he returned to Purang where. 

as well as in Men-zhang, he displayed an intense reli- 

gious activity (HD, 147-8; cf. Yamaguchi 1992: 61-2). 

For this part of our story we have no dates, nor even a 

chronological parallel. But since Sangs-rgyas-'od was 

active at the time of the compilation of the Hu-/an Deh- 

her  (1346). we may place the series of the 'Tshal-pa 

chaplains of Purang in the late 13Ih and early 14Ih centu- 

ries. If the gSer-gyi gtsug-lag-khang was reallyTholing, 

this would imply a paramountcy of the kings of Purang 

over Guge. 

We do not know exactly who the rulen were who 

patronised the 'Tshal-pa. but we can hazard a guess. The 

Guide to Khojarnalh contains a fragmentary genealogy 

of kings who apparently ruled over Purang. It starts with 

sTag-tsha Khri-'bar. already known lo us. and continues 

with his two sons Khri bKra-shis dNgos-grub-mgon and 

gNam-mgon-lde. The son of the laner was Khri bKra- 

shis rGyal-po-lde and then in succession Khri b h - s h i s  

sTobs-ldan-lde, the royal monk (/ha-hrsun) rDo- je-seng- 

ge and Khri b h - s h i s  bSod-nams-lde". The onomastic 

pattern is the same as for the kings of the I IIh cenlury and 

this, coupled with the approximate coincidence of time. 

justifies us in supposing that these shadowy rulers were 

the patrons of the 'Tshal-pa masters. 

The name of the last king leads us back toYa-tshe. In 

the late thirties of the 14Ih century the Ya-tsheiSehj2 dy- 
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nast) descended from Nigarija had died out and a new 

rulerwm chosen and enthroncd.According to theTibetan 

chmnicles his namc \r.a Mod-nams-lde. king ~ f p ~ ~ ~ g ' ~ ,  

apparently identical with the ruler mentioned in theGu;de 

10 Kh~rnrullr.  Upon h ~ s  ascending the throne of SefijS 

he rranslalcd his name as Punyamalla (hsod-nunls = 

prr!!,,o). and this is the name by which he is known to the 

Dullu inscription and to the ;Vepnlesp Clrmnicle. This 
presents a serious genealogical problem, with which we 

shall deal elsewhere (see Addendum B). 

TheTibetan histories are supported by an independ- 

ent piece of evidence. The great scholar Bu-ston Rin- 

c h e n - p b  sent a lener, dated 3"'July 1339, to "the Great 

King protecting the Law. Great Divine Ruler" bSod- 

rams-lde. who had been elected king of westemTibet". 

No place of residence is mentioned. Apparently he 

moved to Ya-tshe, still maintaining his rule over his home 

country. 

With this event. Purang finally came to an end as an 

independent state.Aftenvards no king of Purang appears 

in the texts. but only governors or local feudatories (sde- 

pa). The country remained united with Ya-tshe till the 

end of the 1 4Ih century. 

As lo Guge, no information is forthcoming except for 

the visit of 'Tshal-pa Sangs-rgyas-'od. We may only add 

that Bu-ston addressed a letterdated 1 8Ih September 1339, 

to an unnamed king of Zhang-zhung Guge, begging him 

to protect religion following the example set by Iha blo- 

nlo Ye-shes-'od and Rin-chen-bzang-po (Bu-ston's Col- 

lected W o k ,  La, f. 96a-b). This date is only a couple of 

months later than the gratulations offered to bSod-nams- 

Ide. Generally speaking, the history of Guge in the sec- 

ond half of the 14Ih century is a total blank. 

The main event of that period was the eclipse of 

Mongol-Sa-skya power. Already in 1324 Sa-skya had 

been seriously weakened by the division of the abbatial 

family and estate into four branches @ho-brang). It was 

further undermined by the steady rise of the Phag-mo- 

gru-pa leader Byang-chub-rgyal-mtshan, while the Mon- 

gol dynasty of China sank to its inglorious end. 'Tshal- 

Pa political power in the Lhasa region was rubbed out 

by Byang-chub-rgyal-mtshan in 13507Y and this may 

have contributcd to the total extinction of 'Tshal-pa in- 

fluence in Purang. 

For some years Ya-tshe seems to have been the para- 

mount power in the Himalayas. Punyamalla's son 

Pnhivimalla, the ruler praised in the Dullupras~sti, was 
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a generous patron of Buddhism in general and of the 

Sa-skya school in particular. In 1350 he sent an embassy 

to Sa-skya and Lhasa, carrying the means for a sumptu- 

ous redecoration of the Jo-khang. He even tried to me- 

diate in the intcrnccine strife going on in central Tibet7". 

He is the last king ofYa-tshe included in the royal lists 

of the Tibetan chronicles. 

His successors Siiryamalla (r. 1367) and Abhaya- 

malla (r. 1376-1391) are known only from their inscrip- 

tions, mostly written in the local vernacular, only the 

introductions being couched in flowery Sanskritso. With 

Abhayamalla the kingdom disintegrated, and after him 

most of its remnants passed under the power of Hindu 

chiefs, who used a different onomastic pattern and shifted 

the capital from Sei j i  to Jumla. The first of them was 

Balirija (r. 1398-1406). According to a later source he 

was a minister of local (Mon) origin, who usurped the 

throne (KT 1745, 75). Almost certainly, he was not a 

Buddhist. After this Ya-tshe, now called Jumla, disap- 

peared forever from the politics of the Himalayas. The 

principality lasted till 1788, when it was absorbed by 

the Gorkha kingdom of Nepal. 

The role played by the KhiSa kingdom of Sei5jjUYa- 

tshe in Himalayan history deserves some comment. Even 

if we do not accept the tale of the overthrow of the old 

Purang kingdom by the Gar-log, it is clear that Ya-tshe 

represented a new political structure built on a new ba- 

sis. The ruler's political activity was directed, as far as 

we can see, mainly toward Nepal. This is not contra- 

dicted by the clashes with Mang-yul Gung-thang, by 

occasional patronage to shrines at Lhasa and Sa-skya 

(but also Bodhgayi) and by the fiction by which theYa- 

tshe dynasty was considered by theTibetans as a heir of 

the old monarchy. The epigraphy of the dynasty is In- 

dian, the era employed in the inscription is Indian, the 

environment in which it rose and flourished was mainly 

Indian. By right, its history belongs not to Tibet, but to 

that of the various states of mixed but mainly Indian 

civilisation scattered on the southern slopes of the 

Himalaya. Of course Ya-tshe may have played a role in 

the increase ofNepalese influence onTibetan art through 

the work of the artisans (Ihu-hro-pa) sent by the kings 

to decorate, with images and paintings, the Lhasa Jo- 

khang and perhaps some buildings at Sa-skya. 

The Kingdom of Guge c. 1400-1630 

The years around 1400 saw a radical change in the po- 



litical scene of the region. First there was a temporary 

revival of the power of Mang-yul Gung-thang under 

King bSod-nams-lde (b. 1372, d. 1404). He recovered 

Purang. apparently wresting it from Ya-tshe domination, 

possibly profiting from the crisis which shook the latter 

country when BSlirSja usurped the throne. 

But the same fate, political eclipse, befell the con- 

queror almost at once. This was caused primarily by 

bSod-nams-lde himself, who granted gLo-bo, present- 

day Mustang, together with Purang as fief to Chos- 

skyong-'bum, a younger brother of the general of Men- 

zhangorigin who had conquered Purang (KT 1748,119). 

Under Chos-skyong-'bum's sonA-me-dpal the new prin- 

cipality gained independence. He maintained his grasp 

on Purang and consolidated it by appointing and remov- 

ing at will the commanders of dKar-dum fort, then as 

later the strategic key to that region (Jackson 1978: 2 16). 

Gung-thang was unable to react. After bSod-nams- 

Ide's death in 1404 the throne was usurped by his widow, 

the Guge princess Chos-rgyal-mo, who ruled the king- 

dom as queen in her own right (mrlgo '-hdog chert-mo) 

till 1419, when at last the righful heir, her stepson Khri 

Lha-dbang-rgyal-mtshan was able to ascend the throne 

(KT 1748, 12 1-2). This troubled situation inhibited any 

attempt at re-establishing suzerainty over gLo-bo; and 

Mang-yul Gung-thang vanished altogether from the 

political horizon of Guge. 

The great religious event ofthat period was the pen- 

etration of the new dGe-lugs-pa school founded by 

Tsong-kha-pa. The reform was introduced into Guge by 

Chos-rje Ngag-dbang-grags-pa, a native of mNga'-ris 

and a pupil ofTsong-kha-pa, who came back from Cen- 

h.al Tibet and settled at first at Old (so-ryblg) Dung- 

dkaP1. His religious activity there was noticed by three 

brothers belonging to the Guge royal house, called bKra- 

shis-lde, Khri rNam-rgyal-'od and SPkya-'od. The last 

one was (or became) certainly a monk. because he ap- 

pears as abbot of Mang-nang. The three brothers em- 

ployed Ngag-dbang-grags-pa for exorcising the female 

demon bKra-pa dPon-mo, whom neither the Sa-skya- 

pa nor the 'Bri-gung-pa had been able to subdue. He 

accomplished the task, and then the king (or his succes- 

sor; no name is given) accepted the new school and per- 

mitted its propagation.There was no opposition, as even 

a Sa-skya-pa scholar and incarnate (dge-hshes spnrl- 

shr),  then staying at the Guge court, encouraged the 

change. Ngag-dbang-grags-pa's success was quick and 

complete and the dynasty became a convinced supporter 

orthe dCie-lugs-pa order. Ngag-dbang-grags-pa was ap- 

pointed abbot of Tholing and in due course succccded 

SPkya-'od as abbot of Mang-mngn2. He founded "New 

Tholing" (hKu '-gdums gsor-rnying-gi chos- 'hylmg, r. 
98a). meaning perhaps a large-scale reconstruction of 

that monastic complex. 

The king who gave the decisive impetus to the dif- 

fusion ofthe new school in Guge can be identified with 

Khri Nam-mkha'-dbang-po (or: -dbang-phyug) Phun- 

tshogs-lde dpal-bzang-po; this cumbersome name is 

variously shortened in the texts. He was a less shadowy 

figure than his predecessors. We know that he entertained 

close relations withTsong-kha-pa's pupils and spiritual 

descendants in CentralTibet. He asked From rGyal-tshab 

Dar-ma-rin-chen (1364-1432) a commentary on the 

Rijaporikothi-rorrtomili (Dar-ma-rin-chen's Collecred 

Works. Ka18). He sent an invitation to mKhas-grub-je 

(1 385-1438), receiving a courteous but negative answer 

(mKhas-grub-rje's Collecred Work. Ta. ff. 86a-87b). 

mKhas-yb-r je  in his turn exchanged letters with the 

queen Khri-lcam-rgyal-mo, who obtained From him a 

short hymn in praise ofcakrasamvara. She went to sNar- 

thang, where she received initiations'. The king, together 

with Khri rNam-rgyal (probably identical with Khri 

rNam-rgyal-'od mentioned above), established for Ngag- 

dbang-grags-pa the bKra-shis-chos-gling monastery at 

Dung-dkaP. 

An undertaking of far-reaching consequences was 

the foundation of the Tsaparang temples. In the time of 

King Khri Nam-mkha'-dbang-phyug Phun-tshogs-lde an 

otherwise unknown master called Ha-se 'Phags-pa Ye- 

shes-brtson-'gms (apparently a dGe-lugs-pa) built at 

Tsaparang the temples of Bre-ldan and bLo-stangs, also 

called bKra-shis-dar-rgyas.They were intended to serve 

as summer and winter monastic residence respectively, 

but were considered as a single establishment". Prob- 

ably at the same time. or slightly earlier, the conshuc- 

tion of the great Tsaparang palace was started. which 

became (perhaps not at once) the royal residencem6. 

Ngag-dbang-grags-pa was appointed concurrently 

abbot of bLo-stangs, thus completing his and the dGe- 

lugs-pa clergy's control over the main monasteries of 

the country. As everywhere inTibet, the old bKa'-gdams- 

pa foundations in Guge accepted the reform without op- 

position.The chronology of these developments cannot 

be ascertained exactly. but may be placed in the twen- 
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rles of the I Z I h  ccntur).. Tlie terminus anlc queni are thc 

contacts of the king \$-it11 Dar-ma-rin-clien. who died in 

1 4 1 .  

Religious changes in Purang followcd a quite dif- 

ferent pa1li. In 1436 Kun-dga7-bza~ig-po (1382-1456). 

thc founder of thc Ngor monastery and of the Ngor-pa 

subsect of the Sa-skya-pa. visited for thc second time 

%Lo-bo. wlicrc he was received with great honours. On 

t h ~ s  occasion Nam[-1nkha.1-rtse[-lno]. the ofticial in 

charge (dt71ti.g) of bZhi.de, after having consulted with 

the Guge tp,ul-po Khri Nam-mkha'i-dbang-po, sent the 

Gugc mKhan-chen Chos-kyi-seng-ge to in\;ite the Ngor 

master to Purang (not to Guge). He accepted the invita- 

tlon and, acconipanied by an escort of one hundred men. 

travelled to rGyal-dc'u (i.e. rGyal-di-mkhar), where he 

stayed for three months. He presented large offerings to 

the famous Jo-bo images at Khojamath and lectured and 

granted initiations at rGyal-de'u and in the Nya-nse-rig 

and bZhi-sde monasteries (dgoti-pa) (NGNT, f. 38; 

SNLG. ff. 7b and IOa). Guge was apparently excluded. 

except for the courteous gesture to the king and clergy 

of that country. 

The political background ofthe Ngor-pa's activities 

is clear. Purang was a dependence of gLo-bo and the 

official in charge (dtung) Nam-mkha'-rtse-mo was ap- 

parently the local representative, or governor, for the 

gLo-bo ruler. The control over Purang by A-me-dpal's 

son and successorA-me-bzang-po was so complete that, 

besides carrying out restorations at Khojamath, he was 

able to take that shrine away from the 'En-gung-pa and 

to grant it to the Ngor-pa, to whom it still belongsR7. We 

may add that in 1449 Kun-dga'-bzang-po received a gift 

of 300 gold ounces from mNga'-ris and that towards 

the end of his life he again passed some time at Khojar- 

nath (NGNT, f. 40b). 

Guge contributed some scholars to the Ngor-pa or- 

der. Foremost among them was the Guge Pan-chen 

Grags-pa-rgyal-mtshan. who became the teacher of the 

famous gLo-bo mKhan-chen bSod-nams-lhun-grub 

(1456-1 532) (NGCB, f. 171a; NGNT, ff. 355 and 41 b; 

SNLG. f. 7a). The Guge king Khri Nam-mkha'-dbang- 

po himself, renounced the throne and was ordained as a 

monk; he "renovated the great mona~ te ry"~~ .  

A rather serious blow to peace and welfare in the 

country was dealt by an invasion of the Hor. In the for- 

ties of the 15'hentury, Hor armed parties repeatedly 

entered Mang-yul and robbed the officials of the gold- 

fields in Northern g.Yas-ru and the .rhing-po (timber- 

oarricrs'?) of the northern pastures of Byang". It was 

feared that they could penetrate central Tibet as well. 

The danger was averted by the famous saint and bridge- 

builderThang-ston-rgyal-po (1385-1464), who restored 

the Sa'i-nia-rtse nicliod-rfen built many centuries be- 

fore by Padlnasambhava "on the border between Hor 

andTibet". This was done during his stay at Ngam-rings 

of Northern La-stod in 1448 (THST, ff. 130a-b, 136a- 

140a). The raids were apparently carried out by Turk 

marauders from Central Asia (sTod Hor). Guge and 

Purang too were involved, as the Guide to Khojarnath 

informs us that the Hor looted that shrine (Tucci 1956: 

62-3). 

We may perhaps connect these raids from Central 

Asia with an entry in the C11,anicle ofKashmir. It tells 

us that King Zain ul-Abidin (1420-l470), "in [tempo- 

rary] occupation of the Bhauna-bhiimi, gave armed pro- 

tection to people in GoggadeSa. In Sayedeia the formi- 

dable command of the king saved from theYavana (Mus- 

lims) a golden image of the BuddhawPo. Ninety years 

ag0A.H. Francke identified GoggadeSa with Guge. But 

in the Rijatararigi!ri Chronicle, Bhauna or Bhota (Bod, 

Tibet) is the regular name for Ladakh, and Says is cer- 

tainly Shel (Sheh), the old capital of Upper Ladakh. As 

the scene is limited to the Ladakhi area, I would suggest 

an identification of Gogga with the 'Gog goldfields in 

or near Ruthog, mentioned twice in theLadakhi Chroni- 

cle (LDGR, 35.15-1 6). The sequel of events may be 

reconstructed on the following lines: Zain ul-Abidin en- 

tered Ladakh, conquered Sheh and pursued the Central 

Asian raiders, from whose hands he recovered a golden 

Buddhist image. He also marched to the 'Gog goldfields 

in order to protect them from the Hor. This would imply 

a son of Himalayan solidarity to defend the goldfields 

against intruders from the north. 

However that may be, that period saw the end ofthe 

dominance of gLo-bo over Purang, which in the second 

half of the 1 5Ih century came again under Guge over- 

lordship. 

Another serious disturbance is adumbrated in the 

vague report of an invasion by bLo-gros-mchog-ldan, 

king of Upper Ladakh (c. 1435-1460). He brought back 

from mNga'-ris skor-gsum a set of valuable coats of 

mail, swords, knives, turquoises, saddles, horses, etc. 

(LDGR, 37.3-8). Whether Guge was affected by this 

royal brigandage is unknown. 



In 1472 a serious conflict broke out between Ciuge 

and Southern La-stod, so that the teaching in the gLn- 

bo monasteries had to be suspendcd for three years. In 

the second year orthe war a battlc was fought (SNLG, 

f. 23a-b). But we know nothing of the motives and of 

the outcome of the war. 

Equally unknown is the name(s) oiKhri Nam-mkha'- 

dbang-po's successor(s), under whose rulc the events 

sketched above occurred. The fog in the genealogical 

and chronological picture liRs only with bLo-bzang-rab- 

brtan, son of the chos-rgyal Buddha. This king, a patron 

of the dGe-lugs-pa community and a convinced follower 

of Ngag-dbang-grags-pa's tradition, was a contempo- 

rary of the 'Bri-gung abbot Kun-dga'-rin-chen (1475- 

1527), of the gLo-bo ruler Tshangs-pa bKra-shis-mgon 

(d. 14.89) and of the latter's younger brother, the gLo-bo 

mKhan-chen bSod-nams-lhun-grub (1456-1 532)". He 

was probably also the unnamed king of Guge to whom 

the Second Dalai Lama dGe-'dun-rgya-mtsho (1475- 

1542). then in his tenth year (148314). wrote a letter (Sec- 

ond Dalai Lama's Collected Works, Ri, ff. 20b-21a). 

These elements allow us to place his reign in the last 

years of the I 5Ih century. His wife Don-grub-ma founded 

the Red Temple (mChod-khang dmar-po) at Tsaparang, 

and had it sumptuously decorated9'. In those times the 

governor (sde-pa) Kun[-dga'l-bsam[-grub] governed 

Purang on behalf of Guge (Ti-se, 39, f 33a). 

bLo-bzang-brtan's son 'Phags-pa-lha, the recipient 

of two letters from the Second Dalai Lamaq', was prob- 

ably on the throne when the "Mad Saint" gTsang-smyon 

Heruka (1452-1507) performed his third and last pil- 

grimage to the Kailisa (1496). He stayed for a short 

while at dKar-dum in Purang before proceeding to the 

holy mountain. During his visit a war was going on be- 

tween the gLo-bo king bDe-legs-rgya-mtsho and the 

Purang monk-official (dpon-btsun) sNyan-grags. who 

acknowledged the suzerainty of Guge. rGyal-ti-rdzong 

(the same as rGyal-di-mkhar), held by the Purang forces, 

withstood a long siege.The Saint tried to mediate, with- 

out success at first, whereupon he retired to rGyal-ti. 

Although a sharp engagement was won by the Pu-rang- 

pa, who killed many gLo-bo soldiers, eventually they 

were compelled to yield. A treaty was concluded, by 

which the taxes and compulsory service ( 'u-log) due to 

Guge were transferred to gLo-bo (TSSM, IT. 9Oa-93b). 

As far as we know, this agreement soon became obso- 

lete and Purang returned to Guge. 

The next king was Sikya-rin-chen. Hiselder brother 

Sikya-.od was ordaincd and headed thc dGe-lugs-pa 

clcrgy as rje-hrsun. In a rresco at Tholing he is even 

given the title of thorns-cad rnkhven-pa (Omniscient). 

s3kya-rin-chen may bc identified with the junior lord 

(hdag-po rku gzhon-pu) who exchanged letters with the 

Second Dalai Lama (Second Dalai Lama's Collened 

Work, Ri. ff. 23a-b; cf. Yamaguchi 1992: 73, note 10). 

He was possibly ruling in Guge when western Tibet 

became the target ofa  Muslim invasion directed toward 

Lhasa itself. Its leader was the Kashgar prince Mirza 

Haidar Dughlit, who had invaded and occupied Ladakh. 

He started from Leh in July 1533. following the trade 

route (rta-zam) to the Manasarowar lake. Then he turned 

southward and on August 22M he reached Krdum (dKar- 

dung) in Purang. The local fort resisted all assaults and 

a rescue force of 3.000 infantry, sent perhaps by the 

Nepalese kings, was thrown back only with ditTculty. 

Mirra Haidar's brother being among the slain. 

The conqueror leR Purang and continued his march 

westward. But the cold and the high altitude wrought 

havoc with his horses, and eventually he was left with 

only 90 mounted retainers. So he had to turn back when 

he had reached a place at only eight days' distance from 

Ursang (dBus-gTsang, i.e. Lhasa). On October 27Ih he 

rejoined the main body of his army and on December 

17" he was back to a place calledTHmlik. perhaps some- 

where in the region of modem Gartok, where he had 

left his baggage and his loot.There he was visited by an 

embassy from Guge, who promised to pay tribute. To 

arrange the details, he travelled lightly attended to the 

city of Guge, a two days' march from T h l i k .  This can 

hardly have been Tsaparang; more probably, it was a 

locality on the border of Guge, perhaps Dung-dkar. He 

stayed there for three days, settled the amount of the 

tribute (3.000 nlirkal of gold) and then returned to 

T a l i k ,  only to find that the bulk of his army had dis- 

persed. He reached Leh with only a handful of follow- 

ers. He lingered on in Ladakh for two years more and 

eventually decamped for Kashmir (Elias 1895: 45 1-7). 

We may be certain that the promised tribote was never 

paid. 

'Jig-rten-dbang-phyug, son of Sikya-rin-chen, is a 

less shadowy figure, and the information available is 

sufficient for tracing an approximate chronology. To- 

gether with his younger brothers 'Jam-dbyangs-pa and 

Phyag-rdor he built the White Temple and the Vajra- 



hhsirava shrine at Tsaparangu'. Relations with the head 

ol'thl: dGe-lugs-pa school grew more intimate. In 1537 

thr king obtained from the Second Dalai Lama a short 

commentary on the ~ i , ~ u r i - s a ~ , t a t i  (Second Dalai La- 

ma's C'rrllt~c.fc~d 1J'or.k.~. Ra. ti. 1-28). A few years later 

( 1540) he financed a large-scale enterprise: together with 

his minister Ngag-dbang-rnam-rgyd Ile sent to the Dalai 

Lama tllc substantial means required for the creation of 

a large college at the mouth olthc 'On valley in dBus. It 

\vas tittingly called mNga'-ris p a - t s h a n g  and remained 

a tlourishing centre of dGe-lugs-pa studies down to our 

time"'. During those years an outstanding religious per- 

sonality started his career in Guge. This was Stinti-pa 

bLo-gms-rgyal-mtshan. born at Dung-dkar and a nephew 

of r p ~ l - r r u ~  Maitri-pa who had founded the Shangs- 

rtse monastery. After having undergone his training in 

central Tibet, some time before 1542, he returned to 

Guge"? He was then a siniple ascetic (hya-bra/), but 

during the follo\ving years he rose to become the spir- 

itual adviser of the king and to hold the abbatial chairs 

of Tholing, bLo-stangs and Shangs-rtse. He built the 

bKra-shis-lhun-po monastery at mDa'-pa-sa (Dawa- 

dzong)". In 1546 King 'Jig-rten-dbang-phyug, followed 

by some envoys of Stinti-pa, travelled to Drepung ('Bras- 

spungs), where he paid his respects to the child Third 

Dalai Lama (DL3, f. 28b). Some years later he abdi- 

cated. and in 1555 he again visited theThird Dalai Lama. 

This time he was accompanied by stinti-pa himself, who 

in that period was elected as the seventh abbot of the 

great monastery ofTashilhunpo (bKra-shis-lhun-po) in 

gTsang, with the title of Pap-chen (DL3, f. 40a-b). 

'Jig-rten-dbang-phyug's patronage of the dGe-lugs- 

pa school did not prevent him from protecting the old, 

now somewhat decayed 'Bri-gung-pa hermitages at the 

Kailba. The king and his Purang governor (sdc-pa) 

bSod-nams-rab-brtan helped the rdor- 'dzin to restore 

various buildings; also some estates were recovered (Ti- 

se. 39. f. 33a). 

A matrimonial alliance was concluded with the de- 

caying kingdom of Mang-yul Gung-1hang.A Ciuge prin- 

cess called dKon-mchog-bzang-mo clearly a kins- 

woman of 'Jig-rten-dbang-phyug, married the Gung- 

thang ruler Kun-dga'-rnam-rgyal-lde.After the death of 

her husband she became the wire of his nephew Khri 

bKra-shis-dpal-'bar She was killed in 1555'". 

The reign of 'Jig-rtcn-dhang-phyug appears to mark 

the zenith in the history of Guge. The economy of the 

kingdom, not damaged by the meteoric passage of Mima 

Haidar, was apparently flourishing, as revealed by the 

large means supplied for the construction of the mNga'- 

ris gnva-tshang college. The main items of income were 

presumably wool goods, then as later the main staple of 

the country, and the goldfields in the desert wastes north 

ofthe Kailtisa. in the region ofmodernThok Jalung, the 

main centre of gold digging during the 19Ih centuryqq. 

The next king Ngag-gi-dbang-phyug is a Inere name 

for us. Probably his reign saw another raid from Guge's 

western neighbour. The Ladakhi king bKra-shis-rnam- 

rgyal (c. 1555-1 575) is said to have "conquered every- 

thing from Purig to Gro-shod, bringing home enormous 

herds of horses" (LDGR. 37.23-24). Gro-shod is the 

district ofthe upperTsangpo, from the Mar-yum pass to 

the junction of theTsa-chu. Once more this information 

is too vague to permit us to understand how far (if at all) 

Guge was affected by this invasion, which looks like a 

large-scale looting raid. 

The younger brother of the king, Shes-rab-'od-zer, 

held the abbatial chairs of the most important monaster- 

ies in Guge, viz. bLo-stangs, Bye-dkar, rNam-rgyal-rtse 

(at Dung-dkar), Mang-nang, Do-shang, S h a n g - r t ~ e ' ~ ~ .  

Then Nam-mkha'-dbang-phyug ascended the throne. 

His younger brother bLo-bzang-bstan-pa'i-nyi-'od en- 

dowed the side-chapels of Bre-ldan containing the 

mandala of seventeen deitieslO'. He held the abbotship 

ofTholing, bLo-stangs and bKra-shis-lhun-po at mDa'- 

pa-sa (Dawadzong). This general picture did not change 

until the end of the kingdom. The younger brother of 

the king, usually styled Ilia-htsun, controlled the dGe- 

lugs-pa clergy by means of the abbotship of all the mon- 

asteries of some importance.This arrangement was made 

necessary by the wealth and influence of the monastic 

communities. 

This period saw another, much more serious inva- 

sion from Ladakh. King Tshe-dbang-rnam-rgyal (c. 

1575-1595) claims to have conquered, while still a 

young man, all the country as far east as Ngam-ring (the 

capital of Northern La-stod), including gLo-bo, Purang, 

Guge, etc., besides Jumla in western Nepal and Nyung- 

ti (Kulu). He carried away as hostages all the rulers of 

those regions and placed his representatives in their cas- 

tles, "thus enlarging the territory of Mar-yul". Guge had 

to pay an annuel tribute of 300 ounces of gold, some 

silver, 100 three-year-old sheep, one charger, ten tanned 

skinbags. This was intended as a permanent imposition, 



by which Guge became a tributary of Ladakh (LDGR, 

38.8-1 1). It had no lasting effects. however. because of 

the disaster suffered by Ladakh during the following 

reign at the hands of the Balti chiefAli Mirl"?. Still, the 

humiliation inflicted on Guge portended the end of its 

independence in a not distant future. Regrethlly, we have 

no means to ascertain thc name of the king of Guge who 

had to accept such a subordinate status, nor the date of 

the event. 

Khri Nam-mkha'-dbang-phyug was succeeded by his 

son Khri Nyi-ma-dbang-phyugIuJ. followed in his turn 

by Khri Grags-pa'i-dbang-phyug. Another son was the 

Iha-btsun bLo-brarig ye-shes-'od. who as usual became 

the head of the clergy. 

The next king was Khri rNam-rgyal-grags-pa-bzang- 

po. who together with his uncle the Iha-brsltn renovated 

the bLo-stangs temple at Tsaparang. Nephew and uncle 

sent an invitation to the First Pan-chcn bLo-bzang-chos- 

kyi-rgyal-mtshan (I 570-1662). He arrived at Tholing 

on July 7Ih, 161 8. and was received with great honours 

by the jo-bo bdag-po, as was the royal title in that pe- 

riod. Accompanied by the king, his uncle and his brother, 

the Pan-chen visited also Mu-dkar (i.e. Do-shang). 

Mang-nang, mDa3-pa bKra-shis-lhun-po and Shang-rtse. 

The Iha-btsuri, whom the Pan-chen called by the title 

:hubs-drung rhos-rje, was recognised as the spiritual 

head (bsta~i-pa 'i bdag-po) of the kingdom. This was sim- 

ply the recognition of a position he already held. as ab- 

bot offholing. bLo-stangs, rNam-rgyal-rtse, Do-shang. 

mDa'-pa bKra-shis-lhun-po, Shang-rtse. On October Znd 

the highly revered churchman let? Guge, performed the 

pilgrimage around the Kailisa and then returned to 

Tashilhunpo. This visit by the second highest head of 

the dGe-lugs-pa school was the last moment of glory 

and prestige for the decaying kingdom (PCI, ff. 63b- 

65a; cf. VS, f. 220b). 

The royal host ofthe Pan-chen was succeeded by Khri 

bKra-shis Grags-pa-lde1@'. who was already on the throne 

in 1622. His grand-uncle the Iha-brsun continued to be 

the strong man behind the scene till his death in 1626. 

although his official position as head of the clergy was 

formally transferred to the brother of the ruling king. 

During his reign the Jesuit Antonio de Andrade 

(1580-1634) established a mission of his order at 

Tsaparang (1624). It prospered for a few years under 

the benevolent protection of the king and in spite of the 

hostility of both /ha-btsun. From the letters and rela- 

tions or the Jesuit Fathers we obtain a lively. although 

biascd picture of the Guge kingdom shortly before its 

extinction.Their account of the local economy and com- 

merce is noteworthy. An annual caravan from central 

Tibet brought toTsaparang silk, chinaware. and tea pro- 

cured from China. This institution survived all the sub- 

sequent political changes'"'. 

By then the curtain was lifting for the last act of the 

tragedy. The main actor was the greatest of the Ladakhi 

kings, Seng-ge-mam-real ( 161 0 or 161 6-1 642). The 

details of his conquest of Guge are supplied by a letter 

of Father de Andrade. As his queen had lost her reason 

during her confinement, the Guge king contracted a fresh 

marriage with the sister of the Ladakhi ruler. The wed- 

ding ceremony was performed by proxy. but when the 

new queen, on her way to her husband. was at a two- 

days' distance from Tsaparang, the king suddenly for- 

bade her to proceed and sent her back to Ladakh. Of 

course this act was considered an intolerable insult by 

Seng-ge-rnam-rgyal, who at once declared war. The 

conflict continued desultorily for a long time, rendering 

impossible the tilling of the fields and the exploitation 

of the gold mines. A revolt by three feudatory chiefs 

made the situation even worse. 

The Tibetan texts tells us a slightly different story. 

The Ladakh-Guge conflict was already going on in 1622. 

when it was interrupted by a truce mediated by Mu- 

rdzing, the abbot of the 'Brug-pa monastery of sTag- 

sna in Ladakh. The huce did not last for long. partly 

because of the marauding activities of the 'Brug-pa 

monks of the Manasarowar-Kailba hermitages.The eco- 

nomic situation grew more and more difficult. and in 

1630, while the king was seriously ill. some feudatories, 

headed by the chief of Chumurti. rose in revolt, called 

in the king of Ladakh and offered him the crown of Guge. 

Seng-ge-rnam-rgyal laid siege to Tsaparang. The chief 

lama (i.e. the Iha-btsuti) advised the king 00-ho bdag- 

po) to surrender under the condition of keeping his king- 

dom as a tributary state. The king followed this advice. 

but the pledges given were treacherously broken and 

the king, his son and his brother were taken prisoners 

and carried off to Leh.Apart ofthe garrisonoRsaparang. 

which still offered resistance, was granted free depar- 

ture for centralTibet.The royal family was later allowed 

to migrate to Lhasa. where the last male descendant of 

the Guge dynasty died in 1745. With the deaths of his 

two daughters the family died out"'0. 



Guge and Purang down to the Present Times 

Tlie rest of the story o f  tlie hvin countries Guge and 

Purang IS purely provincial and offers but scanty inter- 

est. The ne\\' masters. who \\ere followcrs of the 'Bn~g-  

pa sect, showed themselves coldly indiKercnt (to say 

the least) to\vard thedGe-lugs-pa clergy. They were also 

detinitely hostile to the Jesuit mission. and the journey 

of Father Francisco de Azevcdo to Leh (1631) failed 

completely to obtain better conditions. In 1635 the mis- 

sion had to be withdrawn, and an attempt to re-open it 

in 1640 ended in disaster, the last Jesuit brother being 

detained at Tsaparang till his death. 

Seng-ge-mam-rgyal secured tlie frontier of his new 

dominion by a series of police operations against raid- 

ing Mongol clans and Guge refugees in gTsang. It was 

upon his return from one of these expeditions that he 

died at Hanle. in November 1642. 

After some bickering between his three surviving 

sons. and after a provisional regency of the widowed 

queen. in 1647 the kingdom was partitioned. bDe-ldan- 

mam-qyal (1642-1694) became king of Ladakh, the 

third brother received Zangskar and Spiti, and the sec- 

ond, who had been ordained a monk under the name of 

Indrabodhi, was given Guge, under the suzerainty of 

the Ladakhi king. The widowed queen kept Purang as 

her personal estate till her death in 1650'07. 

We have no information concerning the conditions 

in Guge under the long rule of Indrabodhi, exept that 

the Ladakhi king, a staunch follower of the 'Brug-pa 

school, took measures to keep within limits the number 

of the monks and of the landed estates of the dGe-lugs- 

pa monasteries in Guge. Of course this aroused opposi- 

tion from the Dalai Lama's government and his QoSot 

protectors, at first on the diplomatic level only. Rela- 

tions between the two states worsened during the sev- 

enties of the century, and in 1679 the Fifth Dalai Lama 

decided upon war. 

The Mongol-Tibetan army, led by the Mongol gen- 

eral dGa3-ldan-tshe-dbang-dpal-bzang, entered the 

Manasarowar region, defeated a Ladakhi advanced force 

at Ra-la mKhar-dmar and pursued its remnants as far as 

the present border of Ladakh. Other survivors took shel- 

ter in the fortresses of sTag-la-mkhar (Taklakoth), rTsa- 

brang (Tsaparang) and bKra-shis-sgang (Tashigang), but 

were compelled to surrender during the winter months 

of 16110. The whole of Guge and Purang passed under 

the rule of the Lhasa government. lndrabodhi had fled, 

and the last we hear o r  him was his defence of Zangs- 

kar, at first against the Mongols and later against Kulu 

forces. 

The war continued for some years more. In the end 

Ladakh was saved from extinction only by the interven- 

tion of the Moghul governor of Kashmir, whose hoops 

beat back the Mongol-Tibetan army. 

The peace between Lhasa and Ladakh, mediated in 

168311684 by the sixth 'Brug-pa incarnate Mi-pham- 

dbang-po. was hard on the vanquished. The wool trade 

in western Tibet was declared a monopoly of Kashmir, 

thus excluding Ladakhi mediation.The general hade was 

to be carried out in the form of an annual caravan (cha- 

pa) from Lhasa. This was but a confirmation of the old 

custom already noticed by de Andrade in 1625. On the 

other side, a hiennial mission from Ladakh was to bring 

tribute to Lhasa; of course its main purpose was trade. 

The revenue of mNga'-ris skor-gsum was to be reserved 

for the 'Bmg-pa incarnates, but actually the Lhasa gov- 

emment kept it in their hands, indemnifying the 'Brug- 

chen with the revenue of three estates in central Tibet. 

In this rather devious way Guge and Purang were 

annexed to Tibet'On. The Dalai Lama's government re- 

organised its new dominions on the following lines. Guge 

was placed under a district governor (rdzor~g-dpon) re- 

siding at Tsaparang. From the religious point of view, 

Tholing continued as the main centre of Guge, its abbot 

being appointed by the Lhasa government from among 

the monks of Drepung. Purang saw more radical changes. 

rGyal-di-mkhar lost its status as district headquarters. 

The district governor of Purang resided now at sTag-la- 

mkhar (Taklakoth). Shortly before 1687 a new monas- 

tery called bShad-'phel-gling (Simbiling or Shimbuling) 

was built near sTag-la-mkhar as the new religious cen- 

tre, the abbot being appointed by the Lhasa government 

from among the monks of Se-ra'09. Two other district 

governors were stationed at Ru-shod (Rupshu) and at 

mDa'-ba-rdzong (now usually spelt Zla-ba-rdzong; 

Dawadzong). The four governors were subject to the 

supervision and control of the chief commissioner of 

western Tibet (sgar-dpon), stationed in the zone to the 

west of the Manasarowar, his headquarters being sGar- 

dbyar-sa (Gartok) in summer and sGar-dgun-sa 

(Gargunsa) in winter. 

Ladakh's losses included also Spiti (only temporar- 

ily) and upper Kinnaur. The latter was ceded to the R2ja 

of Bashahr who had cooperated with the Lhasa troops. 



Thus the destruction of the old kingdom of Guge was 

complete. 

In the following centuries Guge and Purang under- 

went a long process of economic and cultural decay, to 

which Tucci's travel accounts 01 1933 and 1935 bear a 

sad testimony. No important event disturbed the som- 

nolcnt quiet orthe country, with one exception. In 1835 

General Zorawar Singh had conquered Ladakh for Gulab 

Singh, chief of Jammu and later Maharaja of Kashmir. 

After repressing a last rebellion of the Ladakhis, in 1841 

Zorawar Singh sent an ultimatum to the chief commis- 

sioner  gar-dpon). No reply being received, he invaded 

western Tibet with a force of six thousand men. On 

August 23'' he entered Tsaparang. The Dalai Lama's 

government reacted promptly and with energy. A large 

force was sent out from Lhasa, and on November 14Ih, 

1841, it met the main body of the Jammu army, already 

weakened by the harsh climate, at Do-yo nearTaklakoth. 

Zorawar Singh was defeated and killed, fighting gal- 

lantly to the bitter end. His army was wiped out. The 

victorious Tibetans marched on and invaded Ladakh, 

but were thrown back, hemmed in and compelled to 

capitulate. The war was brought to an end by a memo- 

randum drawn up by the commanders of both armies in 

September 1842; it confirmed the old frontier and the 

old trade regulations"". 

Purang was only marginally involved in theTibetan- 

Nepalese conflict of 1855156. One of the territorial 

claims advanced by the Nepalese government was the 

cession of theTaklakoth district.A small Nepalese force 

entered Purang inApril 1855 and destroyed the old cas- 

tle of Jidikhar. There was. however, no serious fighting 

in that secondary theatre of war"'. The peace treaty re- 

stored the precedent situation. 

Zorawar Singh and the Nepalese (chiefly the former) 

had caused some damage to monasteries and castles, 

but this was nothing in comparison with the terrible 

havoc wrought by the bands of the Red Guards that 

scoured the country during the so-called Cultural Revo- 

lution. The scars still defile old cultural centres like 

Tsaparang andTholing, and several chapels going back 

to the times of Rin-chen-bzang-po simply exist no more. 

A last word should be dedicated to Spiti. Seng-ge- 

rnam-rgyal severed its centuries-old intimate ties with 

Guge. When the Ladakhi kingdom was partitioned 

among his three sons (1647). Zangskar and Spiti were 

given to the youngest brother bDe-mchog-marn-rgyal. 

who was still alive in 1666. His descendants continued 

to rule in Zangskar. but Spiti seems to have returned 

under the loose sovereignty of Ladakh. In 1684 Spiti 

was formally ceded to the Lhasa government, wh~ch 

appointed a governor. Rut soon the post lapsed and the 

valley came again under Ladakhi domination, with the 

exception of an interlude ( 1  729-1758), when it recog- 

nised the overlordship of bKra-shis-rnam-rgyal. king of 

Purig (Petech 1977: 78-9). 

Control over Spiti was always a vague affair. The 

governors. styled at first go-go and later no-no, werc 

accounted as one of the eight feudatories of Ladakh. 

Atter the abolition of the Ladakhi kingdom the autonomy 

of the no-no was gradually curtailed. Still. they have 

lasted to this day, although shorn of administrative and 

judicial powers. 

In 1846 Spiti was detached from Ladakh. to become 

British Indian territory. Today it is part of the Spiti-Lahul 

district included in the Himachal Pradesh state of India. 

Addendum A. 

The Gar-log Question 

The identity of the Gar-log with the Qarluq of Central 

Asia was recognised long ago by H. Hoffrnann (1950) 

and was at once accepted without qualification. From 

the philological point of view the identification is cer- 

tain. From the historical side, however, we have to draw 

distinctions, as Hoffmann himself had already recog- 

nised. 

The name Gar-log surfaces for the first time in the 

9" century. It appears in a tale concerning a monk who. 

fleeing from the persecution of gLang-dar-ma, travelled 

from Lhasa to mNga'-ris sTod, passed through the Gar- 

log country and arrived in the Hor (Uighur) principality 

(BTCB, 201; HD. 41). This happened in the forties of 

the 9"century. At that time, the equation with the Qarluq 

presents no difficulties from the historical and geographi- 

cal angle. 

The story of Ye-shes-'od's imprisonment and death 

at the hands of the Gar-log is unknown to the earliest 

chronicles (SNTM, DEUil-2). It first appears in HD 

(1346168). followed by BA. DMSM, KPGT and later 

works. Ln a poup  of fairly early sources. viz. GRI (1 364i 

68). GBYT (1434) and the two earliest biobmphies of 

AtiSa (rNant-thar rgr'as-pa and rNam-thar,pongs-grogs) 

the narrative is more or less the same, with a substantial 

exception: the Gar-log are not mentioned and the vil- 



Isins of the plot are S O ~ ~ ~ I I I I - S I L ~ ~ Y - ~ U  (heretics). a rather 

vague term with a religious and not ethnical connota- 

tion. From the v e n  brgliining the tale contalns the rc- 

mark that Ye-shes-'od a.as made prisoner while going 

ro lnd~a or to the Irldian border to get the money needed 

Ihr in\ itilig an Indian scholar. So it is to the Indian side 

that \r-e have to look for the Gar-log ofye-shes-'od and 

of the deshuctlon of Guge in the I2Ih century. 

The mu-src3gs-pa. violently opposed to Buddhism. 

look more like fanatical Muslims than Hindu hill tribes. 

as already pointed out by Hoffmann. Thus we have to 

suspect In both the "heretics" and the Gnr-log some 

Muslim invaders from India. synonymous with the 

learned (and later) term Turuska. 

For this equation we havc fairly ancient evidence. 

'Jig-rten-mgon-po (1 143-1217) intended to go to the 

Gar-log country to convert the Turuska there (Biogra- 

pliy of Yig-rtetl-nagon-pol". f. 79a). Dam-pa dMar-po 

(late I I I h  century) is said to have stopped by magic a 

threatened invasion of the Gar-log (BA, 1029). At the 

time of Kha-che Pan-chen's stay in Tibet (1 204-1 2 14), 

Magadha had been invaded by the Gar-log (KPGT, 11, 

492). For Chag Lotsawa (I 197-1 264) the Gar-log were 

a kind otTuruska and their name is repeatedly employed 

for Muslim raiding parties, who in the thirties of the 

13Ih century harassed Bihar, and chiefly BodhgayH, 

Nalanda. etc.They also threatened repeatedly the Mithila 

capital Simraongarh (CHAG, ff 8b, 1 Ob, I la,  12b, 34b, 

35a, 38a). During his first journey to India U-rgyan Seng- 

ge-dpal ( 1230-1 309) had to invoke mGon-po to escape 

from a Gar-log army. During his secondjourney (1261) 

he was a witness to restoration work sponsored by the 

kings of Sri Lanka and other rulers after the deshuction 

caused at BodhgayH by the Gar-log (KPGT, 11,482). 

In the 1 3Ih century the Qarluq are no longer relevant 

to our question. They still lived in their old camping 

grounds in the Ili valley and were divided into two sec- 

tions: the Qarluq ofAlmaliq who later submitted to Jinghiz 

Khan, and the Qarluq of (or subject to) the Uighurs. In 

1141 after the Gur-Khan's victory over the Saljuq at 

Qatvan they extended their influence as far as Samarkand, 

but even then they had no connections with the Himalaya 

(Barthold 1968: 326 and 3 3 3 4 ;  Buell 1992: 16). 

Summing up, the Gar-log of the 1 3Ih century were 

Muslims of Turkish origin, ruled by the so-called 

Marnluk Sultans of Delhi. But we cannot identify them 

with the Qarluq who captured Ye-shes-'od in the thir- 

ties of the I I I h  century, unless we imagine some sort of 

sideline to the Indian expedition led by Mas'ud of 

Ghazna in 1037.A Ghaznavid garrison was stationed at 

Kangra from 1009 to 1044. They, howevcr, barely held 

that fort and were merely a passive element. As to the 

Gar-log who in the 12Ih century destroyed the Purang 

kingdom, it is impossible at present to suggest a satis- 

factory identification. 

Addendum B. 

The Succession of Punyamalla and the Dullu Stele 

As we have noticed above, according to theTibetan tra- 

dition, bSod-nams-lde, king of Purang, was elected to 

the throne of Ya-tshe when Nigadeva's line died out. 

He translated his name as Pwyamalla. 

The version of the DullupruSlsti differs widely and 

it seems worthwhile to discuss it in some detail. The 

rulers recorded on the front face of the stele used the 

family ending -pila.  At first they are not localised. We 

have to wait for the fourteenth ruler of the list Varagaja- 

mahipHla to obtain the information that he dwelt in the 

Goha district (vi:~aya), possibly modern Garjyan Kot or 

Gothichaur in the Madhyavarti ASi subdistrict (dar i )  of 

the Jumla district1". He defeated the chiefs (tilpati) of 

Gina"' and established an undefined connection with 

JHva, i.e. Jumla town. His successor Viivapala ruled in 

the Jhumakara vi~aya,  perhaps Juphal or Jhumchaur in 

the Tibrikot subdistrict. Then there was apparently a 

break in the succession, because the next king JivapHla 

is said to have been born in the family of the Thi lords 

(Thi-narendrakulejlto). As his new family name he as- 

sumed that of GelH, the present-day twin villages of 

Upper and Lower Gel2 in the CBrsHti BHrabis subdis- 

trict. The name of his son is not given, we are merely 

informed that he took [also] the title of [lord of] Sri Java, 

i.e. Jumla. His son was Punyamalla, who married 

~akunamHlH, a lady perhaps belonging to the NHgarSja 

dynasty. "From this pair the first ~ r i  Malla [rulers] were 

descended."Then the inscription (back face) tells us that 

"as there were no descendants o f  NBgarHja left, 

Punyarnalla of the Gels family was crowned king". 

Since Gels is certainly not the same as Purang, it 

seems impossible to reconcile the two accounts; at least, 

this was my conclusion in 1980. 1 think, however, that 

an attempt can be made now at overcoming this dis- 

crepancy. As already indicated, the Guide ro Kliojar-tiarh 

contains a list of kings apparently ruling in Purang, 



whose names begin with the royal title Khri. If we  inter- o f  his new subjecb.  His grandson, the Khri bKra-shis 

prel the term Thi narendrakula o f  the inscription as  re- bSod-nams-lde o f  the Guide ro Khojarnarh, would b e  

f e m n g  to the Khri rulers o rPurang  (which appears pho- the man who  succeeded to the throne o f  Ya-Ishe. 

netically possible), w e  might suppose that a t  a certain O r  course this explanation sounds rather compli- 

moment  a king o f  Purang annexed the Ge l s  region and cated, not  t o  say far-fetched: but  I see n o  other way o f  

adopted locally the ending -pala  to  soothe the feelings reconciling the two versions. 

' On the dates and circumstances of the 
conquest of Zhang-zhung and on the 
first occurrence of the name Gu-ge as a 
part of Zhang-zhung see Uray 1968: 
292-7; 1972a: 5-38. 
'The Tibetan adminismation of the far- 
thest west of the Himalayan dominions 
remained unimpaired till the end of the 
monarchy. As late as 836 the regional 
assembly ('dun-so) of BN-zha (Gilgit) 
was still functioning (SNTM, f. 316a). 
'The very existence of Yum-brtan has 
been denied by Richardson 1971: 433- 
9; 1988: 1221-9.This theory is difficult 
to uphold ln view of the unanimous evi- 
dence of our earliest sources (SNTM, 
DEUII-2). 
'My narrative is basedmainly on DEUI 
1-2, partly echoed in KPGT. 
'Our sources disagree radically on the 
chronology of glang-dar-ma's succes- 
sors. Without entering into details, we 
can broadly distinguish two traditions. 
We have a "short chronology", repre- 
sented in DEUI2. 141-2 (life of 'Od- 
srungs: 45 years, with a mistaken cal- 
culation 840-881, actually 840-884) 
and KPGT. Ja. ff. 139a-b, 141b (39 
years. i.e. 846-885, the birth date con- 
forming to the KPGT's date of 846 for 
the murderofglang-dar-ma).YLJB. 68. 

agrees with this system. A "long chro- 
nology" is adopted by the Sa-skya-pa 
tradition, starting with SNTM and 
GPGT (3 years, to be corrected to 63 
years; 843-905). Other chronicles fol- 
lowing the same system are NYANG 
(partly incorrect), DEUll (55 years; 
847-901). BTCB (63 years; 845-907). 
DMSM (60 years, to be correctd to 63 
years; 843-905). NEL. 83. is hopelessly 
corrupt, but appears to follow the same 
hadition. HD and GRI give no dates for 
the successors of glang-dar-ma. I ac- 
cept, no1 without misgivings, the Sa- 
skya-pa reckoning. The whole problem 
is discussed at length in Petech 1994: 
649-59. 
6By almost unanimous consensus,dPal- 
'khor-btsan was proclaimed king at the 
age of 13, reigned for 18 years and died 
at 3 I. All these dates hinge on the chro- 
nology of 'Od-srungs, and therefore os- 
cillate between 869-883 (NEL) and 
892-923 (Sa-skya-pa). NYANG, ff. 
483b and 493a, agrees with the Sa-skya- 
pa, but the date of death Fire-Sheep 
should be corrected into Iron-Sheep. 
'The Sa-skya-pa. NEL. HD and GBYT 
rollow DEUII-2 in placing the rebel- 
lion and the desecration of the royal 
tombs in the time of, or shortly aRer 

dPal-'khor-buan. The dates generally 
accepted are Earth-Ox 929 and eight 
years later, i.e. 937. respectively. On the 
other hand KPGT. J 4  f. 140a. and GRI. 
437-8. place these events in the times 
of ' O d - s ~ n g s  andYum-brtan, in which 
case the dates would be 869 and 877. 
'Up to this point my narrative follows 
DEUII-2. See also my paper cited in 
note 5. 
vTbng-shu, hansl. P. Pelliot 1961: 1 3 4  
35. The complete name of &a's is found 
in KPGT. f. 140a. 
"This was first suggested by Snellqove 
1987: 471. 
" NYANG. f. 493a-b. I am grateful to 
dge-bshes dGe-'dun-mthar-phyin for his 
help on this rather obscure passage. 
' ?The  legendary account of Nyi-ma- 
mgon's conquest of western Tibet is 
based mainly upon NYANG, R. 493a- 
95a, with some additional facts. 
"The biography ofAtiia confirms that 
the allegiance of mNga'-ris was ob- 
tained mainly by peaceful means. 
" T h e  problem was first mooted in 
Petech 1939: 44. followed up in a note I 
conhibuted to Tucci 1941b: 281-5. It 
was then discussed at some length by 
G.N. Roerich in his lnnoduction to BA. 
xvii-xviii. and by H. Richardson(l957: 



7-78). I t  is still far from a solurion, and lages (1,rif) on the Spiti river, vir. sPog 
this causes almost insuperdblc contrd- (Po). Tabo and Lar~. 
dlctlons In the his lo^) orthe rNy~ng-n13- "The name Run1 (Tuni) occurs already 
pa sunr\*al ln Amdoand revi\,nl in ccn- in a 9'"ccntury document froin Miran 
tral Tibcc (Thomas 1951: 149. 1.17). Al  Tabo it 
"The genealogy of thc dcscendants of occurs once in inscriptions on the wall 
sKyid-lde Ny-ma-mgon can be found of the 'du-kkong and again on the wall 
In nln~ost all thc general histories o f  Ti- o f  thesgo-khong, where Rum is said lo 
bet and Tibetan Buddli~sm, all orthem be included in the Guge dishict. 
emplo! Ing the same set o f  names. A ':Variants are placed between brackets: 
convenlenr tabulat~on is found in Tucci c111r pho 'bnig g i  lo la Cog lo yul (add 
1956, to which othcr lists could be added gvi) sPeg (.?Beg) mthar du sTodsMod 
nou. A y i  ),ah rr~chrd h,pirrg (omitted) gdan 
'"NEL. 68: GPGT. f 199b. NYANG, f. 'hornpa "idu?.suniolba clreripon~dzod 
J99a. sl~ous a completely different and . Ximi (Turn) jlul Pa (So) sgarn gyidbrn 
unreliable d~stributron. so gsor du hlr-ugs pa 'I dus su brrsis rra I 
'~LDGR.3.13-lR. In KT 1745.73. the lo 3125. (SNTM, f 316a-b; SKP, f. 
narncs are changed into Pi-ti-lcog and 297b) 
Zangs-dkar sgo-gsum. "&I M o r  sraspryis ~TodsMadgriyi.~ 
"GRYT. I. i 154a. On sPi-lcog see be- su gves /yab niched drug gis r ~ ~ o 1  so 
low. note 20. khol bur bzung. (GPGT, f. 199a; NEL. 
" bSod-nams-rtse-mo has preserved 84) 
some marsrials going back to the times l.' Or IDe-gtsug-ntgon according to 
ofthe monarchy and to the century fol- BTCB. GRI. YLJB, KPGT, DMSM. 
low~ng its collapse. See Szerb 1983: "DEU11.368and 381. DEU/2,141 and 
380-82. 146. give him also the ecclesiastical- 
'"Cog-la or [Cog-la refers to two differ- looking name 'Od-lde-rgyal-mtshan. 
cnt tracts in the same region of the which is understood by PAKP. f. 147b. 
Himalayas. One is Gug-ICog (i.e. Gu- as the name of  another king inserted 
ge ICog-la) and the other is sPi-ICog ( i t .  between 'Khor-re and Lha-lde. This is 
sPi-ti ICog-la). Gug-ICog appears al- certainly incorrect. 
ready in the Dunhuang Annals, in con- "Some earliertexts equate ye-shes-'od 
nection with Zhang-zhung. I t  revolted with 'Khor-re: Biography o f  AtiJa, 
againstTibet in 674 and three years laler DEUII-2, NYANG, HD, BA. For most 
its king Rin-tsug-skor was involved in o f  the sources, starting with SNTM, i t  
the general rebellion o f  Zhang-zhung. was Srong-nge who became Ye-shes- 
In KPGT. Ja, f. 20a, Gug-ge and ICog- 'od. The printed editions of BTCB fol- 
la are included in Lower Zhang-zhung. low the first version, while two manu- 
Another pasage o f  the same text (f. 20b) scripts of the same work follow the sec- 
mentions the five districts (sde) ofGug- ond (Szerb 1990: 64. n. 4). - For the 
Cog. A long unpublished inscription in possible dates o f  Ye-shes-'od see later. 
the Lalung temple in Spiti has twice the 2' NGCB, f. 126a. Snellgrove (1 987: 
Gug-ICog dominion (mnga '-ris). Sothis 473) suggests that the religion found by 
particular ICog-la is adjacent to Guge. sKyid-lde Nyi-ma-rngon in old Zhang- 
I f  sBeg-mkhar in ICog-la is identical zhung was a debased and mixed popu- 
with Bekhar ofTucci and Ghersi 1934: lar form of  Buddhism. 
369. Biar ofthe Survey maps, then Gug- The Tabo inscription was first pub- 
lCog was to the west o f  Guge, going lished in Tucci 1935: 195-98. On the 
down the Sutlej valley. - sPi-ICog on sPu inscription seep. 235 and n. 39. 
the other hand appears as sPyi-sde ICog- lqFor 'Khor-re's foundation o f  the Kha- 
la in the same passage o f  the Lalung in- char Iha-khang see SNTM, f. 3 14b, and 
scription. and this proves that the two GRI. 456. Following the Guide to 
ICog-laaredistinct.Tho-gardGe-m&es Khojarnath: 41. 'Khor-re built not only 
o f  sPyil-Cog (sic for sPyi-ICog) was one Kha-char, but also the for~ ofsKar-dung. 
o f  the translators of a short text in the RCZP, 87. The only comprehensive 
Tenjur (T. 2146). The LDGR, 15.1 8, study of the renovator o f  Buddhism in 
mentions sPi-ti together with sPi-lcog. western Tibet is still Tucci 1933. 
NYANG, f 500b, mentions Pil-CogrTa- The biography allows a period o f  
po. Lastly, the 1Cog-la'i sde o f  an in- seven years for his first visit to Kash- 
scription on the wall o f  the Tabo 'du- mir. Afterwards we read that the whole 
khorig clearly refers to sPi-ti ICog-la. journey to Kashmirand India lasted thir- 
Even today according to the local peo- teen years. The two figures, however. 
ple 1Cog-la yul-gsum includes three vil- should not be added, because his sec- 

ond stay in Kashmir was very short, 
being intended only for the recovery of 
some books he had dcposited there.The 
thirteen years are therefore inclusive o f  
the first seven-year residence in Kash- 
mir. According to PAKP, f. 17ha. Rin- 
chen-bzang-po returned to Tibet at the 
age o f  33, which suppons the date sug- 
gested above. 
12The full name according to acolophon 
was Khri bKra-shis ninga'-bdag Lha- 
Ide-btsan. For DEUII. 381. and DEU12. 
147, this was the official name of  Srong- 
nge. This onomastic pattern is common 
to all the Purang kings o f  the 1 IIh cen- 
tury, as shown by various colophons in 
the Kanjur and Tenjur. The full royal 
style was dPal Lha-btsan-po Khri bKra- 
shismngu '-bdag X-lde-btsan. See some 
examples inTucci 1933: 24n and 50-1. 
"Tucci's manuscript of the biography, 
r. 29b, expressly attributes the construc- 
tion o f  Tholing to Ye-shes-'od and his 
hvo sons through the agency or  Rin- 
chen-bzang-po. SNTM, f. 3 14a, credits 
Ye-shes-'od alone with the foundation. 
In the same vein, but with more details, 
NYANG, f. 500b. attributes to ye-shes- 

'od the building o f  thegrsug-lag-khung 
o f  Kha-char, rTa-po, Nyar-ma. Sham- 
gling in Pu-rigs (a quite isolated item of  
information) andTho-ling in Guge.This 
was done before he sent Rin-chen- 
bzang-po and the twenty young men to 
study in Kashmir. - On the present con- 
ditions o f  Tholing see Tanaka 1994: 
863-72. 
"This item o f  information is found only 
in PAKP, f. 178b; the biography is si- 
lent on the subject. 
" NYANG, f. 501a, calls Rin-chen- 
bzang-po the "statue-maker from 
Zhang-zhung" (Zhang-zhung-gi Iha- 
bzo). 
'' Zho-ling has been identified with 
Johling near Gemur in Lahul (Klimburg- 
Salter 1994a: 47-9). 
" I understand the word 'khos in the 
same sense as nikhos of the Dunhuang 
Arirrals and o f  KPGT, i.e. "settlement, 
introduction o f  administrative struc- 
tures". See the discussion by Uray 
1972b: 18-20. 
"Variants are placed between brackets: 
mepho 'bruggi lo la Iha bla ma Ye shes 
'od (Ye shes "od omined)yab sror dhen 

gnas Po (So) sgani Byams snyon~s gl i r~g 
dugdan (zhal) 'dzom mo (omitted) l lha 
sras gcung Lho 'khor rab ru gshegs 
('by~rng) I Gu gc ' i  yu l  no gnus p u  'i 
'bangs Zhang zhung zhig (omitted) g1.v 
(gi) gcen (cheri) gy i  'khos chen p o  
nidzadpa 'i dus su brrsis pa rrn I Sang.? 



' p a s  mj'o ngan b.s ' d o  p m  (Songs ... 
pas omitled) lo 3149 Ion re (SNTM. f. 
316a; SKP, f. 297b). From Sa-skya 
PaqQita this text passed into the De- 
hzhin-gs11eg.s-pa rhoms-cod-kyi bgmd- 
p a  gcig-pa 'i /om-chen gsung-ngag rin- 
po-che'i blo-ma h ~ l r d - p a  rnorn-rhar. 
f. 27b. 
I9Thakur 1994: 369-75. My interpreta- 
tion of this inscription differs from 
Thakur's. 
'"This name is found only in themNgo'- 
ris cho.s- 'byung. quoted in HD, n. 249. 
"This story appears for the first time in 
HD and was unknown to all the carlier 
texts. GBYT. I, f. 156b, states expressly 
that Ye-shes-'od died on the barbarian 
frontier (mrha '-khob) and KPGT, 11, 
292, says that he was done to death by 
the Gar-log.An isolated variant is found 
in YLJB. 91: the lama was taken pris- 
oner on the Indian frontier by a Sog-po 
army. But on p. 41 ofthe same text the 
captor is called king of the Gar-log. A 
legendary character of this tale is sug- 
gested by Snellgrove 1987: 480. - On 
the Gar-log question see Addendum A. 
'?On the date see the texts quoted in 
Vitali 1990: 67, n. 121 
*' mNgo '-ris Gung-rhang lo-rgyus. 
quoted in KT 1745.74. The same work 
is cited in KT 1745. 71, and KT 1748. 
145. Its author was the Gung-thang 
mngo '-bdog Nor-bu-lde (b. 1450).This 
source tells us that Nigarija was or- 
dained as Byang-chub-'od and Devarija 
as Zhi-ba-'od (KT 1745.74). Ofcourse 
this is an egregious blunder. 

A justification from the traditional 
point orview is offered in NEL. 153. 
"The closing lines of RCZP contain a 
chronological error. Atisa is said to have 
heard of the wonders that happened dur- 
ing the cremation of the dead Lotsawa 
and to have commented upon them. As 
a matter of fact, Atiia died one year be- 
fore Kin-chen-bzang-po. 
ancritical edition by Szerb 1990: 87-8 
(f. 153). This passage was mistranslated 
in BTCB, 214, and hence inTucci 1933: 
67. The NBga (kLu) sKar-rgyal is offen 
depicted in western Tibet as a female 
demon converted by Rin-chen-bzang- 
po. SeeTucci andGheni  1934: 339and 
Tucci 1936: 168. 
" Smith 1970: 6, n. 13. This 'Grig- 
mtshams or 'Bri-mtshams mTha'-dkar 
is mentioned as the place of discovery 
ofgrer-n~o in thelegs-bshodgler-n~&od 
(Karmay 1972: 129). It is not the same 
as the 'Bri-mtshams situated in sGos- 
yul, i.e, the district in gTsangat the head 
of thechumbi valley (Tucci 1941a: 67). 

'*Fora balanced view orthc role played A fairly long l i s t  of lndian scholars 
by Atiia in westernTibet see Sncllgrovc invited by r~se.lde is round In D E U , ~ ,  
1987: 480-85. 148. and GBYT. I. f. I55a-h. 
'90n the real import of  gLang-dar-ma's d ~ ~ ~ ~ - l d ~ . ~  rc~igious activities set 
"persecution" See the remarks by also NYANG, f. 511b, and KPGT. 11, 
Kannay 1988: 77-R. The historicity of  337. H~ with the name dRang- 
the fact is radically negated by phyug-lde in HA. 325: but on the next 
Yamaguchi 1995. llne of the same page he is callcd dBang- 
"A summary of these events is provided ldc. d~ang-phyug-lde occurs also in the 
by Vilali 1990: 37. The date of  rGyan- h ~ ,  ~.gdonlsgsur-rnsing-Di rnom-par 
gong, the first new monastery in central rhor.po. r. I 12b. One Khri bKra-shis 
Tibet, is discussed by Vilali 1990: 9 1  d ~ ~ ~ ~ . ~ h ~ ~ ~  nam-mkha'-btsan is men- 
2. We may add that in the opinion of  tioned in BTCB. 216, as the ruler who 
DEUI2. 158. the return o r  the rNying- patronised rNgog Lotsawa (Obermiller 
ma-pa to centralTibet took place in 969. mistranslated this passage). He was a 
On the two Sponsors see e.g. BZH. 87; different man from dBang-lde. bccause 
NYANG. ff. 4 9 5 b - 4 9 6 ~  HD. 41;  YLJB. 127, mentions both together as 
DMSM. 170-2. Another patron was the patrons of rNgog7s translations af- 
Tsha[-la]-na's son btsan-po Khri (or ter the latter's return to mNga'-ris In 
Khri-pa). 1092. This proves also that dBang-lde 
"T.451. 1303, 1846, 1850. 1853. 1859. was still reigning on that date. 
1866. 1870. 1872-78. Judging by his f7 ~ h c  relevant passages are: DEUi I .  
name. Ye-shes-rgyal-mtshan may have 383. I ,  2;id.. 382,ll. I I and 12;id.. 384. 
been a royal monk, at least at the end of  1. I ; D E U I ~ ,  I. 2 and 1.  10. - For some 
his life; but inT.1874 he adds to his usual discussion orthe~ar . log seeAddendum 
style mngo'-hdog the higher title 1/10 A,  
hrson-po. His approximate date can be 5aThis most interesting inscription was 
deduced from the fact that his Indian in Tucci 1956: 46-9. Indc- 
collaborator Kamalaguhya or Kamala- pendently from Tucci, it was edited by 
gupta worked also with Kin-then- (Yogi) Naraharinath 1955: 5 8 4 4  (re- 
bzang-po. printed in Himovar S o ~ l g r i .  Ill. 2016 
"Published by Karmay 1980a. Cf.  v.s., 40-1. and in Sondhiparro-  
Snellgrovc 1987: 186-8 and 474. A sa"graha. Kathmandu 2022 V.S.. 767- 
rather vague hint can be detected in 8). The Yogi was able to read the dam- 
NEL, 153. aged lines 16-25 of the front side of the 
"Published by Karmay 1980b. Karmay stele: whelhercorrectly, is anotherques- 
proposes the equivalence 1092 for the tion. 
date Water-Monkey. Some doubts. how- 1qThe following pages are not intended 
ever, can be entertained: 1092 seemstoo as a history of the Ya-tshe kingdom. 
late for a prince who in c. 1040 had or-  hey merely aim at correcting and sup- 
ganised the invitation and the voyage of plementing some special points of my 
Ahia. As the letter has come down to article Petech 1988b, which in turn sup- 
us in a work ofc. 1600, we may suspect plementsTucci 1956. 
that only the animal component is origi- 6 0 ~ ~ .  43. Cf. GRI,  461. and KPGT. Ja. 
nal. as it was almost the rule in that pe- f. 142a. The old imperial title bison-po 
riod. SNTM, f. 315a. aptly remarksthat is here improperly used instead o f  
in his time (I 167) the duodenary cycle '-,$dog. 
was the one normally employed; some The reading kh i r i  is proposed by 
people indeed calculated by the 60-year Naraharinath; Tucci reads doubtfully 
cycle. "but that could not be said to be khyiri. Naraharinath identifies Khiri 
in common use" (de [hung mans la  with the village of that name in the 
grogspa mo yin no). Thus we arejusti- Karjn subdislrict (dori)  of Jumla dis- 
Red in assuming that in the present case uict in West Nepal. This would involve 
the element component is due 10 a later however, into insuperable contradic- 
reconstruction.TheMonkey year could tions with theTibetan text. -YLJB. 72. 
be 1058. quoting one gSer-thog-pa Rin-chcn-rdo- 

De nos sTod du mnga 'bda&! 'Od Ide j e ,  assens that theYa-tshe dynasty was 
brsan gyis / brsndpo Khri bKra shi.7 Ide descended from mGar sTong-btsan. the 
btsan (omitted)phyng nas spyon d r a w  famous minister of Srong-btsan-sgam- 
po ' i  rshe 1 sTud kyi chos nyonl (nyr~ml po; but h i s  isolated piece of informa- 
pa 'i rrr so fpo 'i sor) 'd:inls ( 'dzonl duy) lion goes against the solid body of the 
sn brrsis p a  la 3190 (SNTM. f. 317a: Tibetan tradition and can hardly be ac- 
SKP, r. 298a). cepted. 





the 2nd Dalai Lama to this queen is 
found in hisCollected Workr. Pi. r. 55b. 

As early as the 15" century Guge ap- 
pointed a "master of  the goldfields" 
(gser-dpon) in g.Yas-ru Byang-pa 
(THST, f. 136a). For a lively dcscrip- 
tion of  the goldfields and their working 
see Elias 1895: 421. On gold washing 
in the 19" century see L. Boulnois 1983. 
'O"For an identification o f  these monas- 
teries see Tucci 1971 b: 478-811. 
''I On the interpretation of  [his passage 
o f  VS see Yamaguchi 1992: 73. n. 12. 
lo' On A l i  Mir  and his overthrow o f  
Ladakhi power see Petech 1977: 334 .  
'O' A colophon mentioning this king is 
published in Tucci 1935: 177. 
lwTi-se. 40. f. 33b. informs us tha~ the 
Guge king bKra-shis-mgon. Khri Grags- 
pa-bkra-shis and others patronised [he 
'Bri-gung-pa hermitages. Khri Grags- 
pa-bkra-shis is of  course the same as 
Khri bka-shis-grags-pa, but bKra-shis- 
mgon is otherwise unknown. 
In' The basic study on the Tsaparang 
mission is still Wessels 1924: 43-1 19. 
AlsoToscano 1977: 334-423. 
'060n the Ladakhi conquest ofGuge and 

on the falc of ~ l s  royal family see Pctech 
1977: 4145 and the texts quoted there. 
'" On the partition of Scng-ge-rnam- 
rgyal's kingdom see Petech 1977: 58- 
9. A document of  Indrabodhi. issued 
from Tholing in November 1651, was 
published by Schuh 1985: 57-9. 
"'On the war or 1679- 1684 and the trca- 
ties that ended it see Petech 1977: 71- 
no. 
I m  DLS. Nga. C 277a-b; DLS-a, Ca, r. 
226. Locally. the foundation orbshad- 
'phel-gling is attributed to General 
dGa'-ldan-&he-dbang. the conqueror of  
western Tibet (Tucci 1937: 29). 
""A good account of  Zorawar Singh's 
campaign in mNga9-ris can be found in 
Datla 1973: 13144. See also Pctech 
1977: 145-6. 
"' Pranavananda 1949: 13511 (where the 
dale 1854 should be corrected to 1855); 
Rose 1971: 110; ZHWA 11,22-3. 
"'Shes-rab-'byung-gnas (1 187-1241). 
Chos rje Yig rren nlgon po ' i  rnom rhar 
phyogs bcu d w  gsum mu, in The col- 
lected writings of 'Bri-gung Chos-rje 
Yig-rten-mgon-po Rin-chen-dpol. New 
Delhi 1969, 1. 

"'This and the following identifications 
arc proposed by Naraharinalh 1955. For 
a list orthc 19 subdistricts orlumla and 
oflhc villages conlained in cach ofthem 
see Naraharinalh 1955: 13~9.  
"' For Tucci's Cino-nrpotin. Naraha- 
rinath readsirilu-nlprrtin, which makes 
no sense. On Cina as a tlimalayan re- 
gion included in ancient Zhang-zhung 
see Tucci 1956: 103 and 'Tucci I97 1 a: 
548-50. Tucci's idcn~ificn[~on o f  Cina 
wilh Kunawar IS, however. untenable. 
His source. a Bon-po guide to the 
Kailisa written in 1844147. has been 
published in the meantime by Namkhai 
Norbu. GTS. 54. states lhat Zhang- 
zhungTsi-na was Ihe valley of Ihe Byc- 
ma-g.yung-drung, one or the streams 
that join to Form thcTsangpo. Thus Cina 
corresponds to Gro-shod. lhc region to 
the cast or the Mar-yum pass, and th~s 
is confirmed by an intcrlineary note: 
Gm-shod zer (ibid.. p. 20). The idcnti- 
fication is geographically plausible, as 
Gro-shod lies due north of  Jumla. be- 
yond the Himalayan divide. 





Appendix 
A New Translation of the Renovation Inscription in the Tabo Main 
Temple (gtsug-lag-khang) 

GiuseppeTucci and Eugenio Ghersi visited the temples 

in Tabo' from July 18" to 21" 1933 (Tucci and Ghersi 

1934: 121-32).The inscription wascopied forTucci by 

his lamaJ. No legible photograph seems to have been 

made of the inscription p[.opeF, so that the later edition 

was entirely based on the lama's copy. Consequently 

Tucci had no means of knowing the extent of the many 

gaps in the inscription when he came to prepare his edi- 

tion. In addition, the lama's copy contains a number of 

misreadings. For some of these Tucci proposed correc- 

tions which now can actually be confirmed as the true 

readings. 

During our stay in Tabo in 1991" Luczanits made a 

careful survey of the inscription, comparing it with 

Tucci's edition. The state of the inscription in 1991 was 

such that in a number of places syllables or parts of syl- 

lables which were evidently still legible for the lama in 

1933 and are contained inTucci's edition were no longer 

extant. After our return the new readings were checked 

with the aid of various, usually inadequate photographs 

and additional photographs made in 1994 by Luczanits 

The new reading by Luczanits revealed a number of 

features that decidedly improve upon Tucci's edition. 

Not only do we now know the extent of the gaps, but a 

considerable number of syllables and words read differ- 

ently. In addition, the use of theshad and other marks of 

Fig. 234. 'Dul-ba-byang-chub. separation in the inscription which evidently the lama 

probably abbo~ olTabo rnonaslery did not pay any attention to, now turns out to be a care- 
in 1042 fully applied means for graphically structuring the text. 
Main Temple. Ambulalory, southem 
race of the entrance lo the Celln. A new edition ofthe inscription will be published in 

painling above Renovation Inscription Serie Orientale. Rome. Here, we present only our new 

translation which we believe also improves uponTucci's 

pioneering attempt at its interpretation. No new histori- 

cal information has emerged. However, the inscription 

(written in verse except for its narratio) proves to be a 

piece of monastic Tibetan poetry of considerable qual- 

ity, and, although deteriorated, merits our attention as 

one of the rare documents of early Tibetan poetry. It 

will be a maner of further literary research to interpret 

the poem in detail, to indicate the lines of association 

with the Buddhist literary heritage and to analyse the 

poetic means applied. 

The inscription is located on the lower part of the 

left frontal end of the wall enclosing the Cella (dri- 

gtsang-khang). It is written on a rectangularpanel within 

a frame between two red lines. It meaures approximately 

23 x 110 cm and comprises 12 lines. The inscription 

contains a short historical record and a "transfer of merit" 

formulated in an elevated style to mark the occasion of 

the conclusion of the renovation work in theTabo Main 

Temple (gtsug-lag-khang). 

The author ofthe inscription was a monk of theTabo 

community who took an active part in the renovation of 

the temple. His name, Phes- [?] kha rgyu-bdag, possi- 

bly rGyu-bdag from Phes [?I, is given in line 2. although 

the first syllable is highly uncertain. The second and 

third syllables were still legible when the lama made 

his copy for Tucci in 1933 (cf. Tucci 1935: note 2). but 

all that now remains of the author's name is the last 

syllable: hdag. 

In the inscription's narratio, the author gives t 
and states his wish of giving a short historical record as 



well as expressing a transfer of merit' at the conclusion 

of the renovat~on work in the Maill Temple. 

The inscription is clearly diiided into three main 

parts. 

[I .] a short rtarrurio in prose wl~icli contains the date 

is fcillo\r-ed by 

[?.I a record ( / o - ~ . t r s )  (I-7a). This record consists 

of three parts: 

[ I .  I ] an introductory call for attention (I -2a). 

[2.2] the foundation of the temple by Ye-shes-'od 

( 2 b 4 ) .  

12.31 its renovation by Byang-chub-'od (5-7a). 

(3.1 a formulation of the transfer of merit (hsngo- 

ba) (7b-17) wh~ch consists of two parts: 

[3. I] "primary merit" 

[3.1 I] first. the merit accrued from the actual reno- 

\ation \vork is dedicated to the main donor, the king, 

and others (7b-9) and 

[3.12] extended in particular to all visitors of the tem- 

pIe(l0-11). 

[3.2] Then the "secondary merit"accrued from dedi- 

cating the primary merit to other beings &ha11 lagst~gos 

p a  10s. I Za) is reflexively dedicated to the author, his 

friends, and the participants in the work of renovation 

( I  2-1 7), 

[3.2 I] and this second dedication uses an extended 

simile (12-14). 

[3.22] and concludes with final wishes (15-17). 

T r a ~ s l a t i o n : ~  

Farlier, in the monkey year, the ancestor, the Bodhisamva9, 

erected this temple. Then, after 46 years, the grand- 

nephew /ha buun-pa Byang-chub-'od, motivated by the 

thought of enlightenment, restored this temple. Exhorted 

by his precious order we were commissioned ... ... ... as 

reward. 

Therefore, when the painting of the Cella (dri-gtsang- 

khang, gattdhaku!iJ was completed, the wish to make a 

record [of this] and a transfer (of merit) arose in the 

monk Phes- [?)] kha rgyu-bdag, and he said: 

To the short record of the erection of this beautiful 

temple for all those beings who are tired from [having 

walked] distant paths and are abandoned by friends and 

beloved ones. and who perceive the misery [in this 

world], listen with ..."'. (vv.1-2a) 

This king, personification of a god, born of divine 

race, of the lineage of Bodhisamas, lord over all black- 

headed (people), who by (his) perfect. innate insight 

brought the light of wisdom (ye-shes-'od) to thc dark- 

ness of ignorance, abandoned (his) reign, which is con- 

nected with samsara, like a withered garland of flowers 

becausc he rcgarded (it) as an illusion. [He] then of- 

fered the whole kir~gdom for the sake of the dharma. 

When the lay people of the realm (tt~rtga '-ris) had be- 

come white. [he] erected here the temple dPal-ldan bkra'- 

shis bde-gnas as a lamp for this kingdom. (vv.2b4)  

The same grandnephew, in the family lineagc ofthis 

excellent being, truly provided with the threefold train- 

ing, planted the root of faith of the tree of insight and 

spread the flowers and fruits of the Tripitaka. (v.5) 

When this sovereign, thelha-htsuri Byang-chub-'od, 

regarded the work of the ancestor as old, he gathered 

many masters and craftsmen, and provided the materi- 

als. When we, then, were commissioned by (his) pro- 

found order, we purified [the place] well and [the work] 

was done. (vv.6-7a) 

May through this merit which we, motivated in this 

way by good thoughts, gathered [as] white as jasmine 

.... the light o fa  very white moon .... .... ,because ofthe 

work which was done here, the noble donor, the King in 

the Dharma rje-blsutt Byang-chub-'od, and other (do- 

nors?) in all births in all forms of existence be adorned 

with excellent bodies with many good features that may 

be desired by all lay people, and then practice the con- 

duct of a Bodhisattva in all forms of existences, and in 

due course proceed towards highest enlightenment! 

(vv.7b-9) 

May also all the visitors who see or touch all these 

many painted images of the Lords of (the five kinds of) 

Existence, the Sugatas together with their sons .... .... 
...., after seeing in person the Sugatas of the good age 

and their sons, and hearing the best teaching ident~fy 

[their] minds with .... the guides who rescue all living 

beings from the ocean of samsara! (vv. 10-1 I) 

By this great merit, as extensive as space, which came 

about from dedicating all the good to others in this way. 

may we, together with our friends (and) the whole reti- 

nue attached to (this) work be very quickly pulled out 

from such a house, .... having the high walls of pride 

and intoxication piled up through [our] erroneous con- 

ceptions which take, since beginningless (time), as real 

[what is not real] (drtgos-zhen), and which is .... .... down 

from a .... .... .... and has firmly established the pillars 

and beams of passion and hatred and thus bears the name 



o f  the circle o f  the three existences, by the long arms o f  

wisdom, expert in distinguishing (hshan-mnga 3, and 

F e a t  compassion! [May we] then b e  .... [in] the excel- 

lent house, the house o f  the thought o f  truth, which w o . ~  

rough1 byyou ,  .... well furnished with the seat o f  happi- 

ness  .... and b e  satisfied by the food o f  meditation and 

the drink o f  liberation, and be brought together always 

with the Friends o f  the Six Perfections! (vv.12-14) 

In this [excellent house] the defilements are  used a s  

servants which [we] employ a s  [we] please, and the pond 

o f  release is filled with the water o f  meditation .... with 

the lotus o f  .... spread .... from all .... may [we] be barhed 

in the teaching o f  good thoughts ... ! (v. 15)  

Fumigored [with]. .. . rheper/ume ofmorol i~y,  dressed 

in the best clothes o f  shame  and modesty and  well 

adorned with the good primary and secondary charac- 

teristics (of  the body) [may we] with the charioteer, the 

thought o f  enlightenment. in the chariot o f  supernatural 

knowledge o f  the highest great vehicle, raise the banner 

o f  the bodhimundolo" in this monastery. .... .... connected 

with the eightfold [path] .... in which nirvana and tran- 

quillity are  beginning to bloom! (vv. 16-17) 

'First edition and translation: "lscrizione 
diTabo" inTucci 1935: 195-204.A Full 
version of this paper. including the text 
of the inscription, will be published in 
Serie Orienrole, Rome: "The Renova- 
tion Inscription of the Tabo gTsug lag 
khan. New Edition and Translation". 
?The proper old spelling of modemTabo 
and the etymology of the name are un- 
clear. Several differently etymologized 
spellings such as Iru, rm, sra can be 
found, and the variationspo/pho/bo are 
also attested in inscriptions and manu- 
scripts. For convenience' sake, we ear- 
lier followed the proposal of Klimburg- 
Salter to use a spelling "Ta pho" (1987: 
fn. 9). At the last meeting of the Tabo 
research group in Vienna (January 19- 
20. 1996) it was decided to abstain in 
the future from this or similar differen- 
tiations, and to return to the modern 
spell~ng "Tabo". 
'According to Tucci's notes in the edi- 

tion (cf.Tucci 1935: 197. nn. I .  8; 198, 
notes 3 ,4 ;  200. n. 3). This lama joined 
the expedition on July 7'"cf.Tucci and 
Ghersi 1934: 80). He was from Kaze 
monastery (ibid.) and his likeness is 
shown in fig. 74, but his name is not 
mentioned. 
'Cf. however, PhotoTucci ArchiveNeg. 
Dep. L. 6029138, which shows the in- 
scription in its place below the paint- 
ing. For the interpretation of the paint- 
ing cf. Chapter V. 
'As members of the joint expedition of 
the lstituto per il Medio ed Estremo 
Oriente. Rome, and the Institute of Ti- 
betan and Buddhist Studies.Uenna. Our 
parficipation was supponed by a grant 
from the Austrian Fonds zur Fordemng 
der wissenschafllichen Forschung. 
*For the datingofthe "monkey ycar" as 
A.D. 996 c f  Chapter VII. 
'For a survey oTstudies on the related 
ideas cf. H. Bechert 1992: n. I I .  

Complements implied by phrase or 
term are given in round brackers. Com- 
plements of interpretation are given in 
square brackets. Words in irolics are 
uncertain proposals of meaning. 
'l.e.Ye-shes-'od.Vcrse 3a alludes to his 
name (cf. Tucci 1935: 198. n. 7). He is 
considered to be a Bodhisattva (cf. 
Karmay 1980a: I5O-I). This apposi- 
tional term was used by his descendants 
as his name but seemingly not by him- 
self. It may go back to the phrasebyang 
chub sems dpo7  gdung (b reed)  as- 
cribed to earlier kings (Karmay 1980b: 
9; 198 1: 209) which is used here as well 
(cf. v.2b). 
I0"interest"? (read perhaps nun?). 
" The meaning of bodh in~ando lu  
(byung-ch~rb d/q,il- 'khor) is unclear to 
us. It seems to be a synonym of bodhi- 
mandu (hyong-chub sying-po) which 
refers to the seat of the Buddha's en- 
l igh tenment .  
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Fig. 100. Vajrannyl holds a vajra 
(Luczanil?) 
F I ~ .  101. Dhoti of Vajradhama 
(Luczanits) 
Fig. 102. Goddess Vajri loki (Poncar) 
Fig. 103. Goddess of Offering 
(Poncar) 
Fig. 104. Goddess of Offering 
(Poncar) 
Fig. 105. Buddhas. monks and 
Bodhisattvas (Poncar) 
Fig. 106. AvalokiteSvara (Luczanits) 
Fig. 107. Avalokitefvara (Poncar) 
Fig. 108. Bodhisattva Padmahasta 
(Poncar) 
Fig. 109. The Buddha of the South- 
East, Padmonarairi (Poncar) 
Fig. l 10. Bodhisattva (Poncar) 
Fig. I I I .  Wrathful deity (Luczanits) 
Fig. 1 12. Wrathful deity (Luczanits) 
Fig. 1 13. Detail of Dhamadhitu- 
vigiSvara-mafjujufri (Luczanits) 
Fig. 1 14. Amoghasiddhi (Luczanits) 
Fig. I IS. Goddess Locani (Luczanits) 
Fig. 116. Sumda-chung. Ladakh: 
centre of a Dharmadhitu-vigifvara- 
mafjuiri-mandala (Luczanits) 
Fig. 1 17. Mang-nang. western Tibet 
(Ghersi) 
Fig. I 18. Two goddesses and four 
wrathlul deitier (Luczanits) 
Fig. 1 19. Pilgrimage of Sudhana. 
Maf~jujuSri (Poncar) 
Fig. 120. Pilgrimage of Sudhana. 

Sudhana visiting the monk MeghaSri 
(Poncar) 
Fig. 121. Pilgrimage of Sudliana. 
Sudhana visiting the perfume 
merchant Samantanetra (Poncar) 
Fig. 122. Pilgrimage of Sudhana. 
scene of tonure. detail of Sudhana's 
visit to King Anala (Poncar) 
Fig. 123. Pilgrimage of Sudhana. 
Sudhana visits the boy Srisrnbhava 
and Ihe girl Srirnati (Poncar) 
Fig. 124. The Pilgrimage of Sudhana. 
Maitreya (Poncar) 
Fig. 125. The Pilgrimage of Sudhana. 
Mafijuiri 's hand blesses Sudhana 
(Poncar) 
Fig. 126. The Pilgrimage of Sudhana. 
Sudhana with Samantabhadra in front 
ofvairocana (ASI) 
Fig. 127. Life ofthe Buddha. Tusita 
Heaven (Poncar) 
Fig. 128. Life of the Buddha. royal 
palace (Poncar) 
Fig. 129. Life of the Buddha. Request 
to Depart to Lumbini (Poncar) 
Fig. 130. Life of the Buddha. 
Procession to Lumbini (Poncar) 
Fig. 131. Life of the Buddha. 
Procession to Lumbini (Poncar) 
Fig. 132. Life of the Buddha. 
Procession to Lumbini (Poncar) 
Fig. 133. Life of the Buddha. Binh of 
the Buddha (Luczanits) 
Fig. 134. Life of the Buddha. First 
Bath (Luczanits) 
Fig. 135. Life of the Buddha. 
Sikyarnuni fasting (Luczanits) 
Fig. 136. Life of the Buddha. 
Veneration of the Relics (Poncar) 
Fig. 137. Miracle of Rijaglha, the 
Offering of the Monkey (Poncar) 
Fig. 138. Goddess with umbrella 
(Poncar) 
Fig. 139. Donor depiction and 
Renovation Inscription (Poncar) 
Fig. 140. Donor from Rum (Poncar) 
Fig. 141. Monks of the Tabo Sangha 
(Poncar) 
Fig. 142. Lay donors (Ghersi) 
Fig. 143. View from the Cella towards 
the Mahlvairocana (Poncar) 
Fig. 144. Bodhisattva V (Luczanits) 
Fig. 145. Bodhisattva V (Luczanits) 
Fig. 146. The Cella (Poncar) 
Fig. 147. Flying deity offering a 
flower (Luczanits) 
Fig. 148. Head of flying deity. Cella 
(Luczanits) 
Fig. 149. Bodhisauva Vajrasattva 
flanked by painted goddesses (Poncar) 
Fig. 150. Goddess lo the right of 
Vajrasattva (Poncar) 
Fig. 151. Donor of the Cella paintings 

(Poncar) 
Fig. 152. Decorative valance 
(Luczanil~) 
Fig. 153. Buddha (Luczanits) 
FIE. 154. One of eight Buddhas 
(Luczanits) 
Fig. 155. Buddha of the Bhadrakalpa 
(Luczanils) 
Fig. 156. Valance with pearl garland 
held by kinimukha (Luczanits) 
Fig. 157. Textile panel, ceiling of the 
entrance to the Cella (Luczanits) 
Fig. 158. Painted textile (Luczanits) 
Fig. 159. MafijuSri (Luczanits) 
Fig. 160. Mahibodhisattva *Mahibala 
(Poncar) 
Fig. 16 1. Bodhisattva Pramuditarija 
(Luczanits) 
Fig. 162. Buddhas of the Bhadrakalpa 
(Luczanits) 
Fig. 163. Mahibodhisattva 
*Samantivabhlsa (blue) (Poncar) 
Fig. 164. Detail of Mahlbodhisattva 
*Samantivabhisa (Poncar) 
Fig. 165. Mahibodhisattva *Vimala 
(blue) (Poncar) 
Fig. 166. Mahibodhisattva 
*Amitabuddhi (white) (Poncar) 
Fig. 167. Dhoti of Bodhisattva 
Vajragarbha (dark blue) (Poncar) 
Fig. 168. Dhoti of Bodhisattva 
Siraqgama (white) (Poncar) 
Fig. 169. Bodhisatrva Samantabhadra 
(white) (Poncar) 
Fig. 170. Detail of Mahibodhisattva 
*Sre$thin (white) (Poncar) 
Fig. 171. Mahibodhisattva *sreSthin 
(white) (Poncar) 
Fig. 172. Detail Mahibodhisattva 
*Siradatta (red) (Poncar) 
Fig. 173. Mahibodhisattva *Siradatta 
(red) (Poncar) 
Fig. 174. Bodhisattva Pratibhinaki!a 
(red) (Poncar) 
Fig. 175. Mahibodhisattva *Mahibala 
(green) (Poncar) 
Fig. 176. A crystal held by the 
Mahibodhisattva 'Mahlbala (green) 
(Poncar) 
Fig. 177. Mahibodhisattva *Mahibala 
performing the vajra-fist (green) 
(Poncar) 
Fig. 178. Twig held by 
Mahibodhisattva Jrilnaprabha 
(Poncar) 
Fig. 179. Mahibodhisattva 
Jninaprabha (green) (Poncar) 
Fig. 180. MahHbodhisattva (blue) 
(Poncar) 
Fig. 1R I. Head of the future Buddha 
Maitreya (Poncar) 
Fig. 182. The future Buddha Maitreya 
(Poncar) 



Fig. 183. Preaching Buddha, 
Ambulalory (Poncar) 
Fig. 184. Preaching Bodhisattva. 
Arnbulatory (Poncar) 
Fig. 185. Narrative scene (Poncar) 
Fig. IR6. Buddha (Luczanits) 
Fig. 187. Sealed Buddha, O.C. Sud 
Collection (Luczanils) 
Fig. I RR. Allendant monk (Luczanits) 
Fig. 189. Auendanl monk (Luczanils) 
Fig. 190. Two phases o f  painling. 
Main Temple. Ambulalory (Luczanits) 
Fig. 191. Reconctruclion sunding 
Bodhirattva 
Fig. 192. Ceiling. Assembly Hall; 
cloth (Poncar) 
Fig. 193. Painted textile. ceiling. 
Assembly Hall (Poncar) 
Fig. 194. Painled textile. Assembly 
Hall, ceiling (Poncar) 
Fig. 195. Row o f  birds and valance. 
Assembly Hall (Luczanirs) 
Fig. 196. Painted textiles. Arnbulatory. 
ceiling (Poncar) 
Fig. 197. Nako. Main Temple: ceiling 
(Luczanits) 
Fig. 198. B im iy in :  reconstruclion of 
the ceiling in Cave D (Akira Miyaji) 
Fig. 199. Nako: valance with row o f  
ducks (Luczanits) 
Fig. 200. Jo-khang. Lhaa :  canopy 
(Luczanits) 
Fig. 20 1. Dholi or Vajrasattva 
(Poncar) 
Fig. 202. Life o f  the Buddha, 
Procession to Lumbini (Poncar) 

Fig. 203. Pilgriniage or Sudhana 
(Poncar) 
Fig. 204. Textile pallern. Amhulalory. 
wesl wall (Poncar) 
Fig. 205. Painted lextile. ceiling of the 
central passage. Assembly HallIApse 
(Poncar) 
Fig. 206. Detail of Jaina bookcover. 
Jairalmer (after Nawab 1980: Col. PI. 
82) 
Fig. 207. Gatekeeper VajrasphoLa 
(Luczanits) 
Fig. 20H. Side view o f  Vajr i lok i  
(Luczanits) 
Fig. 209. The pearl wreath o f  
Vajrahisa (Luczanils) 
Fig. 210. Bodhira~lva Vajrahetu 
(Poncar) 
Fig. 21 1 .  Vajratiksna (rDo-rje-rnon- 
PO) (Luczanils) 
Fig. 212. Ladder-like scaffolding 
(Luczanils) 
Fig. 213. M i l i ,  sculplure V 
(Luczanits) 
Fig. 214. Necklace o f  Vairocana 
(Luczanils) 
Fig. 215. Necklace o f  MahPvairocana 
(Luczanits) 
Fig. 216. Ropa, Kinnaur: Vairocana 
(Luczanils) 
Fig. 217. Bodhisattva; O.C. Sud 
Colleclion (Luczanits) 
Fig. 218. Phyang monastery. Ladakh: 
AvalokiteSvara/Padmap~i (Klimburg- 
Salter) 
Fig. 219. Lalung. Spiti (Luczanits) 

Fig. 220. Tholing. Assembly Hall 
(Poncar) 
Fig. 221. Sarvavid Vairocana (Kahlen) 
Fig. 222. Frontispiece o f  a 
Praji i ipkdrnit i  rnanuscripl (Luczanils) 
Fig. 223. Sumda-chung. Bodhisattva 
Vajrakarma (Luczani~s) 
Fig. 224. Preaching Buddha 
(Luczanits) 
Fig. 225. Preaching Buddha and 
allending Bodhicaltva (Klimburg- 
Salter) 
Fig. 226. Nako, Kinnaur: Buddha 
(Luczanils) 
Fig. 227. Nako. Kinnaur: architeclural 
frame (Luczanits) 
Fig. 22H. Nako. Kinnaur: 
Arnoghasiddhi (Luczanits) 
Fig. 229. Preaching Bodhisattva 
attended by lay people in West 
Tibetan dress (Klimburg-Salter) 
Fig. 230. Nako, Kinnaur: deity with 
consort (Luczanits) 
Fig. 231. Dung-dkar. cave with lanlern 
ceiling (Poncar) 
Fig. 232. Amitibha (Ghersi) 
Fig. 233. Pilgrimage o f  Sudhana, 
antelope (Poncar) 
Fig. 234. 'Dul-ba-byang-chub. 
probably abbot o f  Tabo monastery in 
1042 (Luczanits) 

* Refers to Sanskrit names 
reconstructed from rbe Tibetan 
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Map I. Indian Himalaya p. 22 
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Plan I .  The Sacred Compound (by C .  
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Index 

The words are organised according to 
the English alphabet for the convenience 
of those not familiar with Tibetan. An 
approximate pronunciation of the most 
frequently used words is given in pa- 
renthesis (using the German Umlaut- 
vowels ii, 6, a) after the word in nan- 
scription (following the Wylie system). 
Also ror a very few ofthe most relevant 
names a brierdefinition is given. Names 
of texts in italics. 

Abhismbodhi-Vairocana-mandala 143 
Admonitory Inscription, wrinenc. 1042 

in the transitionzone to theApse 12, 
16. 24.38.46, 51, 58, 137 

AjaqB 80.89 (n. 6), 130, 13 1.132.135 
(n. 24), 182 

Akliagarbha 143,205 (n. 37) 
Aksayamati 194 
Ak~obhya98.  100. 104. 111, 117. 121. 

134 (n. 8) 
Alchi 26. 4 1 (n. 9). 66, 106, 11 8, 177, 

185, 192, 194.201,202,204(n. 15). 
205 (n. 28). 220,236 

al-Fus!a! 186, 187 (n. 4) 
Amdo 230.237.252 (n. 14) 
A m i ~ b h a  102,104.117.143.145,146. 

198.199.205 (nn. 29.37). 224.226 
Amitabuddhi 159 
Amitiyus 198 
Amoghasiddhi 103, 104, 117, 118, 135 

(n. 14). 195,217 
Anala 121, 125 
Anandagarbha 108. 193. 194, 195,204 

(nn. 11, 13), 205 (nn. 24,27) 
Anuttara Yoga Tantra (Highest Yoga 

Tantra), the last and highest of the 4 
classes into which the Tannic ca- 
nonical texts are classified by the 
later schools of Tibetan Buddhism 
19. 134 (n. 8) 

AtiSa (982-1054), Bengali scholar- 
pries  who journeyed to westemTi- 
bet and lived inTholing from 1042- 
45 at the invitation ofthe royal lama 
Byang-chub-'od 18.23,24,32. 36. 
41 (4. 5). 63. 63 (n. 14). 207, 220. 
232. 235. 236. 237. 238, 249. 251 
(n. 13). 253 (nn. 4548 .53)  

AvadHna 134 (n. 5). 167 
Avaloldt~m57,59,91,110.111.112,143. 

145.146.19R. 200,201.205 (n. 37) 
Avantisvimin temple 98, 186 

AvantiSvara 98 
Avantivarman 98 
Avaralnrako 91. 120.204 (n. 17) 

BlmiyHn, Buddhist, rock-cut monastic 
centre in the Hindu Kush,Afghani- 
stan, attributed to c. 7& to 8'b centu- 
ries 119, 174, 176, 177 

BhHrhut 130 
Bhadrakalpiknrlirra 73, 15 1, 155, 157 
bKa'-brgyud-pa 153 (n. I) 
bKa'-gdams-pa (pr. Kadampa) 19.41 (n. 

5). 238,243 
bk'-srung Iha-mo rDo- rje-chen-mo, re- 

placed Wi-nyu-myin as pmrechlss of 
Tabo monastery, represented over the 
doonvay in each temple; the ritual 
text recited for her is said to have 
been written by Rin-chen-bzang-po 
in Tholing 41 (n. 4). 79.94 

bba-shis-brtsegs-pa-dpal (pr. Trashi 
Tsekpapel) 23 1,233 

bb-sh i s -mgon  (pr. Trashigon) (ruled 
c. 95&975), king of Purang. father 
ofYe-shes-'od 232,233 

bb-sh i s - ' od  @I. Trashi 0 )  (Byang- 
chub-'od) 236 

BodherSja 232 
BodhgayH 127. 131.239.240.242,250 
Badhirnirgapradipaparijihi, Commen- 

tary on Bodhipafhapradipa, amib- 
uted toAtiSa. said to have been writ- 
ten in Tholing c. 104213 at the re- 
quest of Byang-chub-'od 220 

Bodhipathapradipa (A Lamp for the En- 
lightenment Path), written by AtiSa 
inTholingc. 104213 at the request of 
Byang-chub-'od 23.24.32.220.237 

Eon, one of the indigenous. pre-Bud- 
dhist religions ofTibet 79.89 (n. 3). 
233.236,237 

Eon-po 230.233.237.255 (n. 114) 

Borobudur 18. 105, 106. 108. 131, 132. 
135 (n. 24) 

Brahma 113,126, 167 
'Bri-gung-pa (pr. Drigungpa). monastic 

school belonging to the bKa'-  
brgyud-pa 240. 243. 244.246. 254 
(n. 68). 255 (n. 104) 

'Bro (pr. Dro) family. Tibetan aristo- 
cratic family, served the monarchy 
as ministers, had extensive estates 
in western Tibet including Cog-la 
12.26,220.221.231.232.236 

'Brog-mi (pr. Drogmi) 237 
'Brom-ston (pr. Drornton), foremost dis- 

ciple of AtiSa, rounded the bKa'- 
gdams-pa monastic school, there are 
hvo temples in Tabo named aRer 
him 41 (n. 5), 235,237,238 

bSam-yas (pr. Samye), tint monastery 
founded inTibet in 775A.D. 42 (n. 
2). 74.81. 105. 106, 108. 174.231. 
235.237 

bsod-nams-rtse-mo (pr. SonarnTsemo) 
89 (n. 19). 233,235,252 (n. 19) 

Buddhacarifa 130.131 
Buddhas of the Bhadiakalpa, one of the 

main decorative themes in the Arnbu- 
latory61.151. 152.155. 156.157.158 

Buddhas of  the Ten Directions. this 
group of  Buddhas together with 
their attendant Bodhisamas deco- 
rates the upper zone of the Assem- 
bly Hall where the iconography fol- 
lows the tradition of the Prajrii- 
pdrarnitri literature 91, 105. 106. 
108.111. 112. 113. 120 

Bu-ston 32,92,239.240.242,?54 (n. 76) 
Byang-chub-'od (pr Changchub 0). a 

royal lama ofthe house of Purang- 
Guge. commissioned the renovation 
phase ofthe Main Temple in Tabo 
completed 1042A.D. I I .  19.74.26, 



Caw2 Tanm. second ofthe 4 classes of 
Tmhiz canonical texts as classified 
by the later schools ofTibetan Bud- 
dhism 145. I98 

Central Asla 13. 18. 21. 23. 24. 31. 34, 
35.41 111. 9). 132. 174. 185. 199, 
200. 202. 203. 208. 209. 225. 226. 
230,244.249 

Cham ofrausahon. hvelvefold chain sym- 
tml~siq themncept orthe origination 
or sumering as dependent on certain 
conditions. serves as an explanation 
of connnuous rebirth 74,81 

C b a n h  47 
Charang. village in upper Kinnaur with 

a monastery. founded during the 
Later Diffusion of Buddhism 2 I .  981 
99. 208 

Chos-rje Ngag-dbang-grags-pa (pr. 
Ch6je Nawang Dragpa) 36. 243. 
245.254 (n. 81) 

Cleveland Buddha 61.98. 153 (n. 4). 167 
Cog-la (or ICog-la) (pr. Jogla). today pail 

of lower Spiti consisting ofthe neigh- 
bouring villages of Po,. Lari, Tabo; 
in the I I "  century a wide region 
around Tabo 23.40.41 (n. I I), 221, 
227 (n. 7), 23 1.233.252 (nndO.22) 

Cog-ro (pr. Jogro), ancient noble fam- 
ily of Tibet 231. 232. 236 

Cog-ro Zhang-kha-ma (pr. Jogro 
Shangkama) 232 

Dalai Lama, Fifth 248 
Dalai Lama. Fourleenth 11, 39.40, 41, 

69, 71. 79.92.96 
Dalai Lama, Second 245,246,254 (nn. 

92.93.96). 255 (n. 98) 
Dalai Lama, Third 246 
Dang-ra 230 
Dankhar 28.3 1.65 
Dasacakrak,Fir~garbhan~ahiyina~~U~ra 

46. 73, 137 
dBa's (sBas) 230, 23 1.25 1 (n. 9) 
dBu-rise (bSam-yas) 4 l (n. 2). 74. 105 
dBus (pr. U), province in Cenmal Tibet 

230.23 1.236.237 
De-ba-ri-dza (see Devar2ja) 221 
Devarijja son of the king Ye-shes-'od, 

depicted in the Enhy Hall as first in 
the congregation ofmonks. perhaps 
abbot ofTabo in 996 25.61.77,85. 
88,233,235,253 (n. 43) 

dtie-lugs-pa (pr. Gelugpa), most recent 
and largest school of Tibetan Bud- 
dhism, headed by H.H. the Dalai 
Lama 19.36.41 (n. 5),46.243.245. 
246.248.254 (nn. 68. B1.87) 

dgc-slong (pr. gelong). fully ordained 
member of the Buddhist monaslic 
comrnt~nity 39. R5 

Dhanyikara, the place \\,here the Bud- 
dha Sikyamuni is said lo have 
preached the Tantras 73. 120. 12 1 

Dharmudliitu-vigisvara-mafijusri 55, 
84. 110, 113. 116. 117. I I R  

Dharmadhitu-\,.?gisvara-manjusri- 
mandala. located in the upper zone 
of the west wall of the Assembly 
Hall 13, 73, 86. 92. 106. 110. 112, 
113-120.203.217 

dltamakiya.  Body of Reality, the form- 
less transcendent body of the Bud- 
dha 105. 106.108 

Dharmavajri 104, 193 
Diparpkara ~ri jf i ina (see Atiia) 
Dit: l , ivod~na 8 1 
Dogras 38. 127, 167 
dPal-gyi-lde Rig-pa-mgon (pr. Pelgyide 

Rigpagon) 232 
dPal-'khor-btsan (pr. Pelkhortsen) (r. 

905-c. 923). the last of the line of 
the kings of the Ancient Monarchy, 
father of sKyid-lde Nyi-ma-mgon 
231. 233. 238, 251 (nn. 6, 7). 252 
(n. 23) 

dPal-ldan bkra'-shis bde-gnas (pr. Pel- 
den Trashi Dena), the name of the 
Tabo Main Temple in the Renova- 
tion Inscription 1 I, 69.258 

dPe-thub (Spituk) 236 
'Dul-ba-byang-chub (pr. Diilba Chang- 

chub). mentioned in 996 and 1042, 
abbot of Tabo in 1042 25, 26, 27, 
85, 138,149,222,257 

Dullu 239 
Dullu Inscription 239,240,242,254 (n. 64) 
I)ullu Stele 239.250-25 1 
Dung-dkar (pr. Dungkar), village in 

Guge near. Tholing, with a complex 
of three rock-cut Buddhist caves 
decorated inc. early I 2 ~  century 17, 
56, 118, 208, 214, 221, 222, 223, 
225,227 (n. 5). 243,245,246,254 
(n. 84) 

Dunhuang 17,50,77,84.119,I3Oo 143, 
174,199,200,205 (n. 35). 208,209 

Durgaripari.iodhana-lantra 86, 108 

Earlier Diffusion of Buddhism 16, 19 
(n. II)  

Four Noble,Tmths, preached by the 
Buddha Sikyamuni in the Deer Park 
at SHrnHth: the Existence of Suffer- 
ing, the Origin of Suffering, the 
Release from Suffering through 
practiceofthe Eightfold Path 8 l ,89  
(n. 13) 

"Fustal-textiles" 185. 186. 187 (n. 4) 

Ga! tda~ j~~~ihus~ i l , o  16. 46, 73. 9 1. 105. 
106, 120. 121. 122. 128, 130, 179, 
216.226 

Ganesa 80.82 
Gar-log 23.236.239.242.249-250,253 

(nn. 4 1.57) 
Gar-mdzad-ma (pr. Gnrdzema), attend- 

ant to Protectress rDo- je-chen-mo 
24.41 (n. 4). 94. 95 

Geshe Sonam Wangdii, present abbot of 
Tabo monastery 12-13, 16. 19 (n. 
16), 30.39-42, 75 (n. 2) 

Geshe Ycshe Chonden 12-13, 39. 40. 
42 

Ghersi, Eugenio 13.14. 15.32.65, 118. 
139, 198,208,222,226,227 (n. 6), 
257 

gLang-dar-ma (pr. Lang Darma) 230, 
23 1.232,233.237.249,25 1 (n. 5). 
253 (n. 49) 

Goddesses of Offering 99, 104, 109, 
119. 148, 150 

Grags-pa-rgyal-mtshan (pr. Dragpa 
Gyentsen) 233 

gSer-skong Rinpoche (pr. Serkong 
Rinpoche), JuniorTutor of H.H. the 
Dalai Lama active at Tabo 39. 40, 
41.43 

gTsang (pr. Tsang), region in south-cen- 
bal Tibet 68, 230, 23 1, 236. 237. 
248,253 (n. 47) 

Guge, region of western Tibet (see also 
mNga'-ris skor-gsum) 23, 31, 34, 
63,68.208,225,226,230,231,232, 
234,235,236,237,238,239,240- 
249, 250, 251 (n. I), 252 (nn. 20, 
21,33), 254 (n. 73). 255 (n. 106) 

Gujarat 34, 177,182, 183,185,186, 187, 
187 (n. 2). 217,218, 220, 225,226 

Gumrang, small temple in Lahul built 
during Later Diffusion of Buddhism 
21.192 

g.Yo-N (pr. YON) 23 1 

Hayagriva 86,87.88 

lndra 126, 167 

Jaina bookcovers 182,183,186,187,217 
J i lakami l i  130, 13 1 
Jhinaprabha 166 
Jiiinairi, Kashmiri pandit of the 1 I I h  

century, spent three years in Tabo 
23,238 

Jo-khang, main temple of Lhasa 
founded during theAncient Monar- 
chy 145, 174,177,242 

KailHsa 34,35,41 (n. 8), 240,241,245, 
246,247,255 (n. 114) 

Kakrak 1 19 
Kilacakra-maqdala l I7 
Kanjur (bKa '- 'our) ,  the Tibetan trans- 

lation of the word of the Buddha. 





Padmairi I I? 
Padmonarairi 1 12. 1 13 
PB~dari 1 1  7 
Piramitlylna. Path or  the Mahiyina 

based on the Sum teachings 73 
Pa(Sa)-sgam ( p r  Pagam) 233,235.252 

(nn. 22. 38) 
Pa-tshab 231. 232. 236 
Phyang, monastep In Ladakh 201.208 
phri-dur (see Later Diffusion or  Bud- 

dblsrn) 
'Phyos (pr. Cho) 23 1 
phyrr-pu (pr. chuba),Tibetan-style ovcr- 

coat 35.85.I?2.133.137.221.?2? 
Pilpmage of Sudhana nanative cycle in 

thesouthem halroftheAssembly Hall 
horn the Ga!rda~?GhosCfru of the 
A ~ w a r n a h  corpus ofliteram 18.54, 
59.60.73.91.93. 106.112.12C124. 
125. 127. 132. 155. 167. 179.180, 182, 
183. 193.220.227 (n. I). 229 

Po. neighbouring village to the west of 
Tabo 23.28. 30. 34. 39.40, 227 (n. 
7). 252 (n. 20) 

Poo (sPu).  main village in upper 
Kinnaw apparently impomnt dur- 
ing the Later Diffusion ofBuddl1isrn 
15, 16. 17.21.24. 35.39.41 (n. 7). 
200,205(n.44).208.210.212,221. 
222.233. 235.252 (n. 28) 

pradakv~ni. ritual circumambulation 74. 
I l l .  I20.122.132.135(n.25), 137. 
152, 156 

Prajriipiramiri 15. 16,32.35,73. 113, 
121. 134(n. 11). 194.210 

P r o m i n a ~ d r r r i ~ l a ~ ~ r a  238 
Pramudita6jal55, 157 
Pratibhinahg I63 
Pririmo$arU~ra 73.80 
prari.yasamurpida, twelverold chain of 

the origination of suffering as de- 
pendent on certain conditions, begin- 
ning with ignorance 8 1, 89 (n. 14) 

Purang, region in western Tibet south 
of the holy mountain Kailba, the 
region of the original kingdom of the 
kings of Purang-Guge 23.31, 230, 
231, 232. 233, 234. 235. 236. 237, 
238.239. 240-242, 243, 244, 245, 
246.248-249,251,254 (n. 76) 

RuangGuge. kingsof I I, 14,19(n. I I). 
23,24.26,34,35,41 (n. 6). 88, 106, 
148. 149, 207. 208, 210. 225. 227 
(n. 5) 

Queen Didda bronze 98 

R i j q h a  73, 127.12R. 134 
Rajasthan I 82. 183,185, 186, 187, 187 

(n. 2). 2 17 
Ral-pa-can (pr. Ripacen) 23 1 
Ra-mo-che, import an^ temple in Lhasa 

rounded during the time of the An- 
clent Monarchy 145 

Rangrig nse (pr. Rangrigtse), the mon- 
astery in Chnrang in upper Kinnnur 
98 

Ratnikara 74. 1 12 
Ramasnmbhava 101. 104. 1 1  7 
Ralnavajri 104. 193 
rDo-rje-chen-rno (pr. Dorje Chenmo) 

(see bKa'-srung Iha-mo rDo-rje- 
chen-rno) 11,24.79,91,94,95. I I0 

Remati, anendent to rDo-rje-chen-mo 
41 (n. 4). 94.95 

Renovation Inscription, located next to 
the Cella. records the renovation by 
Byang-chub-'od, winen in 1042 l I, 
13. 16, 19. IY(n.5).26.27.35.45. 
46, 58. 60. 61. 62. 69, 77, 85, 94, 
133. 137. 139. 140. 141. 148, 150, 
196.205 (n. 49). 207,208.222,223, 
225.235.236.257-259 

~Gyol-robs pal-ba 'i me-lorig 105, 106 
rGyan-gong @r Gyengong) 237,253 (n. 

50) 
rG~rrd-sde-Awl-hrus 195.204 (n. I I ) 
Ribba, village with a small Buddhist 

temple in Kinnaw, perhaps 1 Oa cen- 
tury 21.39, 89 (n. 18). 200,205 (n. 
44). 207 

Rin-chen-bzang-po (pr. Rinchen 
Sangpo) (958-1055), the Great 
Translator, preceptor to ye-shes-'od 

and his family 11, 16, 24, 26, 28, 
34.45.5 1.62.79,94,95. 108. 195. 
2 3 4 , 2 3 5 , 2 3 6 , 2 3 7 , 2 3 8 , 2 4 2 .  
249, 252 (nn. 31.33.35), 253 (nn. 
45.46. 5 1) 

rNgog Lotsawa bLo-ldan-shes-rab (pr. 
Nog Lotsawa Loden Sherab) (1059- 
1 1  09), imponant translator who re- 
sided in Tabo 23,238,253 (n. 56) 

rNying-ma-pa (pr. Nyingmapa), old 
school of Tibetan Buddhism 19, 
233.237.252 (n. 14). 253 (n. 50) 

Ropa, village and small temple founded 
during the Later Diffusion of Bud- 
dhism, in Kinnaur 21. 3 1. 34, 60, 
87. 89 (n. 18). 143, 198. 199, 200, 
202,205 (n. 44). 208 

rTse-lde @I. Tsende) (r. c. 106C1080). 
king of Purang-Guge, son of 'Od- 
Ide. Convened the Great Council of 
1076 presumably at Tholing 26, 
238,253 (n. 55) 

Rum. the name of a place, perhaps in the 
region of Tabo, home of one of the 
main patrons of the renovation of 
Tabo Main Temple in 1042 26, 36, 
137, 139, 140,233,252 (nn. 21.22) 

Sidhanomdli 1 1 7 
Sakra (Indra), Indian god 126, 127 
Sihyarniba 192,193,195,204(nn. l I, 13) 
SHkyamuni 68,81, 105, 106, 108, 120, 

122. 126128. 131, 132, 133, 155. 
157, 177,193,203 

~ i k ~ a s i r p h a  193 
Samantabhadra 91, 110. 120, 122, 125, 

127, 160. 193 
Sa~nantanetra 121, 125 
SarnantHvabhisa 159 
sambhugak~va. Body of Enjoyment, 

visual [om of the Buddha in man- 
dalas 105, 106, 108, 193 

SirpkHSya 127. 131 
Sangha, the Buddhist community, one 

o r  the Three Jewels: Buddha, 
Dharma. Sangha l I .  l8.35,62,88, 
122. 133. 138,141,148 

Sarvadurgo~ipari.~odhnna-tanrra 80, 
204 (n. 12) 

Sarvararhigora-rarIva-.sarigraha 108, 
117. 192.204(n. l l )  

Sarvavid Vairocana, the Tanbic form of 
Vairocana having four heads and one 
body. Lord of the VajradhHtu- 
mandala 68, 86, 105, 106. 108, 134 
(n. 6). 204 (n. 12). 209 

Sa-skya Pan-chen (pr. Sakya Panchen) 
89 (n. 19), 233,235,253 (n. 38) 

Sa-skya-pa (pr. Sakyapa) 19,233,243. 
251 (M. 5,6,7), 254 (nn. 81,87) 

Sattvavajri 104, 193 
SaurH~!ra 2 17 
SeijH 239.24C242.254 (n. 80) 
Sham, the region around Tabo 23 
Shang P'i-p'i 23 1 
Shelkar, village with ancient monastery 

in upper Kinnaur founded in the 1 Ith 
century 21,31, 135 (n. 12), 207 

Shingon tradition 145, 153 (n. 6), 205 
(n. 37) 

SiddhHrtha 108, 125, 127 
Sikhs 12.28.30, 38,46 
Sind 183, 186,217 
Sitalipaha 1 13 
Siva, Indian god 82,84 
sKar-dung (pr. Kardung) 233.252 (n. 29) 
sKyid-lde Nyi-ma-mgon@r. Kyide Nyi- 

rnagon), father of bka-shis-mgon 
37,231,232,233,236,240,251 (n. 
12). 252 (nn. 15.27) 

sMad-kyi-lde (pr. Makyide),Three 231, 
233,237 

sMan-lung (pr. Menlung) 23 1 
sNa-narn-bza' (pr. Nanamsa) 230 
snga-dar(see Earlier Diffision of Bud- 

dhism) 
sNyel-'or (pr. Nyel Or), frequently 

found place or clan name in the his- 
torical inscriptions of the MainTern- 
ple 25, 85 

sPeg-mkhar (pr. Pegkhar) 233 
Spiti, name of a valley and the river 

which flows through it, whereTabo 
islocated 11, 12, 13, 16, 19,21,23, 
28, 29, 30, 31, 32, 34, 36, 37, 38, 
39.40. 45, 65, 106, 108, 180, 208, 
226,232,235,248,249 

sPu (see Poo) 



~raddhikaravarman 234.235 
SrHvasti 128, 155 
Sres!hin 162 
~ r i m a t i  121. 125 
Sr i sa~bhava  121. 125 
Srong-btsan-sgam-po (pr. Songtscn 

Gampo) 230,253 (n. 61), 254 (n. 69) 
Srong-nge (pr. Songe), probably the 

elder son o f  bKra-shis-mgon.  
known as lho hb-ma (royal lama) 
Ye-shes-'od aAer his ordination 233, 
234,235,252 (nn. 26.32) 

sTag-rgo (pr. Targo) 230 
sTod mNga'-ris (pr. To Nan) 23 1,232 
sTod-kyi-mgon (pr. Tokyigon), Three 

232.233 
~uddhodana,  father of ~ H k ~ a m u n i  125, 

126, 127. 128 
Sudhana(Tib. Nor-bzang) l8,54.59, 108. 

120,121. 122.124. 125.127.132 
Suji t i  127 
Sumda. see Sumda-chung 40.56. 118. 

192.201,202,212 
Sumda-chung, small villageand temple 

in Ladakh 119.21 l 
Sumdo 23 
SBradatla 158, 162 
S l ~ g a m a  5 1.53. 160 
Svetaketu 124. 193 

Tabo "Kanjur", collection of large, but 
fragmentary remains o f  ancient 
manuscripts preserved in the Tabo 
MainTemple I I, 12, 16, 19 (n. 13). 
38,71.204 (n. 2). 208.214.218 

Tantric Path, in Buddhism - Vajrayina 
or Mantrayina 73,220 

THr2 117, 153 (n. 8) 
Tejoriii 1 13 
Tenjur @Tan- 'gyur), Tibetan collection 

of commentaries on the Buddhist 
Canon, 225 volumes 220,237,238, 
252 (nn. 20.32) 

Tholing, religious centre ofthe kingdom 
of Purang-Guge believed to have 
been rounded in 996 by ye-shes-'od 
17,23,24.26,34.36,41 (n. 1),56. 
79, 81.94. 106, 121, 149. 192. 204 
(n. 14),207.208,210.212.221,222. 
226,  227 (nn.  5, 6). 234. 235. 
236, 237. 238, 241, 243, 245. 246. 
247. 249. 252 (n. 33). 254 (nn. 74, 
86), 255 (n. 107) 

trikiya, Three Bod~es  of a Buddha 105. 
108 

Triloknith, temple complex in Lahul36 
Tsangpo 230.246.255 (n. 114) 
Tsaparang 37. 106. 243,245,246. 247. 

248. 249. 254 (nn. 85. 86), 255 (n. 
105) 

Tshcs-pong-bza' (pr. Tshepongsa) 230 
Tsong-kha-pa, founder orthedGe-lugs- 

pa school 36.42 (n. 5). 46, 167.243 
Tucci, Giuseppe 12, 13, 14. 15. 16. 19 

(n. 5). 30. 31. 32, 34.36, 37.41 (n. 
1).65.99. 106. 108. 134(n. 2). 143. 
145, 198.192.204(nn. 10, 12). 205 
(nn. 36. 37). 227 (n. 2). 232, 235. 
238.239.240.249.252 (n. 33). 253 
(n. 61). 255 (n. 114). 257 

Tusita Heaven 120, 122. 124. 125. 126. 
127. 130, 131.132. 193 

Udagata 1 13 
Utpala 238. 240 

Vaidu'yu ser-po 34,62.85 
Vairocana 17.56.58,66,86.91.98, 104, 

105, 106, 108, 122, 127, 140, 143, 
145. 146. 147. 153 (nn. 5. 6). 190, 
192, 193, 194, 195, 197, 198, 199, 
202. 203. 204 (nn. 4. 12. 131, 205 
(nn. 29.37) 

VairocaoavyChHlahkPragarbha 122 
Vajrabhea 102 
Vajradharma 102, 107, 109 
VajradhHtu-mahimandala 190.192.195 
VajradhHtu-man&la, the main theme of 

the Assembly Hall, based on the 
Yoga Tantras: the Lord o f  the 
MandalaisVairocana 13, 18,55,63 
(n. 10).71.73.86.87,91,93.95- 
108, l lO.  l l l , l l 8 ,120 .134(n .9 ) .  
173. 174, 193, 194. 195, 197, 203, 
205,235 

VajradhOpi 100,109 
Vajragandhi 103. 106 
Varjagarbha 160 
Vajragiti 102 
VajrahHsa52.91. 101. 191 
Vajrahetu 102, 192 
Vajrakarma 103. 127,205 (n. 23). 211 
Vajraketu 101 
Vajrilasyi 100. 109 
VajrHlokH 102, 107, 191 
VajramHlH 101, 112 
Vajriikuia 99, 100,133, 195 
VajranFtyP 103,106 
VajrapHni 91. 110. 143, 145. 198, 205 

(n. 37). 207 
Vajrapiqi-mandala 80  
VajrapGa 51. 61. 101. 122, 137, 140. 

192 
VajrapuqpH 101, 112 
VajrarHga 100. 104 
VajrarHja 100. 192 
Vajrarakqa 103 
Vajraratna 101 
VajrasHdhu 100 
Vajrasandhi 103 
Vajrasama 100,143.145.146.148.179, 

192, 195, 198.205 (n. 37) 
Vajraspho~a 50, 51. 61, 102, 122, 140. 

189, 192 
Vajratejas 101 
Vajratikqna 102. 109, 193. 194 
Vajriveia 99, 103 
Vajrayak~a 103. 195 

Vajrayakli 205 (n. 28) 
Vajrayina. the Diamond Path, lheTanbic 

or esoteric Path o r  Buddhism 73 
Valabhi. ancient monastic complex in 

Gujarat 2 I8 
Vijayogniqa 11 3 
Vikirana I I3  
Vimala 159 
Yiivinraraji/oku 135 (n. 19) 

Wheel of Life, pidrial  representation of 
the samsaric world. depicted in the 
Enby Hall 73,80.81.82.89 (nn. 6.9) 

Wi-nyu-myin, protectress of the Tabo 
Main Temple in 996 l I ,  16.24. 35. 
51.55.73.77.78.79.87.89 (nn. 2, 
3).91.94.95. 110. 180 

Yang-t'ung 230.23 1 
Yarlung 230. 23 1 
Ya-tshe 239-242, 243. 250, 251, 253 

(nn. 59,61), 254 
Ye dhannu-formula 73. 74.8 1. 1 I I 
Ye-shes-'mi (pr. YesheO). h e  royal lama 

king of Purang-Guge who rounded 
Tabo monastery in 996 11. IS. 16, 
19.24.25.26,34.35.46,50.61.63, 
77. 85, 88. 99, 106. 110. 118. 149. 
202.203.205 (n. 41). 208.221.222, 
233, 234, 235, 236. 237. 240. 242, 
250,252 (nn. 26.33.38). 253 (n. 4l), 
254 (n. 86). 258.259 (n. 9) 

Yoga Tanuas, the third class of Tantras 
according to the new classification 
system. The class of Tantric litera- 
ture most widely used during the pe- 
riod of the Later Diffusion of Bud- 
dhism 18, 73. 80. 106. 108, 190. 
192, 193. 195, 204 (n. 16). 205 (n. 
27) 

Yum-brtan (pr. Yumten) 230.23 1,232. 
237.25 1 (nn. 3.7) 

Zangskar, region in Ladakh 21.23,232, 
248,249 

Zha-lu (pr. Shalu),Tibetan monastery in 
gTsang 86.92, 130. 177. 177 (n. 3) 

Zhang-hung @I. Shangshung), ancient. 
pre-Tibetan name of an extensive 
region which included western Ti- 
bet and Spiti-Kinnaur l l .  23.32.75 
(n. 3). 79. 85, 208. 229. 230. 231. 
232, 235,236, 238, 240. 242, 251 
(n. I), 252 (nn. 20.27.35.38). 254 
(n. 69). 255 (n. 114) 

Zher-sa (pr. Shersa) 235 
Zhi-ba-'mi @I. Shiba 0). a nanslator and 

royal lama. brother of Byang-chub- 
'od. probably depicted in the Cella 
26,62,93, 110. 149.220.212.236. 
238,253 (n. 43). 254 (n. 74) 

Zholing (Jobling), small temple in Lahul 
amibuted to Rin-chen-bzang-po, to- 
day in ruins 2 1.34.235.252 (n. 36) 
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