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Three Ancient Manuscripts from Tholing in the Tucci
Collection, IsSIAO, Roma, Part II. Manuscript 1329 O

Dedicated in honor of the memory of our friend and esteemed
colleague Tsering Gyalpo (T.G. King), deceased June 27, 2015, who
accompanied Amy Heller in research from 1995 at the Tibet Academy
for Social Sciences, Lhasa (sku gsung thugs kyi dgongs par rdzogs so).

At the 2013 SEECHAC colloquium “Interaction in the Himalayas and
Central Asia: processes of transfer, translation and transformation in
art, archaeology, religion and polity from antiquity to the present
day” Amy Heller presented recent research on three previously un-
published Tibetan Buddhist manuscripts whose codicology and art
historical analysis shed further light on the distinctive characteris-
tics of manuscripts collected by Professor Giuseppe Tucci during his
travels in Western Himalayas and Western Tibet 1933-1937 (Tucci
and Ghersi 1996 [1934, Tucci 1937, 1949, 1989 [1937] and De Rossi
Filibeck 1996; 2003). These manuscripts are part of a well-known cor-
pus produced in the context of the 10%" to 11" century revival of Bud-
dhism promoted by the royal patronage of the Kingdoms of Guge-
Purang, at the royal monasteries of Tholing in Guge and Khorchag
in Purang. The present paper is focused on (1) the historic context
of the manuscripts and their artistic provenance, (2) Charlotte Eng’s
scientific observations on colorants, including gold, and technical
observations on the process of preparation, painting, and surface
treatment, and (3) codicological remarks and art historical analysis
of the Tholing manuscript 1329 O of the Tucci Archive of the Istituto
Italiano per |'Africa e I'Oriente, Roma.?

1 Amy Heller thanks Prof. Elena De Rossi Filibeck for inviting her to Rome as
visiting professor to study these illuminated manuscripts of the Tucci archive

[. HISTORIC CONTEXT

The West Tibetan manuscript tradition spread in the three kingdoms
of Guge-Purang and Mar yul, which straddled the Himalayas over
regions of modern India (portions of Spiti, Kinnaur, Zangskar and
Ladakh), as well as north-western Nepal (Limi-Humla-Dolpo) and
the western reaches of the Tibetan Autonomous Region (Harrison
2009: xv). In this vast territory, under the impetus of the royal lineage
governing the three kingdoms, Kashmiri and Bengali panditas were
invited to clarify and translate the Buddhist teachings into Tibetan
(see Tucci 1988 [1932]: 37-49); Kashmiri artists were invited to Thol-
ing following the royal edict which required aesthetic perfection and
production by local workshops for the creation of Buddhist art (Vitali
1996: 111). Historic records document their active collaboration with
Tibetans as well as some artists from Nepal (ibid.: 263), even artists
from Magadha (ibid.: 313) to produce sculptures and mural paint-
ings to honor the newly established sanctuaries and monasteries.
The production and dissemination of Buddhist manuscripts, particu-
larly illuminated manuscripts of the Prajidparamita literature, was at
the very crux of this context of intense multi-cultural religious trans-
fer and artistic transformations stemming from the cult of the book
of Mahayana Buddhism, expressed by the donations of manuscripts

and Prof. Franco D'Arelli, director of the ISIAO for authorizing their photography
and publication. She is grateful to Dr Stephen Markel, curator of South Asian Art
and Dr. Charlotte Eng, conservation scientist at Los Angeles County Museum
of Art for their help in studying the Tholing manuscripts now in the LACMA
collection.
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of Mahayana sdtras.? Descriptions of scribes and scriptoria in Dun-
huang and Tibetan participation in this are well documented (van
Schaik 2007, Takeuchi 1995: 53-59, Scherrer-Schaub 1999). Conse-
quently, although lacking archeological data, it has been presumed
that at Tholing, a scriptorium was established shortly after the foun-
dation of the monastery, that many of the satras were copied where
the money was, in the centre of the kingdom, and then distributed
to the religious foundations in the area.® Several colophons of Bud-
dhist texts were translated at Tholing in the second half of the 11
century by a scion of the Guge royal family, thus it is certain that
scribal activities occurred in situ (Karmay 1980). Insofar as Tucci was
in possession of many volumes of Buddhist manuscripts, some of
which he and later Dr. Eugenio Ghersi found in caves above Thol-
ing, formerly used by the monks as their winter residence (Tucci and
Ghersi 1996: 306), it is believed that many of these manuscripts may
have been produced in situ (De Rossi Filibeck 2007). While it is simul-
taneously possible that “scribes could have been itinerant, like their
fellow artists,” (Scherrer-Schaub 2008: 315, n. 31), particularly the
production of richly illuminated manuscripts of the Prajfidparamita
in situ in Tholing constitutes a concrete reflection of the royal edict
to promote artistic and scribal excellence to foster the implantation
of Buddhism.

The Tibetan translations faithfully retain the wording of the Indian
antecedents of the text, but it is characteristic that the manuscripts
of the Prajiidaparamita found at Tholing are written in Tibetan, in an
elegant and stylized calligraphy of the highest quality.* Further trans-
formation from the original Indian models is reflected by the support,
for rather than the long and narrow birch-bark, palm leaves and clay-
coated paper used in their Indian antecedents, these Prajiaparamita
manuscripts are written on large sheets of smooth beige paper, ca.

2 See Will Tuladhar-Douglas 2009 and Gudrun Melzer 2014.

3 Paul Harrison, August 14, 2007 (personal communication). Ca. 1000-1020
A.D., donation of multiple copies of Prajigparamita manuscripts to many new
foundations are described in the biography of Rin chen bzang po (Tucci 1988
[1932]): his personal translations as well as those of many translators active at
Tholing are attested in numerous colophons of the Buddhist canon, culminating
in the 1076 Buddhist Council (chos ‘khor) at Tholing where Indian and Kash-
miri panditas, Tibetan masters and translators discussed Buddhist doctrine and
translation (Shastri 1997).

4 The Tucci collection manuscript 1329 E is studied in "Three ancient manu-
scripts from the Tucci Collection, ISIAQ, Part I" to be published in the proceed-
ings of the 2014 Luciano Petech Centenary Symposium, edited by Oscar Na-
lesini and Elena De Rossi Filibeck (Heller, in press). Amy Heller thanks Elena
De Rossi Filibeck for inviting her to Rome as visiting professor to study these
manuscripts, of which 1329 O, is the focus of the present article, and 1329 Fis a
forthcoming study.
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20-27 x 68 cm.® Similar-scale pages are known among the Tibet-
an Satasahasrika Prajidparamita manuscripts from Dunhuang, al-
though there are no illuminations among the extant leaves of beige
paper.t The scale of the Tibetan letters is proportionately larger than
the Indian script, although the binding holes of the palm leaves are
still indicated by the presence of two small circles (ca. 2.7 cm) in the
central portion of the sheet, which were not pierced, and thus are
purely a visual reminder of the Indian custom of stringing the leaves
or pages together. A further characteristic of the enlarged scale and
paper support of the Tholing Satasahasrika Prajidparamita is the
presence of elaborate illuminations which adorn these manuscripts.
One must recall that the oldest dated illustrated Sanskrit manuscript
now extant was produced in AD 997 in India, while the oldest dated
illustrated Nepalese manuscript was produced in AD 1015, both are
palm leaf manuscripts which support restricts the painter (Jamieson
2000). Thus the paintings in the Tholing manuscripts of late 10* to
11% century constitute a logical progression adapted to the finely
finished Tibetan paper which afforded the painters with a support
allowing opulent embellishment, among the finest examples known
today being the aspect of Prajfiaparamita in six arms (Fig. 1) now in
the collection of the Los Angeles County Museum of Art (LACMA).”
Tucci considered that the leaves of the Tholing Satasahasrika
PrajAiaparamita illuminations reflect the aesthetic matrix of ancient
artists of Kashmir in consideration of the carved wooden door-frames
of Tholing and Tabo and the mural paintings he examined in nearby
Mang nang, due to the royal invitation of Kashmiri artists as well
as Kashmiri panditas (Tucci 1949: 273). Subsequent archaeological
investigations inside a stdpa in Tholing revealed mural paintings and
fragmentary painted clay sculptures which considerably add to our
understanding of the palette of brilliant colors and abundant use of
gold, particularly the sculpture of a standing, golden-bodied Buddha
and a dark blue Bodhisattva wearing garments painted to represent
exquisitely detailed geometric patterned textiles similar to those of

5 Melzer 2014 studies a birch-bark manuscript 10 x 50 cm, while Losty 1982
gives palm-leaf dimensions as 3-5 cm x 54/56 60 cm in length, and the Gilgit
pages ca. 3 x 7 cm.

6 van Schaik (2007) discusses the large leaves of Satasahasrika Prajiiaparamita
still in Dunhuang as well as those now in collections in Europe and Japan, re-
ferring notably to the research of Marcelle Lalou (1964). Amy Heller thanks
Sam van Schaik for correspondence on the lack of gold illuminations in the
Tibetan PrajAdpdramita manuscripts among the Dunhuang collections. See also
Helman-Wazny (2014).

7 See Heller (in press) for the study of the radiocarbon analysis of the LACMA
M.81.90.6 which is 986-1030 A.D., 95 % confidence.
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the miniatures in the manuscripts (Fig. 2).2 The jewelry and crowns in
the mural paintings are painted with genuine gold, the pattern of the
textiles is highlighted with gold just like those of the illuminations.®

The source of this gold leaf or gold powder may well be gold
fields near Tholing, which were already being actively exploited by
100 miners and their families in the early 11" century under royal
edict.’® The presence of a brilliant gold circular body aura surround-
ing the Buddha, Bodhisattva or goddess is characteristic of seven of
the twelve Tholing Prajiiaparamitd manuscript leaves which, accord-
ing to the most thorough subsequent study of the twelve leaves from
the collection of the Los Angeles County Museum of Art by Paul M.
Harrison (2007), constitute a series. He focused on the codicological
aspects and the actual text of these manuscript leaves, as well as
identification of the deities and goddesses represented on them. The
actual participation of Kashmiri artists in the production of the Tho-
ling manuscripts is documented by Harrison’s observation of “traces
of faint red (or in one case, black) lettering in an Indic script beneath
the frames (of the illuminations), which was deliberately effaced [...].
Evidently the text was copied first, leaving spaces for the illustration,
after which these annotations were made, then the painting area was
prepared with a light coat of white plaster, on which the paint and
lastly the varnish were applied.” (Harrison 2007: 235). The presence
of these letters considerably strengthens the likelihood that these il-
luminations were painted by Kashmiri artists, presumably working in
tandem with Tibetan scribes under royal commission.

II. TECHNICAL REMARKS

Scientific examination of the illuminated leaf of the Tholing man-
uscripts that depicts Prajfidaparamita with devotees (Fig. 1), has al-
lowed identification of the colorants used in the paint; notably the
use of gold leaf has been documented contrary to the earlier Ti-

8 We thank Zong Tong-Chang for permission to publish his photo, 1999.
9 Personal communication by Thomas J. Pritzker, July 1999.

10 The vast use of gold—tens of thousands of units zho of gold and copper
(vo byed gser zho khri tsho zangs) whether for production of an 18 volume set
of Prajiidparamita satras or a statue of (solid) gold the size of a fist, a golden
stapa—is recorded in 16% century Tibetan historical literature (mNga’ ris chos
‘byung, ed./translation Vitali 1996: 62-63, 116). In the 12 century the historian
Nyang ral Nyi ma ‘od zer (1988: 461) described the gold fields of Dong rtse
wang, where abundant gold was mined to build temples of Khorchag, Tabo,
Nyarma and Tholing. See Thomas J. Pritzker (2008: 103) for the location of gold
fields near Tholing. The edict of the Guge sovereign lha bla ma Ye shes 'od
(947-1024) is cited by Ra se Dkon mchog rgya mtsho 2004: 121. Amy Heller
thanks Guntram Hazod for this reference.

betan Prajiaparamita leaves discovered among the Dunhuang
manuscripts and the contemporaneous Indian and Nepalese painted
palm-leaf manuscripts now extant.!! The colorants used in this illu-
minated leaf are consistent with those available in the time period
when the manuscript was created,? with radiocarbon analysis of two
samples of the leaf of paper yielding six subsamples with consistent
readings. The weighted mean radiocarbon age from this calculation
was 1019 +/- 19 radiocarbon years BP (“before present”). The cali-
bration generated a single peak; which yields a calendar age span of
AD 986 to AD 1030 at 95% confidence.®

Colorants identified using a combination of portable X-ray fluo-
rescence (pXRF) spectroscopy, Fiber Optics Reflectance Spectrosopy
(FORS) and digital microscopy are as follows (for details of the in-
strumentation used in the examination, see Eng 2013: 20):

Blue: instead of blue inorganic pigment such as azurite, indigo was
used. This plant-derived colorant could have come from India; where
it was first mentioned used in manuscripts in the 4" century BCE.

Red: the painted red contains mercury and sulfur. The pigment
used was likely ground cinnabar mineral, a mercuric sulfide com-
pound used as a pigment since antiquity. Alternatively, it could be
the synthetic form of mercuric sulfide, vermilion. In addition to mer-
curic sulfide, an organic red lake was also used to paint details and
for glazing. Identification of the lake was not possible with the non-
destructive analytical methods used in the study of this work of art.

11 Jeremiah Losty (1982: 17) discusses the difficulties of decorating palm-leaf
manuscripts, in particular to fix gold to the surface. The earliest extant indigo
tinted paper manuscript with gold and silver ink was found in Dunhuang, a
Chinese manuscript of Lotus sutra dated to the 8th century, lacking illustration
(Pelliot Chinois 4512). There are no Tibetan manuscripts on beige paper with
gold illuminations among the corpus of Tibetan manuscripts from Dunhuang.
See van Schaik, Helman-Wazny and Néller 2015. Losty considers that the popu-
larity of painted wooden covers, especially in western India and Kashmir, had
a period of development before AD 1000 at a time when illumination on palm
leaf was relatively more difficult and complex technically, as exemplified by the
painted Kashmiri book cover radiocarbon dated to the 10" century (Pal 2007:
104, fig. 108; Pal 2008).

12 Remarks in regard to the preparation of the white ground prior to painting
on the paper support the observations of conservator Jean-Michel Terrier in
regard to preparation for painting on cloth in a distinctive white ground, a tech-
nique specific to thangkas of western Himalayas in a Kashmiri aesthetic matrix
(see Heller 2014 and 2015).

13 "Radiocarbon Dating Tibetan Manuscript M 81.90.6 from Los Angeles Coun-
ty Museum of Art", 23 February 2010, analysis by Dr. Greg Hodgins, Arizona
Accelerator Mass Spectrometry Facility, University of Arizona. We thank Dr
Stephen Markel in his capacity as curator, for authorizing the 32.1 microgram
sample to perform the radiocarbon analysis, and for sponsorship of the cost of
the examination.
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Yellow: yellow areas contain orpiment, a pigment that contains
arsenic and sulfur. Orpiment is a soft mineral that was used since
antiquity.

Green: a mixture of indigo and orpiment is found in the green
areas.

White ground: The ground contains both clay and calcium sulfate
(gypsum).

Black: black areas are highly infrared absorbing, suggesting the
pigment is carbon-based, and most likely lamp-black.

Gold: gold leaf was used for the jewelry. Some smaller details could
possibly have been executed with paint containing gold powder.

In terms of the technique, a number of observations were made
when the manuscript leaf was examined under high magnification
using a digital microscope:

Underdrawing: examination using the digital microscope shows
that a faint pink-colored line was brushed onto the support to out-
line the illuminated section of the manuscript prior to the application
of the white ground. Underdrawing applied on top of the ground or
in the paint layers could not be found using infrared reflectography,
evidence of some red underdrawing can be seen under the micro-
scope. This suggests the underdrawing material is not particularly
infrared absorbent.

Ground: With the pink line used as a guide, the white ground layer
was applied onto the paper. It appears that when the ground dried,
a characteristic crack pattern was formed. Despite the development
of the cracks, the subsequent paint layers were applied on top of this
ground layer. In some areas, paint seeped down into the cracks. In
other areas, there was incomplete coverage of the cracks by the paint.

Preparation layer: There may be a yellow orpiment containing
wash that was applied onto the ground, but this would have to be
confirmed with cross-section samples. On top of this yellow wash,
some evidence of red underdrawing can be found.

Border: the borders of the illuminated area included an orange
wash and organic red colorant.

Background: in the painted area, flat colors are applied over the
ground and yellow preparation layer. To make the red background
richer, it was glazed with a red lake after the figures were painted. In
some cases, the red glaze is painted over the figure while in others,
the glaze incompletely covers the red background.

Figure: the main figure appeared to be drawn first in red on top
of the yellow layer. An orange wash was applied along the outline for
shading. Fine details of the facial features were painted with black
and a red lake. Gold was used for the jewelry, which was then ac-
cented with red lake.
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Coating: the overall image has been coated with a layer of shellac.
Perhaps the shellac was used to protect the underlying paint layers and
is the varnish Harrison mentions in his study of the manuscript leaves.

Inscription: the inscription was made with a fluid, carbon-based
(likely lamp-black) ink. Binding media were not identified, due to
the interference of the carbon-based pigment. There is a two-tone
appearance in some of the characters, suggesting the calligrapher
sometimes re-dipped his brush during the inscription of a character.

III. ISTAO MANUSCRIPT 1329 O

The present leaf (Fig. 3) is the first folio of volume Cha-Na, an in-
complete text of the Satasahasrika Prajidparamita, 67 x 20.5 cm,
with the script in ten lines. The manuscript comprises folios 1a—15b,
29a-104b (De Rossi Filibeck 2003: 437-8). Folio 1a which has two
illuminations will be studied here. Both appear to be the work of
one artist working in a Kashmiri aesthetic matrix which technically
emphasizes the modeling of the volume of the body by chromatic
nuances as described previously in the LACMA manuscript leaf; both
the representation of the Goddess Prajiidparamita and the Buddha
are surrounded by the brilliant gold body aura found on the seven
leaves of the Tholing series identified in LACMA. Folio 1la has the
two illuminations symmetrically sized and positioned at left and
right of the main text; this leaf is the start of section 128, with double
siddham; it is merely numbered “gcig” without volume indication,
however the first line of the text indicates that this is vol. Cha, sec-
tion 28.2 On folio 13b, the beginning of section 129 is preceded by

14 No chapter is indicated, just the volume and the section. The full text of the
leaf reads as follows:

shes rab kyi pha rold tu phyind pa stong phrag brgya pa / dum bu drug

pa / bam po brgya nyi shu rtsa brgyad pa// //ko'u shi ka stong spyi

phud kyi ‘jig rten gyi khams Ita (line 2) zhog gi/ ko'u shi ka stong gnyis pa

rigs kyi bu mo gang la las dge ba bcu'i las kyi lam (la — m overscript) (line 3)

la bkod na/ ko'u shi ka ‘di ji snyam du sems/ rigs kyi bu ‘am rigs kyi bu mo

de gzhi' de las bsod nams mang du skyed dam/ gsold pa bcom Idan ‘das

(line 4) mang lags so/ bde bar gshegs pa mang lags so/ bcom Idan ‘das kyis

bka’ stsald pa (horizontal ligatures in combination with refined calligraphy) /

ko'u shi ka de bas rigs kyi bu am rigs kyi bu mo gang (line 5) gis shes rab kyi

pha rold tu phyind (circle of binding) pa‘i glegs bam bri ba dang/ klag (sic

klog?) pa dang/ ko ton tu bya ba'i phyir ga (circle of binding) zhan ('=gzhan)

dag la byin na bsod nams ches( line 6) mang du skyed do/ de ci'i phyir zhe

(circle) na/ ko'u shi ka de ni ‘di Itar shes rab kyi pha rold tu phyind pa ‘di

(circle) las zag pa myed pa'i chos rnams (line 7) rgya cher bstand te/ de dag

la bslabs nas/ rigs kyi bu am rigs kyi bu mo dag yang dag pa'i skyon/ myed

pa la zhugs par gyurd to/ 'jug (line 8) go/ ‘jug par ‘gyur ro/ /rgyund tu zhugs

pa'i ‘bras bu thob par gyurd to/ 'thob bo/ thob par ‘gyur ro/  /lan cig phyir
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a single siddham lacking decoration and the leaf has no illumination.
The text is written in elegant calligraphy in Tibetan dbu can script
with archaisms: da drag and ya btags are common, there is one in-
stance of superabundant ‘a. Other features are tsheg before shad for
all letters, and the horizontal ligatures for rts and sts.
The siddham is double, ornamented top, vertical to 12 + | |.1
There are two binding holes surrounded by circles in red ink, the
margins are also drawn in red ink, folio 1b is blank except for the lines
of the two margins in red and the red circles of the binding holes.
llluminations: at left, enshrined Prajiiaparamita, 9.2 x 8 cm; at
right, enshrined Buddha, 9.1 x 7.6 cm.

A. Prajaapdramita

Prajnaparamita (Fig. 4) is seated in the middle of a chamber guarded
by two lions which flank a finial in the shape of a stylized dharmacakra.
Inside the horizontal roof lintel, there is a polylobate arch which
frames the red circular halo which comes to a point over her head.
A circular rainbow halo surround is filled in brilliant gold (leaf?), so
thickly applied that there are minor cracks in the gold. She is crowned
and wears elaborate circular gold hair ornaments. The forehead is
graced by small curls with the point of the central crown ornament
as a middle part of the hairline. Her forehead is broad with a vertical
urnad at the level of the fine lines of the eyebrows. Delicate shading of
the flesh tones of the face in red to orange to pale orange with white
highlights are characteristic of the Kashmiri taste for modeling the
volume of the body by shading.’® The eyes are almond shaped with

(line 9) ong ba'i ‘bras bu thob par gyurd to/ 'thob bo/ thob par 'gyur ro/ /
phyir myi ‘ong ba'i 'bras bu thob par gyurd to/ 'thob bo/ thob par ‘gyur ro/
/dgra bcom ba’ nyid (line 10) thob par gyurd to / 'thob bo/ thob par ‘gyur
ro/ rang sangs rgyas kyi theg pa pa rnams kyis/ rang byang chub thob par
gyurd to/ 'thob po/ thob par ‘gyur ro/

In line 5, the circle of the binding hole interrupts the word gzhan, with ga
written at left of the circle and zhan at right. This indicates that the scribe wrote
the text after the circle of the binding hole was drawn. This follows the order of
work described by Lalou for the Tibetan scriptoria of Dunhuang (Lalou 1954).

15 The archaisms in spelling and the scribal marks are identical with those on
the Tholing leafs studied by Harrison 2007. This description of the siddham or
mgo yig is according to conventions developed for the sitra volume of the Tabo
catalogue (Harrison 2009), which note whether the siddham is single, double or
triple, whether it is plain or adorned on top or bottom, what direction it curls
towards (expressed in terms of the numbers on a clock face), and whether the
two shad which typically follow it enclose two tsheg (usually side by side / .. /,
sometimes one above the other /: /) or a blank space (/ /).

16 See Chakrabarti (1980: 85-88) for the explanation and terminology of shad-
ing techniques in Indian painting treatises.

red lines at the lower eyelid. Her nose and lips are small, the chin is
slightly rounded. She wears garments typical of Kashmiri goddesses
and aristocratic donors,'” notably the distinctive short-sleeved blouse
cut to reveal her midriff; here it is green with a small red geometric
pattern. At her shoulders she has a pale yellow scarf with tie-dye red
circles, the lower section of the scarf is red as it drapes along her el-
bows, ending with the yellow fabric which flutters above her thighs.
She has a long double-strand of pearls with two circular medallions
at the level of her navel, the necklace beyond her feet with another
circular medallion at the center of the lotus-petal cushion on which
she is seated. Her upper right hand holds a vajra with three open
prongs, the central hands form the dharmacakramudra, her upper
left hand holds the pothi volume of the eponymous satra. She wears a
dhoti patterned in horizontal stripes and small geometric motifs. Her
palms and the soles of her feet are red, symbolic of henna adornment
customary in India, Kashmir and Nepal. The soles of the feet have the
auspicious mark of three dots forming an equilateral triangle. She is
seated on a pink cushion above the elongated lotus petals in multi-
layer configuration above a scarf with circular tie-dye patterns.

The aspect of the four-armed Prajfidparamita is frequently illustrat-
ed in the leaves of ancient Prajiaparamita texts, although the vagjra
of her upper right hand is sometimes replaced by a small strand of
prayer beads. The distinctive vajra with open prongs is also held by
the Prajiaparamita in the Tholing manuscripts in the LACMA collec-
tion (Fig. 1), who has similar hair ornaments and garments. In terms of
architecture, the shrine with the polylobate arched doorway is similar
to those carved in wood in the 11t century portals of Tholing (Fig. 5).8

A similar shrine with a polylobate doorway and tiered roof is also
found on an illumination from a fragmentary page (Fig. 6)'° where

17 Kashmiri apparel of the 10* to 11* century is well documented in sculptures,
see Pratapaditya Pal (2007), and in mural paintings photographed near Tholing
by Tucci and Ghersi such as Mangnang (Tucci 1937) as well as recently discov-
ered murals of this period in Tholing (see Fig. 2) as well as the cave temples of
the Khartse Valley (Pritzker 2008, Tshe ring rgyal po and Papa-Kalantari, in coop-
eration with Jahoda 2009), and the sanctuary of Tabo (Klimburg-Salter 1997). For
contemporary manuscripts see notably the discussions of the Tholing illumina-
tions by Pratapaditya Pal (1988: 140-50) and the Prajfiapdaramita of Poo studied
notably by Eva Allinger 2006 and Allinger, Tsering Gyalpo and Kalantari 2012.

18 For a polylobate doorway in manuscript illuminations see Prajiaparamita
manuscript page with three enshrined figures of Buddha, Prajfiaparamita and a
Tibetan monk, illustrated as fig. 113 in Pal 2007 as well as the wooden sculpture
of Tara, 10"-11t* century, now conserved in the Metropolitan Museum of Art
(1994.488), also illustrated in Pal 2007: fig. 42.

19 The illumination on the manuscript fragment measures 8 x 9 cm. On the re-
verse there are traces of carbon and burn, thus it apparently was from a sheet of
paper which was saved from a fire. On the back are several numerals and words
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Prajfidparamita is represented wearing Kashmiri apparel, hair orna-
ments and jewelry inside a brightly colored shrine. This illumination
of Prajiidparamita also represents her inside the distinctive circular
rainbow halo with gold leaf immediately surrounding the goddess.
Her jewelry follows the models observed in the Prajiaparamita of
ISIAO 1329 O and the mural paintings of the goddesses and Bod-
hisattva inside the Tholing stipa, where double or triple strands of
pearls are draped as a torsade necklace as well as belts (see above
Fig. 2). In both illuminations, there is a wide blue line framing the
sides and the top of the square shape of the illumination, while the
base has three stripes of color.

It is important to note that in terms of the textual basis for the
iconography of Prajidparamita there are two rituals in the Tibet-
an text of the Sadhanamala, for the yellow and white aspects of
Prajfidparamita. The yellow Prajidaparamita is to be represented with
four arms, seated in vajraparyankasana, holding her principal hands
over her heart forming the dharmacakramudra of teaching and the
two secondary hands holding the book and the prayer beads (mala),
exactly as represented on the fragment of the manuscript in the pri-
vate collection (Zurich). The aspect of Prajfidparamita with four arms,
her principal hands forming the dharmacakramudra and the second-
ary hands holding the book and the vajra as represented on manu-
script 1329 O is not found in the recensions of the Sddhanamala,
either in Tibetan or in Sanskrit.®® The six-armed aspect represented
on the leaf of the Satasahasrika Prajiaparamita (Fig. 1), where the
upper right hand holds a vajra, is also not found in the rituals now
extant, although several representations are documented among
sculptures, manuscripts and mural paintings produced in mNga’ ris
skor gsum and Kashmir.2! Perhaps the ritual evocations for these as-

in Tibetan script (one cannot determine if archaic script or added later). On the
back can be read the word deb (book) and 22 nga; several times the number
22 is repeated. There are also several illegible letters. “22 nga” would possibly
refer to page 22 of volume 4 (vol. Nga) of a series of PrajAidgparamitas (often ten
volume sets). Private collection, Zurich.

20 See de Mallmann (1986: 306) for the four-armed yellow Prajiidparamita de-
scribed in three Sanskrit sadhanas, and the Sadhanamala of the Fourth Panchen
Lama (in Tibetan; see bsTan pa’i nyi ma phyogs las rnam rgyal 1974: 862-64,
sadhana 108, Sher phyin ma ser mo).

21 For mural paintings see Pal and Fournier 1982: D19 for six-armed white,
and S 66 for six-armed white Prajiaparamita; in Mangyu, cf. Peter van Ham
(2010: 153) for a six-armed white Prajiaparamita with mala and pothi. For man-
uscripts, see the six-armed yellow Prajidparamita illustrated in Huo Wei 2003:
fig. 15 opposite p. 69. For sculptures, see notably the unusual aspect identified
as a "Buddhist Goddess” in Pal 1975: 180-81, ostensibly to be identified as a
four-armed yellow Prajfiaparamita, holding the pothi, the vajra, a lotus stem and
her principal right hand over her heart holding a mala.
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pects of Prajiaparamita with four or six arms, holding the vajra, were
popular teachings which were locally practiced in the region, but not
incorporated into the major corpus of ritual for reasons which can-
not at present be determined.

In this fragmentary illumination of Prajidaparamita, the white
guardian lions with shaggy manes flank the vertical columns rather
than the apex of the shrine as in the shrine of Prajiaparamita on
ISIAO 1329 O. In the illumination of the Buddha on ISIAO 1329 O,
the lions are represented directly flanking the Buddha and his lotus
cushion. In all cases, the lions appear playful rather than fierce, wheth-
er rampant or crouched, typically with gaping mouth to reveal four
large stylized fangs that do not look sharp at all! This model of lion
is recalls the musculature and physiognomy of those carved in wood
in the triangular panel of the doorway of the Alchi Dukhang as pho-
tographed by Tucci (Fig. 7), while the doorway arch is directly related
to the architecture of the Buddha illumination on manuscript 1329 O.

The gold-bodied Buddha (Fig. 8) performs the dharmacakramudra
as he is seated in vajraparyankdsana inside a shrine protected at the
gables by crowned kinnaras and at the base by joyous lions with
green, i.e. turquoise manes. The tailfeathers of the kinnaras rise to
surround a jewel finial at the apex of the triangular door panel. A
circular rainbow halo surrounds the gold body halo of the Buddha.
His usnisa is spherical, coming to a slight point adorned by a minute
disc with a flame, respectively symbolic of the moon and sun. His
face is full, again the effect of volume is somewhat attenuated by the
thick gold, although fine lines of red are used for emphasis (for the
lower eyelid, the lips, the ears). His forehead is broad, the widow'’s
peak hairline is parted at the very center, as is characteristic of the
Bodhisattva in the murals of the Tholing stdpa (Fig. 2). His red mo-
nastic robes have a contrasting blue fabric neckline, draped in cowl
neckline at mid-torso. Buddha figures wearing robes identical both
for the contrasting color hem and manner of drapery with cowl neck
are the sole traces of the AD 996 foundation phase of painting of
the Tabo ambulatory.?? Likewise, the Khorchag monastery was also
founded in 996—while no murals of the foundation phase are now
extant, a manuscript leaf discovered at Khorchag further documents
this style of robe and drapery (Fig. 9).2 The codicological factors as
well as the aesthetic matrix of this manuscript leaf tend to indicate a
date within the 11" century and possibly within the context of royal

22 See Klimburg-Salter 1996: fig. 15, p. 332.

23 Amy Heller thanks Tsering Gyalpo for kindly authorizing reproduction of this
photograph (personal communication 29 May 2014), illustrated as fig. 137 in
Tsering Gyalpo, Jahoda, Kalantari and Sutherland 2012.
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commission, although the leaf found at Khorchag displays less abun-
dant use of gold than the Tholing manuscripts.

The iconographic identification of the Buddha is proposed to
be either an aspect of Buddha Sakyamuni teaching or as an as-
pect of Vairocana due to the gold body color, the lions, and the
dharmacakramudra (Heller 2010: 58-62). This hypothesis of identi-
fication as Vairocana is reinforced by the crescent disc of the moon
and the flame of the sun at the apex of his usnisa. Vairocana is under-
stood to be a visual representation of the dharmakaya, literally the
body of the Buddha's teachings, which is conceived as immanent,
formless and timeless; simultaneously the stdpa, as a reminder of
the physical presence of the historic Buddha Sakyamuni, is also re-
garded as a representation of the dharmakaya. The sun and moon
symbols above the usnisa are precisely the uppermost adornments
of the stdpa, thus the body of this golden Buddha is a conflation of
the visual representation of Vairocana as dharmakaya and the stiapa
as dharmakaya. This phenomenon is not unique. In mural paintings,
representations of Buddha having the sun moon finial of the usnisa
have been identified in Nako (Himachal Pradesh), and in Ladakh,
near the monastery of dPe thub founded in 1036 by a scion of the
Guge-Purang royal family (Vitali 1996: 301) at the nearby cave sanc-
tuary of Brag khung Kha ba che, both times in murals painted in the
Kashmiri aesthetic matrix (van Ham 2011: 54, fig. 8d). It has also been
observed in a manuscript illumination of a gold Buddha represented
underneath the Bodhi tree, thus ostensibly S'ékyamuni, on a leaf ac-
quired at Tholing acquired by Ghersi, now conserved in the Cleve-
land Museum of Art, and a mural painting of the Buddha underneath
the Bodhi tree at Tholing (Fig. 10, Tholing mural fragment).?*

To conclude, this study of the illuminated leaf 1329 O of the
Satasahasrika Prajiaparamita from Tholing, now part of the Tucci
archive of the IsSIAO, Roma has led to towards understanding of the
innovation in terms of aesthetics and technical prowess at manu-
script illumination at Tholing under the aegis of the dynasty of Guge-
Purang. One aspect appears to be the use of gold surround due
to local and abundant gold resources which funded the early king-
doms of Guge-Purang; further it is the adaptation of this resource to
the technique of illumination on paper support, which was refined
in the western Himalayas with local plants and paper manufacture
techniques. While the religious milieu was multi-cultural, the pre-

24 Amy Heller thanks Tsering Gyalpo for this reference: Wang Hu'e and Phun
tshogs rnam rgyal 2002: 77 and plate F11 where the flame finial may be ob-
served. In the photograph by Liao Yang, the finial of the Buddha's usnisa has
been restored.

dominant aesthetic matrix during this exceptional period of extreme
refinement and glorification of these images to honor the royal
commitment to the re-establishment of Buddhism in mNga’ ris skor
gsum is Kashmiri.
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Fig. 1: (Detail) Prajiaparamita with devotees, folio
from a Satasahasrika Prajiiaparamita (The Perfection
of Wisdom in 100,000 Verses), Tholing monastery,
11* century; ink, opaque watercolor, and gold on
paper; illustration: 4 7/8 x 10 3/4 in. (12.4 x 27.3 cm);
folio: 7 1/2 x 26 1/8 in. (19 x 66.3 cm). Los Angeles
County Museum of Art, from the Nasli and Alice
Heeramaneck Collection, purchased with funds
provided by the Jane and Justin Dart Foundation
(M.81.90.6) (photo: Yosi Pozeilov).

Fig. 2: (Detail) Interior of Tholing stapa with frag-
mentary statues and mural paintings, clay, pigments
and gold, height of statue, ca. 170 cm, ca. 1025 A.D.
(photography by Zong Tong-Chang, courtesy of Wang
Xinyang).
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Fig. 3: Full leaf Satasahasrika Prajiiaparamita manu-
script, ink, colors and gold on paper, 67 x 20.5 cm,
11* century, IsSIAO 1329 O, Roma

(photography by Luigi Fieni).

Fig. 4: (Detail) Prajiaparamita of Satasahasrika
Prajidpdramita manuscript 1329 O, ink, opaque
watercolor and gold on paper (9.2 x 8 cm), ISIAQ,
Roma (photography by Luigi Fieni).




Fig. 5: Sculpted doorway panels from Tholing,
ca. 1000 A.D., MNAO photographic archive,
Giuseppe Tucci’s collection, N 6019.3-4
(photography by Eugenio Ghersi, 1935; courtesy
National Museum of Oriental Art, Rome).




Fig. 6: Manuscript illumination of Prajiaparamita,
4 arms with mala, 8 x 9 cm, ink, colors and gold on
paper, 11" century, private collection, Zurich
(photography by Hughes Dubois).

Fig. 7: Doorway panel of Buddha and lions, Alchi
Dukhang, wood, late 11* century, MNAO photographic
archive, Giuseppe Tucci's collection, P 4413
(photography by Eugenio Ghersi, 1935; courtesy
National Museum of Oriental Art, Rome).
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Fig. 8: (Detail) The Buddha of Satasahasrika
Prajidapdramita manuscript 1329 O, ink, opaque
watercolor and gold on paper (9.1 x 7.6 cm), ISIAQ,
Roma (photography by Luigi Fieni).




Fig. 9: (Detail) The Buddha illumination on a leaf of
Satasahasrika Prajiaparamita, Khorchag monastery,
ink, colors and gold on paper, 11* century
(photography by Tsering Gyalpo, 2004).




Fig. 10: (Detail) The Buddha under the Bodhi tree,
fragmentary mural painting, Tholing monastery,
11* century (photography by Liao Yang, 31 Aug. 2012).









