EVA ALLINGER

An Early West Tibetan Manuscript
from Hanle Monastery, Ladakh

West Tibetan manuscripts have constituted the focus of research
at the University of Vienna since the late 1980s. Within the context
of a series of research projects (latterly Vienna University's “Tibetan
Manuscripts” project, financed by the Austrian Science Fund (FWF),
a sub-project of the National Research Unit “Cultural History of the
Western Himalaya”) the manuscript collection at Tabo was presented
(Steinkellner 1994), then subsequently organised and documented
by Cristina Scherrer-Schaub and Paul Harrison (Scherrer-Schaub
and Steinkellner 1999, Harrison 2009). Since this collection contains
only fragments rather than complete texts, Harrison surmises that
“the Tabo collection may have come from other monasteries in the
area, or even from the private collections which people keep in their
houses” (Harrison 2009: xix).

Parallel to these projects, Helmut Tauscher began looking for the
most complete collections of the Kanjur (T. bKa' ‘gyur) and of what
he refers to as the “proto-Kanjur”, that is, collections that were com-
piled before the canonisation of the Kanjur in the fourteenth century
(Tauscher and Lainé 2008). Occasionally, hitherto unknown texts were
also discovered. His main areas of research are Gondhla (Tauscher
2008), Phukthar/Zanskar and Charang with their proto-Kanjur collec-
tions, and Basgo, Shey and Hemis with canonical Kanjur collections.

He also received indications of the existence of a manuscript at
Hanle (T. Wam le). Hanle is located in Leh District, Jammu and Kash-
mir, near the border with China, in a restricted military area which
only Ladakhi residents are permitted to enter. He arranged to have
this manuscript photographed by two Ladakhi colleagues.?

1 He has generously placed this material at the disposal of Gudrun Melzer

Hanle Monastery was founded by Sengge Namgyal (T. Seng ge
rNam rgyal), king of Ladakh, in the 17" century and became not
only one of the largest but also one of the most important mon-
asteries in Ladakh. The manuscript discussed here—a Satasahasrika
PrajAiaparamita—is clearly older and was possibly written as early
as the 13" century. It is not known where the manuscript originally
came from. While the monks at the monastery are convinced that
the manuscript is complete, Gudrun Melzer has been unable to con-
firm this from her examination of the material. The lack of a colo-
phon means that dating and attribution are only possible on the
basis of palaeographic and stylistic criteria.

The manuscript consists of eleven volumes (ka - da). Many of
the folia are in very poor condition and sewn together with string.
A number of leaves have been replaced with new ones, which as a
rule correspond exactly with the gaps in the text. Often the original
miniatures have been glued onto these new leaves.

The miniatures are arranged so that they are either positioned in
the middle of a folio—that is within the text, often at the end of a
chapter (Fig. 1) or at the two outer edges, in which case they always
occur at the beginning or the end of a chapter (Fig. 2).

Each of the 76 surviving miniatures depicts a single figure—the
Buddha or a bodhisattva—within a body aureole. They do not seem
to have any connection with the text, or to constitute a mandala-
type configuration, as hardly any of the figures have attributes.

and myself. A thorough account of the Hanle Manuscript will be published by
Gudrun Melzer at a later date. Here I will restrict myself to discussing the illus-
trations of the manuscript.
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Compared with Indian Buddhist manuscripts the pictorial mate-
rial in this manuscript is very uneven, indicating that no one artist
was responsible for its overall design, either in terms of content or
style. It rather gives the impression of having emerged from a local
workshop in which various different influences were integrated and
combined, that is, where several artists had influenced one another.
There are small groups of miniatures that exhibit consistent features,
e.g. the two Mafjusri in Fig. 27 and 34, four miniatures in Vol. 5 (Fig.
23, 24, 25 and 32) and six miniatures in Vol. 9 (Figs. 44-49), but in a
majority of the other images, while there are common characteris-
tics, these are combined in different ways, for example in Figs. 5 and
9. In both instances the robe is draped in folds in the same manner
and starkly shaded. In Fig. 5 the head is very broad and starkly mod-
elled, while in Fig. 9 it is a softly modelled, elongated oval.

The Buddha is often clothed in a red robe trimmed with a blue
border (e.g., Fig. 4) or a blue robe trimmed with a red border (e.g.,
Fig. 9). In the case of the single-coloured robes it is remarkable that
whether they are draped over one shoulder or both, they are drawn
with large dished folds. This motif, which can hardly be explained by
the natural fall of the folds, is frequently found in sculptures from
Kashmir (Pal 1975: e.g. pl. 21 and 25). Occasionally the robe has a
patchwork pattern (e.g., Fig. 7), and one robe has a honeycomb pat-
tern on a red ground (Fig. 63), a motif that can also be found in very
similar form in the Prajidpdramita manuscript from Pooh (Kalantari,
forthcoming: Cat. no. 322). The same pattern is used for the border
of a number of the other robes (e.g., Fig. 45).

The Buddha is mostly depicted frontally, but quite frequently—
in around a quarter of the images—his head is slightly inclined,
giving the impression of a three-quarter profile (e.g., Fig. 6). The
bodhisattvas are also mostly depicted in a seated position; only four
of them are standing. In the case of the seated bodhisattvas the bod-
ies are not as a rule drawn in axial symmetry: the head is inclined,
one shoulder raised and the lower body slightly twisted (e.g., Fig.
49).

Some images have hardly any modelling, while in others the mod-
elling is very soft and painterly, or stark, with strong highlighting of
individual body parts, such as the cheeks for example (e.g., Figs. 13,
6 and 5). The shape of the heads ranges from narrow and elongated
ovals to broad and almost square (e.g., Figs. 13 and 45). The hair and
the usnisa are rendered in various very different ways. The hair is
sometimes smooth or only slightly curled, but the little curls can also
be depicted as clearly standing out from the head or even loosely laid
around the head like a wreath (Fig. 56). The usnisa is often cylindrical
with a stick rising from it, but it also appears in pyramidal form, and
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as a shallow dome shape. In the case of the faces in three-quarter
profile one eye protrudes slightly.

The lotus thrones are also variously shaped. The leaves can point
upwards or downwards and are often coloured pink with some in-
ternal drawing (e.g., Figs. 17 and 18), but sometimes the leaves are
painted in different colours (e.g., Fig. 45).

There are two depictions of Mafijusr (Figs. 12 and 34) that are of
far higher quality than all the other figures. The shape of the face with
its protruding eyes, the rich, finely elaborated jewellery, the fluttering
ribbons and the pattern of the robes are very similar to depictions in
the Alchi Sumtsek (T. gSum brtsegs) (Goepper 1996: e.g. p. 75).

In stark contrast to these two folia are four others on which some
of the figures are represented in a very unnatural pose and with stark
modelling that has an almost pattern-like effect rather than an effect
of plasticity (Figs. 23, 24, 25 and 32). A similar pattern-like modelling
of the body can be found on the painted sculptures of the Assem-
bly Hall in Sumda, which Luczanits has dated to the early thirteenth
century along with the Sumtsek in Alchi (Luczanits 2004: 184-186,
fig. 205).

In Volume 9, five of the images of the Buddha (Figs. 44-48) in-
side the volume are very similar: he is seated in padmasana and the
hands display various mudrds, some of which, however, are difficult
to make out. In Fig. 44 the pose is clearly dhydnamudra; in Fig. 45
it might be vitarkamudra, although the back of the hand is turned
outwards; in Fig. 46 both hands are turned upwards at the breast,
but as the thumbs cannot be made out it is not clear whether the
outer or the inner surfaces of the hands are being depicted; in Fig.
47 the right hand is clearly held in bhimisparsamudrd; in Fig. 48 the
right hand is turned upwards at the breast, but here, too, the thumb
cannot be made out. The Buddhas in Figs. 44 and 45 have green
complexions, while the rest are pale yellow. All wear the robe in the
same way: it is pulled through under the right shoulder, covering the
left shoulder and then laid from behind over the right shoulder. All
the robes have a patchwork pattern and two have a patterned bor-
der. The heads are very broad and the hair is surrounded by a wreath
of small, dot-shaped curls. All are sitting on a lotus with variously
coloured petals and are surrounded by a nimbus of many colours;
the background is blue.

The quality of the execution and the stylistic features vary con-
siderably across all the volumes and even within the volumes.
There is no high-quality work at the beginning, as in the case of
the Prajiiaparamita manuscript at Pooh (Allinger 2006), followed by
mere apprentice work, evidently executed following the departure
of a first-class artist.
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Thirty-one of the figures are framed by architectural structures. In
the Hanle manuscript these structures are not uniform but of unu-
sually wide variety. They are not to be understood as representing
real architecture, for example a particular temple but, as Otto Pacht
has defined it for European book illumination, as a pictorial fram-
ing device consisting of architectural elements which is outside the
image itself. Describing his example from the Jesaias Commentary
(Oxford Bodleian Library, Ms. Bodley 171, end of 11" century) Pacht
writes: “Man sieht den Propheten (Jesaias) in strenger Frontalitat un-
ter einem Bogen, der mit einer Fille komplizierter architektonischer
Baldachinformen bedeckt ist, die aus einer Masse von Tirmen, Bo-
gengalerien, Dachern und einzelnen Motiven der Kirchenarchitektur
bestehen. Was damit versinnbildlicht werden soll, ist wohl weniger
die Monumentalitat irgendeiner besonderen Baustruktur als die Ma-
jestat von Ecclesia als Generalbegriff” (Pacht 1984: 191).

An example for comparison can be found in the Alchi Sumtsek
represented on the dhoti of the statue of Avalokitesvara (Goepper
1996: 64, Tara Temple). Here too the main figure is depicted frontally
within a frame of architectural elements. This is certainly not intend-
ed to depict a real building but to symbolise a celestial palace as
repeatedly described in the Mahayana satras. If these premises are
accepted, it is easier to make sense of many of the idiosyncrasies in
the architectural depictions in early West Tibetan book illumination.

The largest group within those images featuring architectural ele-
ments in the Hanle manuscript is represented by eighteen folia with
filigree structures that are to be understood as frames for the central
figure (e.g., Figs. 7, 8, 9 and 10). Thin supports on either side bear a
multi-storey roof structure that features numerous elements taken
from actual local architecture, for example windows framed with
wooden beams, decorative superstructures and, occurring repeat-
edly, roofs of slanting tiles that often point the wrong way and are
thus to be understood merely as elements of banded articulation,
as well as the frequently used dmalaka motif, which is deployed in a
purely decorative role, and metal crowning elements that are typical
of temple architecture.

The models for these kinds of architectural frames—albeit in
a much richer and fantastical form—can be found at Nako in the
painted bodhisattva thrones in the Lhakhang Gongma Temple (Klim-
burg-Salter 1997: fig. 227, erroneously ascribed to the Small Lotsaba
Temple) and rendered in the medium of clay at Lalung (Luczanits
2004: figs. 96-99).

Similar forms, some of which are much simplified, are present on
two folia of a manuscript in Tabo (Allinger and Luzcanits, forthcom-
ing: figs. 26 and 43) and also on the first folio of the PrajAidaparamita

manuscript at Pooh (Kalantari, forthcoming: fig. 2). It is a uniquely
West Tibetan idiosyncrasy that stands in contrast with architectural
frames in Pala illuminations. In the case of the latter, filigree shrines
often studded with gemstones recalling metal artefacts predominate
(e.g. folio 163v of the manuscript Or. 6902 in the British Library, Lon-
don, 12% century; Losty 1982: pl. III).2

Another seven folia from Hanle display similar forms, which are,
however, both heavier and more decorative, with the individual ar-
chitectural elements giving the impression of having been assem-
bled somewhat arbitrarily. Thus here too these structures have the
character of a frame rather than of real architecture (Figs. 52-57 and
59).3 This trend towards a strongly decorative architectural frame
also seems to predominate in a number of presumably later folia
from random Tibetan manuscript finds: for example a folio from
Tholing (Los Angeles County Museum of Art Acc. no. M.81.90.15, Pal
1983: 125, Harrison 2007).

The remaining six folia exhibit architectural forms that are fairly
unique in Tibetan book illumination. These images depict massive
structures that clearly draw on motifs from built architecture in Kash-
mir and the form in which the latter were adopted in the sphere of
sculpture. The architectural forms are compact and massive, still re-
taining much of the nature of the built architecture they were based
on (Figs. 15, 30 and 35-38).

In Kashmir a series of temples has been preserved that is essen-
tially distinct from the rest of Indian temple architecture. Here one
can observe the influence of Gandharan Buddhist architecture, which
is enriched with specific forms, including triple arches incorporated
into a triangular gable, the frequent use of columns, which can be
decorated in various different ways, or pyramidal roofs. Examples of
this include the Martand temple (mid-8" century, Fisher 1989: figs.
4, 5) and the Siva temple in Pandrethan (early 10t century, Fisher
1989: fig. 8).

The same forms are also found in temple reliefs, such as one at
the Martand temple (Fisher 1989: figs. 6, 7) and in a wooden relief of
Tara (10*-11* century), now at the Metropolitan Museum of Art in
New York (Acc. no. 1994.488, Lerner 1984: 81).

Two wooden shrines for ivory statues have a fivefold (quintuple)

2 Another contrast is offered by the often rather massive thrones in Nepali
illuminations. These also share a relative similarity with the very elaborate archi-
tectural elements and thrones depicted in the Tibetan manuscripts from Dolpo
(today in Nepal) (see Heller 2009).

3 This group is the only one in which the style of the figures—characterised by
their large, broad faces—and the architectural frame is the same in all cases.
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arch in addition to triple arches as well as a graduated element (British
Museum, London, Inv. no. 1968.0521.1, and Kanoria Collection Patan,
ca. 8" century, Czuma 1989: figs. 1, 2, 5, 6).

The same forms can also be seen on wooden portals in West Ti-
bet. The best comparative examples are found on the main door of
the Dukhang (T. 'Du khang) in Alchi (12 century, Di Mattia 2007:
pls. 2-6) and on the portal of the Lhakhang Chenmo (T. IHa khang
chen mo) at Khorchag (T. 'Khor chags): seated and standing figures
are framed by a massive architectural structure composed of pillars
and columns with capitals displaying a trilobate arch with amalaka
or a graduated arch within which a triangular gable is inscribed (this
portal probably dates from the time of the monastery’s foundation
under Rinchen Zangpo [T. Rin chen bzang po], 996; see Luczanits
1996 and Kalantari 2012: 150-165).

To return to the examples from the Hanle manuscript: the above-
mentioned folio from Volume 8 (Fig. 37) has a depiction of massive
pillars similar to those for example of the gate of the Siva temple
at Pandrethan. There is a fivefold rather than a triple arch, and the
form of the pendants below the roofs can best be compared with the
stucco work at Lalung (Luczanits 2004: 95).

A folio from Volume 7 (Fig. 36) bears a depiction of a gate struc-
ture: powerful columns with capitals bear a triangular gable sur-
mounted by a graduated gable and further superstructures. This can
be compared to the reliefs from Martand temple and the wooden
frame of the shrine in the Kanoria Collection.

The adoption of Kashmiri architectural forms should thus be un-
derstood in a very broad sense, that is, the artists were concerned
to translate the character of this architecture into the medium of
illumination, deliberately recreating massive structures rather than
more or less filigree constructs. This seems to me to be the essential
and unique achievement of the artists who contributed to this man-
uscript. In this context it is probably significant that the artists had
the opportunity of working freely within the manuscript without the
constraint of producing images that conformed to a uniform style,
as was evidently the case in many Pala manuscripts. Thus what the
illuminations in the manuscript from Hanle lack in quality they make
up for in their variety.
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All figures show folios or miniatures from the
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Fig. 1: Vol. 1, ka-wa 7v and 8r.

Fig. 2: Vol. 7, ja-na 1v and 2r.




Fig. 3: Vol. 1, ka-na 1v and 2r.




Fig. 4: Vol. 1, ka-ma 87v.
Fig. 5: Vol. 1, ka-nga 88r.
Fig. 6: Vol. 1, ka-wa 8r.

Fig. 7: Vol. 1, ka-wa 51r left.

Fig. 8: Vol. 1, ka-wa 51r right.




Fig. 9: Vol. 2, kha-na 1v left.
Fig. 10: Vol. 2, kha-na 1v right.

Fig. 11: Vol. 2, kha-na 20r.

Fig. 12: Vol. 2, kha-nga 13v.




Fig. 13: Vol. 2, kha-wa 61r.
Fig. 14: Vol. 3, ga 1v.

Fig. 15: Vol. 4, nga-na 1v left.

Fig. 16: Vol. 4, nga-na 1v right.




Fig. 17: Vol. 4, nga-ma 81v.
Fig. 18: Vol. 4, nga-nga 85r.

Fig. 19: Vol. 4, nga-wa 60r left.

Fig. 20: Vol. 4, nga-wa 60r right.




Fig. 21: Vol. 5, ca-na 1v left.

Fig. 22: Vol. 5, va-na 1v right.

Fig. 23: Vol. 5, ca-na 57r.
Fig. 24: Vol. 5, ca-nga 29v.

Fig. 25: Vol. 5, ca-nga 50v.




Fig. 26: Vol. 5, ca-nga 73v.
Fig. 27: Vol. 5, ca-nga 84r.
Fig. 28: Vol. 5, ca-nga 88v.

Fig. 29: Vol. 5, ca-wa 13v.

Fig. 30: Vol. 5 ca last leaf.




Fig. 31: Vol. 6, cha-na 1v.
Fig. 32: Vol. 6, cha-ma 24v.

Fig. 33: Vol. 6, cha-ma 82r.

Fig. 34: Vol. 6, ch-wa 11v.




Fig. 35: Vol. 7, ja-na 1v left.
Fig. 36: Vol. 7, ja-na 1v right.

Fig. 37: Vol. 8, nya-nalv left.

Fig. 38: Vol. 8, nya-nalv right.




Fig. 39: Vol. 8, nya-na 37r.

Fig. 40: Vol. 8, nya-wa 72r left.

Fig. 41: Vol. 8, nya-wa 72r right.




Fig. 42: Vol. 9, ta-nalv left.
Fig. 43: Vol. 9, ta-na 1v right.

Fig. 44: Vol. 9, ta-na 57v.
Fig. 45: Vol. 9, ta-ma 3v.

Fig. 46: Vol. 9, ta-nga 6v.

Fig. 47: Vol. 9, ta-nga 26r.




Fig. 48: Vol. 9, ta-nga 76r.
Fig. 49: Vol. 9, ta-wa 10r.

Fig. 50: Vol. 9, ta-wa 37r left.

Fig. 51: Vol. 9, ta-wa 37r right.




Fig. 52: Vol. 10, tha-na 75v.
Fig. 53: Vol. 10, tha-na 87r.

Fig. 54: Vol. 10, tha-ma 7r.
Fig. 55: Vol. 10, tha-ma 38v.

Fig. 56: Vol. 10, tha-ma 48v.

Fig. 57: Vol. 10, tha-ma 50v.




Fig. 58: Vol. 10, tha-ma 63r.
Fig. 59: Vol. 10, tha-nga 7v.
Fig. 60: Vol. 10, tha-nga 47v.

Fig. 61: Vol. 10, tha-nga 61r.
Fig. 62: Vol. 10, tha-nga 73v.

Fig. 63: Vol. 10, tha-nga 87v.




Fig. 64: Vol. 10, tha-wa 8r.
Fig. 65: Vol. 10, tha-wa 2v.
Fig. 66: Vol. 10, tha-wa 44r.

Fig. 67: Vol. 11, da-na 1v.
Fig. 68: Vol. 11, da-ma 36v.

Fig. 69: Vol. 11, da-ma 58r.




Fig. 70: Vol. 11, da-ma 69v.
Fig. 71: Vol. 11, da-ma 70v.

Fig. 72: Vol. 11, da-ma 71r.

Fig. 73: Vol. 11, da-ma 73r.




Fig. 74: Vol. 11, da-nga 34v.
Fig. 75: Vol. 11, da-nga 61v.
Fig. 76: Vol. 11, da-wa 42v.

Fig. 77: Vol. 11, da-wa 70r left.

Fig. 78: Vol. 11, da-wa70r center.
Fig. 79: Vol. 11, da-wa 70r right.




Fig. 80: Vol. 11, da-wa 69v and 70r.









