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ARHATS TRAVELLING TO CHINA ON A DRAGON

Tibet ,  China,  18th century
Opaque watercolor  on c loth

71.5 x  47.0 cm



CHOKLE NAMGYEL, 6TH ABBOT OF JONANG (1306 -  1386)

Tsang Province,  Tibet ,  China,  ca.  1370
Bronze with Copper and Si lver  Inlay. 
22.6 cm high

ཀུན་མཁྱེན ་ཆོས ་ཀྱི ་རྒྱལ་པོ ་ཇོ ་ནང ་པའི །  བསྟན་པ ་ཡུལ་རྣམས་ཀུན་ཏུ ་ཁྱབ་པ ་དང ་ །

ཕྱོགས་རྣམས་ཀུན་ཏུ ་ནམ་ཡང ་མི ་ནུབ ་ཅིང །  དུས་རྣམ་ཀུན ་ཏུ ་འཕེལ ་ཞིང ་དར ་བར ་ཤོག།

བདེ ་གཤེགས་ཀུན་བཟང ་མཐོང ་བའི ་བཀྲ ་ཤིས ་ལྟར། རྒྱལ་བ ་འཁོར ་བཅས་འདིར ་ནི ་བཀྲ ་ཤིས ་ཤོག།

ངན ་སྡིག ་ལོག ་པའི ་ཚིགས་རྣམས་བཅོམ ་འགྱུར་ཞིང །  རྒྱལ་སྲས་རིགས་འཛིན ་ཆོས ་རྣམས་འཕེལ ་དར ་ཏེ །

ཞལ་མཐོང ་ཙམ་གྱི ་བདེ ་བའི ་མཆོག ་བརྙེས ་པ།  ཉི ་ལྟར ་ཞལ་དྲོ ་ཟླ ་ལྟར ་འོད ་གསལ་ཞིང ་ །

བདག་དང ་འགྲོ ་ལ ་ཞལ་དྲོ ་བྱིན ་ཆེ ་ནས། བསྐལ་པའི ་མཐར ་ཐུག་བར་དུ ་བཞུགས་སུ་གསོལ།

བསོད ་ནམས་ཡེ ་ཤེས ་ཚོགས་གཉིས ་ལས། ལེགས་འཁྲུངས་དོན ་གཉིས ་དཔལ་གྱི ་འབྱོར།

ཚེ ་འདིར ་བསྒྲུབ་ལ ་བརྩོན ་མཛད་པའི །  ནམ ་བཟའ ་པ ་ལ ་ཕྱག་འཚལ་ལོ །

Omnisc ient  Jonang Dhar ma Raja (Chokyi  Gyalpo) ,
spread the teachings  far  and wide,

and in a l l  d irect ions  which never  decl ine,
May ( the dhar ma)  spread and f lour i sh eter nal ly.

As  auspic ious  as  see ing the Buddha Samantabhadra,
the Victor ious  Ones  and consorts,  and a l l  that  i s  auspic ious,

i s  i t  to  spread the teachings  of  the Buddhas  and Bodhisat tvas,
and to  defeat  har mful ,  untruthful  and s inful  words.

Merely  see ing your face we obtain supreme bl i s s.
As  auspic ious  as  the sun and radiant  as  the moon,

May you remain unt i l  the end of  age to  bless  us  and a l l  beings. 1

The lengthy inscr ipt ion on the back s ide of  th i s  bronze i s  by no means modest  in  i t s  praise  of  the 
oratory endeavors  and contr ibut ions  of  the 6 th abbot  of  Jonang,  Chokyi  Gyalpo (1306 -  1386) .  He was 
more commonly known as  Chokle  Namgyel ,  for  in  his  abi l i ty  to  “defeat  har mful ,  untruthful ,  and s inful 
words”,  he was  Vic to r i ous  in  Al l  Di re c t i ons 2.

Beyond the layer s  of  symbol i sm and analogy in  Vajrayana Buddhism,  one f inds  throughout  Tibetan 
his tory a  meaningful  phi losophical  d i scourse.  Chokle  Namgyel  -  in i t ia l ly  a  proponent  of  rang  s t ong  - 
was  deeply  moved upon meet ing the founder of  Jonang,  the es teemed Dolpopa Sherab Gyal t sen.  He 
soon become one of  Dolpopa’s  most  prominent  disc ip les,  and an advocate  the zheng  s t ong  phi losohpy 
(“other  emptiness” )  for  which Jonang was  wel l  known.  The reader  may ask themselves  a  quest ion:  does 
an abstract  concept  ( such as  a  number,  a  g rammatical  s tructure,  or  ‘ se l f ’ )  ex i s t ,  and can i t  possess  an 
intr ins ic  nature even i f  i t  i s  devoid of  any phys ica l  at tr ibutes?

Chokle  Namgyal  was  a l so  an important  master  of  the Kalachakra teachings,  and amongst  the many to 
whom he transmit ted the Kalachakra teachings  was  the Tsongkhapa. 

1  Translated into English by Karma Sonam Gelek, and reproduced herein with minor changes.
2  Stearns, Cyrus. Chokle Namgyel. Treasury of Lives. https://treasuryoflives.org/biographies/view/Chokle-Namgyel/2812



The phras ing of  the las t  l ines  of  the inscr ipt ion indicate  that  the sculpture was  made during the 
l i fe t ime of  Chokle  Namgyel ,  and the devot ional  tone suggests  the person who commiss ioned i t 
was  a  disc ip le,  i .e.  someone for  whom seeing his  face a lone resul ted in  the real izat ion of  “supreme 
bl i s s” .  The sculptor  of  the bronze,  in  producing such a serene v i sage,  has  managed to  l ive  up to  the 
descr ipt ion in the inscr ipt ion of  Chokle  Namgyel ’s  countenance as  being “as  auspic ious  as  the sun and 
radiant  as  the moon”.  One fee l s  that  behind the s i lver  in la id eyes  i s  a  contemplat ive  depth from which 
emerges  the wisdom that  thi s  teacher  was  known for.







PADMASAMBHAVA

Tsang Province,  Tibet ,  China.  ca.  1425
Bronze with Copper,  Si lver,  and Turquoise  or  Jade Inlay. 
29.8 cm high

ཨོམ།   སྭསྟི །

དཔལ་ལྡན་བླ ་མའི ་ཐུགས་དགོངས་རྫོགས་པ ་དང ་ ། 

མཁའ་མཉམ་འགྲོ ་ལ ་བདེ ་སྐྱིད ་འབྱུང ་ཕྱིར ་དུ།

དབུ་རྒྱན ་པད ་མ ་འབྱུང ་གནས་སྐུ ་འདྲ ་འདི ། 

འགྲོ ་མགོན ་དཀོན ་མཆོག ་དཔལ་བཟང ་ཐུགས་བརྩེས ་བཞེངས།  

སེམས་ཅན ་ཐམས་ཅད ་སངས་རྒྱས་མྱུར་ཐོབ ་ཤོག། 

བཟོ ་རིགས་མཁས་པའི ་བརྒྱུད་འཛིན ་ཀུན ་དགའ་ཆོས ་འཕེལ ་ཧོ །

To ful f i l l  the intent ions  of  h i s  g lor ious  teacher
and for  the sake of  happiness  and wel lness  of  a l l  in f in i te  beings,

wi th g reat  devot ion this  image of  Padmasambhava
is  sponsored by the protector  of  beings,  Könchok Palsang.

May a l l  beings  quick ly  at ta in the s tage of  Buddhahood!
Made by the l ineage holder  of  g reat  sk i l led craf t smen,  Kunga Chophel 1

The creat ive  genius  who sculpted this  image of  Padmasambhava into being -  Kunga Chophel  (kun 
dga ’  chos  ‘phe l )  -  was  f i r s t  ident i f ied by inscr ipt ion on a sculpture of  Shakyamuni  Buddha publ i shed in 
Art fu l  Beni f icence in  2009 by Mel i s sa  Kerin 2.  Based on these  two works,  Kunga Chophel ’s  iconic  s ty le 
i s  unmistakeable.  Both works  are  of  the large s ize  and feature mult i -metal  in lay;  precise  and or nate 
incised patter ns  on most  dominant  sur faces ;  express ions  that  are  at  once s tate ly  and compass ionate ; 
long dedicatory inscr ipt ions ;  and exquis i te  s tepped thrones  with an open-gr i l l  that  incor porates 
Kashmir i  aes thet ics.
 
Previous ly  only  known by name,  addi t ional  regional  and his tor ica l  context  for  the art i s t  i s  e laborated 
upon herein through ident i f icat ion of  the donors  for  each of  the works.  Of  the four  donors  of  the 
Shakyamuni  Bronze (a pha  r g ya l  mt shan ,  nor  bu  r g ya l  mo ,  bc i  pa  she s  rab ,  and bcur  dpon  rdo  r j e  dg ra  ‘du l ) , 
the las t  one can now be ident i f ied as  Jamyang Yeshe Rinchen (1364 -  1413) ,  the 10th abbot  of  Ralung 
monastery.  Dor je  Dradul  -  a l so  known as  Jakpa Melen ( j a g  pa  me  l en )  -  i s  the name of  a  dei ty  that  was 
subjugated by the Drukpa Kagyu master  and 7th abbot  of  Ralung,  Kunga Sengge at  Thimphu in the 
f i r s t  hal f  o f  the fourteenth century 3.  The 10th Dor je  Dradul  re fer s  to  the 10th re incar nat ion of  the 
l ineage that  subjugated sa id dei ty :  Jamyang Yeshe Rinchen.  Thus,  the Shakyamuni  bronze was  l ike ly 
produced c irca 1410 near  Ralung. 

By 1400,  Ralung had become part  of  the s tate  of  Gyantse,  and Kunga Chophel  was  l ike ly  based within 
Tsang province somewhere near  Gyantse.  In the 14 th century,  Gyantse  had gained a moderate  degree 
of  autonomy under Palden Zangpo (dpa l  ldan  bzang  po ) .  Given that  Gyantse  saw an inf lux of  Chinese 
g i f t s  as  a  resul t  o f  Palden Zangpo’s  d irect  contacts  wi th the Yuan Emperor Toghan Temur and later 

1  Translated into English by Karma Sonam Gelek, and reproduced herein with minor changes.
2  Kerin, Melissa. Artful Benificence. Rubin Museum of Art, 2009.
3  Bailey, Cameron. A Feast for Scholars: The Life and Works of Sle lung Bzad pa’i rdo rje. PhD Thesis at Wolfson College. 2014? page 228.



Mongol  pr inces 4,  i t  would not  be sur pr i s ing to  see  Chinese mot i f s  present  in  Kunga Chophel ’s  work. 
However,  the aesthet ic  i s  most ly  devoid of  Chinese inf luence and instead,  one f inds  a  s trong and 
uniquely  synthes ized Kashmir i  inf luence.

As Rob Linrothe expla ins,  “ . . .where an abundance of  metalwork sculptures  f rom Kashmir  has  been 
preserved -  of ten f i r s t  in  the Wester n Himalayas,  and now in Wester n col lect ions  -  in  the later 
per iod,  Wester n Himalayan metalwork der ived from Kashmir i  models  i s  rare.” 5 Linrothe’s  research 
in his  book,  Collecting Paradise, establishes that works  of  Kashmir i  or ig in are  l ike ly  to  have been present 

4  Ricca, Franco and Lo Bue, Erberto. The Great Stupa of Gyantse. Serindia Publications. 1993
5  Linrothe Rob. Collecting Paradise: Buddhist Art of Kashmir and its Legacies. Rubin Museum of Art. 2014. Page 199.



in  Tibet  for  art i s t s  to  take inspirat ion from. The quest ion of  re levance here i s  what  speci f ica l ly  might 
have been the cata lys t  for  an art i s t  to  synthes ize  this  inf luence at  th i s  part icular  junct ion in his tory 
(ca .  1400 near  Gyantse )?  The answer,  perhaps,  l ies  in  a  tradi t ion es tabl i shed by Palden Zangpo of  
commiss ioning bronzes  in  Indic  s ty les ;  th i s  t radi t ion s tarted when,  in  1359,   he commiss ioned a s i lver 
image of  Tara on the occass ion of  h i s  f i r s t  son’s  b ir th 6.  In this  mi l l ieu of  creat ing tradi t ional ly  Indian 
s ty le  works,  Kunga Chophel  -  ar t i s t  who emphat ica l ly  s igns  his  works  -  sought  to  di f ferent iate  himsel f  
and his  l ineage of  craf t smen by creat ing a  new s ty le  that  borrows s trong ly  f rom a speci f ic  per iod in 
Indian his tory.

Of  the var ious  s ty l i s t ic  e lements  in  Kunga Chopel ’s  ar t ,  the most  d i s t inct ive  i s  wi thout  a  doubt  the 
exquis i te  s tepped,  open g r i l l  throne with pi l lar s  puncutated with curl ing fo l iage,  and detai led with 
miniature f igures.  Whi le  s tepped archi tectural  mot i f s  are  common across  centur ies  and regions  in 
Indian art ,  present ing the deta i l s  in  an open g r i l l  i s  d i s t inct ive  of  the ca.  8 th century Kashmir 7.  The 
s tout  s ing le  lotus  on the throne has  a  rare ly  found squarish peta l  whose e legance and t ight  integrat ion 
into the work mirrors  that  found in this  per iod of  Kashmir i  ar t .  The Centra l  As ian inf luence in 
the miniature f igures  that  was  noted by Kerin,  i s  therefore indirect  ev idence of  the known art i s t ic 
exchange between Centra l  As ia  and Kashmir  during in  the 7 -  9 th centur ies 8.  Though not  an exclus ive 
feature,  even the f lora l  medal ions  and dense scrol l ing fo l iate  mot i f s  inc i sed on this  bronze can be 
found in works  f rom Kashmir.  Despi te  these  borrowed inf luences,  the work of  ar t  remains  dis t inct ive ly 
Tibetan.
 
The present  bronze of  Padmasambhava was  commiss ioned by Könchok Palsang to  fu l f i l l  the intent ions 
of  h i s  teacher.  One Könchok Palsang i s  known to have l ived in the 15th century:  he was  bor n in 
Ngamring ( the capi ta l  o f  Jang) ,  and became the spir i tual  son of  the famous br idge bui lder  Tangtong 
Gyalpo 9.  Tangtong Gyalpo was  a l so  a  treasure revealer,  and made his  f i r s t  revelat ions  of  the Bird 
o f  L igh t  between 1422 and 1428.  These revelat ions  were not  wri t ten down by Tangtong Gyalpo,  but 
ins tead conveyed to  Könchok Palsang 10.  Könchok Palsang eventual ly  went  on to  transcr ibe parts  of  
these  revelat ions  in  the f i r s t  b iography of  Tangtong Gyalpo,  wri t ten at  the newly constructed s tupa of  
Riwoche af ter  1449.  Given this  h i s tory,  i t  i s  l ike ly  that  the Padmasambhava bronze was  commiss ioned 
somet ime between 1422 and 1428 by Könchok Palsang for  Tangtong Gyalpo to  commemorate  his  f i r s t 
set  o f  revelat ions  of  the Bird  o f  L igh t .  In  the context  of  the inscr ipt ion and the donors,  i t  i s  easy  to 
quick ly  conclude the work was  made af ter  the pass ing of  a  teacher.  Here,  there are  two important 
pieces  of  ev idence that  suggest  th i s  was  not  the case.  Fir s t  i s  that  the open g r i l lwork of  th i s  bronze 
makes  the bronzes  unsui table  for  sea l ing even the most  bas ic  consecrat ion mater ia l s  ( r ice,  scrol l s  wi th 
mantras,  e tc . ) ,  and therefore i t  i s  h ighly  unl ike ly  that  th i s  work was  produced upon a teacher ’s  pass ing. 
Second,  Tangtong Gyalpo i s  famously  known for  his  many edicts,  and i t  i s  qui te  p laus ible  that  he gave 
one such edict  to  Könchok Palsang to  commiss ion this  work. 

Comparing Shakyamuni  bronze (c irca 1410)  and the Padmasambhava bronze (c irca 1425)  reveals  some 
of  the f iner  points  in  Kunga Chophels  s ty l i s t ic  evolut ion,  most  of  which focus  on ref in ing  
the presentat ion of  the throne.  The re lat ive ly  eas ier  to  make l ions  in  the open g r i l l  o f  the throne  
on the Shakyamuni  bronze have been replaced with much smal ler  and f iner  f igures  in  the 
Padmasambhava bronze.  The long scarf  /  tunic   connect ing these  f igures  to  the support  are  thinner 
in  the Padmasambhava bronze,  and each f igure,  in  addi t ion to  wearing jewelry,  now holds  a  smal l  gem 
in their  hands.  These gems,  potent ia l ly  an a l lus ion to  the revelat ions  for  which the Padmasambhava 
bronze was  commiss ioned,  re f lect  the futher  development of  Kunga Chophel ’s  sk i l l .  The s ing le  lotus 
6  Ricca, Franco and Lo Bue, Erberto. The Great Stupa of Gyantse. Serindia Publications. 1993
7  Linrothe, Rob. Collecting Paradise: Buddhist Art of Kashmir and its Legacies. Rubin Museum of Art. 2014. See Fig 1.27 and Fig. 128, two bronzes that are both from Kash-
mir, probably Gilgit, dated and dated to 714.  See also Fig. 1.33, 1.34, as well as the ivory carvings in Figs. 1.41, 1.43, and 1.46.
8  Ibid.  See Fig. 1.1 and the preceding discussion on page 31, under the header, “Connections with Central Asia”
9  Stearns, Cyrus. King of the Emply Plain. Snow Lion Publications. 2007. Page 6
10  Ibid. Page 3.



base i s  no longer  separated from the throne as  in  the Shakyamuni  bronze,  but  seamless ly  confor ms 
to  the s teps  of  the base in  the Padmasambhava bronze.  This  d i f f icul t  to  execute  modi f icat ion, 
though seeming ly  minor,  emphasizes  the presence of  the seated f igure by reducing the height  of  the 
base.

Interes t ing ly,  an impress ive  and large image of  Padmasambhava housed at  the Metropol i tan 
Museum of  Art  bears  a  remarkable  resemblance to  this  p iece,  and i t  may have been model led 
af ter  th i s  Padmasambhava des igned by Kunga Chophel .  The inscr ipt ion on the Metropol i tan 
Padmasambhava refer s  to  a  kun  dga ’  r g ya l  mo  (Kunga Gyalmo)  as  the donor of  the work.  Consider ing 
that  current  piece was  made for  Tangtong Gyalpo immediat ley  suggests  the poss ib i l i ty  that  Kunga 
Gyalmo refer s  to  the 2nd Samding Dor je  Pakmo,  Kunga Zangmo (1459 -  1502) .  Kunga Zangmo 
was she a  disc ip le  of  Tangtong Gyalpo,  and her  previous  incar nat ion,  the 1st  Samding Dor je 
Pakmo,  Jetsun Chokyi  Dronme (1422 -  1455) ,  was  both Tangong Gyalpo’s  d i sc ip le  and consort . 
Jetsun Chokyi  Dronme was one of  the most  famous female  f igures  in  Tibetan his tory,  and was  a 
pr incess  her se l f 11.  The reference to  a  mother  and father  in  that  inscr ipt ion could then refer  to 
Tangtong Gyalpo and Chokyi  Dronme,  and the subst i tut ion of  Zangmo with Gyalmo could be an 
acknowledgment  of  the royal  her i tage of  her  predecessor.  This  hypothes i s,  at  the very leas t ,  i s  not 
hindered by the tyranny of  d i s tance:  Samding i s  c lose  to  Ralung (where the Shakyamuni  bronze was 
housed) ,  and near  Gyantse.  The hypothes i s  would mean that  the Metropol i tan Padmasambhava was 
made in the second hal f  o f  the 15th century and housed in Samding.

To conclude,  th i s  essay has  used the inscr ibed evidence to  contextual ize  an art i s t  in  p lace and 
t ime that  was  heretofore known only  by name.  Ident i f icat ion of  the source of  Kunga Chophel ’s 
inspirat ion for  s ty l i s t ic  synthes i s  has  been ref ined,  by both by ident i fy ing 8 th century Kashmir  art 
as  the tradi t ion that  he borrows most  s trong ly  f rom, and by expla ining how the tradi t ions  of  h i s 
own t ime and place gave immediate  reason to  bel ieve that  he would have looked towards  India  for 
inspirat ion.  Final ly,  the person who commiss ioned this  work (Könchok Palsang) ,  the teacher  for 
whom i t  was  made (Tangtong Gyalpo) ,  and the reason for  i t s  product ion are a l l  d i scussed herein. 

This  d i scuss ion hopeful ly  adds  some depth to  what  i s  v i sual ly  a  s tunning and important  master piece 
of  15 th century Tibetan art .  Dat ing to  the f i r s t  quarter  of  the 15 th century means that  i t  i s  one 
of  the earl ies t  p ieces  of  the Tsang ate l ier,  set t ing the s tandards  for  some of  the except ional 
craf t smanship that  fo l lowed.

11  Hildegard Diemberger. When a Woman Becomes a Religious Dynasty: The Samding Dorje Phagmo of Tibet. Columbia University Press, 2007.







A TEACHER OF TSONGKHAPA

Tibet ,  China,  ca.  1395 -  1401
Opaque watercolor  on c loth
99.7 x  76.8 cm

Rendered in gold pigment ,  presented as  an emanat ion of  Vajrapani  (wi th ghanti  and dorje  on lotus 
s tems)  and a Second Buddha ( the bhumipursha  mudra with the r ight  hand,  and holding a  begging bowl 
with the three jewels  in  his  le f t ) ,  the centra l  f igure’s  presence radiates  equanimity  to  the v iewer.  Like 
several  Geluk paint ings  of  the 15 th century,  the paint ing features  some of  the highest  phi losophical 
t radi t ions  of  the Tibet  wi th a  dual  Yogachara-Madhyamaka l ineage s tructure.  However,  th i s  paint ing 
i s  the only  one in  which Tsongkhapa (1347 -  1419)  i s  not  the centra l  f igure.  Instead,  Tsongkhapa can 
be ident i f ied by inscr ipt ion as  the teacher  depicted as  an emanat ion of  Manjushr i  and seated on a 
cushion jus t  over  the le f t  shoulder  of  the centra l  f igure.  Over the other  shoulder  of  the centra l  f igure, 
seated on a cushion and presented as  an emanat ion of  Vajrapani ,  i s  Drubchen Namkha Gyel t sen (1326 
-  1401) ,  the founder of  the Chak Dor monastery.  Drubchen Namkha Gyel t sen,  who met  Tsongkhapa 
around 1395 1,  acted as  his  conduit  for  communicat ion with Vajrapani .  Tsongkhapa and Namkha 
Gyel t sen are  the 24th and 25th teachers  in  the Yogachara and Madhyamakha l ineages 2,  and -  by 
the iconographic  convent ion of  p lac ing them on cushions  -  were a l ive  at  the t ime of  the paint ing’s 
product ion.  Thus the paint ing can be safe ly  dated to  c irca 1395 -  1401. 
A careful  analys i s  o f  the paint ing’s  subject  and context  support  the inference that  the paint ing was 

1  Chossphel, Samten. Drubchen Namkha Gyeltsen. Treasury of Lives. https://treasuryoflives.org/biographies/view/Drubchen-Namkha-Gyeltsen/2592. The biography states 
that Namkha Gyeltsen was 70 years old at the time of his meeting with Tsongkhapa.
2  Jackson, David. The Legacy of Nepalese Art in Tibetan Painting. Rubin Museum of Art. 2010. See the list of teachers on pages 169 - 171.

Primary Lineages
M :  Madhyamaka Lineage
Y :  Yogachara Lineage

M24/Y24  Drubchen Namkha Gyel tsen [1326 -  1401]
   phyags rdor pa:  Founder  the Chak Dor monastery

M25/Y25 Tsongkhapa (rje  blo [b]zang grags pa )

Dei t ies
D0 :  Amitayus
D1  Akshobhyavajra  Guhyasamaja
D2  Yama  D3  Vajrapani   D4  Avaloki teshvara  D5  Begtse 
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2  ( I l legible)
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   i .e .  The Sherab who gives  empowerments
5  chos ‘byor pa 
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created during the l i fe t ime of  Tsongkhapa.  The teachers  that  are  part  of  nei ther  l ineage (1-6)  are 
added as  a  supplement  precise ly  because the centra l  f igure i s  not  part  of  e i ther  the Yogachara or 
Madhyamaka l ineages  e i ther.  These f igures  are  spat ia l ly  separated from teachers  in  the Yogachara 
and Madhyamaka l ineage by inc luding them within the larger  red halo that  c ircumambulates  the 
head and body nimbi .  Later  paint ings  of  Geluk patronage emphasize  the s igni f icance and memory of  
Tsongkhapa,  of ten referr ing to  him as  the “Second Buddha” ( r g ya l  ba  gny i s ) .  Therefore,  i t  would be 
highly  unl ike ly  to  portray anyone other  than Tsongkhapa as  a  Second Buddha unless  i t  was  produced 
during Tsongkhapa’s  l i fe t ime in the memory of  one of  Tsongkhapa’s  teachers.  The consecrat ion of  
the back of  the paint ing with a  s tupa,  suggests  that  the main f igure -  unl ike  Tsongkhapa -  had a lready 
passed away.  Tsongkhapa was  known to have highly  valued the spir i t  o f  devot ion to  his  teachers,  and 
may have recommended the s tructure of  the iconography of  the centra l  f igure and l ineage s tructure 
for  the paint ing.  The proposed 1395 -  1401 dat ing would make this  the earl ies t  known thangka ( to  the 
author’s  knowledge)  f rom the Geluk school .  This  paint ing with dual  Yogachara -  Madhyamaka l ineage 
might  a l so  have served as  a  prototype from which others  in  the 15th century were produced.

The fo l lowing i s  a  br ie f  d i scuss ion thereof.  Based on the iconography of  the centra l  f igure,  some 
poss ib i l i t ies  are  Shalu Buton Rinchen Drub 3,  Sakya Lama Dampa Sonam Gyel t sen 4,  and Jonang 
Chokle  Namgyal 5.  Being one teacher  removed from Tsongkhapa makes  Buton Rinchen Drub less  l ike ly. 
Though the ret inue of  dei t ies  does  not  provide any conclus ive  evidence e i ther,  i t  i s  another  meaningful 
cons iderat ion,  for  the only  major  dei ty  depicted in  the paint ing i s  Guhyasamaja;  Tsongkhapa’s 
b iography ment ions  a  v i s ion he had of  a  ghan t i  and dor j e  that  resul ted in  his  meet ing with Khyungpo 
Lepa Zhonnu Sonam 6 and subsequent  transmiss ion of  Guhyasamaja teachings 7.  Khyungpo Lepa should 
a l so  be added to  the l i s t  o f  poss ib i l i t ies  for  the main f igure.  The surrounding teachers  (1-6 )  are  l ike ly 
to  be teachers  of  the main f igure.  Though they may  help in  ident i fy ing the main f igure,  as  of  yet  none 
of  their  ident i t ies  has  been es tabl i shed with certa inty.

From an aesthet ic  per spect ive,  the paint ing has 
tremendous presence and impact  even despi te  the tr ia l s 
o f  t ime.  Gold patter ns  in  the body and head nimbi  are 
rendered in very thick impasto,  a  technique occas ional ly 
seen in the 14th and 15th centur ies.  With the except ion 
of  the body nimbi  (made in a12 th Pala  s ty le ) ,  the res t 
provides  a  so l id  example of  Ber i  s ty le  paint ing.

In conclus ion,  the l ineage,  iconography,  and inscr ipt ions 
have a l lowed for  deter minat ion of  a  dat ing of  th i s 
paint ing between 1395 and 1401,  a  t ime when both 
Tsongkhapa and Namkha Gyel t sen were a l ive.  Even 
in the absence of  a  f i r m ident i f icat ion for  the centra l 
f igure,  the paint ing i s  important  as  one of  the earl ies t 
known works  of  Geluk art .

3  Himalayan Art Resources. http://www.himalayanart.org See Items 69418, 99063 and 79979
4  Himalayan Art Resources. http://www.himalayanart.org. See Item 81096  and each Item in Set 2083 for Lama Dampa Sonam Gyeltsen with ghanti and dorje. See Items 65358 
and 90803 for the same with bhumipurshamudra
5  Himalayan Art Resources. http://www.himalayanart.org.  See Item 60629 for a Mahakala painting with possible identification (by inscription and lineage) of a lama as Chok-
le Namgyal. The figure in this work is depicted as an emanation of Vajrapani. A bronze of Chokle Namgyel with bhumipurshamudra  is present in this catalog
6  Thurman, Robert. The Life and Teachings of Tsongkhapa. Library of Tibetan Works and Archives, Dharmsala. 1982. See page 15.
7  Repa, Joona. Tsongkhapa. Treasury of Lives. https://treasuryoflives.org/biographies/view/Tsongkhapa-Lobzang-Drakpa/8986. 



LAMA

Tsang Province,  Tibet ,  China.  15th century 
Bronze

21.4 cm

སྙམ་མེད ་ཆོས ་རྒྱལ་དཔལ་བཟང ་ལ ་ན ་མོ  

Homage to  the contemplator  of  emptiness ,  Chogyal  Pelzang







PREVIOUS LIVES OF THE BUDDHA
   Jata k a Ta l e s #31,32,33

China,  Ming Dynasty,  15th -  16th century
Opaque watercolor  and ink on c loth
73.0 x  52.7 cm
The Jataka Tales  te l l  the s tor ies  of  the previous  l ives  of  Gautama Buddha.  Their  pr imary funct ion i s  as 
parable :  in  each v ignette,  the Buddha overcomes the l imitat ions  of  c ircumstance to  convey by example 
var ious  facets  of  v ir tuous  conduct .  With these  s tor ies  being widely  disseminated throughout  Asia 
in  the f i r s t  mi l lennia of  the Common Era,  inc luding the frescoes  at  Ajanta ( India ) ,  Magao (China) , 
Borobodur ( Indones ia ) ,  these  ta les  have not  only  served as  a  k ind of  art i s t ic  current ly  between regions 
as  wel l .  Though some of  these  f rescoes  have weathered the tes t s  o f  t ime,  extremely few  paint ings 
of  the subject  survive outs ide of  the Tibetan art i s t ic  t radi t ion.  Fortunate ly,  in  Tibet ,  we f ind a  r ich 
tradi t ion of  depict ing the Jataka Tales  paint ings  soon af ter  the second major  di f fus ion of  Buddhism 
into Tibet  in  the 11 th –  12 th centur ies.  Of  note  are  a  Pala  s ty le  12th century paint ing 1,  a  Sharr i  s ty le 
paint ing from the late  13 th –  early  14 th century 2,   and a Ber i  s ty le  paint ing from the mid- late  14 th 
century 3.  Jataka ta les  paint ings  can a l so  be found in the Menri  s ty le  f rom the 16 th century onwards, 
and s t i l l  for  the Kar ma Gadri 4 and the New Menri  s ty les.

In this  context ,  the paint ing in  discuss ion i s  an unique specimen that  cannot  be c lass i f ied with any 
known Tibetan s ty le.  Though produced on c loth with a  predominant ly  Tibetan color  palet te,  an ink 
brush technique used in scrol l  paint ing and cal l ig raphy i s  used for  the shading of  rock for mat ions, 
render ing of  shrubs  and f lowers  in  the landscape,  and s ty l izat ion of  the bark and pine leaves.  The 
roots  of  some trees  are  rendered in such thick ink that  one can imagine a  ca l l ig rapher wri t ing and not 
a  painter  paint ing.  The teachers  are  depicted in  the robes  of  a  Tibetan monk with s ty l ized hairl ines 
of ten seen in Tibetan bronzes  and paint ings  of  the 13 th century,  yet  v ir tual ly  every other  deta i l  o f  the 
work produces  v iv id recol lect ions  of  Chinese society  at  the t ime of  i t s  product ion.

Attendants  p lay music  on a  var iety  of  Chinese ins truments  (d iz i  [ f lute] ,  hulus i ,  bo [symbals] ,  tanggu 
[drums] ) .  Faces  are  del ineated over  a  pure white  pigment  ( ins tead of  the pink common in Tibet ) ,  wi th 
s trand-by-s trand art iculat ion of  fac ia l  hair  and a fu l lness  to  the features  that  c lose ly  re lates  to  the 
Tang through Yuan per iods.  Though some landscape moti f s  -  wi th the white  scrol l ing v ines  wrapping 
around a tree –  display the natural i sm common in scrol l  paint ing,  at  t imes  the art i s t  ventures  into 
a  more symbol ic  render ing of  mot i f s,  such as  for  the pair  of  pheasants,  the cherry blossoms on the 
trees,  and the archaic  render ing of  f lames in  the top r ight .  Clouds  shaded in azur i te  and malachi te 
are  out l ined in gold and black,  whi le  long white  bands of  c louds  have for mat ions  out l ined in gold, 
blue,  red,  and orange.  The archi tectural  e lements  d i splay two fasc inat ing e lements :  the layout  of  the 
pavi l ions  us ing mult ip le  per spect ive,  and a conspicuous  emphasis  on construct ion mater ia l s  (wood, 
s traw,  and s tone) .  The protagonis t  in  the pavi l ion at  the bottom has  many of  the tradi t ional  scholarly 
implements  in  his  environs,  inc luding a  brush,  inkpot ,  and scrol l s  wi th hanzi  on them. The moti f s  on 
the gar ments  ( swirl s,  c i rc les  occas ional ly  composed on square or  hexagonal  lat t ices )  are  rather  s imple 
compared to  the or nate  s ty l izat ion prevalent  in  Nepalese  and Tibetan paint ings.  The depict ion of  
animals,  such as  the e lephants,  the jackal ,  the monkey,  and buf fa lo  a l l  d i sp lay tremendous sens i t iv i ty, 
and the pair  of  horses  at  the bottom immediate ly  evokes  the memory of  the Tang dynasty  horse  in 
Han Gao’s  in  W hit e  Nigh t  Sh in ing .  The f igures  wear  c lothing that  i s  d i s t inct ive ly  Han in s ty le  wi th some 
of f ic ia l s  wear ing the Zhangokfutou hat ;  both of  observat ions  indicate  a  Ming per iod for  the paint ing 
as  Manchu c lothing was  introduced into China,  and the Zhangokfutou discont inued during,  the Qing 
per iod.  Numerous  other  Chinese mot i f s  exis t ,  inc luding the nine di f ferent  types  of  hat ,  hair  s ty les  and 

1  Pratapaditya Pal. Art of the Himalayas. ___ . See page 144
2  Jane Casey Singer and Steven Kossak. Sacred Visions. See  page 115
3  David Jackson. The Legacy of Nepalese Art in Tibetan Painting. Rubin Museum of Art. 2010. See page 117.
4  Most notable amongst the Karma Gadri style Jataka tales paintings are the sets designed by the 8th Tai Situ Panchen (1700 - 1774). See Set ID #4281 on Himalayan Art 
Resources.





or naments,  leg  wrappings  and weapons.
Sty l i s t ic  analys i s  conf ir ms the Ming per iod of  the 
paint ing’s  product ion.  Comparing a  dated 1686 Jataka 
ta les  (Kanxi  per iod)  paint ing in  the Victor ia  and Albert 
Museum to two known Wanl i  mark and per iod (1572 – 
1620)  paint ings  of  a  s imi lar  subject  ( the Great  Deeds  of  
the Buddha)  in  the Metropol i tan Museum and Bri t i sh 
Museum, one observes  that  a  dis t inct  Chengdu/Bei j ing 
s ty le  of  paint ing rapidly  evolved as  China trans i t ioned 
from Ming to  Qing rule.  Related to  the dated Wanl i 
paint ings  are  two earl ier  ( though undated)  Chinese s ty le 
thangkas  of  the Jataka ta le  and Great  Deeds  of  the Buddha 
that  were f i r s t  in  1984 by Pratapadi tya Pal  in  Tibe tan 
Pain t ing s 5.  The Jataka paint ing in  that  book i s  undoubtedly 
part  of  the same set  as  the present  work,  whi le  the Great 
Deeds  paint ing l ike ly  dates  to  the same per iod,  i f  not  the 
same art i s t  or  workshop,  as  the Jataka paint ings.

The met iculous  scholar ship of  David Jackson has  used 
these  undated Ming-per iod Chinese s ty le  paint ings 
publ i shed by Pratapadi tya Pal  on two occas ions  to  provide 
context  for  one of  the most  important  developments  in 
Tibetan art i s t ic  h i s tory.  Speci f ica l ly,  Jackson postulates 
that  these  paint ings  a l lude to  what  this  landscape or iented 
tradi t ion of  Chinese Buddhis t  paint ing might  have looked 
l ike  in  the 15th century and 16th centur ies 6.  This  i s 
important  because his tor ica l  records  ment ion that  sMan-
bla  Don-grub was  deeply  inspired by a  Chinese s ty le 
paint ing of  the Great  Deeds  of  the Buddha,  and created 
the Menri  s ty le  of  paint ing as  he proceeded to  he a l ter 
his  s ty le  in  both s ty le  and composi t ion to  ref lect  the 
landscapes  that  he found in Chinese s ty le  scrol l  paint ings.

In re lat ion to  the narrat ive  s tructure,  the paint ing depicts 
the Jataka s tor ies  in  remarkable  deta i l ,  wi th as  many as 
e leven frames for  Story 31,  and s ix  and f ive  respect ive ly 
for  Stor ies  32 and 33.  Early  ver s ions  of  the Jatakamala 
such as  Caves  10 and 17 in Ajanta and Cave 299 in Magao 
– with the except ion of  Kiz i l  –   depicted each Story 
in  mult ip le  f rames such as  found herein 7.  The Tibetan 
tendency to  depict  only  an iconic  aspect  of  each Story 
pers i s ted at  leas t  the late  16th century.  The narrat ive 
composi t ion of  present  paint ing i s  not  a  resul t  o f  inf luence 
from Tibet ,  but  ins tead i s  a  resul t  o f  the legacy of  a 
tradi t ion of  Buddhis t  paint ing cont inuing in  Asia  f rom the 
Tang Dynasty.  Given that  these  early  composi t ions  were 
des igned to  convey spir i tual  va lues  through narrat ives 
rather  than meditat ion,  i t  i s  no wonder that  an iconic 
center  f igure i s  absent  in  the thangka.  An iconic  centra l 

5  Pratapaditya Pal. Tibetan Paintings. Ravi Kumar. 1984. See plates 69 and 70 in Chapter 7
6  Jackson, David A History of Tibetan Paintings.  1996.Vienna: Verlag.  Jackson, David. Khyentse Chenmo: A Revolutionary Artist in Tibet. Rubin Museum of Art. 2016
7  M.C. Joshi. and R. Banerjee.  “Some Aspects of Jataka Paintings in Indian, Chinese, and Central Asian Art.” 1998.  http://www.ibiblio.org/radha/rpub015.htm.

Plates 69 from P. Pal. Tibetan Paintings. 1984

Plates 70 from P. Pal. Tibetan Paintings. 1984



Diagram and Inscriptions
Story #31:  Pr ince and the Cannibal
རྒྱལ་སྲས་ཟླ ་བ ་མཁས་པ ་ཡིས།།སུངའ ་ས ་ཡི ་བྱུ ་ཞེས ་པ། །མི ་ཤ ་ཟ ་བ ་སྤིད ་བཅུག་

ནས།།རང ་རིག ་མ ་ལུས་བདེ ་ལ ་བཀོད། །སུ ་ངའ ་འིས ་བུའི ་སྐྱེས ་པའི ་རབས་ཏེ ་སུམ་བཅུ ་

ཅིག ་པའི
Story #32 Prince and the Iron House
ལྕག་ཀྱི ་ཁང ་པར ་སྐྱེས ་པའི ་རབས་ཏེ ་སུམ་བཅུ ་གཉེས ་པའོ། །གང ་ཡངས་ས་སྐྱོང ་རིག ་

འཁྲུངས་ཤིང། །ལྕག་ཀྱི ་ཁང ་པར ་བསྐྱེད ་བསྲིང ་བ། །མི ་རྟག ་ཚུལ་ནི ་རྗེས ་དྲན ་ཏེ ། །ལོང ་

སྤྱོད ་སྤང ་ནས་བསམ་བསྟན་བསྒྲུབས
Story #33 Monkey and the Buffalo
མ་ཧེ ་སྟོབས་ཆེན ་གྱུར ་མོད ་ཀྱང།།གདུག་པའི ་བློ ་ཆེན ་སྤྲེའུ ་ཡིས།།གླང ་སྐབས་ཚོལ ་

ལམ་ཁྲོས ་པའི ། །རྒྱུ ་མཚེན ་གནོད ་སྦྱིན ་དག་ལ ་བཤད།།མ ་ཧེའི ་སྐྱེས ་པའི ་རབས་ཏེ ་སུམ་

བཅུ ་གསུམ་པའི

Verso
༅༅།།བཟོད ་པ ་དཀའ ་ཐུབས་བོད ་པ ་དམ་པ ་ནི ། །  མྱ ་ངན ་འདས་པའི ་མཆཚོགས་ཅེས ་

རྒྱལ་བས་གསུངས།།  རབ ་དུ ་བྱུངས་བ ་གཞན་ལ ་གནོ ་པ ་དང།།  གཞན་ལ ་འཚེ ་བ ་དགེ ་

སྦྱོང ་མ ་ཡིན ་ནོ ། །

Please note that there may be some minor transcription errors in reproducing 
the inscriptions herein.
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32f
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f igure in  Buddhis t  paint ings  s trong ly  ref lects  the funct ion 
of  the paint ing as  a  fac i l i tator  of  meditat ive  pract ice, 
whereas  the absence of  a  centra l  f igure a l lows the 
composi t ion to  c learly  re late  the narrat ive  axis  of  t ime 
with space on the painted surface.

Perhaps  the most  remarkable  aspect  of  the surviv ing Tang 
Dynasty  Buddhis t  paint ings  i s  their  use  of  landscape 8, 
a  use  of  landscape that  resonates  deeply  in  the present 
paint ing.  In the murals  of  Cave 217 at  Magao,  and 
in a  Li fe  Story of  the Buddha paint ing found in Cave 
17 in Dunhuang,  we see an incredible  integrat ion of  
per spect ive  and narrat ive  -  the embedding of  an axis  of  
t ime into the two-dimensional  artwork,  by us ing c louds 
and mountains  to  separate  v ignet tes.  I t  i s  remarkable  to 
f ind such a mature landscape paint ing s ty le  in  Buddhis t 
paint ings  of  the Tang Dynasty,  and scholar  Anne Farrer 
wri tes,  “Shown in landscape set t ings,  the scenes  [ jataka] 
provide rare  ins tances  of  landscape in the cor pus  of  
Dunhuang paint ings ;  such set t ings  for  re l ig ious  s tor ies 
were to  make an important  contr ibut ion to  China’s  long tradi t ion of  landscape paint ing” 9. 

In conclus ion,  th i s  essay e laborates  upon the 
e legant ,  v ibrant ,  and ce lebratory s ty le  of  
a  part icularly  unique Chinese s ty le  Jataka 
ta les  paint ing of  the Ming per iod.  This 
paint ing,  a long with the other  two publ i shed 
by Pal ,  shed l ight  upon the l inks  between the 
development  of  Tibetan paint ing in  the 15 th 
and early  narrat ive  Buddhis t  ar t .

8  Paintings from the Tang dynasty also attest to the development of this 
narrative methodology. See for example, “Emperor Going to Shu” and “Travelers 
Among Mountains in Spring” by Li Zhaodao and works by Li Sixun.
9  Jessica Rawson. 1992. British Musuem Book of Chinese Art. London: British 
Museum Press.

Cave 217 at the Magao Grottoes. Tang Dynasty, 705 – 780 AD. 



17 DEITY SAHAJAR REVERSED SHYAMA TARA MANDALA

Ngor Ewam Choden,  Tibet ,  China.  1512 -  1516
Opaque watercolor  on c loth
51.4 x  43.2 cm

Despi te  the immense popular i ty  of  Tara,  depict ions  of  Tara in  a  mandala with her  ret inue of  gods  and 
goddesses  i s  qui te  rare.  In the center  of  the mandala assembly,  Tara -  the female  -  i s  fac ing the v iewer, 
wi th her  male  consort  Amogas iddhi  rendered in l ight  g reen.  This  rever sa l  o f  male  and female  pos i t ion 
re lat ive  to  the v iewer i s  re ferred to  as  a  Sahajar  Reversa l ,  in  1.  An inscr ipt ion at  the bottom of  the 
work references  the works  provenance and his tory.  The paint ing was  commiss ioned by Lhachok Sengge, 
the 9th Ngor Abbot ,  and one of  the g reat  patrons  of  ar t  in  Tibetan his tory.  I t  i s  one of  three known 
works  commiss ioned by Lhachog Sengge for  the longevi ty  of  h i s  teacher,  the 7th Ngor Abbot  Konchok 
Pelwa ( the others  being a  13 Dei ty  Samvarodaya Chakrasamvara,  and a 15 Dei ty  Nairatmya Mandala ) 2. 
In addi t ion to  these,  most  of  the other  known mandalas  commiss ioned by Lhachok Sengge  -  inc luding 
a  Vajrabhairva in  the Rubin Museum of  Art  and a Kalachakra Mandala in  the Phi ladelphia Museum 
of  Art  -  are  of  the same s ize.  

1  John Huntington and Dina Bangdel. Circle of Bliss. Serindia Publications, 2003. Read the excellent article on a similar Green Tara mandala on page 404.
2  See Himalayan Art Resources (http://www.himalayanart.org) item numbers 65020 and 88554 respectively

རྗེ ་བཙུན ་བླ ་མ ་དཾ ་པ ་དཀོན ་མཆོག ་འཕེལ ་སྐུ ་ཚེ ་བརྟན ་པའི ་ཕྱིར ་དུ།  རིག ་པ ་འཛིན ་པ ་ལྷ ་མཆོག ་སེང ་གེས ་གཟེངས།

Made for  the long and s table  l i fe  of  Jetsun Lama Dampa Konchok Phel
by Vidhyadhara Lhachok Sengge 

6

15

17 Deity Mandala Assembly
     Wisdom Gods and Goddesses
D1  Shyama Tara with Consort  Amogasiddhi
D2  Amitabha 		  D3  Pandara Vasini 
D4  Akshobhya 		  D5  Mamaki
D6  Vairochana 		  D7  Vajradhatvishvari
D8  Ratnasambhava 	 D9  Buddha-Locani 
       Ancil lary Dei t ies
D10  Mukunda 		  D11  Muraja 
D12  Vamsha 		  D13  Vina
       Protectors
D14  Varamukha 		  D15  Shvanamukha 
D16  Simhamukha 	 D17  Hayamukha 

F: Tara as  Protector from the Eight Fears
F1  Protect ion from Falsehood 	 (Thieves) 
F2  Protect ion from Doubt  		 (Demons) 
F3  Protect ion from Anger  		 (Fire) 
F4  Protect ion from Ignorance 	 (Elephant) 
F5  Protect ion from Jealousy 	 (Snake) 
F6  Protect ion from Greed 		 (Capt ivi ty) 
F7  Protect ion from Attachment  	 (Water) 
F8  Protect ion from Pride 		  (Lion)

P: Principle  Worldly Gods
P1  Brahma (on goose)  	 P2  Indra (on elephant)
P3  Agni  (on goat)  	 P4  Yama (on buffalo)
P5  Raksha (on zombie)  	 P6  Varuna (on makara)
P7  Vayu Deva (on deer)  	 P8  Yaksha (on horse)
P9  Ishani  (on buffalo) 	 P10  Bhudevi  (missing)

RT  	  Red Tara
G1 -  G4: Guardian Kings of  the Four  Direct ions
O1 -  O8: The Eight  Auspicious Symbols
A1 -  A2: Apsaras
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This  part icular  work dis t inguishes  i t se l f  not  only  by the rar i ty  of  i t s  subject ,  the mastery of  the 
creat ing art i sans,  and the prest ige  of  i t s  patron,  but  a l so  by two unusual  composi t ional  choices.  In 
part icular,  the bottom regis ter  i s  used to  emphasize  an addi t ional  aspect  of  Tara -  Tara as  Protector 
f rom Eight  Fears  -  ins tead of  depict ing secondary protector s.  Each representat ion of  Tara in  the 
regis ter  i s  accompanied by a  miniature suppl icant  and a symbol ic  representat ion of  the fear  f rom 
which Tara i s  g rant ing protect ion.  The second composi t ional  choice i s  replacing the typical  char nal 
g rounds of  the Mandala with representat ions  of  (a )  the Four Direct ional  Guardians  (b )  the Eight 
Auspic ious  Symbols  and (c )  the Ten Principal  Worldy Gods.  These choices  make a  s tatement  to  the 
v iewer regarding the mult ip le  facets  through which the Goddess  Tara fac i l tates  the v iewer’s  approach 
into the realm of  enl ightened act ion. 
 
The transmiss ion l ineage here s tarts  wi th Shyama Tara,  and i s  fo l lowed by e ight  mahas iddhas.  This 
number of  mahas iddhas  i s  the same as  found in one other  known paint ing of  th i s  subject  (Col lect ion 
of  Donald and Shel ley  Rubin) 3,  though a transmiss ion l ineage with this  number of  mahas iddhas  has 
not  yet  been found.  However,  there i s  one transmiss ion l ineage for  Tara 4 that  inc ludes  the 7th Ngor 
Abbot  Konchok Pelwa;  appending Lhachok Sengge af ter  Konchok Pelwa to  that  transmiss ion l ineage 
produces  the exact  same number of  Tibetan teachers  found in the regis ter  here (10 to  25) .

3  Himalayan Art Resources. http://www.himalayanart.org. See Item #779
4  sgrol  ma’i  bstod bsgrub gnyis  kyi  brgyud pa.  https: / /www.tbrc .org/#!r id=L0RKL414.  Tibetan Buddhist Resource Center.  Based on this transmission 
lineage, the teachers in the mandala are:  
      1  Tara   2-9   Mahasiddhas  10  gu ru lo  tsa  ba  11  rong pa phyag sor  ba  12  brang t i  dar  ma snying po  13  Sachen Kunga Nyingpo (kun dga’ 
snying po)   14  ‘chim khu dbon  15  Sherab Ozer  (shes  rab ‘od zer)   16  mdo sde seng+ge  17  Sonam Gyal tsen (bsod nams rgyal  mtshan)   18 
Sherab Dorje  (shes  rab rdo r je)   19  Gyalwa Zangpo (rgyal  ba bzang po)   20  Yeshe Gyal tsen (ye shes  rgyal  mtshan)   21  Ngorchen Kunga Zang-
po (kun dga’ bzang po)  Ngor 1  22  Kunga Wangchuk (kun dga’ dbang phyug)  Ngor 4   23  Konchok Pelwa (dkon mchog ‘phel  ba)  Ngor 7  24 
Lhachog Sengge ( lha mchog seng+ge)  Ngor 9  25  Lhachog Sengge ( lha mchog seng+ge)  [ repeated as  the donor]





MAITREYA

Tsang Province,  Tibet ,  China
15th Century
Bronze,  18.4 cm





The vignettes  surrounding Padmasambhava depict  var ious  meditat ional  for ms discovered by the Terton 
and Scholar,  Ngari  Panchen Pema Wanggyel .  Pema Wanggyel  pr imari ly  s tudied in the Nyingma and 
later  Sakya tradi t ions,  and had extens ive knowledge of  textual  and phi losophical  t radi t ions 1.  He 
obtained his  revelat ions  of  “Condensed Essence of  the Vidhyādhara” around 1533 (age 46)  at  a  t ime 
when he was  meditat ing on wrathful  dei t ies  in  caves 2.  Some of  these  wrathful  dei t ies  can be seen in 
this  paint ing as  meditat ional  for ms of  Padmasambhava.

Overal l ,  the paint ing depicts  over  f i f teen di f ferent  meditat ional  for ms of  Padmasambhava,  and several 
scenes  depict ing var ious  r i tuals  and act iv i t ies.  Whi le  the iconography of  each meditat ional  for m has 
been met iculous ly  rendered,  each scene transcends  mere iconographic  depict ion.  The art i s t ic  v i s ion of  
a  master  has  composed these  v ignet tes  wi th outs tanding movement  and dynamism that  emphasiz ing the 
iconographic  meaning with a  narrat ive  s tory. 

This  paint ing of  Padmasambhava i s  an example of  the Easter n Tibetan Khamri  s ty le  at  i t s  f inest . 
Not ice  the ra inbow halos  c ircumscr ibing several  the scenes,  and s imi larly  colored undulat ing rays  of  
l ight  emanat ing from r i tual  per for mances.  The scenes  are  t ight ly  integrated into a  s ing le  landscape 
of  low r i s ing mountains  rendered in l ight  washes.  Padmasambhava s i t s  on his  lotus  throne r i s ing out 
of  a  lake,  and i s  accompanied by his  two wives.  Not ice  as  wel l ,  the exquis i te ly  rendered trees  and 
mountains  in  the landscape,  and the perspect ive  used for  render ing archi tectural  e lements.  Typical  of  
Easter n Tibetan paint ings  of  th i s  per iod,  the l ight  color  palet te  has  mesmeriz ing beauty.

1  Harry Einhorn. Ngari Panchen Pema Wanggyel. https://treasuryoflives.org/biographies/view/Ngari-Panchen-Pema-Wangyal/3006. Treasury of Lives.
2  Harry Einhorn. Ngari Panchen Pema Wanggyel. https://treasuryoflives.org/biographies/view/Ngari-Panchen-Pema-Wangyal/3006. Treasury of Lives.
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Meditational  Forms of  Padmasambhava from Ngari  Panchen Terma 1

1   Padmasambhava in  Paradise  (#16)
2   Padmasambhava with Apsaras  (#17)
3  Padmasambhava as  Medicine Buddha (#3)
4   Mahottara  Heruka (#2)
5   Vaishravana (#4)
6   Dorje  Drolo (#6)
7  Card #7
8   Padmasambhava chasing away demons with s tupa in  background (#9)
9   Padmasambhava (#9)
10  Padmasambhava (#12)
11  Padmasambhava (#15?)
12  Padmasambhava (#10)

Special  Representations
A  Padmasambhava as  Manifestat ion of  Amitabha Buddha as  per  bir th  in  Terma Tradi t ion
B  Padmasambhava as  Manifestat ion of  Five Dhyani  Buddhas
C  King Trisong Detsen,  the emanat ion of  Manjushri  who acted as  Patron of 
Padmasambhava 

Scenes
S1  Lama leading r i tual  offer ing to  Shakyamuni  Buddha with food,  incense,  and music 
created from drums and cymbals  played by the at tendants
S2 People  praying to  Padmasambhava at  mult iple  s tupas in  a  monastery complex
S3  Padmasambhava with r i tual  offer ings
S4  Padmasambhava performing magic r i tual  with s ta tue of  Shakyamuni  Buddha,  a  working 
vessel  (vase with peacock feathers) ,  and other  r i tual  implements

1  The the initiation card set at Himalayan Art Resources: https://www.himalayanart.org/items/52950335. The 
relevant card numbers from this set cited next to the description of the meditational form

PADMASAMBHAVA

Easter n Tibet ,  China.  18th Century
Opaque watercolor  on c loth
96.5 x  62.2 cm
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KURUKULLA

Circa 1765,  Commiss ioned by Migyur Gyal t sen 
Lhagyal  Gon Monastery? ,  Sichuan,  China
74.9 x  48.3 cm

Kurukul la ,  the semi-wrathful  Knowledge-Causing Mother  Buddha depicted here emanates  an 
enchant ing and lyr ica l  aura.  Her dynamic pose i s  accentuated by imagined scenes  evoked her  f lower-
for med bow and arrow.  Her f iery  aureole  i s  sof tened by the tr iangular  f raming with peonies  at  the base 
and the longevi ty  buddha Amitabha direc ly  above her. 

At  the bottom of  the paint ing i s  Migyur Gyal t sen (b.  1717) ,  who served as  the 37th Abbot  of  the 
Ngor Monastery from 1746 -  1751.  Migyur Gyal t sen was  bor n into a  prominent  shar pa l ineage 
in  Tibet ,  which the inscr ipt ion expl ic i t ly  makes  re ference to  in  his  naming therein.  Alongs ide the 
at tendant  lamas are  several  workers  s tanding below Migyur Gyal t sen,  one of  whom holds  a  repl ica  of  a 
monastery as  an of fer ing.  That  Migyur Gyal t sen himsel f  founded the Lhagyal  Gon monastery in  1767 
i s  no coincidence,  and this  paint ing i s  l ike ly  to  have been comiss ioned soon af ter  the complet ion of  the 
monastery.

Mingyur Gyal t sen was  an important  patron of  the arts  in  the 18 th,  and he commiss ioned a large set 
of  Jataka Tales  paint ings,  and employed dozens  of  ar t i s t s.  Of  these  art i s t s,  part icularly  noteworthy i s 
Zurchen,  who was  known for  wri t ing inscr ipt ions  for  many of  h i s  works 1.

1  David Jackson. A History Of Tibetan Paintings. Verlag-Presage Publications. 1992.

D1 Kurukul la
ཡིད ་འཕྲོག ་སྤྱན ་གྱི ་ཟུར ་མདའ ་ཡིས།། [  ]  དཔལ་གྱིས ་ཁེངས་ [ 1 ]ལྷ ་སྙིང ༑ ༑བསྩུན་པའི ་མོང ་དེ ་ [ 1 ]དབང ་བསྔུས་ནས།།དགེ ་ལམ་

ལེགས་སྦྱོར ་རིགས་བྱེད ་མ།།

D2 Hevajra

སྟོང ་ཉིད ་སྙིང ་རྗེས ་བརྟན ་གྱོའི ་དངོས།།ཀུན ་ཁྱབ་དགྱེས ་མཛད་ཧེ ་རུ ་ཀ།།

D3 Amitabha
D4 Vajrayogini ,  Naropa Tradi t ion
གསང་གསུམ་སྒོམ ་ཟློས ་སྐལ་བཙུན་ ། །མཁའི ་སྤྱོད ་འཁྲིད ་པའི ་རྣལ ་འབྱོར ་མ།།

D5 Green Tara
རྒྱལ་ཀུན་ཕྲིན ་ལས་མཚར་སྡུག་གར།།སྲིད ་ཞིའི ་འཇིགས་སྐྱོབ ་སྒྲོལ ་མ ་ཡུམ།།

D6 Vajrayogini
སྐྱེ ་དགྲའི ་བརྟན ་པ ་ཡོངས་དབྲོག ་པའི ། །དཔའ ་མོ ་གསེར ་གྱི ་སྙིང ་ཐག ་ཅན།།

D7 Red Tara
སྡེ ་བཞི ་ཆུ ་སྐྱེས ་བཅུད ་སྡུད ་བྱེད། །ནོར ་རྒྱན ་ལུས་ཕྲའི ་སྦྲང ་རྩེའི ་མགྲིན། །

D8 Vajrayogini ,  Tinuma
ཁམས་གསུམ་དཔལ་འབྱོར ་དབང ་འབྱོར ་བའི ། །དངོས ་གྲུབ་ཆེར ་མྱུར་ཏི ་ནུ ་མ།།

D9 Shri  Shamasana Adhipat i
རྣལ་འབྱོར ་འདོད ་པའི ་ཕྲིན ་ལས་ཀུན།།ཐོགས་མེད ་སྒྲུབ ་པའི ་དུར ་ཁྲོད ་བདག།།

*The above inscr ipt ions l ikely contain spel l ing and t ranscr ipt ion errors  on account  of 
occasional ly  poor  vis ibi l i ty  of  inscr ipt ions
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ཆོས ་གདམས་པ ་བདུད ་རྩིའི ་དཔལ་ཡོངས་འཛིན ་ཤར་པ ་མི ་འགྱུར་མཚན

The ambrosial  dharma instruct ions of  the glorious teacher Sarchen Mingyur Gyel tsen

TBRC Lineage L1RKL2691
1 Raja  Sahajalal i ta  (rgyal  po lhan skyes  rol  pa )
2  Mahavajrasana (rdo r je  gdan pa )
3  Rinchen Grag (ba r i  lo  tsa ba )
4  -  8  Curtai led l ineage
9 Sharchen Mingyur  Gyel tsen









LIFE STORY OF 9TH KARMAPA WANGCHUK DORJE

Derge,  Sichuan,  China,  18th century
Opaque watercolor  on c loth
61.6 x  40.0 cm

The Kar mapa lama i s  the o ldest  re- incar nat ion l ineage of  Tibet  and the head of  the Kar ma Kagyu 
school  of  Buddhism.  This  school  wi tnessed the height  of  their  inf luence in  power in  Tibet  in  the 16th 
century.  During this  per iod,  the Kar mapas and their  entourage traveled across  Tibet  extens ive ly,  l iv ing 
in  tents  as  they traveled to  spread their  phi losophy.  This  paint ing of  the 9th Kar mapa,  one of  the most 
famous Kar mapa incar nat ions,  l ike ly  belongs  to  a  set  of  paint ings  depict ing the l i fe  s tory of  the 9th 
Kar mapa.

This  paint ing i s  rendered in the Kar ma Gadri  s ty le  of  paint ing that  f lour i shed under the patronage 
of  the 8th Si tu Panchen Chokyi  Jungne in the 18th century in  Easter n Tibet  (pr imari ly  Derge) . 
Herein,  scenes  are  typical ly  rendered in two parts :  a  c loseup of  the 9th Kar mapa engaged in an 
act iv i ty,  and panoramic v iew that  provides  contextual  infor mat ion for  sa id act iv i ty.  A descr ipt ion of  
the scenes  i s  provided below.  At  the top of  the paint ing are  At i sha and Dromton,  through whom the 
Lojong teachings  of  the Kadampa were transmit ted into the Kar ma Kagyu.  The Lojong pract ice  of ten 
promotes  re f lect ion on one’s  own conduct ;  the v ignettes  in  this  paint ing -  each of  which i s  p layful , 
exuberant ,  and moving -  suggest  the v iewer tread a  path of  lear ning whi le  s taying true to  their  nature.

MF 9th Karmapa,  Wangchuk Dorje  1556-1601

A lama wearing the iconoic  hat  of  the Karmapa lama holds  a  vase of  long-l i fe  in  his  lap 
and touches the ear th  (bhumipursha mudra)  with his  other  hand.  This  is  the character is t ic 
iconography of  the 9th Karmapa.

Kadampa Lineage
A Ait isha
B Dromton

Scenes in  the l i fe  s tory of  Wangchuk Dorje .
1  After  set t ing up camp in the countryside,  the Karmapa teaches in  a  small  town
2 Karmapa a  disciple  under  a  t ree  while  feeding pigeons
3 A young disciple  leaves a  monastery and plays with dogs outs ide,  before  receiving 
teachings from the Karmapa near  caves outs ide the monastery
4 Teaching two disciples  across  the br idge from a small  town where a  r i tual  dance with 
ghant i  and damaru is  being performed
5 The 9th Karmapa has  a  vis ion of  a  lama (possibly Padmasambhava)  holding a  t r ident 
and s i t i tng on a  lotus  throne suspended over  a  lake.  Disciples  receiving teachings in  this 
vis ion,  while  sea creatures  offer  gems.  The disciples ,  having received teachings are  now 
seen as  f lying myst ics  above the mountains .

D1:  Bernag Chen (Karma Kagyu Protector)
D2:  Green protector  holding kathwanga and lasso
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TARA, SAMAYA YOGINI

Tibet ,  China.  18 -  19th century
Opaque watercolor  on c loth
61.6 x  43.5 cm



SHADBHUJA MAHAKALA

Tibet ,  China.  18th -  19th century
Opaque watercolor  on c loth

79.4 x  55.9 cm



ARHATS ANGAJA AND CHUDAPANTAKA

Tibet ,  China
Opaque watercolor  on c loth
16th -  17th century
64.1 x  43.5 cm





AVALOKITESHVARA

Tibet ,  China.  15th century
Gi l t  Bronze
13.5 cm



VAJRADHARA

Tibet ,  China.  16th century
Gi l t  Bronze

18.4 cm



VAJRASATTVA

Tibet ,  China.  15th century 
Gi l t  Bronze
16.9 cm



A MAHASIDDHA, POSSIBLY GHANTAPA

Tibet ,  China.  16th century
Gi l t  Bronze 

11.3 cm



ARHAT AJITA

Tibet ,  China.  16th century
Gi l t  Bronze
10.8 cm



ARHAT ANGAJA

Tibet ,  China.  16th century
Gi l t  Bronze

8.6 cm



TEACHER

Tibet ,  China.  13-14th century
Gi l t  Bronze,  12.2 cm







A  SAKYA LAMA

Tibet ,  China.  16th century
Gi l t  Bronze,  15.9 cm



YAMA

Mongol ia ,  17-18th century
Gi l t  Bronze,  15.4 cm



SHADBHUJA MAHAKALA

China,  17-18th century
Gi l t  Bronze,  12.4 cm



WRATHFUL DEITY (BON)

Tibet ,  China.  16th century
Gi l t  Bronze,  12.3 cm



SITA SHADBHUJA MAHAKALA

Tibet ,  China,  17th century
Gi l t  Bronze,  15.8 cm



INDIAN COURT PAINTINGS





ROYAL TRYST

Attr ibuted to  Gursahai .
Guler  Sty le,  c irca 1810. 
Opaque pigments  on paper. 
Paint ing 21.25 x 32.4 cm; Fol io  29.9 x  40.6 cm.





A FOLIO FROM THE RAMAYANA

Kangra,  Pahari  c irca 1780
Opaque watercolor  on paper





RADHA AND KRISHNA MAKING LOVE AT NIGHT

Kangra,  Pahari ,  ca .  1820
Opaque watercolor  on paper
22.8 x  15.9 cm



RADHA AND KRISHNA

Kangra,  Pahari ,  ca .  1800 -  1810
Opaque watercolor  on paper

23.1 x  15.7 cm



GOND RAJA SHRI INDER SINGH LISTENING TO MUSIC

Mughal  School ,  c i rca 1700
Opaque watercolor  on paper
28.8 x  27.3 cm

A PORTRAIT OF AURANGZEB

Mughal ,  c irca 1680
22.7 x  12.2 cm





RAJA UMED SINGH OF CHAMBA

Chamba,  Pahari ,  c i rca 1740
Opaque watercolor  on paper
25.0 x  15.5 cm



RAJA SMOKING HOOKAH UNDER TREE WITH ATTENDANTS

Garhwal ,  Pahari ,  c i rca 1820
Opaque watercolor  on paper

22.3 x  17.2 cm



RAJA IN PAVILION WITH COURTIERS

Pahari ,  c i rca 1800
Opaque watercolor  on paper
28.0 x  18.0 cm



ASCETIC SEATED UNDER A TREE WITH ATTENDANT

Hyderabad,  Deccan,  c irca 1700
Opaque watercolor  on paper

21.2 x  14.5 cm



DISCUSSION BETWEEN RAJAS

Chamba,  Pahari ,  ca .  1770
Opaque watercolor  on paper
19.7 x  28.7 cm





MARRIAGE OF NAGINI

Kangra,  Pahari ,  c i rca 1800
Opaque watercolor  on paper
19.4 cm x 21.3 cm





UTKA NAYIKA
I l lus trat ion to  the Rasikapriya
Nur pur,  Pahari ,  c i rca 1760



BIRTH SCENE

Opaque watercolor  on paper
Kangra,  Pahari ,  c i rca 1780

25.4 cm x  18.4 cm



A HORSE

Kishangarh,  Rajasthan
ca.  1760
28.7 x  37.8 cm






