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Preface and Acknowledgements

There can be no doubt that the Alchi Choskhor counts among the most important cultural
sites worldwide, even if it has never been put on the UNESCO World Heritage List. The state
of preservation of the miniature murals on the interior walls of its most ancient structures is
simply breath taking, as is the wealth of information they contain. This publication aims to
account for both, the exceptional quality of the art and its historical and religious content.

Jaroslav Poncar first reached Alchi in 1974, the year Ladakh was opened for foreign tour-
ists. However, it took until the summer of 1980 until he took the first photographs of them
for a documentary on the river Indus for German TV. As it was unthinkable at the time to
film the interior of the temple due to lack of electricity, his photographs were inserted into
the movie. It was the cameraman and producer Wolfgang Kohl who proposed a complete
documentation of the murals. When shown the photographs back in Cologne, Roger Goepper
expressed his interest to join such a documentation project.

The first documentation campaign at Alchi took place in summer 1981, with Barbara
Lutterbeck, Hans Siegel and Konchok Phanday, a monk from Ladakh, joining Goepper and
Poncar. It was done with studio lights brought from Germany that could be run by truck
batteries using a converter. The month-long stay was too short to cover all temples, and
Goepper was directing what to select among the murals of the Sumtsek and Dukhang. A few
pictures of the Lhakhang Soma were made due to its difference in style. The motives were
also chosen with an exhibition at the Museum of East Asian Art in Cologne in mind, which
took place in 1982. Its catalogue ‘Alchi - Buddhas, Goddesses and Mandalas’ was published by
Du Mont, Cologne. A second campaign took place in the summer of 1983 and was joined by
Johanna (Joan) Engelberta van Lohuizen-de Leeuw from the University of Amsterdam. During
this campaign attention was also paid to the ceiling paintings in the Sumtsek and Jampel
Lhakhang (Mafjusri Temple) and the inscription at the Palden Drepung Chérten (the ‘Great
Stupa) was discovered. However, there still remained undocumented paintings, in particular
those of the floorless top storey of the Sumtsek. These were documented in the following
year, leading to the discovery of the lineage and its inscriptions which enabled the dating of
the temple.

By summer 1988 the residence building in front of the Dukhang was torn down and
Poncar noticed water seepage damaging murals. These changes provided new motivation
to make sure that the entire complex is completely documented. Consequently, in summer
1989, Poncar was joined by Harald Brenner and Horst Winterberg, students from depart-
ment of imaging sciences, and Gregor Wiesel, a student of the department of architecture,
to continue the documentation. Meanwhile portable generators were available in Ladakh,
which improved documentation conditions considerably (3). At the end of this campaign
Likir monks requested to help with the preservation of the monuments, which led to the
‘Save Alchi Project’, which undertook yearly campaigns from 1991 to 1994. The restoration
was lead by Karl Dasser, professor for restoration of wall paintings at the Fachhochschule

Cologne. The restoration work focused on the two ancient chérten before it came to a sudden
halt.

2 Previous double page: The Alchi
monastic compound seen from the
opposite side of the Indus River and
looking southeast. The multi-cor-
nered, three-storeyed structure of
the Sumtsek can most easily be iden-
tified in the centre of the compound.
The square structure to the right

of it is the New Temple. The larger
structure of the Main Temple to the
left of the Sumtsek is half obscured
by trees. The last building on the
left is the double structure housing
the Jampel-Lhakhang and Lotsawa
Lhakhang, the latter with the larger
superstructure. To the right of the
Sumtsek, the square structure of the
Lhakhang Soma occupies the edge of
the compound.

All pictures at Alchi were taken on Kodak films. The detailed documentation was done
on Kodachrome 64 (35mm) film, while large format Ektachrome 64 was used for exhibition
photographs. Kodak sponsored the films and the prints of the documentation. To check the
results Polaroid instant pictures were also made. One has to be aware that at that time, a
malfunction on the technical equipment meant that the entire work of a campaign could be
lost, as happened in winter 1982 when 20 film rolls of additional motives for the exhibition in
Cologne turned out to be black after development. The flash synchronisation failed.

Christian Luczanits met Jaroslav Poncar and his team at Alchi at his first travel to the
region in summer 1990, when he was a student. This was his first travel with camera, but its
mirror malfunctioned and all documentation he did that year was lost. However, the meeting
lead to a long-lasting friendship with Poncar and Goepper generously supplying their docu-
mentation for his research whenever required. While working on aspects of Alchi occasion-
ally, this book only came into focus when it became clear that Goepper will not be able to do it
anymore. Even then, the first steps were only taken around 2009, when Poncar and Luczanits
talked more concretely about it and selected the core of the photographs to represent the
respective monuments. By then Luczanits had already worked for more than a decade with
Holger Neuwirth on diverse western Himalayan monuments including Alchi, the architec-
ture of which was first recorded during a joint fieldwork.

None of these works would have been possible without the generous permission of Likir
monastery and the support of the respective caretakers posted to Alchi. Permissions for the
documentation were provided by Likir and the Archaeological Survey of India. Sonam’s Zims-
khang served as a home away from home, even making juli-momo, the traditional local dump-
lings with apricots as their filling, for us. Foundational work for this publication was done
under grants by the Austrian Science Fund (FWF), the Austrian Academy of Sciences (0AW),
and the Achi Association, while most of the write-up was done during an AHRC research
grant on ‘Tibetan Buddhist Monastery Collections Today’ (Grant Ref: AH/N00681X/1) that
also enabled regular visits to the site between 2016 and 2019. Individuals who directly con-
tributed to the content of this work are mentioned in the main text or the notes.

The publication of this book has been generously supported by the Pritzker Art Collabora-
tive, Heidi and Helmut Neumann, the Solomon Family as well as Pia Rampal in remembrance
of her mother Tara Sinha. Drafts of the publication have been read by SOAS students and Pia
Rampal, and their comments helped considerably to identify potential issues and adapt the
text accordingly.

This work includes and builds on Roger Goepper’s pioneering work on Alchi. It also demon-
strates that much of his research has stood the test of time, including his dating of the main
monuments. Through Alchi, Goepper also became a highly valued friend. This publication,
thus, is dedicated to his memory.

Christian Luczanits & Jaroslav Poncar
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3 ‘In 1989 Roger Goepper and
myself were at Alchi to document
the murals as complete as possible.
Harald Brenner and Horst Winter-
berg, students at department of
imaging sciences at Fachhochschule
Kdln (Cologne), and the architect
Georg Wiesel were a good support
of the project. The large mandalas
in the Dukhang were for sure the
greatest challenge. Luckily, com-
pared to 1981-1984, working condi-
tions in the temples had improved
considerably. A portable generator
allowed for the use of studio strobe
lights, also a scaffolding was at our
disposal. The monks were very wel-
coming and served tea and cookies
during the breaks.’ JaroslavPoncar

4 This tree from the paradise of
Buddha Aksobhya, Abhirati, painted
on the back wall of the Dukhang, can
equally stand for Alchi itself. The
village has been protected histor-
ically due to its location and also
enjoys a relatively mild climate with
an abundance of apricot trees.

Introduction

BY CHRISTIAN LUCZANITS

This publication is long overdue. The Alchi Choskhor (chos 'khor), as it is referred to locally, is
one of the most important monuments in the Himalayas as it contains a considerable number
of ancient buildings. However, following the pioneering work of David Snellgrove and Tade-
usz Skorupski in the two volumes on the The Cultural Heritage of Ladakh published in 1977
and 1980 respectively, only one of these buildings has been published in detail, namely the
three-storeyed Sumtsek. To me, Alchi - Ladakh’s Hidden Buddhist Sanctuary - The Sumtsek has set
an extremely high standard in research, text and image quality, with Roger Goepper respon-
sible for the former and Jaroslav Poncar for the latter. This publication was a model for the
present publication, and it is included here as part of Volume II.

Matching Goepper’s text in erudition and brevity for the discussion of the entire com-
plex has been the major challenge throughout this project. The second daunting task I set
myself was to move scholarship on the site forward beyond the principal identifications
already largely contained in Snellgrove & Skorupski’s work. This is particularly relevant
for the Dukhang, the other major monument at the site. While I cannot claim that I have
achieved either of these goals to satisfaction, taking on these challenges certainly improved
the outcome.

The Sumtsek volume (Volume 1I) is still the work of Roger Goepper (3), since most of his
original texts are still valid. However, the publication of the Sumtsek volume with this first
volume dedicated to the other temples (Volume I) required adjustments to gain consistency
across the volumes and to include additional research since the publication of the original
Sumtsek volume. Most apparent, the succession of the images on each floor has been adapted
to conform to the ritual circumambulation from the entry wall clockwise (in the original pub-
lication the left and right walls are discussed before the back wall). Given the smaller format
of this publication, the layout had to be adjusted at some places. In terms of text, major
changes were needed in the introduction, the information of which had to be distributed
between the two volumes, separating the general historical part—now rewritten and part of
the first volume—from that specific to the Sumtsek. Any further changes to the original text
of the Sumtsek volume, which have been kept to a minimum, are recorded in its introduction
as well as in the notes marking the respective places, which also contain Goepper’s original
phrasing. The Sumtsek volume also contains all original additional contributions and three
new ones, one by Rob Linrothe on the contested teaching lineage in the top storey of the
monument, one by Nils Martin on the founding inscription of the monument that has not
previously been recognised as such, and one by myself introducing and comparing the Alchi
mandalas more broadly than possible in the monument focused chapters.
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Volume I considers all other monuments within the Choskhor, with the Dukhang taking
up about half of the volume. Separate chapters have also been written for the Palden Drepung
Chorten (formerly Great Stiipa), the Tashi Gomang Chorten (formerly Small Stipa), the
Jampel Lhakhang (also known as Mafijuéri Temple) and the Lhakhang Soma. All other mon-
uments are covered in the chapter The Development of the Sacred Area, page 345 ff., which
establishes the interrelationship of all the monuments in the complex, including the Lotsawa
Lhakhang and a chorten at the approach to the complex, here called the Lénpo Chorten. As
can be seen in this enumeration, the names used for the monuments in this publication are
Tibetan or Ladakhi rather than their Sanskrit or English equivalents.

Of course, much has been written on Alchi beyond the two publications mentioned so
far. Particularly noteworthy are two books, one by the local scholar Nawang Tsering with
photographs of Aditya Arya, called Alchi, the Living Heritage of Ladakh (2009), and the other
published more recently by Peter van Ham & Amy Heller, Alchi: Treasure of the Himalayas.
Ladakh’s Buddhist Masterpiece (2018). While both have been supported by Likir Monastery,
which is in charge of the complex, from a scholarly perspective neither of them does justice
to the monuments. While the former understandably relies on the local tradition that also
informed Snellgrove & Skorupski, the latter pretends to offer scholarship and to update the
work of Goepper and others, but actually conflates fact and fiction. Van Ham’s publication
is disturbingly misleading, not only in the claim that it is based on the first comprehensive
documentation of the site—obviously van Ham knows that Poncar has done that long before
him—but also in its text which re-enforces and expands unfounded platitudes in ways that
rather take away from Alchi than contribute to its understanding.

To be clear, the purpose of this work is to gather what can be learned from the monu-
ments themselves, acknowledging that it builds on contributions made in the past, and not to
contest or correct what others have said about it. Citations in the footnotes are thus largely
focused on positive contributions to the knowledge on the monuments and only occasionally
refer to misinterpretation or misidentification, in particular where these are misleading. The
reader is invited to compare and evaluate.

DATING ALcHI

A lot of ink has been spilled concerning the date of the Alchi monuments, in particular since
the discovery of an inscribed Drigung Kagyii lineage in the top storey of the Alchi Sumtsek
(see page 659ff.).! This publication contributes to this discussion insofar as it accounts for
the discovery of new information from the inscription in the Great Stiipa, now referred to
as the Palden Drepung Choérten, and the foundation inscription of the Sumtsek, which had
previously not been fully studied. Of these, the foundation inscription of the Sumtsek pro-
vides a religious genealogy of the temple’s founder, Tsiiltrim O (tshul khrims 'od), and also
clarifies the iconography of the Sumtsek sculptures. An abbreviated study and translation of
this inscription by Nils Martin has been added to the Sumtsek volume (see page 781ff.).? The
Palden Drepung Chérten inscription, written by Tsiiltrim O, not only fully supports Goep-
per’s attribution of the Alchi Sumtsek but may even imply that the Sumtsek was, in fact, built
to house a shrine for some form of relics of Drigungpa, the founder of the Drigung school,
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5 Jaroslav Poncar documenting a
detail of a ceiling panel in the Sum-
tsek. Most of the documentation
has been done by a simple setup of

a 35mm camera with two handheld
portable flash units attached to it by
cables.

who passed in 1217. A translation of this inscription has been included in the appendix to this
volume (The Pearl Garland Composition, page 406 ff.).

These discoveries aside, it is remarkable that those promoting an earlier date actually
never offered a positive argument in support. Instead, the critique of Goepper’s observations
range from purely emotional (Fournier in Lie Bléhaut 2001) to the downright wacky (Kozicz
2010, n. 1), and they are mostly destructive in their attitude, attempting to de-construct the
evidence of the lineage without considering anything else (Denwood 2014). Most recently,
Amy Heller (2018) tried to argue for an earlier date by interpreting a name of the previously
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published part of the Sumtsek foundation inscription without attempting to understand its
context. However, since the pioneering study of the Alchi inscriptions by Philip Denwood
(1980), it is well known that these texts are extremely complex works that require matching
erudition to be made sense of, and that they are lacking in historical information.

One actually wonders why the date of Alchi has been such an issue in scholarship. Local
resistance to Goepper’s date can be much better understood, as this date may be taken to
imply that Alchi was once a Drigung school monument. The Drigung school still has a powerful
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presence in the region, but Likir Monastery, to which Alchi belongs, adheres to the Géluk (dge
lugs) tradition. Rivalries between Tibetan Buddhist schools have never been uncommon, and
older monasteries have changed their affiliation during the rise of the Géluk school, which
is considerably younger. In fact, I now maintain that crediting early monuments from pre-
Géluk times, including Alchi, to the great translator Rinchen Zangpo (958-1055) was and is a
clever way to claim a Géluk heritage for them, as the Géluk school sees itself in his continu-
ation. This is particularly obvious in the Red Temple or Dukhang Dzamlinggyen in Tholing,
where a triad focused on Rinchen Zangpo to the left of the niche is balanced by a triad with
Tsongkhapa (1357-1419), the originator of the Géluk school, in its centre.? Further, both the
iconography and style of this temple link back to the eleventh-century monuments as well,
clearly referencing Rinchen Zangpo’s time and claiming to be created in his tradition. Since
this is in evidence already in the second quarter of the fifteenth century and one of the first
monuments preserved of the Guge kingdom with Géluk affiliation, we can’t be surprised that
this notion spread throughout the western Himalayas with that school.

Obviously, one cannot blame Likir Monastery for this, but there is no doubt that Goepper’s
discovery of a Drigung lineage on the third floor of the Sumtsek was not met with delight.
However, the main affiliation of monasteries of the time at which Alchi was founded was
the donor family, who usually also kept the abbotship within the family. In the case of Alchi,
this is the Dro ('bro) family, which originally came to the region from central Tibet. Thus,
although Tsiiltrim O, the founder of the Sumtsek, declared his devotion to Drigungpa and
even built a monument and a shrine in his memory, this does not mean that the monastery
ever belonged to the Drigung school. In fact, while Drigung teachings and teachers remained
relevant at Alchi, there is no indication that those in charge of the Choskhor ever claimed a
particular school affiliation.

METHODOLOGY

It may be useful here to say a few words about the method used in researching the Alchi
monuments, which is very much in line with Goepper’s pioneering work. This study first and
foremost tries to let the monuments speak for themselves by considering all their details
from the architecture to the actual decoration. The general assumption is that unless there
is direct and solid material evidence that indicates otherwise, what is depicted in a temple is
assumed to go back to its foundation. I mention this specifically as theories have been pub-
lished that assume restorations without forwarding any concrete evidence for it. This is par-
ticularly true for the top storey of the Sumtsek and its lineage depiction, which is analysed in
detail in a new contribution to the Sumtsek volume by Rob Linrothe (see page 723 ff.).

To move scholarship on the site forward has been a major challenge that led to a consid-
erable delay of this publication. In particular, the Dukhang begs the question of why these
mandalas are there, and what can be said about them beyond their general identification,
which largely was achieved a long time ago. Scholarship on the monument has tended to
explain its content by using extant translations of Sanskrit sources, comparisons to later
Tibetan examples, or later Tibetan commentaries on the depicted mandalas to explain their
iconographic details or name the deities. However, the Sadhanamala was translated after
Alchi was built and there is no indication that Abhayakaragupta’s trilogy—the Vajravali,
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Nispannayogavali, and Jyotirmafijari—played a role in its decoration. The early western Hima-
layan mandalas actually still document the final stages of the mandala’s development, which
Abhayakaragupta attempted to solidify. Using these sources, thus, has the inherent danger
of distorting the evidence of Alchi. It was thus important to me to base my interpretation
on sources that precede or are contemporaneous with the Alchi depictions and have a high
likelihood to have been known there. Therefore, I almost exclusively relied on the works
included in the Tibetan canon with an emphasis on those that in some way are connected to
the western Himalayas, such as works credited to Kashmiri authors or the numerous trans-
lations attributed to Rinchen Zangpo. As the information on the texts cannot always be con-
sidered reliable this is still an approximation, but one that comes considerably closer to the
Alchi depictions.

Now scouring the Tibetan canon to find relevant descriptions has become much easier
using digital editions, but it is still challenging and extremely time consuming. The descrip-
tions one may find are usually much less clear than those in later Tibetan commentaries
which were written precisely for this reason. Iconographic details are only occasionally pro-
vided in the early sources, and the Alchi depictions usually do not follow any of the sources
precisely; they are thus a commentary themselves. This becomes even more clear when com-
paring the Alchi mandalas to those in neighbouring monuments, such as Mangyu and Sumda
Chung, which help to establish which parts of a mandala can be regarded more receptive to
alternative interpretations than others (see The Alchi Mandalas, page 747 ff.).

A good example to explain the methodology used is the Vajradhatu mandala, the interpre-
tation of which has to rely on sources that were definitely known in the region by the time
Alchi was built, namely the root text and its early Indian commentaries. Using secondary
studies on these texts, it is crucial to exclude interpretations of the mandala that are specific
to Japanese sources, which have been widely used in the study of the Sanskrit root text and
its interpretation. Only then—basing oneself on the Tibetan root text, the translated Indian
commentaries, the religious milieu apparent in the Alchi inscriptions, and the murals them-
selves—is it possible to get a closer understanding of the ten mandalas on the middle storey
of the Alchi Sumtsek (see The Alchi Mandalas, page 747 ff.).

An example for a topic of Tibetan origin is the identification of the attendant goddesses
to Mahakala on the entry wall of the monuments. Here the consideration of changes in the
visual relationship of Mahakala to the surrounding figures and a comparison to early Kagyii
sources on Mahakala proved crucial, clarifying that it is actually the wrathful goddess that is
to be identified as a form of Remati and not the lady with the peacock feather coat, as Goep-
per has proposed. The latter clearly is a predecessor of Dorjé Chenmo, but her role at Alchi
is too remote from this later identity to identify her as such. Instead she is more cautiously
identified as a Menmo or Mamo, a native goddess of life (see page 53 ff.).

CoNTENT ISSUES

Suggesting more cautious or new interpretations does not mean that this publication does
not acknowledge other voices. In fact, Goepper’s text remains largely unchanged, even if it
contradicts what I have observed elsewhere and I am convinced that he would have changed
his opinion accordingly. A good example in this regard is his frequent mention of retouching,
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with or without thick black outlines, which in most cases appears unlikely to me. However,
without close analysis on-site on a case-by-case basis, I cannot be sure that he is wrong and
it is simply opinion against opinion. Occasionally, evidence-based alternative readings are
provided in the notes.

However, there are a few instances in which bringing the two volumes together is del-
icate. In a small number of cases the contradictions between Goepper’s original texts and
my own interpretation are potentially confusing. This became apparent when a draft of this
publication was provided to SOAS students in autumn 2019. Simply adding notes pointing
towards the new interpretations to the Sumtsek volume turned out to be insufficient. I thus
list the relevant issues I could not alter without major interference in the original text here
in the succession of their occurrence in the Sumtsek volume:

1. As pointed out above, the identification of the Peacock Cape Lady as Remati cannot be

maintained. Unfortunately, the wrathful goddess represented opposite the Peacock
Cape Lady in the Dukhang turned out to be a form of Remati. This is obviously con-
fusing, but could not be adapted, as much of Goepper’s text in this section is based on
his identification of this goddess. The reader is thus advised to take the identifications
offered in the Dukhang volume (page 53 ff.) as the current one and read those in the
Sumtsek volume (page 465 ff.) as an earlier, now outdated interpretation.

2. Thesameistrue fortheidentification of the six-armed Green Tara in the Avalokite$vara
niche which also occurs on the left side wall of the Dukhang. This goddess can now
be identified as an independent form of Mahasanti Tara (page 125ff.). Nevertheless,
in the Sumtsek volume Goepper’s identification attempt has been maintained as evi-
dence of the difficulty identifying this goddess (page 511ff.).

3. The third case is Goepper’s identification of the dark-skinned mahasiddha in the
bottom centre of Mafijusri’s dhoti as Naropa (page 572ff.). Research subsequent to
the Sumtsek volume has made clear that this mahasiddha actually must be Padampa
Sanggyé (pha dam pa sangs rgyas) an Indian siddha that died in Tibet in 1117 and is
credited with the transmission of the mahasiddha tradition to Tibet. In this case, the
Sumtsek volume identification contradicts the one proposed for the depictions in the
Palden Drepung and Tashi Gomang Chérten (page 254 ff.).

In other cases, Goepper’s original identification has been adapted. For example, following
research by David Jackson subsequent to the original publication, the identity of the two
monks which are exceptionally part of the lineage painting on the top storey of the Sumtsek
needed to be altered. As said already, such changes are marked in the notes.

ARCHITECTURE

A major advance in this publication lies in the architectural documentation, which is the
result of a cooperation with a team of architects from University of Technology in Graz,
Austria, led by Holger Neuwirth and Carmen Auer, which began with a first joint visit to the
region in 1998. All plans presented show the buildings at the same scale, which makes them
directly comparable, and represent the condition of 2003. The outlines of the wall plans are
based on this documentation and also of directly comparable scale, and I have filled in the
details on their decoration.

16

Likir Monastery generously supported both the original documentation of the monu-
ments by Jaroslav Poncar and the architectural survey of the monuments by the team of
Graz and myself. Unfortunately, the cooperation between Poncar and the monastery ended
in 1994, and re-establishing a relationship between the two parties, which I attempted about
a decade later, failed. In part, this is due to the complex responsibility structure that sur-
rounds the monument, also involving the Archaeological Survey of India (ASI), with different
parties pulling in different directions. Fortunately this has not affected the interior of the
monuments so far, which are the responsibility of Likir Monastery, but their exterior has
been transformed over the last two decades. These changes are partially described at the end
of the development chapter (see Recent Changes, page 403 ff.), and I leave it to the reader to
judge if these measures are successful.

OUTLOOK

While hoping that this publication will stand its ground for a considerable time to come,
there are also lacunae that may shift future assessments of details. On the one hand, check-
ing my conclusions largely formulated on the basis of the available documentation in situ
has not been possible in all areas, on the other hand the necessity of reassessing the Alchi
inscriptions has only become obvious to me fairly recently and added another layer of delay
to this work. In particular the infrared photographs of the inscription in the Palden Drepung
Chorten made by Sreekumar Menon turned out to be extremely useful in improving on what
is visible in situ or through conventional photography. The availability of such photographs
would make it worthwhile to restudy all the inscriptions from both historical and religious
point of view. Nils Martin’s study of the Sumtsek’s foundation inscription hints at considera-
ble interlinkage between some inscriptions, the precise nature of which still needs to be fully
understood. In addition, it is necessary to make all inscriptions available in Tibetan script, as
only then will they be read and recognised locally.

Insisting that the Alchi Choskhor was founded by Rinchen Zangpo in the eleventh cen-
tury, even though the former is nowhere mentioned in the inscriptions, ironically also denies
the local Ladakhi agency in creating these stunning monuments. Taken at face value, the
Alchi inscriptions leave no doubt that while the founders of the temples perceived them-
selves as part of a larger west Tibetan dominion, their education and achievements are local.
They speak of a sophisticated religious culture supported by a noble family with wide con-
nections, of the pious activities of exceptional monks from this family and their religious
aspirations, and they do so in the forms of songs, poems and acrostics, which still need to be
fully decoded. The more I learn about these monuments, the more I think Ladakh should be
proud and protective of them.

In my opinion the Alchi Choskhor is a monument of world heritage quality and impor-
tance. Its Jewel Temple (rin chen gtsug lag khang) and Pile of Jewels Temple (rin chen brtsegs
pa gtsug lag khang), as the Dukhang and Sumtsek are called in its inscriptions, duly live up to
their names. They offer a unique and precious glimpse into the past that is both regional and
far-reaching.
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6 Portrait of the founder of the
Alchi Dukhang, Kalden Shérap,
heading a monastic assembly per-
forming a ritual. This assembly is
part of the donor depiction on the
entry wall that marks the founda-
tion of the monument (74).

The height of this depiction is
approximately 23 cm.

7 Portrait of Drigungpa in the Tashi
Gomang Chérten (252). 1200 3)
The comparison between the two
portraits demonstrates the differ-
ence between the Indian derived
local monastic tradition and that

of an early central Tibetan school,
where a sleeveless vest is added to
the monastic attire.

The Historical Background

BY CHRISTIAN LuczaniTs*

Little is known about the early history of Ladakh prior to the second half of the tenth century,
when it became part of a newly established west Tibetan kingdom and both Tibetan culture
and Buddhism were firmly established in the region.’ It is generally maintained that the pop-
ulation of Ladakh previously was Dardic.® From a Kharosthi inscription found in the area and
datable to 111/112 CE, we can deduce that Lower Ladakh may have been part of the Kusana
empire during the second century CE.” However, originally the main trade routes leading
from Northern India into Central Asia passed further west through present-day Afghanistan
and northern Pakistan.?

Following the Kusana empire the wider northwest Indian region split into smaller domin-
ions with shifting allegiances. Among these the small Buddhist enclave of the Palola $ahi
that flourished from the late sixth to the early eighth century along what is today known
as the Karakoram Highway in northern Pakistan is particularly noteworthy. A set of early
manuscripts, the so-called Gilgit manuscripts as well as a substantial number of high quality
bronzes provide a unique glimpse into a flourishing Buddhist culture at the very beginning
of Esoteric Buddhism.” A branch of its trade network may well have led along the Indus River
and traversed Ladakh onto the Tibetan plateau.

During the middle of the seventh century cultural influence from Tibet reached the coun-
try of Zhangzhung, that is the western area of the Tibetan plateau (changtang, byang thang)
east of Ladakh.’ Less than a hundred years later their influence has expanded across the area
of present-day Ladakh to Baltistan, today in northern Pakistan. This can be deduced from
the report of the Korean Buddhist pilgrim Huichao, who refers to this area under the name
Greater Bolor. He states that the population of this country is Buddhist, and that there are
Buddhist monasteries, but that the country is under Tibetan suzerainty.!' The area he refers
to is that of the Palola Sahi mentioned above, which around that time disappeared from the
historical stage, wiped out in a power struggle between China and Tibet in this area, which
the Tibetans accessed through Ladakh.

Early rock inscriptions in Ladakh along the Indus River, with an important site near the
Alchi bridge, clearly demonstrate that the area was of strategic importance during the time of
the Tibetan empire (from the conquest of the region to the middle of the ninth century) and
beyond (in particular the tenth and eleventh centuries). Even if originally Tibetan cultural
influence had not yet deeply penetrated into this part of Ladakh, the frequency of military
titles such as ‘head of the thousand district’ (tongpdn, stong dpon) in the Alchi rock inscrip-
tions testify to the presence of military units in the area.?




More detailed historical information on the western Himalayan areas only becomes avail-
able with the tenth century. The collapse of the Tibetan empire, traditionally marked by the
murder of King Langdarma (glang dar ma) in 842, resulted in a migration of parts of the old
aristocracy, which included members of the former royal family, to more secure areas in
west Tibet. In the first half of the tenth century Kyidé Nyimagén (skyid lde nyi ma mgon), a
descendant of the murdered Langdarma, established a dominion (ngari, mnga’ ris) in the area
of Purang at the invitation of local nobility, and married Khorkyong ('khor skyong), a lady of
one of these noble clans, the Dro ('bro).

The Dro clan likely had its origins in the northwestern region of Zhangzhung and had pre-
viously provided queens and ministers to the Tibetan emperors, growing into one of the most
powerful families in the early history of Tibet."” The clan also played an important role in
the western Himalayan region during the following period, as can be substantiated through
inscriptions and their instrumental role at Alchi.”®

There are a number of partially contradictory accounts on the spread of the newly estab-
lished kingdom in later historical texts, but more recently discovered textual sources provide
a clearer picture.’® Accordingly, the territory of the newly established dominion expanded
rapidly, and when Kyidé Nyimagon’s sons came of age was divided into three parts, each of
them ruled by one of his sons. It is from this division that the concept of the ‘dominion in
three parts’, Ngari Khorsum (mnga' ris skor gsum), derives. One of these three parts ruled by
its first king Palgyigdn (dpal gyi mgon) included Maryiil (mar yul), a term that denotes an area
of Ladakh.

Of course, Maryiil remained to be tied to the kingdom of Purang-Guge, which was ruled by
Palgyigon’s brother Tashigon (bkra shis mgon). Crucially, with the ascendency of Tashigén’s
sons Khorré ('khor re) and Songngé (srong nge) a system of dual rule was promoted in support
of organised Buddhism, with one son acting as ruler representing secular law (rgyal khrims),
while the brothers became monks, one of them representing religious law (chos khrims). In
this case, Songngé—which is shorthand for Tri Désong Tsuktsen (khri lde srong gtsug btsan)—
first succeeded his father, but soon abdicated his throne in favour of his brother Khorré ('khor
re) to become a monk. He is thus better known under his ordination name Yéshé O (ye shes
'od)."” Yéshé O is known for his stance against unorganised tantric Buddhism and Bén (bon)
religion, as well as his instigation of every noble family to found a temple.” He is also cred-
ited with dispatching twenty-one sharp-witted (blo rno ba) young monks to Kashmir in order
to study Sanskrit and Esoteric Buddhism at one of its centres. Among these was Rinchen
Zangpo (rin chen bzang po; 958-1155), who became famous for his scholarship and numerous
translations.

It is said that when Rinchen Zangpo returned to west Tibet as one of the few monks who
survived the unfamiliar Indian climate, he brought with him thirty-two Kashmiri artists
together with a collection of important religious texts, many of which he translated into
Tibetan. The earliest hagiography of this famous monk, which exists in several different
versions, further attributes the foundation of three major and twenty-one minor temples to
him."” Among these Khorchak ('khor chags) in Purang, Tholing (mtho gling) in Guge, Tabo (ta
po) in Spiti, and Nyarma (nyar ma) in Ladakh certainly date to Rinchen Zangpo’s time. How-
ever, as the paintings and inscriptions in the Main Temple of Tabo indicate, this early list
rather reflects foundations of Yéshé O than the achievements of Rinchen Zangpo. While the
former is depicted in the Tabo Entry Hall together with his two sons, the latter does not occur
among the monks depicted to their side.

20

The subsequent rulers and royal monks of the Purang-Guge kingdom are fairly well known.
On the secular side Khorré is succeeded by Lhadé (lha Ide) and 0dé ('od Ide; c. 996-1024). A
recently discovered inscription at Kharul, a few kilometre west of Kargil, mentions the latter
and is evidence that his realm reached at least up to this point.?® On the religious side, Yéshé
0 in his role of as pre-eminent royal monk is succeeded by Jangchup O (byang chub 'od), and
Zhiwa O (zhi ba 'od), the former known for the renovation of the Tabo Main Temple and the
latter for another ordinance against a range of tantric teachings.”

At this stage another important protagonist of the so-called later spread (phyi dar) of Bud-
dhism was invited to west Tibet, namely the great Indian master Ati$a Dipamkarasrijfiana
(982-1054).?? Arriving after considerable delay in 1042 he spent three years in west Tibet,
where he composed the Lamp for the Path to Awakening (Bodhipathapradipa), a concise intro-
duction to Buddhist practice, and also met Rinchen Zangpo who by then was in his 80s.* He
also contributed to the massive translation work undertaken in the west Tibetan monasteries
at the time.

After spending three years in west Tibet, AtiSa moved on to central Tibet where he died
in 1054 at Nyetang (snye thang) near Lhasa. There, his famous lay disciple Dromtén Gyalwe
Jungné (brom ston rgyal ba'i byung gnas, 1005-1064) founded the monastery at Reting (rva
sgreng) and a religious order, the Kadam (bka' gdams) school, which focused on authoritative
scriptures and continued the oral instruction (damngak, gdams ngag) lineage established by
Ati$a.”” As Ati$a himself, this school stressed the esoteric nature of the highest tantric teach-
ings, which is reflected in the absence of father-mother (yab yum) images in early Tibetan art
associated with this school.””

Early western Himalayan monuments reflect a similarly conservative attitude with a focus
on the Yoga Tantra and their root text, the Compendium of Principles of All Tathagatas Tantra
(Sarvatathagatatattvasamgrahatantra),”® which had been translated into Tibetan by Rinchen
Zangpo together with one of his Kashmiri collaborators, Sraddhakaravarman.?” This semi-
nal text propagates Buddha Vairocana as central among the five esoteric Buddhas and the
so-called Vajradhatu mandala. The early Alchi monuments mark the very end of this early
west Tibetan religious tradition, which has to be distinguished from the Kadam school, with
which Rinchen Zangpo is frequently but somewhat misleadingly associated.

That the developments in west Tibet continued to be loosely tied to central Tibet in the
late eleventh century is indicated by the organisation of a large council (chos 'khor) in Tholing
under King Tsédé (rtse lde), the successor of 0dé, and Zhiwa O, in 1076. However, all these
religious efforts could not avoid that split inheritance and internal conflicts fragmented the
dominion in the last decade of this century. It is in this time of fragmentation that the his-
torical information found in the Alchi inscriptions has to be placed. These texts demonstrate
both, the continued legacy of Ngari Khorsum in both political and religious terms, as well as
the relative independence of rather small territories in this western periphery of the region.

A recent study linked the mention of a certain podrang Wangdé (pho brang dbang lde) in an
Alchi inscription to the Guge lineage, namely to the successor of Tsédé referred to under the
names of Bardé ('bar Ide) and Wangdé (dbang Ide).” However, even a short look at the relevant
sources makes clear that this connection is tenuous and does not account for the fact that at
Alchi the person bears the title podrang (pho brang), which indicates a role on the religious
side. One may also wonder why one would want to link one’s ancestry to a short-lived ruler
of a distant dynasty rather than to one closer to home, namely the lineage of Palgyigén who
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a century earlier took over Maryiil. Even the much later kingdom of Ladakh traces itself back
to him.”

However, the list of rulers succeeding Palgyigon as it is found in the Royal Genealogy of
Ladakh (la dwags rgyal rabs) is rudimentary and not corroborated by any other source. Its
historical value, thus, has always been doubted even though a few of the events listed have
been taken as historical facts.*® Goepper, for example, took one of the ruler’s names that has
a Sanskrit origin, Utpala, as a possible explanation for what appear to be non-Tibetan rep-
resentations of kings and nobles in the murals at Alchi. But he also pointed out the possibility
that ‘the local Ladakhi royalty intentionally had themselves portrayed in the guise of Indian
or Central Asian rulers™ (see Donor Assemblies, page 85ff.).

The archaeological evidence indicates that the precedent set by the royal house of Purang-
Guge was emulated in Ladakh to a considerable extent. Nyarma Monastery, located a few kilo-
metres east of Tiksé (khrig se), over the following centuries grew into an enormous complex.*?
Its oldest building, a part of which forms the base of a temple dedicated to the protectress
Dorjé Chenmo (rdo rje chen mo), likely dates back to its foundation in the late tenth century.
The complex was expanded in the following centuries through the addition of at least four
major temples. Also the founder of the Alchi Dukhang, a monk called Kalden Shérap (skal ldan
shes rab), received his religious education here. However, this monastery was abandoned in
the fourteenth century and thus only remains in the form of a large ruin.*® On the basis of
comparisons to the Tabo Main Temple, also ruins at Basgo and Leh Choskor can be dated to
around the middle of the eleventh century.** Historical sources further claim that the mon-
asteries of Spituk (dpe thub) and Likir (klu dkyil) are equally early foundations, but this cannot
be confirmed on the basis of material evidence.*
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8 Taken in 1982, this view of Alchi
Choskhor—this village area is named
after the religious compound—from
the west documents the relationship
of the monastic compound on the
left and the four-storey Lonpo house
centre right, which clearly was the
most prominent building in this part
of Alchi. Also clearly visible is the
Lonpo Chorten, a gateway chorten
that may well mark the original
access to the sacred compound.
Today modern houses obscure these
relationships entirely.

The Foundation Inscription of the Sumtsek studied by Nils Martin (page 781ff.) is the
historically most informative text among the Alchi inscriptions, but has only partially been
recorded previously. This text is a song of praise dedicated to three generations of monks
from the Dro clan and their religious achievements. Its poetic language and fragmentary
state leave a lot of room for interpretation, and the following account summarizes my take
on it, Nils Martin offering much more detail in the introduction to his translation.

The family of the founders of Alchi traces itself back to a branch of the Dro clan from
Purang that settled at Nyarma, where it served as minister to a certain podrang Wangdé. As
the west Tibetan examples show, the title may indicate that this Wangdé is a brother to a
ruler in charge of the religious affairs of Maryiil, that is Ladakh. It is, thus, fitting that the
first of the three monks the inscription focuses on, called Zhiden O (zhi ldan 'od), is the eldest
son of a monk turned householder (verses 49-56). Thereby the inscription implies that this
family settled at Sumda (gsum mda'), across the mountain range south of Alchi. As has been
shown recently, the village that today appears remote had been part of a southern trade
route that led from Wanla via Sumda to the Markha valley, a route that more broadly con-
nects Kashmir and west Tibet that must have been of much greater importance in the past.*

The information gained from the Sumtsek foundation inscription fits well with what we
already knew about the founder of the Alchi Dukhang, a monk called Kalden Shérap (skal Idan
shes rab). As the Dukhang inscriptions inform us,”” Kalden Shérap was a monk from the Dro
clan born at Sumda and religiously trained in Nyarma (6). He eventually moved to Alchi and
founded its Main Temple (gtsug lag khang), the oldest temple still existing in the village. He
also erected a bridge across the Indus and a fort (rdzong). These must have been located at the
same place where today’s bridge is found. Both the remains of a fort and the numerous rock
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9 The monastic complex (chos 'khor) of Alchi
from the northwest, viewing all temples from
the back. The highest structure in the centre is
the three-storeyed Sumtsek, to its left the Main
Temple, usually referred to as the Dukhang,
and to the right the Lhakhang Soma. Along the
buildings in the foreground a circumambula-
tion path leads around the walled compound.

inscriptions found there attest to the importance of this site as a river crossing. As Nils Martin
shows in his analysis of the Sumtsek inscription Kalden Shérap likely is the second unnamed
monk whose deeds are described (57-84). In particular the description of his foundations
resonates with that found in one fragmentary inscription in the Dukhang. Being his uncle,
Kalden Shérap lived a generation prior to Tsiiltrim O (tshul khrims 'od), a conclusion that is
also substantiated by the earlier stylistic and iconographic characteristics of the murals in
the Dukhang in comparison to those of the Sumtsek.*

Nothing is known about Alchi (a Ici) village beyond what is found in its rock and temple
inscriptions. Its name is clearly pre-Tibetan and defies explanation. Located on the south-
ern shore of an alluvial plateau directly above the Indus River it is considerably lower than
Sumda on the southern side of the same mountain range. It thus has a milder climate and can
grow a greater variety of agricultural products. It probably also derived its importance from
the nearby bridge, one of the few places of Lower Ladakh at which the Indus could be crossed
all season.”

Sumda itself is of two parts, the larger Sumda Chen (gsum mda’ chen) along the main route,
and the three household village of Sumda Chung (gsum mda' chung) in a northern side valley
directed towards Alchi. A path leads directly from Sumda Chung across a pass called Stakspila
and steeply descends towards Alchi, the drop on the Alchi side being 2000 metres in height.
Sumda Chung also preserves a temple dating from roughly the same period as Alchi, and
numerous ruins of other constructions of the time are found in both Sumda Chen and Sumda
Chung some of which may well go back to the same founders as those at Alchi.”

Another group of comparative monuments partially decorated by the same artists is
found at Mangyu (mang rgyu), a village only half a day’s walk along the south bank of the

24

Indus towards the west and into a side valley. In terms of workmanship, the monuments
there are also closely connected to the Alchi monuments, but studies of its inscriptions have
shown that they are founded by members of the Mer (smer) clan.”’ A detailed comparison of
the mandalas found at the two sites indicates a religious competition between their founders
(The Alchi Mandalas, page 747 ff.).

Tsiiltrim O’s religious deeds are not only recorded in the founding inscription of the Sum-
tsek (v. 85-120), but he also authored a text in its top storey*”! and a lengthy inscription in
the Palden Drepung Chorten.” The founding inscription of the Sumtsek, a song of praise
composed by a certain Tséden Shérap (rtse ldan shes rab), informs us that the three storeys of
the structure are dedicated to three paternal uncles (v. 105-108).% In contrast, the top storey
inscriptions accompanying a series of portraits is authored (but not necessarily written) by
Tsiiltrim O himself (The Entrance Wall, page 659ff.). There he takes refuge to the teachers
of a Kagyii (bka' brgyud) school lineage ending with the founder of the Drigung (‘bri gung)
Kagyii school simply called Drigungpa (766). This is the famous Jikten Gonpo Rinchenpel ('jig
rten mgon po rin chen dpal, 1143-1217), today more frequently and honorifically referred to as
Jikten Sumgon (ljig rten gsum mgon). This information is now further supported by the new
reading of the inscription in the Palden Drepung Chorten, which mentions the same teacher
as refuge, and the depiction in the Tashi Gomang Chorten, the composition of which derives
from central Tibetan thangka paintings portraying Drigung hierarchs (7, 252).

Thus, from these inscriptions we can conclude that Tsiiltrim O was a younger contempo-
rary and pupil of Drigungpa Jikten Génpo, the founder of the Drigung Kagyii school, who died
in 1217. The Palden Drepung Chorten inscription further implies that the Sumtsek was built
in combination with another edifice erected for relics of Drigungpa (see The Pearl Garland
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Composition, page 406 ff., stanza 12). If this reading is correct, then the Sumtsek dates to
the years immediately following 1217, but even if it is not the temple’s foundation cannot
precede that date by more than a few years. Thus these inscriptions provide us with rela-
tively narrow absolute dates for both the Sumtsek and the Palden Drepung Chérten. Also the
Tashi Gomang Chorten, the Jampel Lhakhang and the courtyard extension must have been
built shortly after (see The Development of the Sacred Area, page 345ff.).

The information gained from the Alchi inscriptions roughly conforms to information
about the spread of the Drigung school gained from historical sources, which initiates a
major change in the religious situation in the western Himalayas. In the early thirteenth cen-
tury the Drigung ('bri gung) school established itself in the region of Mount Kailash (Kailasa).
On three occasions Drigungpa dispatched groups of monks to the region, the third and big-
gest group led by Ghuya Gangpa Piintsok Gyatso (ghu ya sgang pa phun tshogs rgya mtsho) in
1215. There they quickly gained local support with a king of Mangyiil (mang yul; that is an
alternative designation to Maryiil, probably designating Upper Ladakh), Ngédrubgén (dngos
grub mgon), recorded as one of their supporters together with the kings of Guge and Purang.*
While none of the recorded events can directly be linked to Alchi, it is clear that these large
expeditions must have changed the religious atmosphere in western Himalayas.

At Alchi the last of the early monuments, the Jampel Lhakhang and the courtyard exten-
sion, document a decline in material and artistic quality, hinting at an economic decline
that likely is associated with warfare in the surrounding areas, in particular the raids into
Northern India that destroyed the main monasteries in Northeast India and the repeated
invasions of Kashmir by the Mongols, the first of them in the 1230s.* Religious activity nev-
ertheless continues and is documented in a considerable number of painted chérten, the
Lotsawa Lhakhang and finally the so-called Lhakhang Soma (lha khang so ma) or New Temple.
The latter documents a major stylistic and iconographic diversion from the earlier western
Himalayan tradition. Now deities are depicted in embrace (yab yum) and wrathful depictions
abound. The composition and colour scheme of the paintings both correspond to contempo-
raneous central Tibetan thangka painting, although they are produced by local artists. The
refinement of the sophisticated Kashmiri style preserved in the early buildings has vanished
and the figures have a refreshing bluntness.

The Lhakhang Soma paintings are part of a new era of Ladakhi painting with many mon-
uments throughout Ladakh, ranging from the temple at Wanla to the Guru Lhakhang in
Phyang.” At Alchi, this change from the Kashmiri to an indigenous Ladakhi tradition with
strong local flavours can be traced through the painted chérten and the Lotsawa Lhakhang
and happened gradually, taking up the remainder of the thirteenth century. Of course, there
is no historical information that would accompany it and the monuments themselves are the
only source in this regard (see The Development of the Sacred Area, page 345ff.).

Following the construction of the Lhakhang Soma, donor attention appears to have
moved to other areas of Alchi, in particular Shangrong and Tsatsapuri. It is likely that the
Alchi Choskhor remained under the descendants of the family of its founders, and that these
focused on the preservation of the monuments. An inscription in the Maitreya niche of the
Sumtsek records a restoration of the temple (complex) and its paintings under the supervi-
sion of a priest called Shérap S6nam (shes rab bsod nams).* Since the text mentions the name
of King Tashi Namgyel (bkra shis rnam rgyal) who reigned about 1555-1575,* we may conclude
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that this must have taken place around that time, that is, during the second half of the six-
teenth century. Still, the formulations used in this inscription suggest that the creative reli-
gious activity at Alchi had already come to an end sometime before, and that an active reli-
gious community no longer existed.

The early phase of Kadam school (bka' gdams snying ma or bka' gdams gong ma) with its
emphasis on elaborate ritual, on the power of propitiating deities and on scholarship, was the
precursor of the Géluk school, founded three and a half centuries later by Tsongkhapa (tsong
kha pa, 1357-1419) and first named New Kadampa (bka' gdams gsar ma). It is thus no surprise
that when this school established itself in the western Himalayas through pupils of Tsong-
khapa in the fifteenth century, that they linked themselves back to the western Himalayan
tradition of Rinchen Zangpo, as clearly expressed in one of the earliest monuments of that
period, the Red Temple at Tholing. Identifying the portraits of Drigungpa as representing
Rinchen Zangpo was a powerful tool to sideline the importance of the Drigung school in the
intermediate period, but also resulted in the expansion of the legend of Rinchen Zangpo as
the source of one hundred and eight monuments across the region and for the ritual of Dorjé
Chenmo, the goddess worshipped in the only functioning temple left at Nyarma.

It is, however, unclear how long the Alchi Choskhor remained in private hands, and when
the old monastic complex of Alchi was taken over by the Géluk school monastery of Likir. Sit-
uated in a side valley on the opposite side of the Indus River, Likir Monastery today adminis-
ters the Alchi Choskhor, and delegates the monks that serve at its keeper (kénnyer, dkon gnyer)
and collect the entrance fees. The only specific Géluk topic found anywhere in the Choskhor
is a painting of Tsongkhapa in the veranda of the Sumtsek (481). However, I have no record
of the modern paintings in the most recent addition to the complex, the Maitreya Temple to
the right of the entrance to the Dukhang (483 f.).

In any case, we have to be grateful to everybody who took care of these exceptional mon-
uments over the centuries. As little has been altered in their interiors the Alchi Choskhor
monuments offer a unique glimpse into the past when Lower Ladakh flourished under the
pious leadership of competing noble families.
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10 The Alchi Choskhor (chos 'khor)
from the north looking at the
temples from their backs. The twin
temples on the left are the Lotsawa

Lhakhang and the Jampel Lhakhang.

They are followed by the Main
Temple, the Sumtsek and the New
Temple at the edge of the com-
pound. CL2000(55,03), WHAV

11 The Alchi monastic compound
seen from the east in a three-di-
mensional model prepared by the
Technical University Graz, Austria,
under the direction of Holger Neu-
wirth. Here the twin temples of the
Jampel and Lotsawa Lhakhang are
seen from the front, and the double
chorten in front of the Sumtsek as
well as the Palden Drepung Chorten
can easily be discerned. Neuwirth & Auer,
TU Graz 2020

12 Above: Drawing of a stupa
between the valance cloth in the
Sumtsek.

The Layout of the Sacred Area

BY ROGER GOEPPER & CHRISTIAN LUCZANITS

From the very beginning, the natural disposition of the narrow alluvial plateau above a bend
of the river Indus chosen as a location for the sacred area (chos 'khor) at Alchi limited the
possibilities in arranging the buildings. It also prevented any strict ‘orientation’ of the build-
ings according to the heavenly directions. Instead, entrances of all the temple halls face the
southeast, while nominally they represent the east in most cases.” The rather narrow and
sloping ground also restricted the possibility of creating a symmetrical and therefore sym-
bolic sequence of monuments along a central axis, as can be observed in other early temple
complexes in the western Himalayas, as the one at Tabo.*

Today, it is difficult to imagine the original impression of the whole architectural situation
since several secular buildings have been erected within the religious compound and also the
circumambulation path has changed considerably. Originally the whole area must have been
protected by a wall of dried bricks, the remains of which could still be seen in the 1990s form-
ing a right angle to the northeast and northwest of the complex (10). The other parts of this
wall are either missing or replaced by more modern walls. The present state allows only spec-
ulation on which buildings were originally surrounded by this symbolic iron-mountain ring
(cakravadaparvata, Tib. chakri rawa, lcags ri ra ba). Perhaps it only encircled the main temple
halls, perhaps it also included monastic quarters for a few monks.*

As is common, a path for circumambulation may once have run outside this wall around
the whole complex, but in this case also only parts remain. Today this path branches off the
direct access path into the complex quite some distance southwest of the first ancient monu-
ment. There, its beginning is marked by a much more recent set of three chérten, symboliz-
ing the protectors of the three families (Riksum Gonpo, rigs gsum mgon po), the Bodhisattvas
Mafijuséri, Avalokite§vara and Vajrapani.” This set is a common transition marker, but in
this case is located before another secular building complex that becomes included in the
circumambulation (10). After leading around the main building along the edge of the alluvial
plain above the Indus it actually leads inside the surrounding wall and quite close to the core
of the monastic complex near the double chorten in front of the three-storeyed Sumtsek,
relatively close to the entrances of the temples (11). The path continues along the wall and
after surrounding the large Palden Drepung Chérten, formerly called the Great Stupa, at the
southwestern edge of the complex joins the direct access path back to the three chorten.

It is also hardly possible to reconstruct the original path leading into the sacred area
with any certainty. Probably the Palden Drepung Chorten originally marked the entry into
the Choskhor, whereas the Tashi Gomang Chorten, the northwestern of the double chérten
directly in front of the Sumtsek, may have acted as the actual portal leading to the Main
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Temple (330). That these gateway chorten were regarded as elements of a meaningful
arrangement is stressed by the similarity of their inner decoration. The many other smaller
chorten spread over the whole Choskhor, especially those outside the perimeter wall near
the steep slope down to the river, are of later periods and the sequence of their erection
remains unclear (see also Continuous Changes, page 400ff.).

Among the temple halls the most important one is the Main Temple complex, which
includes the Dukhang (Assembly Hall), which is also the oldest surviving building of the Alchi
Choskhor. Today the Main Temple is situated near the northwestern end of the sacred area,
followed only by the two smaller twin halls of the Lotsawa Lhakhang (Translator’s Temple)
and the Jampel Lhakhang (Mafijuéri Temple), but originally it may have occupied a more cen-
tral position within the whole complex, accentuated by the courtyard in front of its facade
(13).

The Main Temple is actually built up of a number of monuments added to the Dukhang
within the first century of its existence. Flanking the veranda, two towers where added, only
the southern one in its original shape, and then a courtyard wall was built in front of them.
Finally, a Raised Chorten was erected in the middle of the courtyard and along the central
axis leading from the courtyard door into the temple. All of these buildings are discernible
on figure 13.

To the left of the Main Temple, and thus met with earlier by the arriving visitor, stands
the slightly later Sumtsek (Three-Storeyed Temple), architecturally the most interesting
building at Alchi. Immediately in front of the Sumtsek, blocking the entrance to the Main
Temple is the double chérten mentioned earlier, which includes the Tashi Gomang Chérten
closer to the Sumtsek (330).

To the left of the Sumtsek, at a distance of about ten metres, the latest and structurally
simplest hall was added to the complex, the small Lhakhang Soma (New Temple). The larger
building in front of the Lhakhang Soma is called Kanjur Lhakhang, but surely was not con-
ceived as a religious building from the outset (13). Although it is used today as repository
for a library containing the translations of the Buddha’s teachings (kanjur, bka' 'gyur), it is a
recent addition and appears to be in private possession independent of Likir Monastery.
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13 This wonderful winter pho-
tograph taken in 1982 from the
opposite shore of the Indus River
documents the condition of the
compound before the introduction
of concrete. The circumambula-
tion path organically follows the
clusters of chérten and mani walls
built along the outer wall of the
complex. At that time, there still
was a two-storey building directly in
front of the Main Temple, which had
to be accesses through it. Further
the so-called Kanjur Lhakhang is
considerably smaller than today. The
southwest corner of the complex is
occupied by large private house, and
beyond it the building housing the
three chorten at the beginning of
the circumambulation path can be
recognised. The large white building
in the back is the house of the Lénpo
family with Lénpo Chérten to its
right.
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14 The cross section cuts through
the Main Temple along its central
axis and shows the different floor
levels of its parts, and the consider-
ably lower pathway on the southeast
side. On the northwest side are
masonry fragments of a structure
around the Main Temple. The lowest
terrain point in the northwest side
valley is 11 metres below the floor
level of the Main Temple.

15 The longitudinal section of the
entire area with the orthogonally
positioned elevations of the various
temples shows the gradation of

the terrain. Comparing floor levels
in relation to the Main Temple,

the Sumtsek is 0.75 metres higher
and the Lhakhang Soma an addi-
tional 2.16 and the Palden Drepung
Chorten further 1.36 metres higher.
On the east side, the Lotsawa
Lhakhang is 1.50 metres and the
Jampel Lhakhang 1.70 metres lower
than the Main Temple’s courtyard.

16 The site plan of the entire area
with the floor plans of the individ-
ual buildings shows their relative
position to each other and their var-
ying orientation. The Main Temple
forms the centre of the complex,
the Sumtsek is 5 metres west of it,
the Lotsawa Lhakhang with the
adjoining Jampel Lhakhang just two
metres southeast. The Lhakhang
Soma is 11 metres west of the Sum-
tsek. All temples face southeast,
with the Main Temple 52 degrees
off the geographic east. The Sum-
tsek varies this deviation with +9
degrees, the Jampel Lhakhang with
+5 degrees, the Lotsawa Lhakhang
with +6 degrees and the Lhakhang
Soma with +14 degrees.

Al plans Neuwirth & Auer, TU Graz 2020

Architectural Documentation

BY HoLGER NEUWIRTH & CARMEN AUER

Research on the architecture of the monastic complex at Alchi goes back to a first visit in
1998.>* Subsequently, Holger Neuwirth, member of the Faculty of Architecture at Graz Uni-
versity of Technology, secured funding for a research project titled ‘Buddhist Architecture in
the Western Himalayas’ financed by the Austrian Science Fund. This enabled the documen-
tation of the monastic complex of Alchi in spring 2000. Further, in the course of a follow-up
project at Graz University of Technology, the entire complex could be documented tachym-
etrically in 2003 and 2004, using thirty-two polygon points. In the following years, the data
collected in the course of the field research were evaluated and presented in scale plans and
spatial models of the entire complex and its individual buildings. During field research in
2005 and 2009 additional data could be collected leading to further improved plans.*

The building documentation presented in this publication corresponds to the condition
of the monastic complex in 2003. This is crucial, since the Archaeological Survey of India has
continued to carry out work at the complex that increasingly altered its appearance. For
example, in 2004 the surrounding wall was partially replaced by a wire fence, and the court-
yard in front of the Main Temple was roofed. Accordingly, the present building documenta-
tion can be used to evaluate the structural changes that have taken place since 2003.

The monastic complex (choskhor) of Alchi is situated on a narrow hill section sloping con-
tinuously from southwest to northeast above the valley of the Indus River. Outside the forti-
fied circumambulation path, the terrain to the northwest behind the Main Temple descends
rather gently, while on the northeast side it drops steeply down towards the river. Following
this outer path, which surrounds the entire complex in a clockwise direction, the sacred
enclosure can be entered on the eastern side at the lowest point of the area.

The upper gate, which is located on the plateau next to the Palden Drepung Chorten, is
9.74 metres higher than the lowest point of the path. The terrain rises another 1.67 metres
to the point where the circumambulation begins today, which is situated next to a cluster of
three chorten to the west of the upper gate. The difference between the lower and the upper
level of the circumambulation thus amounts to 11.41 metres in total.

Within this area, the terrain course is reflected in a gradation of the site, from the higher
level in the southwest to the lower level in the northeast. From here, the terrain drops steeply
by 28.75 metres down to the riverbank. The complex, surrounded by walls and chorten, is
133.30 metres long and 59.86 metres wide and covers an area of 5820 square metres.

A narrow path from the upper gate along the western wall leads directly to the Lhakhang
Soma. The wider, paved main path leads straight down from the Palden Drepung Chérten
to the Tashi Gomang Chorten. Northwest of the Tashi Gomang Choérten is the striking
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three-storeyed Sumtsek with its open porch. The Main Temple is on the northeast side of the
Sumtsek and next to it on the slightly lower terrain, the Lotsawa Lhakhang and the Jampel
Lhakhang. At the back of the Main Temple stonewall fragments of the outer ambulatory
around the temple are preserved. The main path leads around the Tashi Gomang Chorten to
a gate, which leads to an open area in front of the Main Temple, which in the 1980s was still
occupied by a building (13). In the northwest of this open space, in the middle of the facade,
there is the entrance to a partially roofed forecourt that leads into the Main Temple. Follow-
ing the stairs down on the northeast side, one finally reaches the lowest plateau, where again
on the northwest side, the Lotsawa Lhakhang and the Jampel Lhakhang are located directly
adjacent to each other.

The orientation of all the temples varies slightly, though each one of them is accessed on
the southeast side. The Main Temple as a reference dimension deviates in its orientation—
clearly defined by the entrance and the back niche—by 52 degrees from the geographical east.
At the Sumtsek this deviation amounts to 61 degrees, at the Jampel Lhakhang to 57, at the
Lotsawa Lhakhang to 58 and at the Lhakhang Soma to 66 degrees. This deviation undoubtedly
has to do with the topography of the temple area and the resulting peculiarities such as the
time of sunrise and the visual relations to specific locations in the landscape.
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17 Above: In this model of the
southeastern view of the monas-
tic complex the three-storeyed
Sumtsek stands out as the tallest
building. Also the substantial size
of the Palden Drepung Chorten at
the entrance of the complex can
clearly be recognised. The Main
Temple, however, is obscured by all
the additional structures placed in
front of it.

18 View from the courtyard in front
of the Jampel Lhakhang with a view
of the Main Temple, the Sumtsek,
the Tashi Gomang and the Twin
Chorten. In the back is the five tower
structure of the Palden Drepung
Chérten.

Allplans Neuwirth & Auer, TU Graz 2020
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19 The space between the two east
wall mandalas in the Dukhang, the
Sarvavid- and Sakyasimha mandalas
on the right side wall when facing
the main sculptures, is skilfully used
to depict a stupa of the descent from
the gods type (lhabap chérten, lha
babs mchod rten). Among its more
unusual features are the standing
vajra in a shrine on top of the stairs
and the teaching Buddha on top of
the dome flanked by two haloed
guardians wearing tunics and hold-
ing lance and sword symmetrically.

Left and right are the outermost
circles of the mandalas with their
characteristic pan-Indian deities
integrated as worshippers and
protectors of the central mandala
assembly.

20 Above: One of the lion brackets
inside the Dukhang in its original
colouration.

The Main Temple

The Main Temple (gtsug lag khang) is actually a cluster of buildings including a number of
later structures added in front of the actual temple building, the Dukhang ('du khang) or
Assembly Hall. It includes the veranda refurbished at different periods, the two tower-like
structures flanking the veranda, and the walled courtyard in front of the temple. Spatially,
also the Raised Chérten has to be counted among these structures, but this addition is some-
what later. Given that none of these additional structures preserves art of a quality compara-
ble to that in the Dukhang, they are only shortly referred to in this chapter. The architectural
development of these structures is detailed in several sections of the development chapter
(page 345ff.), where the different phases are presented in chronological succession.

The Dukhang is certainly the earliest monument of the Alchi monastic complex (chos
'khor). This is not only indicated by the fact that it is the only temple that allows a larger
gathering of monks to assemble, but also architecturally, iconographically, stylistically, and
through its inscriptions. In terms of iconography, the life of the Buddha and the large donor
depiction on the entry wall as well as the Vajradhatu mandala assembly in the niche (1)
present fundamental themes typical for foundational monuments at the period. Stylistically,
the murals of the Dukhang are less dense and mannered than those of the Sumtsek (Volume
2), but they are executed in a similar artistic and material quality. Its murals are, thus, more
in keeping with other early western Himalayan monuments, such as Tabo and Nako, which
arguably represent earlier stages in the development of Buddhism and its art in the western
Himalayas.

Unfortunately, there is no way to date the Main Temple precisely. As detailed in the his-
torical introduction (page 19ff.), inscriptions inside the Dukhang tell us that the temple
was founded by the monk Kalden Shérap (skal ldan shes rab) from the Dro ('bro) family.”” He
likely was the paternal uncle of Tsiiltrim O (tshul khrims 'od), the founder of the Sumtsek. This
implies that there is only one generation between the two monuments, making it most likely
for the Dukhang to date to the end of the twelfth century.

Originally, the structure of the Main Temple consisted of three parts, a niche in the back,
the actual assembly hall, and a veranda in front of the entrance, the appearance of which
cannot be reconstructed anymore. The two towers flanking the veranda and the courtyard in
front of the complex were added at two successive stages, and only when the courtyard was
added the veranda got to its present state. The following account presents the monument in
the succession the visitor encounters its different parts, and thus leads from the more recent
parts to the ancient core, the interior of the Dukhang.
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21 The southwest elevation of the
Main Temple. On the south side of
the complex, next to the courtyard,
the caretaker’s rooms are attached
today.

22 The longitudinal section D-D
along the central axis showing the
increasingly higher floor levels of
the Main Temple.

23 Below left: The floor plan of the
Main Temple.

24 Below: The beam layer plan
revealing differences in construc-
tion and the roofless areas of the
courtyard.
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25 The southeast elevation of the
Main Temple with the entrance to
the courtyard.

26 The cross section A-A through
the courtyard of the Main Temple
with its partially roofed areas and
the Raised Chorten in the centre.

27 The cross section B-B through
the veranda of the Main Temple
with the two partition walls beside
the entrance to the Dukhang and
the two side towers. Note the raised
floor level of the left tower.

28 The cross section C-C through
the Dukhang with the raised niche
in the back.

29 The northwest elevation of the
Main Temple showing the different
heights of the building parts.

All plans Neuwirth & Auer, TU Graz 2020
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The Main Temple is the largest building of the sacred area.
It consists of the three-part Dukhang and a number of struc-
tures attached to it on the southeast side (23). The Dukhang
is an approximately square room with an niche on the north-
west side that is 0.60 metres higher and a 0.20 metres lower
veranda on the southeast side (22). Its main hall is 7.54 metres
wide and 7.68 metres deep, and has a clear height of 4.51
metres to the bottom edge of the wooden ceiling. The latter is
supported by four columns, the main beams transverse to the
main axis (23). The niche is 3.39 metres wide and 2.63 metres
deep, and its height is 4.57 metres. The niche is naturally lit
from above through a window in its southeast wall. The lan-
tern in the main hall of the Dukhang is a later addition.
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i 30 Cross section through the court-
l I I yard of the Main Temple.

31 Cross section through the Raised
v Chorten in the front area of the
Main Temple’s courtyard.

32 Longitudinal section along the
central axis of the Main Temple.
Allplans Neuwirth & Auer, TU Graz 2020

The veranda is 7.54 metres wide and 2.33 metres deep, and
has a height of 4 metres from the floor level to the lower edge
ceiling boards (27). The roof of the veranda is supported by
two columns with carved capitals and lion brackets. A carved
gable accentuates the central axis in front of the Dukhang’s
wooden portal (34). The bricked partition walls with differ-
ently shaped windows on both sides of the veranda are sub-
sequent additions. Further walls separate the central part of
the veranda from the lateral areas. These walls reach up to
the upper edge of the capitals only, and leave the veranda’s
ceiling in full view.
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Southwest and northeast of the Dukhang, tower-like
extensions are situated on both sides of the veranda. The
southwest tower has two rooms one above the other, and
the tower interior has a width of 3.07 and a depth of 2.32
metres. The lower room has a height of 1.94 metres, and the
room above it is 3.63 metres high and partially painted (see
Two Towers, page 352ff.). The lower room can be entered
through an opening on the side of the veranda, while the
upper room has a door on the southeast side which can be
accessed via the roof of the courtyard.

The northeastern tower is a 3.27-metres-wide and
3.03-metres-deep chapel with a ceiling height of 6.59 metres.
This chapel can be accessed from the courtyard through a
entrance door on the southeast side and contains a room-
high sculpture of the Bodhisattva Maitreya.

The courtyard of the Main Temple has a rectangular
boundary wall, its lateral walls connected to the southeast
walls of the towers. The entrance to the courtyard is in the
southeast wall on the central axis of the Main Temple. On the
southeastern front the courtyard is 13.08 metres wide and
5.99 to 6.83 metres deep. The areas above the entrance and
along the surrounding walls as well as in front of the south-
west part of the veranda are roofed, the ceiling at an approx-
imate height of 2.75 metres.

——_

Along the central axis of the courtyard there is an elevated
chorten the base of which begins at the level of the court-
yard’s ceiling. There is a total of sixteen irregularly placed
pillars of various designs supporting the ceiling of the court-
yard and the Raised Chorten.

The successive construction phases of the different parts
are clearly reflected in the thickness of their walls. While the
walls of the Dukhang are 0.88 to 0.99 metres thick, the wall
enclosing the courtyard is 0.56 to 0.60 metres thick. In con-
trast, the partition walls of the veranda have a thickness of
only 0.22 metres.

The various parts of the Main Temple can also be clearly
distinguished from the outside through their differences in
height (32): the roof of the niche is higher than that of the
hall in front, permitting a window that directly lights the
main sculpture. Directly adjacent to the main structure the
two towers rise above the Dukhang, the northeastern tower
slightly higher than the northwestern one. The chérten in
the middle of the courtyard almost reaches the same height.
The attic of the courtyard is considerably lower than that of
the Dukhang.

Holger Neuwirth & Carmen Auer
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The Courtyard

One enters the area of the Main Temple through a tiny door in the middle of a blank wall
and first encounters a short corridor space between the projecting walls supporting the roof
of the colonnade along the inner walls of the courtyard. The corridor opens up to a pillar
flanked passage leading straight towards the elaborately carved door of the Dukhang (33).
On both sides further pillars support the roof protecting the painted walls. It is immediately
clear that this forest of columns is the result of many alterations to this space, a half roofed
courtyard in front of the Main Temple. Its rather modest dimension indicates that the popu-
lation using the temple was relatively small when this courtyard was added.

The entrance area as well as much of the courtyard walls are filled with colourful, poorly
executed paintings (398 ff.). The colours are recent, but a closer look at the scenes and some
untouched, but poorly preserved sections in the western corner of the courtyard, reveals
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33 This panoramic view of the Main
Temple's courtyard shows all the
important building phases in one
picture. The wall in the background
on the left of the picture shows the
repainted murals along the court-
yards wall. On the right is the elab-
orately carved door of the Dukhang,
and between these is the closed-off
left wing of the veranda and the
base of the left tower with the origi-
nal painting in its upper floor.

that they are largely following a much earlier layer that still is to be counted to the initial
flourishing of the site. They are thus still valuable documents the details of which are dis-
cussed in the chapter The Development of the Sacred Area, page 345 ff..

Summarizing the content, of the courtyard murals, the entrance area contains depictions
of Mahakala, the wheel of life, and the Buddhist cosmos. The remaining walls have five rows
of deities above, a top row of Buddhas and four rows of Bodhisattvas, and two rows of nar-
rative scenes are underneath. Within the latter, the centre of each wall is accentuated by a
central deity that is executed in higher quality than the rest of the murals here (see 399f.).
The deities featured here are, from the entrance in the direction of circumambulation: four-
armed Green Tara (401), and four-armed Namasamgiti Mafijusri (400),% six-armed Prajfia-
paramita, and Simhanada Loke$vara (892). Thus, the entrance wall features the two lotus
family (padmakula) deities, male and female, and the two wisdom deities Prajiaparamita and
Mafijusri face each other on the side walls.
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VERANDA AND DoOOR

As the courtyard, the veranda has been considerably altered over time. The only element
that is readily visible from the original wooden construction of the veranda is the triangular
spacer between the two intermediate beams that terminate in a lion bracket (34). Both the
quality of its carving as well as the witheringly are evidence of its antiquity, but placing it
within the early chronology of the monuments has been challenging, as laid out in detail in
the chapter The Development of the Sacred Area, page 345ff..

The opening in the centre of the veranda leads directly to an elaborately carved door (35),
the modern colouring of which distracts from its antiquity and importance. While common
at its time, today it is one of the few such wooded doors preserved throughout the west-
ern Himalayas. From the directly comparable examples, only the doors of Khorchak in west
Tibet and Udaipur in Lahaul are preserved, the former with considerable damage afflicted
during Cultural Revolution, while those of Lachuse, Ribba and the Tholing Serkhang today
can only been studied from fragments or photographs.” Indeed, some of the details of the
Alchi Dukhang door compare well to the carvings of Tholing, Tabo or Udaipur, while others,
such as the curled trunk of the elephant, directly relate to representations in the murals of
Alchi, such as the elephants as vehicle of Buddha Aksobhya (494). In fact, this door sets many
of the motifs that are characteristic for Alchi and represent a common thread throughout of
the Alchi monuments.

To simplify the description of the door, I structure it by its compositional parts, reading
the carvings from inside out and from jamb to lintel. The innermost decoration is a band of
vajra surrounding the door, accounting for its protective function in this liminal space. The
first jambs are covered with vegetable scrolls interrupted by a single meditating Buddha
image in central medallions. Buddhas are also found on the capital above the jamb and the
associated lintel flanking the central goddess Prajfiaparamita, which is depicted in the rare
six-armed form characteristic for Alchi and related monuments (315). The way her image
is set off on this lintel through size and projection conforms to the prominence given to an
image in this position in Indian architecture. There, such images are referred to as lalata-
bimba, and they often directly reference or relate to the main image in the interior of the
temple. This is also the case at Alchi, where the Perfection of Wisdom literally underlies
buddhahood (313). Prajiaparamita also directly references the interior of the temple, where
she presides over a mandala represented on the entry wall (49). Between Prajiiaparamita
and the capitals are further two Bodhisattvas, Arapacana Mafijusri and possibly Vajrasattva
emphasising her wisdom and esoteric prowess. Thus the inner area of the door emphasizes
wisdom as the foundation of buddhahood.

Supported by the actual lintel is a panel featuring the five esoteric Buddhas with the four-
headed Mahavairocana in the centre (313). They are placed within elaborate throne frames
the arches of which are topped by garuda. Their arrangement is as unusual as their colouring:
read from inside out Ratnasambhava and Amitabha are to the left of Vairocana and Aksobhya
and Amoghasiddhi to the right. In addition, only the central Buddha and Ratnasambhava are
painted in the correct colour, Aksobhya is green while Amoghasiddhi most recently has been
white. Nevertheless, the vehicles and matching gestures leave no doubt about their identity.
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34 The gable covering the gap
between the two intermediate
beams of the veranda is beautifully
carved with lions and leogryphs.
The carving of the Bodhisattva
Mafjusri in its centre is a later
addition.

This view perfectly demonstrates
the many changes to the veranda
space and its present-day compos-
ite character, not only through the
diverse shades of the wood, much of
it of more recent date, but also in the
paintings visible in the background.
Both the painted ceiling panels and
the mural of the Buddha at his awak-
ening above the door may go back

to the time of the expansion of the
courtyard, but the mural has been
retraced in the recent past.
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Given their spatial relationship and subject matter, I read the figures on the second door
jamb as flanking the five esoteric Buddhas. Each jamb has four figures, alternating by gender
with the respective male closer to the Buddhas. The males are all four-armed and most
likely represent the most prominent Bodhisattvas, clockwise from the bottom Namasamgiti
Mafijusri (320), Vajrasattva (316), Avalokite$vara (319) and Maitreya (323). These individ-
ual identifications are partially hypothetical, as their present colours are unreliable and,
uniquely, all four appear to hold a book in their upper left hand, further stressing wisdom
as a main theme of the door. The only certain identification is the bottom left Bodhisattva,
Namasamgiti Mafijusri, as he is accompanied by four goddesses, as is common at Alchi (197,
631, 632).° The same four goddesses are also represented between the four Bodhisattvas.
These are most likely meant to represent the four outer offering goddesses even though their
iconography and arrangement differ from the expected ones deriving from the Vajradhatu
mandala. From the bottom left clockwise the goddesses are Aloka (321), Mala (317), Dhiipa
(318), and Gandha (322), representing the offerings of butter lamp, garland, incense and fra-
grance respectively.”

The lintel above these jambs links already to the panel with the main scenes of the Bud-
dha’s life above it and references both, the awakening and the first sermon (313). In the
centre a wheel with a crown on top stands for the Buddhist teaching, whereby the crown may
well reference the esoteric teachings in particular. The wheel is flanked by two Buddhas both
of which appear to perform a teaching gesture (dharmacakramudra). Together with Sakya-
muni in the awakening scene immediately above (34), these may represent the Buddhas of
the three times, and thus the eternal continuation of Buddhism. Two expressive wrathful fig-
ures with their inner leg stretched towards the wheel likely expand on the awakening scene,
while the two deer on the capital reference the Buddha’s first sermon.

The middle frame of the door represents a detailed account of the life of the Buddha. The
story begins at the bottom of the right jamb with scenes covering the life from the sojourn
in Tusita heaven to the first competition. It continues on the left door jamb again from the
bottom to top covering further competitions, the great departure and ascetic life. Seven more
scenes are represented on a large panel fitted above the last lintel and arranged around the
Buddha’s awakening (313). The scenes emphasized in this way are, from left to right, Sujata’s
gift of milk-rice, the monkey offering honey at Vaisali, the Buddha teaching his mother in
the heaven of the thirty-tree gods (Trayastrim$a heaven), the awakening at Bodhgaya, the
taming of the elephant Nalagiri at Rajgir, the first sermon at Sarnath, and the parinirvana at
Ku$inagara.®

Finally, the outermost jamb features Buddhas performing different gestures. They are
framed by two strings that form eight-shaped knots between them. These jambs support
the uppermost lintel that has a pair of flying deities offering a crown to the Buddha at his
awakening directly underneath them. Further pairs of peaceful and wrathful figures are rep-
resented on this lintel between a garland motif. On the sides, a vegetal scroll and a band of
lotus petals form the outer perimeter of the door, the latter demarcating the doors surface as
a sacred space. Two protectors or gate-keepers carved on beams directly to the sides of the
door are today largely obscured by the wall placed in front of them (302).
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35 The elaborately carved door of
the Dukhang featuring a complete
life of the Buddha in the middle part
of its decoration. The uppermost
lintel and the main scenes of the
Buddha’s life are obscured by the
curtain above. Underneath them,

in the centre above the door are the
five esoteric Buddhas headed by a
four-faced Mahavairocana. A six-
armed form of the goddess Prajiia-
paramita is shown immediately
below Vairocana in the centre of the
lintel.

The innermost door jamb feature
small Buddha images within an
elaborate scroll. On the next jamb
are four four-armed Bodhisattvas
and four offering goddesses. The
third jamb then shows the birth and
youth scenes of the Buddhas life,

to be read from the bottom of the
right jamb up and continuing on the
left jamb. A row of Buddha images
framed by an endless knot motif and
lotus petals conclude the decoration
of the door.

Height of the actual door c. 170 cm.

36 Overleaf: The Dukhang in

the 1980s with two benches for
monks to sit on during ritual in

the foreground, the Trilokavijaya
and Dharmadhatu mandalas in the
background and the clay sculptures
of the main niche at the right edge.
The chorten is a much later addition
to this room.







The Dukhang

Despite the grandeur of its decoration and the complexity of its iconographic programme,
the Dukhang or Assembly Hall had been built for a relatively small community of monks and
lay followers. In fact, the ritual assembly depicted on the entry wall of the room (74) may
provide quite a realistic impression of the size of the monastic community at that time. Of
course, the hall originally did not contain the altar and the chérten found there today (36),
and thus had more space for the monks to assemble. The Dukhang is a four-pillar hall and has
two main spatial units, the main hall measuring 7.5 x 7.9 metres and a niche in the back-wall
of 3.3 x 2.4 metres.

In its core, the interior of the temple has been altered relatively little over time, but
the ceiling and roof are later replacements. In the case of the ceiling, this is proven by the
absence of any of the textile patterns that decorate other monuments of that period, includ-
ing the Sumtsek, the Jampel Lhakhang (Mafijusri Temple), and the Palden Drepung and
Tashi Gomang Chérten. This, as well as the shape of the roof itself, indicates that it had been
replaced in a restoration.

The four fluted wooden columns retain their original bases and capitals. Symbolically the
square bases have a round vase of plenty embedded into it, which can be recognised by the
foliage projecting from it in the upper corners. In the Dukhang this foliage is still rather
obvious, while in later monuments of the Alchi group it gets increasingly abstracted. The
capitals consist of two parts, a lower block with superimposed round and square mouldings
and the upper elongated part which aligns with the beam and thus functions as a bracket
(37). This upper part also has a central decoration and volutes at the sides, and in the case of
the Dukhang is additionally extended by two small lions on the capitals on the entrance side.
Larger lion brackets support the beam where it enters the walls (20).

Today, the Dukhang is the only temple of the complex that is ritually used. Every morning
one of the caretaker monks (kénnyer) performs a ritual in front of its altar. Today, two monks
are dispatched from the head monastery Likir to perform this task and open the doors to
visitors; in the 1990s there was only one.
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37 The original capitals of the
Dukhang consist of two parts, both
of which are richly adorned. Above
the fluted column, the lower block
transitions from circular to square,
both parts featuring distinctive
ornamentation. The capitals have a
central ornament from among the
eight auspicious symbols (astamar-
gala), in this case the lotus. In
addition to the volutes two lions
decorate the sides. These are only
found on the entrance side capitals.

There is a clear distinction in the
colour of the wood between the orig-
inal components and the beams that
make up the ceiling. The beam above
the capital also shows clear signs of
a historic water intrusion.
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38 Two-armed protector Mahakala
with his retinue above the entry

to the Dukhang. The black deity
holds a curved knife (kartrka) and a
skull-cup (kapala) and stands above a
triangular altar on which a corpse is
spread. He is surrounded by a char-
nel ground occupied by animals and
deities of his retinue, a male rider
and assistant in the upper right
corner and two female ones in the
lower corners.

The Entry Wall

of the Dukhang’s interior, the entry wall is the most complex (39). Above the door a two-
armed Mahakala and his retinue protect the sacred space (38). Above it and to both sides are
three mandalas, the side ones fairly large and cutting into the valance motif that covers the
uppermost area of the walls. These are separated from each other by two vertical rows of
seven Buddhas performing different gestures and not identifiable individually. To the left of
the door the life of the Buddha is represented in three superimposed horizontal friezes, while
to the right the same space is occupied by an expansive donor depiction, the famous royal
drinking scene being only a small part of it but in a privileged position just underneath the
row of Buddhas and immediately to the side of the door (38).

MAHAKALA

Right above the door is an imposing panel depicting the protector deity Mahakala in a two-
armed form, the practice of which is associated with Kashmiri pandita Sakyasri (1127-1225).°*
This Mahakala is, as the name implies, black and stands with his left leg stretched on a human
corpse, whereby the bent right leg stands right on the corpse’s face.

Out of Emptiness appears before me in an instant Mahakala, like cos-
mic darkness, with one face and two arms, his right hand brandishing a
knife, his left holding at his heart a blood-filled skull. In pratyalidha pos-
ture (left leg extended) on a human corpse seat, he is adorned with a ti-
ger-skin and snakes, and has a crown of dry skulls, and a long necklace
of fresh heads. With three eyes and yellow, upward streaming beard, eye-
brows and hair, he is of dwarfish aspect and extremely angry.**

The quoted text also describes that the deity has Buddha Aksobhya in the crown, while in
the Dukhang this association to the vajra family (vajrakula) is expressed through the mandala
represented above (50).” Notable is also the fine vajra-topped crescent in Mahakala’s hair
(40), which relates him to Bhairava, the wrathful manifestation of Siva. As Goepper has estab-
lished with Mahakala’s depiction in the Sumtsek, the knife raised in the deity’s right hand is
of a shape that also links it to India (see page 469).

The position of the deity’s flaming halo and the altar it stands on are adjusted to the god’s
stance and thus do not align along the same axes. The corpse, variously described as hungry
ghost (preta) or a dead man, is painted with its upper side completely flat, and thus some-
what distorted. It lies on a triangular altar, also called a mandala, made up of parallel rows of
skull-cups (kapala), vajra and curved knifes (kartrka) of the same shape as in Mahakala’s hand.
The red and orange disks in its centre probably represent sun and moon, and thus hint to
eternity, but the cosmic mountain present in later depictions, such as the one in the Sumtsek
(517), is missing here. While this form is specific to Alchi, such triangular altars are used for
rites of destruction.*

The area surrounding Mahakala is a charnel ground—black at the top and covered by a
cloud of yellow dust or smoke at the bottom—filled with body parts, animals and retinue
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Drinking scene

deities. The latter count among the most intriguing aspects of the Alchi monuments and are
difficult, if not impossible, to identify precisely. The reading suggested below is thus ten-
tative and based on a formal and structural analysis of this depiction in relation to textual
descriptions and comparative groupings, as well as against the general background of the
integration of native divinities into the protective pantheon of Tibetan Buddhism.

In the bottom of the Mahakala panel two goddesses are singled out. To left, a blue lady
riding a blue stallion wears a local pointed hat and a peacock feather cape (41). She holds a
vajra in her right hand and a skull-cup (kapala) in her left. The fly-whisks attached to her
horse and the umbrella held above the goddesses’ head by an attendant evidence her royal
status. A wrathful aspect can only be recognised in her four attendants, who are bejewelled,
wear local dress and have fangs. One of these is black-skinned and performs a gesture of
threatening, while another one rides a deer and, with a curved knife, drives a naked figure
with its hands bound in front of her.

The goddess in the bottom right is wrathful, dark-grey and four-armed (42). She sits side-
ways on a three-legged mule, clearly recognisable by the long ears, and her saddle and stir-
rups are decorated with skulls. In her right hands she holds a tantric staff (khatvarnga) in front
of her chest and a dagger, which is directed towards the legs of Mahakala. In her left hands
she holds mirror and noose, the former for blinding the enemies before catching them with
the latter.”” She is surrounded by three attendants, the one in front of her riding a black yak
and offering a freshly cut head towards her.
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39 The paintings on the entry wall.

40 The details of Mahakala attest
to the high quality of the Dukhang
paintings and provide him with a
playful character. The hair is finely
outlined with the crescent topped
by a black vajra only attached to its
outer locks. The skulls of the crown
are decorated with blossoms and a
collar in alternating colours, and
they appear to interact with each
other. The curved knife (kartrka) is
of an earlier Indian type, with the
blade continuing in the direction
of the handle, and has a tiny vajra
at its tip, which signifies its ritual
character.
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In terms of identity, the latter represents a form of Remati, one of the main forms of
Penden Lhamo (dpal Idan Tha mo) or Sridevi. The description closest to this goddess, especially
in terms of attributes, is the Goddess with Iron Ritual Dagger for Vitality-practice, the Self-
arisen Queen (Lhamo Sokdrup Chakpurma Rangjung Gyelmo; lha mo srog sgrub Ilcags phur ma
rang 'byung rgyal mo). Taranatha (1575-1634) describes her as demonic form of the Perfection
of Wisdom subduing all harmful, and assigns her to Mahakala.*® The comparative goddess in
the Sumtsek depiction is of a different iconography (524), but it is again a form of Remati,
Demoness Remati (Diimo RematT; bdud mo re ma ti), that fits most closely.* These identifica-
tions are based on much later sources and thus only provide an approximation to understand
the Alchi goddesses.”

The blue goddess in a peacock feather cape, in the absence of a proper identification, is
best called the ‘Peacock Cape Lady’. No doubt, she eventually gets identified with and trans-
formed into Dorjé Chenmo, another form of Penden Lhamo, who is considered the personal
protectress of Rinchen Zangpo, but the descriptions of this goddess deviate too severely from
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41 In the bottom left corner of the

Mahakala panel the Peacock Cape
Lady rides a blue horse and holds
vajra and skull-cup. An attendant
holding an umbrella above her head
provides her with royal status. All
the females wear local dress, a heavy
coat, boots and a cape covering their
backs, and only the fangs at the sides
of their mouths distinguish them
from human portraits, as do their
threatening gestures and attributes.

That these are considered powerful
goddesses can also be deduced from
the intentional damage afflicted to
their original faces, the current one
reflecting repairs. Thus, the original
beauty of this goddess is considera-

bly diminished.

42 In the bottom right corner

the wrathful Remati rides a black
three-legged mule sitting sideways,
all features also characteristic of
later depictions of various forms of
Sridevi or Penden Lhamo, the most
important protectress of Tibet. Her
attributes—dagger, tantric staff
(khatvanga), mirror and noose—serve
to subdue malevolent forces. Her
attendant, riding a black yak, offers
her a freshly severed head.

43 Overleaf: The parts of human
corpses in different stages of decom-
position, here around the front legs
of Remati’s mount, signify a charnel
ground, an area where the dead are

deposed off.

the Alchi depictions that this name can be applied here.”” More importantly, identifying the
Alchi goddess with Dorjé Chenmo takes away from the unique character of the Alchi depic-
tions which represent an early stage in the adoption of native Tibetan deities under the Bud-
dhist fold.”

In general terms, the two goddesses fall in the broad category of female protector deities
(Sungma, srung ma), but they have different functions. Deities like Remati fulfil their protec-
tion in the framework of Buddhist practice, while the native deity is more closely associated
with the protection of the locale and its well-being.” In the western Himalayas such native
goddesses appear to have been called Menmo (sman mo), a class of female spirits converted to
protectors of Buddhism.” Another early type of such goddesses are the Mamo (ma mo), which
occur in different groups and are likely candidates for the retinue figures.” The Peacock Cape
Lady at Alchi most likely represents a goddess of this type worshipped due to her power over
life. At Alchi she also has to be seen as balancing the male rider in the opposite upper corner
(44).7¢
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As has been demonstrated in a number of publications, everything about the rider demon-
strates his royal status: he has a diadem bound to his hair, holds a royal sceptre in this hand,
wears a coat with lion roundels and tiraz bands with pseudo-Kufic characters at the upper
arms, and rides a white stallion decorated with fly-whisks. In the absence of a proper iden-
tification he thus can justly be called ‘Royal Rider’.”” Remarkably, he undergoes a significant
transformation until his representation in the Sumtsek murals, where he holds a sword and
a freshly severed head (527).” In generic terms he may be a drabla (dgra bla), a class of deities
that ‘are believed to be especially capable of protecting their worshippers against enemies,
and to help them to increase their property.’”

The pairing of the Peacock Cape Lady with the Royal Rider is apparent in the transforma-
tion of their depictions throughout the Alchi monuments: in the Dukhang Mahakala panel,
the positioning of the retinue gives precedence to the Peacock Cape Lady, while in the Sum-
tsek the composition is mirrored. There Remati takes precedence and clearly reflects the
iconography of Mahakala, as can most notably be deduced from the crescent in her hair. She
can thus be understood as Mahakala’s consort. In addition, in the Sumtsek, the retinue of the
goddesses is more systematized, as apparent by the earliest representation of the Five Sisters
of Long Life (Tséring Chénga, tshe ring mched Inga) among the retinue of Yamantaka in the
middle storey (663-668). Remarkably, the depictions in the Jampel Lhakhang (373) and the
Main Temple’s courtyard (402) put even greater emphasis on the retinue around Mahakala.

Outside Alchi, comparative depictions are rare and often fragmentary, the entrance wall
and in particular the area around the door appear to be most prone to damage and replace-
ment. The Tabo Main Temple preserves a precious precedence to Alchi, with the spaces above
the door leading into the Dukhang occupied by a native goddess and her female only retinue.
In contrast, depictions following the Alchi monuments mentioned above often increase the
number of such native deities, which levels the hierarchy among them, and give greater
prominence to male deities. The depiction in the Lhakhang Soma demonstrates this well
(278-280). The conversion of the Peacock Cape Lady to Dorjé Chenmo can be traced subse-
quent to Alchi.”

As with so many themes of Buddhist iconography, the Alchi depictions quite literally let
us see this transformation and thus represent a turning point for both, the loss of power of
native deities and their nascent reinterpretation. This goes hand in hand with their subor-
dination to Buddhist protective deities, such as Mahakala and Yamantaka. Being the earli-
est representation of the subject within Alchi Choskhor, the Dukhang depiction still reflects
some of the power native deities originally held. Showing the two-armed Mahakala above the
door not only serves the protection of the sacred space, but also as a harbinger for the public
emergence of themes deriving from Highest Yoga Tantra practice.
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44 The Royal Rider in the upper
right corner of the Mahakala panel
is among the highlights of the
Dukhang murals. His graceful depic-
tion contrasts with the grim back-
ground dominated by dark-coloured
birds nourishing themselves on
corpses. While the horse is repre-
sented in full profile, the rider is
turned towards the viewer holding a
sceptre in both hands.
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45 The Royal Rider is moustached and bearded and wears his hair in
long braids. He has a diadem bound around his head and decorative
bands with pseudo-Kufic characters reference tiraz bands of islami-
cate royal cultures. His robe is decorated with lion roundels, another
symbol of royalty.

While all other areas are painted flatly, the face and hands of the Royal
Rider are delicately shaded. Here a bright base for the skin colour
remaining in the highlights is covered by multiple layers of darker
shades encircling them, the darkest areas reaching a reddish hue. The
farther eye is fully drawn and projects the profile of the face.
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46 Among the animals depicted
in the charnel ground around
Mahakala are many beasts of prey,
here a snow lion and a tiger.

47 Aleopard and a lynx are equally
recognisable, while the smaller
beasts cannot be identified with
certainty.

48 Despite its elegance, the head of
the horse is drawn with few lines
and light shading only. Thick black
lines outline its shape and main
features, while its modelling is
executed through shading in bright
blue washes. An exception is the
area of the eye, where the shading is
further enhanced by very thin and
broken black lines. For the hair, the
base colour has been drawn first and
quick black lines added on top of it.
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49 To the left of the entrance and
immediately above the life of the
Buddha is a unique forty-five-deity
variant of a mandala dedicated the
goddess Prajfiaparamita, the Per-
fection of Wisdom. It has an inner
square surrounding an eight-pet-
alled lotus, and two outer squares
distinguished by their background
colour. The assembly consists of the
following groups of deities read from
the centre outwards:

In the centre: a white, six-armed
form of the goddess Prajfiaparamita
seated on a lion throne.

On the eight-petalled lotus in the
cardinal directions: four Buddhas in
monastic robes.

On the eight-petalled lotus in the
intermediary directions: the four
mothers of the families.

In the centres and corners of the
middle square: eight Bodhisattvas,
the ones in the centre holding the
attribute of their family.

Along the sides of the middle square
between the Bodhisattvas: eight
Buddhas in monastic robes, two in
each direction.

In the gates of the outer square: four
peaceful gate-keepers.

In the corner of the outer square:
four Bodhisattvas, again in the
colours and holding the attribute of
their family.

Along the sides of the outer square:
twelve Buddhas in monastic robes,
two each in the eastern and western
direction, and four each in the south
and north.

In the corners of the outer palace:
the four outer offering goddesses.

In the gates of the outer palace: four
peaceful gate-keepers.

To get a sense of the mandala’s size:
the meditating Buddha in blue robes
represented in the bottom right
corner outside the mandala has a
height of 13 cm.

MANDALAS ON THE ENTRY WALL

The upper area of the entry wall further features three mandalas, a small one just above the
Mahakala panel and two large ones to its sides. While the small mandala is dedicated to a
wrathful deity and has a protective function, those at the sides complement the mandalas
on the side walls of the Dukhang. The descriptions below are complemented by the chapter
The Alchi Mandalas, page 747 ff., which introduces the most common groups of deities and
discusses the mandalas in comparison to other western Himalayan examples.

PRAINAPARAMITA MANDALA

The large mandala to the left side of the entrance is a forty-five-deity mandala of the goddess
Prajfiaparamita, the personification of the Perfection of Wisdom.*® Only the left half of this
mandala is preserved in its original condition, while much to the right of the central axis has
been damaged through a water intrusion. This part has been crudely restored and diverges
from the original scheme if a symmetric composition is assumed. The iconography of this
mandala as described below thus has to be taken as tentative.

In the centre of the mandala the white, six-armed goddess sits on a lotus supported by
lions and performs the teaching gesture (dharmacakramudra) with her main arms. Her right
hands hold a string of beads (mala) and perform the gesture of giving (varadamudra), while
her left hands hold a book and a flask. The Prajiiaparamita on the Dukhang door likely had
the same iconography (315). The flask distinguishes these representations in the Dukhang
from those in the mandalas of the Sumtsek (773) and the Tashi Gomang Chérten (242).*

The eight petals of the lotus surrounding the central goddess are occupied by four Bud-
dhas in monastic robes in the cardinal directions, and four goddesses in the intermediary
directions. These have the colours of the four surrounding Buddha families, but with the
exception of the northern Buddha, do not perform their common gestures.*? The goddesses,
in contrast, hold the attributes of the respective Buddha families.** Abstracted versions of the
triple jewel (triratna) symbol on crescents occupy the corner spaces around the central circle.

In the second square, eight Buddhas in monastic robes alternate with eight Bodhisattvas
who occupy the cardinal directions and the corners. While the Buddhas are coloured in no
apparent order, the Bodhisattvas have the colours of their respective direction.** A similar
arrangement is found in the third square, which is occupied by twelve Buddhas, four each on
the north and south sides, and eight Bodhisattvas, those at the gates acting as gate-keepers
with their usual symbols (see Table 8 on page 755).

Thus there are altogether five goddesses including Prajfiaparamita, twenty-four Buddhas,
twelve Bodhisattvas, and four gate-keepers in this forty-five-deity mandala, which is sur-
rounded by lotus scrolls carrying Buddhas emerging from a vase. Groups of white birds sit on
some of the red lotus blossoms.

At Alchi, the mandalas of the goddess Prajiiaparamita are exceedingly varied. None of
the three mandalas extant is the same, and even the iconography of the main deity varies.
Judging from the colours of the surrounding deities, in all cases Prajfiaparamita stands for
Buddha Vairocana. All of them can be interpreted as distinct Yoga Tantra interpretations
of the goddess who, around the corner of this mandala, is also depicted in the Sakyasimha
mandala as consort of the central Buddha (198).
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TRAILOKYAVIJAYA MANDALA

Directly above the Mahakala panel is a seventeen-deity mandala of wrathful deities. In
its centre is the blue Trailokyavijaya, Conqueror of the Three Worlds, a wrathful form of
Vajrapani (50).%° In this mandala Trailokyavijaya takes the place of Vairocana, as is demon-
strated by the secondary deities, which are of the colours and hold the attributes of the
surrounding Buddha families. The deities in the cardinal directions, thus, correspond to the
primary Buddhas of these families, and thus are likely to be identified as Vajrahtimkara,
Ratnahtimkara, Dharmahiimkara and Karmahiimkara (51). In the corners of the two squares
are wrathful forms of the four inner and four outer offering goddesses in the colours of the
respective family but with their usual attributes. The four gate-keepers also directly refer-
ence the families through their colour, and they hold the attributes common for this group

of Yoga Tantra protectors.

In its location in the Dukhang, Trailokyavijaya takes a position superior to that of
Mahakala represented directly underneath the mandala. Even though he stands in for the
central Buddha family, he also represents the vajra-family presided by Buddha Aksobhya,
who at times occupies Mahakala’s crown. This mandala represents the nucleus of the Triloka-
vijaya mandala (77) and thus equally stands for the conversion of all beings occupying the
three words—heaven, earth and underground, to Buddhism. On the relationship between
these two mandalas see the section titled Trailokyavijaya Mandala, page 773f.
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50 A unique seventeen-deity man-
dala of Trailokyavijaya above the
Mahakala panel flanked by Buddhas.
The mandala assembly consists of
the following groups of deities read
from the centre outwards:

In the centre: Trailokyavijaya.

In the cardinal directions of the
inner square: wrathful forms of the
four surrounding Buddhas.

In the corners of the inner square:
wrathful forms of the four inner
offering goddesses.

In the gates of the outer square: four
wrathful gate-keepers.

In the corners of the outer square:
wrathful forms of the four outer
offering goddesses.

Note that in this mandala the col-
ours of the deities fully conform to
that of the main directional Buddha.

51 Central square of the Trailokya-
vijaya mandala with the central
deity surrounded by the other
esoteric Buddhas in their wrathful
form holding the attribute of their
respective family. For example,
Vajrahtimkara immediately under-
neath the central deity holds a vajra
standing in his flat palm.
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52 A fifty-seven-deity Namasamgiti
Vajradhatu mandala with all sec-
ondary deities holding a sword in
the right hand in addition to their
identifying attribute. The assembly
consists of the following groups

of deities read from the centre
outwards:

In the centre: four-faced Mahavai-
rocana seated on lion throne.

On the eight lotus petals of the inner
circle: the four directional Buddhas
with their respective mothers.

On the sixteen lotus petals of
the outer circle: the sixteen
Mahabodhisattvas.

In the corner squares of the inner
palace: the four inner offering
goddesses.

In the gates of the inner palace: four
peaceful gate-keepers.

Along the sides of the outer palace:
the sixteen Bodhisattvas of the
fortunate aeon in the iconography of
the main Mahabodhisattva of their
respective direction.

In the corners of the outer palace:
the four outer offering goddesses.

In the gates of the outer palace: four
peaceful gate-keepers.

NAMASAMGITI VAJRADHATU MANDALA

To the right of the Mahakala panel and above the expansive donor depiction is an unusual
variant of the Vajradhatu mandala deriving from a particular interpretation of the Litany
of Names of Mafijusri (Mafijusrinamasamgiti).* Diverse interpretations of this important text
ascribe six mandalas to it, this version of the Vajradhatu mandala being one of them.®” The
descriptions in the many commentaries of this text are not very forthcoming in terms of the
iconographic details of the deities, but there is at least one commentary that explains the
sword held as a second attribute in the right hand of most of the deities of this mandala.®
Obviously, in this context the sword is that of Mafijusri, cutting ignorance and thus symbol-
ising wisdom.

The mandala consists of two palaces with three concentric circles in the inner palace, the
central one housing the main deity having multiple layers (52). In its centre is the four-faced,
white Vairocana performing the gesture of highest awakening (bodhyagrimudra) and seated
on a lion-throne (54). He is surrounded by the four secondary Buddhas in their usual icono-
graphy. The four mothers of the families in the intermediate directions, in contrast, each
hold a sword in the right hand in addition to the family attribute in the left (53). Being on the
same level and of the same colour of the surrounding Buddhas, the four goddesses can also
be read as their consorts.

All the remaining deities in this mandala also hold a sword in the right hand. The second
circle around Vairocana is occupied by the sixteen Mahabodhisattvas; the leading ones, such
as Vajrasattva (57) and Vajraratna (55) or Vajradharma (56), occupy the cardinal directions.
With the exception of Vajrasattva, who is depicted white, the others are of the colours of
their respective family. The four inner offering goddesses in the corners are represented
relatively large and wear a bodice (58-61). The four tiny gate-keepers which complete the
assembly of the inner palace repeat those of the outer palace and are optional.

The outer palace has its own gate-keepers seated at the doors (62). These and the sixteen
Bodhisattvas of the fortunate aeon which flank them are again in the colours of their respec-
tive families, as are the four outer offering goddesses located in the corners. In contrast to
the other mandalas on this wall, the gates of this mandala are framed by two prongs each.
As the interior of the doors, these are coloured according to the Buddha in their respective
direction.

Thus the two large mandalas on the entry wall continue the wisdom theme already intro-
duced on the elaborate gate at the entrance to the Dukhang. The Namasamgiti Vajradhatu
mandala further resonates with both, the Vajradhatu mandala in the niche opposite it, of
which it is a distinct variant, and the Trilokavija mandala represented around the corner on
the left side wall. Another variant of Namasamgiti Vajradhatu mandala can be taken as the
main theme of the Sumtsek, as it is represented on the main wall of its top storey (770).
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53 The central circle of the mandala
features the five esoteric Buddhas
and the mothers of the families.
Only the five Buddhas, who are
depicted in their usual iconography
and seated on their usual vehicle,

do not have the additional sword
attribute that all other deities hold
in their right hand.

54 In the centre of the mandala

is Mahavairocana, the ultimate
Buddha of the Vajradhatu. He is
white, four-faced, the top face has

to be imagined to be on the back,
performs the gesture of highest
awakening (bodhyagrimudra), and sits
on a lion throne.
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55 Ratnasambhava, only partially
visible on the right, can be rec-
ognised by his gesture of giving
(varadamudra) and the horse vehicle,
Vajraratna and the gate-keeper each
hold the family attribute, the jewel
(ratna), in addition to the sword.

56 The red gate-keeper of the west
appears to hold a noose instead of
the chain, which may be an error
considering the iconography of the
other gate-keepers at this level.
The Bodhisattva below him is the
principal Bodhisattva of the western
direction, Vajradharma, a form of
Avalokite$vara that holds a lotus
at his heart. He is flanked by white
Vajrahasa, holding a garland of
teeth, and blue Vajratiksna, who
holds a book in addition to the
sword.

57 The principal Bodhisattva of the
east is the white Vajrasattva, hold-
ing an upright vajra in his left hand
as identifying attribute. This is the
only one of the main Bodhisattvas
who is not depicted in the colour of
his family, which is blue.
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58 The yellow offering goddess
Vajramala, garland, holding a gar-
land (mala) besides the sword.

59 The blue offering goddess
Vajralasya, charm, with her hands at
the hip and holding the sword. Here
the directional colour was preferred
over her usual one, which is white.

60 The red offering goddess
Vajragita, song, holding a vina
besides the sword.

61 The green offering goddess
Vajranrtya, dance, raising her left
arm besides holding the sword.
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62 The gate-keeper of the southern gate Vajrasphota holds a black noose
with vajra ends instead of the usual chain in his left hand.

63 Overleaf: The figure above is the gate-keeper of the inner square,
whose identifying attribute was never painted. The position of the hand
lets one assume it was a vajra, and not the elephant goad as in the larger
figure below. The lower figure can safely be identified as gate-keeper
Vajrankusa with the goad shaped as a sea-monster (makara), the hook
being its trunk. This is the common form of the goad in early western
Himalayan murals. The inner palace is outlined in three lines, white,
red and blue, referencing the three families, while the outer palace is
outlined by five lines in the colours of the five Buddha families.
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64 In the depiction of the dream,
Queen Maya lies somewhat awk-
wardly on a broad bed with a long
cushion. She is fully dressed and
bejewelled in the fashion of local
Ladakhi ladies of the time. Above
her the head of the white elephant
emerges from the cloud.

65 This scene, likely depicting the
protection and worship of Queen
Maya while the Bodhisattva is in her
womb, is unique. Now fully dressed
in white and seated on a lotus

and against an aureole, the queen
appears deified. She is worshipped
by the gods to her right and Ladakhi
male to her left.

LiFE oF THE BUuDDHA

In the bottom area to the left of the door the life of the Buddha is presented in three super-
imposed rows. Representing the most mundane (nirmana) aspect of the Buddha’s activities,
the entry wall of a monument is a common location for this theme.” Both the importance and
liminality of this story as an introduction to the Buddha is obvious from the Dukhang, where
it is found twice within a few metres, once in the carvings on the door and now immediately
beyond it among the murals on the entry wall. Remarkably, the two depictions of the narra-
tive differ considerably from each other and emphasize different aspects of the story.

Unfortunately, only the topmost row of the depiction is well preserved while the two rows
underneath are increasingly fragmentary. Nevertheless, in situ observations allow for recon-
structing almost the entire story on the basis of the remaining fragments.*® Each of the rows
is to be read from left to right except for the last scene in the second row, which links the
Buddha’s parinirvana to the representation of eight stupas underneath the birth cycle (67),
which represent the end of the story.

The life begins in the top left corner with one or two scenes dedicated to the events in
Tusita heaven. This corner of the wall has been disturbed so severely that nothing remains of
the scenes once there. Thus, the first scene preserved is the conception of the Buddha, with
Queen Maya in the dress of a western Himalayan lady lying on a large bed (64). The scene
is set inside a brick building with a pointed canopy in the back. The descending elephant
emerging from a cloud identifies the event. The interpretation of Maya’s dream of an ele-
phant entering her body is followed by a unique scene, possibly illustrating the protection
and veneration of Maya (65). Now completely dressed in white, Maya sits on a lotus which
appears to be held by the smaller god immediately underneath her, three more gods are to
the left and may represent four deities protecting the Bodhisattva in the womb. To the right
are two rows of male worshippers in local dress.

In the following birth scene (66), Maya is again dressed in local fashion and the Bodhisattva
emerges from under the armpit of her raised right hand. Two gods hold cloth to receive him.
The trees surrounding the figures are full of wildlife, the monkeys obviously not native to
Ladakh. The birth is followed by the bath of the newly born Bodhisattva by the gods, all three
standing on a common lotus, and the seven steps of the Bodhisattva taken towards the cardi-
nal and intermediary directions (67).

The beginning of row two then probably showed an expanding version of the parallel
births among humans and animals, the latter in an unusual variety; there are snakes and
camels among the animals depicted there. Of Asita’s visit and interpretation of the child’s
signs one can recognise the ascetic and his companion seated under an umbrella. More unu-
sual is the following depiction of the visit to the temple, in which a red coloured god bows in
veneration in front of the Bodhisattva held by his father. Still a child, the Bodhisattva, vener-
ated by gods, meditates under the Jambhu-tree and attends school.

A grown youth, the Bodhisattva enters a number of competitions, which must have been
depicted in the corner of the third row. Subsequently, he throws the maddened elephant out
of town. The departure, the cutting of the hair, asceticism and likely the donation of milk-
rice by the milkmaid Sujata are following in quick succession. Finally there is the victory over
Mara and the parinirvana in this row.
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At the right edge of the second row, just to the side of the door, is the cremation of the
Buddha’s body. This scene links to the row of eight stupas represented immediately above it,
which symbolises the distribution and entombment of the relics (67). By the time the Alchi
murals were painted the stupas for the relics have been cross-identified with another set of
eight stupas of different types representing the eight great events in a Buddha’s life and the
localities at which these events took place. The eight stupas thus also represent the Buddha’s
life. This is the earliest representation of this theme known to date, and it is replicated in the
Lhakhang Soma (288).

Thus, while the depiction of the Buddha’s life on the Dukhang door includes events that
took place between the awakening and the parinirvana, in the murals these are represented
by the stupas only. Further, only the life in the murals localises the events of the Buddha’s life
by representing Maya in local Ladakhi dress. This resonates with the large donor depiction
on the opposite side of the entrance and discussed next.

66 In this scene depicting the Bud- 67 The bath and seven steps of the
dha’s birth the Bodhisattva emerges newly born Bodhisattva. The eight
from the armpit and is received by stupas immediately underneath end
the gods. the Buddha’s life in the Dukhang.
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To the right side of the door to the Dukhang is a large depiction dedicated to the donors of the

L temple and their rulers. That it takes the same measure of space as the Buddha’s life attests to
Nl 8 : its importance. Among the depictions two distinct areas have to be differentiated, the large
FN : feast assembly spread along the wall and the so-called royal drinking scene (68). The latter
is in an elevated position between the feast assembly and the Mahakala above the door, and
it counts among the most discussed motifs of Alchi.” Before addressing the interpretations
that have been forwarded in the literature it is pertinent to analyse it in some detail.

v IR _ The drinking scene evolves around four figures, a dominant haloed couple facing each
. A 68 The so-called royal drinking other and, presumably, their two children behind them on the side of their respective
. I_ ' scene to the right of the entrance to der. Th t off b kv-blue back d th d £ which ds th

the Dukhang is focused on a central  8€nder- They are set off by a sky-blue background the upper edge of which surrounds the
o 1+ couple with the lady offering a cup heads and halos of the figures. The male on the left wears a diadem, a coat decorated with
' | to the male. The scene is remarkable ]jon medallions and bands crossing its upper arms, a wide chequerboard patterned belt, and

for its martial character and its cel- ! . . K
ebration of drinking, both of which ~ rather fancy black leather shoes with pointed tips. He has a moustache and a beard pointed
A can be traced back to pre-Islamic underneath the chin, and a large circular earring is recognizable underneath his hair. In his
5 R A ?:zgtlrs;?r:slfacuuures of western right hand he holds a battle axe, and a sword is dug into his belt, while the left hand performs
*i'ri o Actual size 42 x 34 cm. a gesture of communication that is mirrored by that of the lady opposite him. Nothing about

1 his appearance is characteristic for the Himalayas.
A In contrast, the lady seated opposite him has her hair decorated with turquoises and wears

Y . ;‘ multiple turquoise necklaces of different length. Her orange-red dress has wide sleeves and a
' ",t . white panel framed in blue in front above the chest, a white cape covers her entire body and
? 3 she wears white woollen boots. All details of her dress appear to reflect local fashion, and ele-
= = ments of it are used throughout the temple to localise females (66, 134, 150, 182, 183). Seated
3 ,:FI in an elevated position, the lady offers a short stemmed white cup to the male holding it at
Z - its base. While the male directly gazes at her, she has her eyes downcast.
¢ i | _ Behind the male kneels a smaller figure in a white coat holding a pickaxe and raising a
' ' : ; i i : ?“t? drinking cup to his mouth, and behind the lady another much smaller lady raises her right
/ v A . . I w arm in a gesture of adoration (vandanamudra).”’ The same gesture, using the left hand, is used
1 # i ot 1 - by one of the kneeling males underneath the couple to hold up his blue striped scarf towards
e e -_-“;' N | the central couple. He also holds a pot in his right hand and other drinking vessels of dif-
ﬁ{ # : . G 4 b, — ferent shapes are placed in front of him. Behind him kneels a second male holding a sword
o i} ] ,‘ R | 2 - T and performing the same communication gesture as the central male. Otherwise the central
7 o e : (=Y couple is surrounded by male warriors carrying swords and shields and arranged in pairs of
i v W o T which one wears a white the other a red coat. Only in the upper right corner are two females.
i = Ny 11 59 1 e Further an umbrella is depicted right above the space between the central couple into which
. T ‘ : the drinking cup is held.
g “._ . - . : From the outset, the debate on this scene has centred on three aspects: its martial char-

acter, the allusions to Islamic court culture apparent in the dress, and the act of drinking
- T alcohol emphasized in it. None of these appeared compatible with the Buddhist context, an
argument that can safely be dismissed today. However, since there are no comparable depic-

tions in earlier or roughly contemporaneous monuments in the western Himalayas outside

¥ J”r‘l‘ R ;/r g X * the Alchi group, it is worth exploring their origin and symbolic meaning. The emphasis on
F 8 s X - \ drinking links the scene to the courtly culture of western Central Asia and even the murals
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69 As his dress, the facial features
of the central male figure in the
drinking scene appear foreign to the
western Himalayan Buddhist world.
His finely trimmed moustache and

a pointed beard, the large circu-

lar earring and the diadem are all
uncommon for depictions of Tibetan
culture. While there is no doubt that
the alignment of this portrait with
the surrounding islamicate Turkic
world is intentional, it goes too far
to conclude a distinct ethnicity
from this. The Royal Rider dis-
cussed above bears almost identical
features (45), as does Kalden Shérap,
the founder of the Dukhang (75). If
we accept that these murals have
been painted by Kashmiri artists we
have to acknowledge multiple layers
of cultural translations embedded in
these murals.”

70 The central part of the feast
assembly with the warrior’s banquet
in the centre and the yak hunt rep-
resented immediately underneath,
the yak only recognizable in its
outlines.

of Ajanta. Thereby it is usually the male that holds the cup as a symbol of royalty or elite
status. In the Dukhang scene it is the cup itself that is emphasized, and it is offered by the
female to the male. This detail finds parallels only in a few depictions, most notably on Mina’i
bowls roughly contemporaneous with the Alchi murals. Equally, the coat with its lion medal-
lions and arm-bands, the so-called tiraz bands, bearing ‘foliate Arabic Kufic script’,” links
the depiction directly to the contemporaneous islamicate Turkic world. This dress appears
to have been widely adopted by elites of the time, regardless of their religion or ethnicity, to
convey a sense of authority and power. Fittingly, the diadem and the axe are equally symbols
of power. The latter links to the martial character conveyed by the Alchi depictions, which
are even more apparent in the larger feast assembly to which we turn next.

Unfortunately, the large feast assembly has suffered considerably over time, especially on

the side of the entrance. The following description is rather detailed to make up for this, but
also to put the drinking scene in its larger context. The feast assembly is composed of four
distinct parts, three sub-assemblies and a frieze of riders underneath them (70). Of these, the
smallest assembly is in the centre of the composition and represents a banquet of warriors
(71). A horizontal divide marked by a cloth or carpet separates a triad of seated commanders
from the footsoldiers surrounding them. In the triad the central figure is singled out by his
frontal depiction, the nimbus and the umbrella hovering above his head. This emphasis as
well as the battle axe he holds signify him as a royal figure. His coat may be of wool, rather
than silk, and is embroidered with peacocks and vegetal symbols that look strikingly similar
to the fleur-de-lis (72). Of the flanking figures, the one to his proper right offers him a cup,
while the one to his left looks on. The soldiers in the lower section of this scene surround
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71 The central theme of the large
donor depiction is a warrior banquet
that celebrates the martial prowess
of the male population. It is cen-
tred on a triad of commanders in
ceremonial dress with surrounded
by their soldiers. Here, too, drinking
is the main occupation depicted, but
the centre of the composition is a
three-legged table covered with ves-
sels and topped by a white ceremo-
nial scarf, a khatak (kha btags).

72 All three commanders wear

long coats with lengthy sleeves, but
the patterning is different on each.
The white coat of the central figure
could be either cotton or wool and is
pattered with embroidered peacocks
and a flower motif strikingly similar
to the fleur-de-lis.
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a large three-legged table covered with food as well as drinking vessels. A ceremonial pat-
terned white scarf covers the food on the table and may well be the earliest representation of
a ceremonial khatak (kha btags) that has come down to us.”

This middle scene links directly to the frieze underneath, which represents a ceremonial
yak hunt, the yak only faintly visible underneath the central assembly (70).°® Their connec-
tion is made visual be extending the centre of the middle panel into the lower frieze, the
main scene of which is right underneath. There, one of the riders has fallen off the horse and
lies to the back of a black yak that is only faintly visible. All riders move from right to left
and most of them gallop and shoot an arrow from their bow. On the better preserved right
side of the frieze the last two riders are standing still, the front one raising an arrow with the
right hand while the bow is carried on his left shoulder, probably indicating that he is about
to perform next (76). Thus, the riders here demonstrate their skill in martial arts targeting a
yak from their galloping horses, while their commanders look on. This yak-hunt stands for
both prowess in hunting and warfare.”” If the yak thereby is an effigy or not, the symbolism
remains the same.

To the left of the warrior’s banquet is a royal banquet that expands on the drinking scene,
which is located immediately above its left upper corner. It is again centred on a royal couple
seated opposite each other but now it is the male who holds a cup towards the female and
two children are between them (73). The umbrella, marking the centre of the composition,
hovers again above the cup, and underneath it a standing small boy is directed towards his
father and holds arrow and bow. The lady and her middle-aged daughter kneeling in front of
her appear to hold bunches of three flowers each in their right hands. Nothing indicates in
this depiction that this is the same couple as in the drinking scene. The robe of the male has
an intricate svastika pattern, but it lacks the arm-bands. The lady wears a headscarf falling
down her back and a cape with a peacock pattern. Five more males are seated on the left,
with their robes featuring arm-bands, while there are only three more women on the right.
An area of red background underneath the central couple shows servants engaged in differ-
ent activities around vessels of food and drink, one of them offering a drinking cup to the
couple above. The areas flanking this central section continue the assembly from the top row
in two levels. Along the bottom edge of this royal banquet is an inscription panel with very
few fragments of what once had been a three-line text, which may well have once identified
the central couple.

The third assembly, on the right side of the composition, represents religious dignitaries
performing a ritual in front of an audience of lay followers holding flower offerings (74). In
it the monks seated in the upper row are separated from the lay followers underneath by the
inscription panel that identifies the founder of the Dukhang as Kalden Shérap. We thus may
assume that the central teaching figure among the monks represents him (6, 75). He is seated
on a throne and surrounded by ritual paraphernalia. All seated monks flanking him have
their hats taken off and some of them hold a flower offering. The lay followers underneath
wear simpler dress and are again separated by gender. While they appear to hold flowers in
one of their hands, the first male also holds a wide cup. Another cup tops a vase-shaped drink
vessel standing between the central couple. In this case there are six more females and only
four more males, which balances the uneven representation at the royal banquet.
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73 As the drinking scene, the royal
banquet on the left side of the large
donor depiction is equally focused
on a royal couple with their two
children, which are smaller and
depicted between them. The cup is
now held by the male and again the
umbrella hovers over it. While the
ruler wears a coat with a svastika
pattern, the cape of the lady is dec-
orated with peacocks, very distin-
guished garments indeed.
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74 The monastic community of
Alchi led by the monk Kalden Shérap
and its lay followers.

75 Portrait of Kalden Shérap, the
founder of the Alchi Dukhang and
monk heading the monastic com-
munity of Alchi in figure 74. He is
shown with a fine moustache and
beard. A peculiarity of the early
paintings in the western Himala-
yan region are the hats worn by
the depicted monks, in this case a
wide-brimmed possibly triangular
hat with rectangular cut-out in the
front centre.
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Analysing these depictions together, each of the three themes characteristic for the drink-
ing scene is equally prominent in the larger feast assembly, while the religious gathering is
most distinct. There, all lay followers wear the common local dress, and ceremonial drinking
is part of the depiction, but it is least emphasized. Even in the number of figures represented
this assembly may well reflect the monastic community and its immediate support at the
time of the founding of the Alchi Dukhang. It is, thus, this assembly that most clearly reflects
Ladakhi culture at the time. The royal banquet balancing the religious gathering then rep-
resents the wider community around Alchi, including the local ruler’s family (73). Both the
svastika pattern on the ruler’s coat and the peacock pattern on the lady’s cape—alluding to
the peacock feather cape of the protectress underneath Mahakala—as well as the balanced
offspring between the couple reference its propitious and protective function. The latter
is further emphasized through the central martial assembly and the yak hunt represented
underneath it. Again, there may well be a realistic aspect in this depiction insofar as stable
rule and martial skills were certainly required to maintain the trade across the realm that
must have enabled the building of the temple at the first place. It may equally be realistic that
male participation in the feast is considerably larger, with the mobile soldiers coming to the
feast from a wider area.

There is, however, no recognisable overlap among the people represented in the feast
assembly and the drinking scene, which begs the question who is actually represented there.
Given the spatial relationship of the scenes and the few hints that can be gathered from the
inscriptions it is likely that the royal banquet represents the local rulers of Dro ('bro) clan,
which is also the family of the Dukhang’s founder Kalden Shérap. The drinking scene then
sets the depiction of this family into the wider political context, which in this case must ref-
erence the ruling house of Maryiil.” Given that it is the lady who holds the cup there, she may
well be a lady of the Dro clan married into the royal house. This speculation would be consist-
ent with the traditional role of the Dro family to supply queens to the ruler in both imperial
Tibet and during the emergence of the west Tibetan kingdom, as laid out in the chapter The
Historical Background, page 19ff. Both the geo-political understanding expressed in the
inscriptions, which reference the ‘dominion in three parts’, Ngari Khorsum (mnga' ris skor
gsum), and the history of the Dro family itself make this the most likely scenario.

The Islamicate material culture obvious in the depictions of the rulers is evidence of their
broader interconnections throughout the region. As Barry Finbarr Flood has demonstrated
for the relevant period, ruling elites often adopt the material culture of the more power-
ful neighbour, which also allows them to distinguish themselves from their subordinates.”
But even if we take this for granted, we cannot be certain that the depictions at Alchi are
an actual refection of the Ladakhi ruling elite or of the elite of Kashmir, where the paint-
ers hailed from. In other words, we have to acknowledge the possibility of multiple layers
of cultural translations embedded in these murals. The martial character, the hunting, and
the drinking are, however, consistent with the culture of western Himalayan royalty. Their
depiction in this Buddhist temple should thus not be considered unusual but merely a full
refection of the Ladakhi royal culture of the time.'®
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76 Riders lining up for their shot
at the yak during a performance of
the martial skills. The middle rider
indicates that it is his turn to start
riding towards the target.
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77 The one-hundred-and-thirty-six-
deity Trilokavijaya mandala has two
palaces. Its assembly consists of the
following groups of deities read from
the centre outwards:

In the centre: Vairocana surrounded
by four goddesses, the mothers of
the families.

In the squares to the four sides

of Vairocana: wrathful forms of
the four other esoteric Buddhas
surrounded by four Bodhisattvas
each, the primary one represented
underneath the respective Buddha
and in the same colour.

In the corner squares of the inner
palace: wrathful forms of the four
inner offering goddesses, each
surrounded by four additional god-
desses playing musical instruments.

The Left Side Wall

In a parallel composition, each of the side walls of the Dukhang is dominated by two large
mandalas set against a background of flower scrolls (78). Together with the sculptures of the
Vajradhatu mandala in the back niche, they represent the main mandalas of the Yoga Tan-
tras, a corpus of Esoteric Buddhist teachings that emphasizes ritual practice and is based on
concepts of five esoteric Buddhas in the centre and cardinal directions. As can be seen from
the Alchi depictions this group of five esoteric Buddhas is not always the same and the same
Buddha can take on several iconographic forms, facts that are explained in their relationship
in a separate chapter (The Alchi Mandalas, page 747 ff.).

The Alchi depictions relate to the main textual corpora of the Yoga Tantras, namely the
Compendium of Principles of All Tathagatas Tantra (Sarvatathagatatattvasamgrahatantra) and the
Tantra for the Purification of All Bad Migrations (Sarvadurgatiparisodhanatantra), as well as related
texts. Descriptions in these texts provide the basis for the identification of the mandalas
and their deities, but have not necessarily been their direct base. The transmission of these
Esoteric Buddhist teachings is complex and multi-layered, with the base texts, the so-called
root-tantras, interpreted differently at different times, and only some of these interpreta-
tions have come down to us. In fact one of the major issues in the interpretation of the Alchi
mandalas is the absence of directly related Tibetan commentaries. Instead the depictions
themselves are to be read as such, and they are thus an invaluable source for the transmis-
sion of these Esoteric Buddhist teachings from South Asia into the Himalayas.

The Alchi depictions are also a rich source for the iconography of pan-Indian deities from
the time and context of the respective commentaries that can be related to them. This is
most apparent in the Trilokavijaya mandala located on the entry side of the left side wall, just

Bodhisattva of the respective family.

7 [T T = In the gates of the inner palace: four  515ynd the corner of the Namasamgiti Vajradhatu mandala introduced above (page 71ff.).
ek { - | wrathful gate-keepers.
; P i AT ;i : In the centre of the inner square of
P M-/ the outer palace: wrathful forms of TRILOKAVIIAYA MANDALA
L J E the Bodhisattvas of the fortunate
P A { Sy J M B aeon in the iconography of the main  The Great Mandala of the Conquest of the Triple World, or Trilokavijayamahamandala, on the

left side of the left wall derives from the second section of the Compendium of Principles, where
it is its main mandala.”®" Its name references the heaven-, earth- and underground-realms
which are conquered by Vajrapani on behalf of the Buddhas. This includes the overcoming
of the deities inhabiting those realms, an expansive assembly headed by Mahesvara (Siva)
whose conquest is detailed in a famous passage at the beginning of this section in the tantra.*
These deities are subsequently converted into Buddhist deities, and they are included as such
in the outer square of the mandala.'””

The Trilokavijaya mandala contains one hundred and thirty-six deities distributed in two

In the corners of the inner square
of the outer palace: wrathful forms
of the four outer offering goddesses,
each flanked by four additional god-
desses playing musical instruments.

e
o

) | : e S 4 In the outer circle of the outer

Tei 3 . ; . palace: forty-one couples of con-
verted pan-Indian deities arranged
clockwise from the bottom right
corner.

_’! JI i ” 1._ _.: . In the corners of the outer circle square palaces, with the outer palace containing two squares of deities (77). Of these the
s bk, = of t}if Outegdpalaw ff{urkconverted inner square complements the assembly of the inner palace, while the outer square is inhab-
. 0 mother goddesses (mdtrka). ited by the converted pan-Indian deities headed by Mahe$vara. Each of the palaces has four
s W In the gates of the outer palace: four ] .
wrathful gate-keepers. doors occupied by the same set of gate-keepers. The outer doors are massive and flanked by
- - the prongs of a giant crossed vajra (vi$vavajra) underlying the palace’s foundation (77, 98).
. n The outer perimeter of the mandala is marked by vajra and fire circles.
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The inner palace is divided into nine squares with five deities each. In the centre four-
headed Buddha Vairocana sits on a lion throne and performs the gesture of highest awak-
ening (bodhyagrimudra). He is surrounded by four goddesses in the colours and holding the
attributes of the four surrounding Buddha families (79). Thus, the eastern (bottom) goddess,
Sattvavajri, is blue and holds a vajra, the southern goddess, Ratnavajri, is yellow and holds a
jewel, the western goddess, Dharmavajri, is red and holds a lotus, and the northern goddess,
Karmavajri, is green and holds a crossed vajra (visvavajra). This is the basic matrix for the
five Buddha families as it is laid out in the Compendium of Principles, whereby the goddesses
symbolically generate the surrounding families together with Vairocana as their ‘mothers’.
The same group of deities also occupies the centre of the main mandala of the cycle, the
Vajradhatu mandala represented on the main wall of the Dukhang’s back niche (163), but in
this case it generates an assembly of wrathful deities. Thus with the exception of the con-
verted gods, all other deities of this mandala are wrathful.

Of the four Buddhas surrounding Vairocana, only the bottom (eastern) one is four-headed
and eight-armed. He is Trailokyavijaya, the actual main protagonist of this mandala (80, 869).
It is in this form that Vajrapani converts the pan-Indian deities mentioned above, and he
therefore stands on Mahe$vara (Siva) and Uma signifying their subjugation. In this mandala
Trailokyavijaya thus replaces Buddha Aksobhya as representative of the vajra family. Another
name used for the same deity, Vajrahiimkara, derives from his main gesture (vajrahumkara-
mudra), holding vajra and bell in the hands crossed in front of the chest in a gesture with the
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78 The right side wall of the
Dukhang featuring the Trilokavijaya
and Dharmadhatu mandalas.

79 In the centre of the Trilokavijaya
mandala the four-faced Maha-
vairocana is surrounded by four
goddesses in the colours of the sur-
rounding Buddha families and hold-
ing the respective family symbol.
The central Buddha represents the
Buddha family and its symbol is the
wheel, which is also used to create
the circle surrounding the deities.
The ornaments in the intermediary
directions are raised in pastiglia.

The circle has an outer diameter of
approximately 40 cm.
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The actual main figure of the
mandala is the four-headed and
eight-armed Trailokyavijaya in the
bottom square (east), who in this
mandala is the wrathful form of
Buddha Aksobhya and represents
the vajra family (80). The other
Buddhas, yellow Ratnahiimkara, red
Dharmahiimkara, and green Karma-
hiimkara, are equally wrathful but
have only two arms. Each of the four
Buddhas is accompanied by four of
the sixteen Mahabodhisattvas in
their wrathful form, the primary
Bodhisattva represented under-
neath the main image and the others
to be read clockwise. The circle
surrounding the deities is made up
of the respective family attributes,
vajra, jewels, lotuses, and crossed
vajra.

Each square measures approxi-
mately 40 cm and the elongated
vajra band in pastiglia relief
between them is 2.5 cm wide.
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palm directed towards the viewer (869). His other attributes are, listed in functional pairs,
sword and vajra, arrow and bow, and elephant goad and noose.

The other three Buddhas are two-armed and reference their respective family in their
names and iconography. Thus, in the south is Ratnahtimkara, who is yellow, holds a jewel and
has the horse as a vehicle, just like Buddha Ratnasambhava (81). Dharmahiimkara is in the
west (82) and Karmahiimkara in the north (83). The four secondary Buddhas are surrounded
by the sixteen Mahabodhisattvas in their usual iconography but in wrathful mood (80-83).

Accordingly, in the textual sources they have krodha (wrathful) added to their names, the
main Bodhisattva of the east, for example, fully called Krodhavajrasattva.

The corner squares are occupied by the four inner offering goddesses, each accompanied
by a retinue of four unnamed goddesses playing the same musical instruments and repre-
senting the sixteen dance-offerings characteristic for the ritual of this mandala."” Thus, in
the bottom left (southeast) corner is the blue [Krodha] Lasya, beautifully shaded, accompa-
nied by four goddesses of the same colour playing small hand cymbals similar to the Tingshak
(ting shags) still in use in the region (87). The goddesses in the retinue of the yellow Mala
strike a tambourine-like instruments (87), those in the retinue of the red Gita, who plays a
vina herself, play a flute (85), and those in the retinue of the dancing green Nrtya play waisted
drums (86).

The inner palace is protected by the usual set of gate-keepers: in the east (bottom) the |, i1, corners are the four inner
blue Vajrankusa holding an elephant goad (arikusa), the yellow Vajrapasa holding a noose  offering goddesses, each of which is
(pasa), the red Vajrasphota holding a chain, and the green Vajrave$a holding a bell. This set 2ccompanied by four identical god-

desses playing musical instruments.
of gate-keepers is repeated in the gates of the outer palace. Above, the red goddess of song, Git3,

The four outer offering goddesses are placed in the corners of the inner square of the playing a lute (vina) herself, is sur-
rounded by flute players. Below, the

dancing green goddess Nrtya has a
In the case of [Krodha] Dhiipa, the blue goddess in the bottom left (southeast) corner, the  retinue of goddesses playing waisted

instruments are long trumpets, while for all others they are different types of drums. The ~ drums.
other four offering goddesses are the yellow Puspa offering flowers, the red Dipa offering

light, and the green Gandha offering incense. Wrathful forms of the sixteen Bodhisattvas of

the fortunate aeon in the iconography of the primary Bodhisattva of each family, for exam-

ple [Krodha] Vajrasattva for the east, complement the inner assembly. These and all other

deities of this mandala are listed in the appendix (Deities of the Trilokavijaya Mandala, page

410ff.).

The most interesting aspects of this mandala are the pan-Indian deities in the outer
square. All hold a small vajra in the main right hand, signifying their conversion into Bud-
dhist deities. As indicated by the description of Indra, who holds this transcendent vajra
besides his usual one, this attribute transforms the mundane deities into supra-mundane
Buddhist deities. The vajra type used here, the ends of the vajra drawn as small triangles, dif-
fers significantly from that in the Sarvavid mandala on the opposite wall, where it is outlined
in black. The deities are arranged in pairs beginning with Mahe$vara (Siva) and Uma con-
verted into the Buddhist deities Krodhavajra and Krodhavajragni in the bottom right corner
(88). The deities’ clockwise succession around the mandala expresses a functional and spatial
hierarchy ranging from deities active throughout space to those specifically active under-
ground. Consequently, the highest deities are depicted across the bottom of the mandala and
include Visnu (89), Skanda (Kartikeya), Brahma (90) and Indra with their respective spouses.

second palace. They, too, have a retinue of four goddesses playing musical instruments.
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| g . " e ! 87 Southern quarter of the Trilokavijaya mandala. Deities directly ref-
| ; ; 3 = L e Wi - . prts Sl erencing the jewel-family occupying this direction are those in yellow,
. ;T i - a number of these also holding the family symbol, the jewel. These are
Vajrahimkara, the Buddha of the direction in the central circle, the
primary Bodhisattva Vajraratna directly underneath him, and the
four Bodhisattvas of the fortunate aeon in the inner circle of the outer
palace which replicate Vajraratna’s iconography. In contrast to later
mandala representations, in which the entire quarter has the back-
ground colour of the respective Buddha family, at Alchi only the inte-
rior of the gates and the prongs of a crossed vajra (vi$vavajra) flanking
the superstructure of the outer gate reference the family colour.

The three pairs of converted deities in the outermost assembly are the
blue Vajradanda and Dandavajragra (Mahadandagra and Dandaharini),
the red Vajrapingala and Vajramekhala (Pingala and Jataharini), and
the white elephant-headed Vajrasaunda and Vajravilaya (Madhumatta
and Marani), leading the lords of hosts.

88 Overleaf: Mahe$vara (Siva), the destroyer, and Uma converted

into the Buddhist deities Krodhavajra and Krodhavajragni, their new
names signifying wrath and fire. Their main right hand holds a three-
pronged vajra as a sign of their new identity, while the remaining
hands hold attributes commonly associated with them, such as the
trident and the tantric staff (khatvariga). One of their right hands is
raised in the gesture of adoration (vandanamudra).







89 Visnu Narayana and Rukmini as the Buddhist deities Mayavajra and Vajrasauvarni.




90 Brahma and Brahmani as the Buddhist deities Maunavajra and Vajrasanti.
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92 Previous page: Agni, the god of fire, and Agnedhrya as the Buddhist
deities Vajranala and Vajrajvala.

93 The two southern gates with the yellow gate-keepers Vajrapasa hold-
ing a noose, and the deities of the two outer assemblies. The two yellow
wrathful deities holding a jewel each are the Bodhisattvas Siramgama
and Gaganagafija. The red pair of deities each of which holds a severed
head are Pingala and Jataharini as the Buddhist deities Vajrapingala and
Vajramekhala.

94 In the northern gates is Vajraghanta, holding a bell in this right
hand. The two wrathful deities on the inner circle are the Bodhisattvas
Aksayamati and Pratibhanakita. The black pair of deities seated on a
bull are Yama, the god of death, and Camunda converted into the Bud-
dhist deities Vajrakala and Vajrakali, the gods of time.

The distance from gate to gate is 16.5 cm, and the outer gate is 7 cm high
and 14 cm wide.
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95 The southeast corner of the
Trilokavijaya mandala. The two
blue wrathful goddesses are Dhiipa,
offering incense with a burner, and
a goddess of her retinue playing a
long trumpet. In the outer square
are, read clockwise from the bottom
right, the sun god Siirya, also called
Amrtakundalin, with Amrta as the
Buddhist deities Vajrakundala and
Vajramrta. Both the chariot and
the sun disk identify them. In the
corner is the yellow goddess of for-
tune, Sri, holding a lotus. Above her
the moon god Candra, also called
Indu, is depicted as the Buddhist
deity Vajraprabha.
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96 The northeast corner of the
mandala with wrathful Nrtya, the
personification of dance and one
of her retinue goddesses from the
inner square. In the corner of the
outer square is the green goddess
Durga, holding sword and shield
besides the vajra. Mahesvara (Siva)
and Uma, to Durga’s left, begin the
assembly of converted pan-Indian
deities, while the snake-hooded and
makara riding Varuni ends it as the
Buddhist goddess Vajramakari.

97 The detail of the goddess Vajra-
makari demonstrates the finesse of
the painting of this mandala. Only
from such details the tiny attributes,
here the vajra and a noose, can be
recognised. Possibly to subvert the
usual convention, the snake hood
has an even number of snakes, eight.




These five couples are complemented by five groups of four couples each moving from the
sky to earth.

The ‘gods who wander in space’ are represented by Siirya and Candra, personifications of
the sun and moon, and the planets Saturn (Sanai$cara) and Mars (Mangala). It is these latter
two deities that make clear that the commentarial tradition used by the Tibetan scholars has
already diverged from the original intention of the root text, as the Sanskrit names make
clear that these were originally intended to be Dandi and Pingala, the two attendants to
Surya. The reinterpretation of deities in the commentarial process also led to the surprising
detail that there are three elephant-headed gods in this pantheon, two of which also have an
elephant-headed spouse. The first pair of these, Vajrasaunda and Vajravilaya (formerly Mad-
humatta and Marani), head the following group of ‘gods who live in the sky’ (87). That these
are called ‘lords of hosts’ (ganapati) makes the identification of the first god as Ganapati obvi-
ous, but why does he hold a plough as his attribute, and why is there another elephant-headed
couple? As a detailed study on this couple of deities in Buddhist texts demonstrates, here a
good degree of ambivalence is already embedded in the Sanskrit text.’® Combining these
facts with obvious issues in the transmission of the deities’ names and a comparative ico-
nography of the deities indicates that this group may reference four Vaishnava deities, Bala-
bhadra, Jayakara, Madhukara and Vasanta, which also occur among the pan-Indian deities in
the Dharmadhatu mandala.’® The cross-identifications between the deities in the two man-
dalas are noted in with the list of Deities of the Trilokavijaya Mandala, page 410ff., in the
appendix. Nevertheless, the iconographic details of the other elephant-headed pair in this
group, Vijayavajra and Vajravas$a (formerly Jayavaha and Rati) still remain puzzling (91). It
is actually the third elephant-headed god who occurs among the last group as Vajravinayaka
(formerly Prthvicilika) and sits on a rat who best fits the common perception of Ganapati.
His consort Vajraputana (formerly Cchinnanasa) has the same white colour but no elephant
head. The final two groups, the ‘gods who live on earth’ and the ‘gods who live underground’,
designated as messengers and servants respectively, mainly recruit from among the guardi-
ans of the directions (dikpala). Among the former are Agni (92), Vayu and Kubera, and among
the latter Yama (94) and Varuna; Varuna’s spouse Varuni (Vajramakari) is represented in
figure 96. The ground-digging Varaha and his spouse Varahi, converted to Vajrankusa and
Vajramukhi, complement the last group. The assembly of pan-Indian deities is concluded
by the four mother goddesses in the corners of the outer square, namely yellow Bhima (95),
white Sri, green Sarasvati and green Durga (96). Among these Bhima and Durga are wrathful
goddesses, but this is not expressed at Alchi.'*”

Thus, this expanded version of the Trilokavijaya mandala in the Alchi Dukhang offers a
fascinating glimpse into the early development of this theme in Tibetan Buddhist culture as
it differs from later interpretations. A closely related depiction of this mandala is found at
Mangyu, but a comparison of the deities makes clear that it is also a distinct interpretation.'*®
The comparison also indicates that at Alchi wrathful deities are represented less expressively,
and that the overall interpretation of the theme is less literal and more systematic. The latter
is particularly apparent with the depiction and distribution of the pan-Indian deities. Obvi-
ously, the conversion of these deities entails their pacification and it is an auspicious event,
as is also apparent from the sumptuous decoration around the mandala palace (98, 99).
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98 Eleven vajra bridge the gap
between the T-shaped opening of
the door and its massive super-
structure, which is topped by a
wheel carried by a winged compos-
ite creature flanked by two deer,
areference to the Buddha’s first
sermon at Sarnath. Flags, banners
and fly-whisks decorate the gate-su-
perstructure at all levels. The door
is flanked by elegant prongs in the
colour of the respective directional
family.

99 The doors of the Trilokavijaya
mandala are flanked by deities, the
naked corpulent bodies of which
merge with fanciful coloured clouds.
This green cloud deity flanks the
west gate, plays a long trumpet and
holds a garland as an offering. That
all parts of the mandala are auspi-
cious is also expressed by the row of
vases connected with foliage within
the circle of flames.
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100 The goddess Green Tara

in the bottom left corner is
exceptionally well executed.

Her elongated, curvaceous body
is finely shaded—particular
noteworthy is the profile shad-
ing of the upper chest—and her
ornaments are particularly fine.
In this representation Tara holds
a bowl of offerings in the upper

left hand.

101 Unusually, the four-armed
goddess is represented at a
slight angle, as she is directed
towards the couple represented
outside the lotus medallion she
is depicted in. The goddess holds
a book in one of her right hands,
the other one gesturing towards
the couple, and her second left
hand holds the stem of a blue lily
(utpala), here not presented as
usually in profile but as a bright
blue round blossom.

The lotus circle has a diameter
of 48 cm.

AROUND THE MANDALAS ON THE LEFT WALL

The content of the two large mandalas dominating the wall as its main subject relates to
advanced spiritual practice, in particular the rituals of the Yoga Tantras, which need consid-
erable effort to be learned. The areas outside the mandalas, in contrast, complement these
with themes directed towards the lay community and daily practice. These areas are also
interesting for the motifs surrounding these deities and the mandalas.

The four-armed Green Tara in the bottom left corner of this wall immediately demon-
strates the more mundane nature of these paintings (100). As personification of compassion
and rescuer from dangers, Tara’s popularity among Buddhist lay followers is not surprising.
In this depiction the goddess directly interacts with the worshipping couple represented to
her side. To accommodate both the iconometric requirements for the representation of the
deity and the interaction, the goddess is represented at an angle, making her lean towards
the lay followers (101). Also the arrangement of her attributes has been altered, the gestures
of her main arms directly engaging with the worshippers. The right hand probably is to be

understood as a casual variant of the gesture of reassurance (abhayamudra) and the left holds

the stalk of the blue lily topped by a jewel. The other two hands hold a book and an offering
bowl (100) respectively, the latter replacing the string of beads (mala) usually held. The wor-
shipping couple wears local dress, and both hold a lotus and a string of beads.

The space surrounding the Trilokavijaya mandala is filled with the volutes of an elabo-
rate lotus scroll, terminating in fleshy lotus blossoms in the centres of the circles formed by




the stems. The scroll derives from small vases, one of them just to the back of the worship-
pers Green Tara attends to. Remarkably this background pattern surrounding the mandalas
changes along a vertical line between them (102), the right half surrounding the Dharma-
dhatu mandala being covered with a more subdued scroll motif that is only occasionally
punctuated by red blossoms.

The space between the two mandalas, and thus along the central axis of the wall, is used to
highlight deities of particular popularity, Avalokite$§vara and Green Tara, both in an iconog-
raphy distinctive for Alchi. Avalokite$vara, shown in the upper area of the wall, has eleven
heads and twenty-two arms. A variant of the same deity is found in the centre of the left wall
of the middle storey in the Sumtsek (669). A textual source describing this form appears not
to be preserved, but the salvific quality of this Great Compassionate One is clear from the con-
text there. Symbolically, this Bodhisattva may also stand for the removal of the twenty-two
obscurations as accounted in the chapter on Avalokite$vara in the Samdhinirmocanasiitra. The
associated ten-plus-one stages could then account for the eleven heads.*”

The corresponding space at the bottom of the wall is dominated by a wonderful rep-
resentation of the six-armed Green Tara (103). As the one in the Avalokite$vara niche of the
Sumtsek (562ff.) her representation can be considered a highlight of the temple’s paintings.
Despite several attempts, this form of Tara has so far escaped precise identification, as exact
textual equivalents cannot be found."® However, she most likely represents an independent
form of Great Peace Tara (Mahasanti Tara), who is described among the twenty-one Tara
with exactly the same attributes, but of white colour."! The blue lily attribute is usually held
by green forms of the goddess, and thus indicates that this Tara originally was green. Also
the prominent representation of the flask filled with the white nectar of immortality (amrta)
fits this identification. The staff with three ends (tridanda) in her upper right hand further
associates this form of the goddess with Kashmir. Thus, we may assume that an independent
form of Mahasanti Tara had been popular in Kashmir at the time, but that her liturgy has not
survived.

To the lower left of Tara is a panel of similar size dedicated to the six-headed, six-armed
and six-legged Yamantaka. This panel still preserves wonderful details, such as a very fine
stupa at the top of the halo and beautifully rendered throne animals, but has suffered consid-
erable damage over time and thus is not reproduced here.? A much better preserved version
of this deity is found above the entrance to the first upper floor of the Sumtsek (663). While
the six-headed Yamantaka is the only form of this god surpassing death in Alchi and related
monuments, later he gets superseded by Vajrabhairava and others.

To the lower right of Tara is a rare representation of the divine artist Vi§vakarman, the
‘maker of all’ (107). Bearded, crowned and dressed in a short vest and boots, he is identified
by the metal-working tools among his attributes. He may also have been the tutelary deity
for the artists who created this wonderful monument.

Finally, in the far lower corner of the wall the theme of Avalokitesvara is picked up again.
Now it is the four-armed Sadaksara Loke$vara, the personification of the six-syllable mantra
om mani padme hiim, that is represented (108). His prominence acknowledges the emergence
of a then new trend to identify this compassionate Bodhisattva as the one whose special field
of action is the Himalayas.'*

Thus, the space between the mandalas on the left wall is dedicated to compassion, peace,
long life and the overcoming of death, as well as artisanship. The latter may here well be sig-
nified as a means to achieve the former goals.

102 The two mandalas on the

left side wall are painted against
different scroll motifs, a black
vertical line separating them from
each other. While the corners
around the Trilokavijaya mandala
(left) are filled with the scrolls of a
fleshy lotus stem supporting thick
blossoms, those of the Dharmadhatu
mandala show the scroll as if it
would be under water.

In the centre between them is an
eleven-headed and twenty-two-
armed form of Avalokite$vara, the
ultimate personification of compas-
sion (karuna).

As early western Himalayan manda-
las in general, the Alchi mandalas
only have a fire and vajra circle
surrounding them. An inner ring
of lotus petals, signifying the lotus
base for the mandala palace, is only
added with the mandalas of the
Lhakhang Soma (289-293).
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103 The six-armed Green Tara is
best identified as Mahasanti Tara,
Great Peace Tara. She holds a string
of beads at her heart and the stem
of a blue lily in her hand on her lap.
Her other hands hold a staff with
three ends (tridanda), a book and

a flask, and her lower right hand
performs the gesture of giving
(varadamudra).

The damages inflicted on this image
along its frame are due to a poor
cleaning attempt, rubbing off the
paint layer and revealing the white
ground.

This panel is approximately 40 cm
wide.

104 On top of the throne two deities
blowing a conch trumpet ride a fable
creature with a lion face.

105 Curiously the lion-faced
creatures wear bright green caps,
particularly clear in this detail.

106 Overleaf: All details of the god-
desses’ dress are extremely finely
executed and her dhoti is decorated
with a svastika pattern. Among the
ornaments of the throne the lion

is usually shown attacking the
elephant on which he stands, which
in this case is executed extremely
playfully.

Underneath Tara two practitioners
perform her ritual, their implements
including a ritual mandala and

an incense burner between them.
The prominent flask behind one of
the practitioners at the left edge
replicates the goddesses’ attribute
and contains the white nectar of
immortality (amrta). Its large size
and white body support the identifi-
cation proposed for the goddess.
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107 The divine artist Vi§vakarman is rarely represented, but can be rec-
ognised by the iconographic details emphasising the working of metal:
the flames behind the body, the hammer and tongs as attributes, and
the anvil between the lower legs. The other pair of arms hold a string

of beads and a book, symbols of religious practice and knowledge. He is
dressed in a short vest featuring tiraz bands and wears felt boots.

Diameter of the lotus halo: 42 cm.

108 In the far bottom corner of this wall is Sadaksara Loke$vara, a form
of Avalokite$vara personifying the six-syllable mantra 6m mani padme
hiim. He is four-armed, has his main hands folded in front of the chest
and holds string of beads (mala) and lotus in his outer hands. That the
latter has the shape of a different flower demonstrates the artistic free-
dom of the artists had when painting the monument.
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DHARMADHATU MANDALA

The second large mandalarepresented ontheleft side wallis the Dharmadhatuvagi$varamariju-
$rimandala, the Dharma Sphere Mandala of Mafijusri Lord of Speech, here referred to by the
shorthand Dharmadhatu mandala (109)."** As the name implies, the main deity of this man-
dala is Mafjusri, in the texts also referred to as Mafijughosa, who represents the wisdom
aspect and stands for Buddha Vairocana (111). Given the position of this mandala to the left
of the niche, it is the second most important theme depicted in the Dukhang and in early
western Himalayan monuments in general. With the Vajradhatu mandala in the niche, and
the Sarvavid mandala directly opposite, it forms a triad of mandalas that is also found in the
main temples of Sumda Chung, Nako, and possibly Tabo. The Dunkar caves in west Tibet even
preserve three versions of this mandala, one of them on the ceiling.'

Descriptions of the mandala are found in several sources, the most frequently used being
the one of the Nispannayogavali by Abhayakaragupta, which describes 221 deities.'*® This text
draws on the Dharmadhatuvagisvaramarijusrimandalavidhi by a certain Mafijusrikirti, which is
included in the Tibetan canon either under this name or an alternative one.'”” Conceptually,
the Dharmadhatu mandala builds on the Vajradhatu mandala, and includes the same sets of
deities, but all the Buddhas are eight-armed and Vairocana is replaced by Mafijughosa.

The depiction in the Alchi Dukhang features as many as 275 deities and no direct textual
source is preserved to account for some of its details. However, the above sources are close
enough to allow for the identification of all deities within the mandala architecture, while a
number of the protective deities in the outer circle remain unidentified. The Alchi depiction
is, thus, itself a commentary on the subject and its description below focuses on those aspects
in which the depiction diverges from the descriptions. A full list of the deities of this mandala
including their iconographic description as found at Alchi is provided in an appendix (page
414ft).

In this mandala, the inner palace is divided into nine rectangles, with the central one
considerably larger and containing the lotus circle of Mafijughosa (111) surrounded by eight
Usnisa Buddhas (110). In the corners of this square are the seven treasures (saptaratna) of a
universal monarch (cakravartin). The four secondary Buddhas in the cardinal directions are
accompanied by the sixteen Mahabodhisattvas (113, 125), and their consorts occupy the four
corners (112, 114).

One reason for the popularity of this mandala may well have been the covert integra-
tion of concepts deriving from the Highest Yoga Tantra within the more conservative Yoga
Tantra context. This is particularly apparent with the integration of the consorts of the five
esoteric Buddhas as established by the Secret Assembly Tantra (Guhyasamdjatantra). The effect
of this innovation can be observed by comparing the two mandalas on this wall. While in the
Trilokavijaya mandala four goddesses surround the central Buddha Vairocana and the cor-
ners of the central palace are occupied by the inner offering goddesses (77), in the Dharma-
dhatu mandala the central Mafijjughosa is surrounded by the eight Usnisa Buddhas and the
corners of the central palace are occupied by consorts of four of the five Buddhas, also shar-
ing their respective iconography. The fact that the nine-square geometry of the mandala only
fits four consorts for the five Buddhas results in variations in their respective allocation. In
the case of the Dharmadhatu mandala, the most frequent solution to this problem is that the
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109 The Dharmadhatu mandala

has three palaces of which the two
inner ones are presented here. Their
assembly consists of the following
groups of deities read from the
centre outwards:

On the central lotus: Dharma-
dhatuvagi$varamafijuéri or Mafiju-
ghosa surrounded by eight Usnisa
Buddhas.

In the corners of the central square:
the seven treasures of a universal
monarch are complemented by the
lotus symbol to make eight.

In the rectangles to the four sides of
Mafjughosa: eight-armed forms of
the four directional Buddhas, each
surrounded by four of the sixteen
Mahabodhisattvas, the primary

one represented in the bottom right
corner of each rectangle.

In the corner squares of the inner
palace: eight-armed forms of the
Buddha’s wisdom-consorts (prajfia).

In the gates of the inner palace: four
wrathful gate-keepers.

Along the sides of the second palace:
twelve goddesses in each direction
personifying different sets of a
Bodhisattva’s accomplishments:
namely from the bottom clockwise
twelve stages (bhiimi), twelve per-
fections (paramita), twelve controls
(vasita), and twelve spells (dharani).
In the corners of the second palace:
the eight inner offering goddesses.
In the gates of the outer palace: four
female gate-keepers.

A third palace and an outer ring of
protective deities complement the
mandala.
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110 In the Dharmadhatu mandala an eight-armed form of the Bodhi-
sattva Manjusri, called Mafijughosa, takes the central position instead
of Buddha Vairocana. He is surrounded by eight Usnisa Buddhas all of
which are of the same iconography: yellow, holding a wheel in the right
hand and seated on a lion throne.

111 Mafijughosa is of the colour of the full moon, four-headed and
eight-armed. His main arms perform the teaching gesture (dharmacakra-
mudra) while the other hold sword and book, arrow and bow, and vajra
and bell, here clearly paired with each other. The colours of the second-
ary heads reference the surrounding Buddha families.



112 As his consort, the goddess Locana, in the southeast
corner of the inner palace of the mandala, shares all
iconographic details with Mafjughosa (111), including the
teaching gesture (dharmacakramudra). The goddess wears
a bodice of a shape that is typical for the art of Kashmir
and schools deriving from it.

The nine compartments of the central palace are sepa-
rated by bejewelled vajras painted in gold pastiglia relief.

The two Bodhisattvas to the right are Vajraraja and
Vajraraga from the retinue of Buddha Aksobhya. While
the yellow Vajraraja—meaning vajra king—holds an
elephant goad (artkusa) as a symbol of his royalty,
Vajraraga—vajra desire—shares his iconography and
symbolism with Kama in a South Asian context, or Cupid
in a Western one. He is red and releases an arrow from
his bow.




113 In the east (bottom) field of the central palace is Buddha Aksobhya,
who like all Buddhas of this mandala is four-headed and eight-armed.
The Bodhisattvas in his retinue are to be read from the bottom right
figure, the white Vajrasattva, clockwise. The text refers to Aksobhya as
‘great aggression’ and describes different moods for his faces, a detail
not found in the Alchi depictions.

Width of Aksobhya’s halo: 28 cm; height of the gate-keeper: 8 cm.

114 Aksobhya and his consort, Mamaki, are iconographically identical.
In the main hands they hold a sword and perform the gesture of threat-
ening (tarjanimudra), their upper hands hold vajra and bell, the middle
ones arrow and bow, and the lower ones goad and noose.

115 Overleaf left: The Bodhisattvas Vajraraja and Vajraraga.

116 Overleaf right: The green Vajrasadhu has his hands in front of the
chest, and white Vajrasattva below him holds vajra and bell.







117 118 Left: A consistent feature of all fully
represented Dharmadhatu mandalas
in the region is the representation
of the seven treasures of a universal
monarch around the central circle.
They are skilfully arranged in pairs
by type: the minister is faced by the
queen (top two), the elephant by the
horse and the jewel by the wheel
(bottom two). As the eights symbol
the lotus is added to the usual set
opposite the general, who is depicted
wearing armour and weapons while
sitting on a throne.

125 The distinctive attribute of
Buddha Ratnasambhava in the
southern quarter is the wish-ful-
filling banner held in his main

left hand. He is surrounded by the
following Bodhisattvas: the yellow
Vajraratna holding a triple jewel in
both hands above the head, the red
Vajrasiirya holding a sun-disk with
both hands in front of the chest,
the blue Vajradhvaja, holding the
name giving banner, and the white
Vajrahasa, holding a garland of
teeth. In the yellow coloured gate
is the gate-keeper Vajrapasa. Thus,
the Buddha, the main Bodhisattva,
the gate-keeper and the gate itself
121 122 all are of the colour of the southern
Buddha family.
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central Mafijughosa and Aksobhya are attributed a consort, while Rathasambhava remains
without. Note that Aksobhya occupies the east (bottom side) while his consort Mamaki is in
the top right corner of the inner palace of the mandala (109).

The second palace contains sets of twelve goddesses on each side, which personify accom-
plishments of a Bodhisattva. Their family association is expressed by their attributes in their
right hands, which are vajra, jewel, lotus, and crossed vajra (visvavajra) respectively. The left
hand holds their distinctive attribute. In the east are the personifications of the ten stages
(bhiimi) in the career of a Bodhisattva complemented by an additional stage at the begin-
ning and end, namely Adhimukticarya (intentional conduct) leading up to the first stage and
Buddhasamantaprabha (Buddha splendour) possibly standing in for ultimate buddhahood
(127). In the south are the personifications of the perfections (paramita), again two additional

perfections expanding on the common set of ten. Of these the first one, Ratnapadmaparamita
(jewel lotus perfection), is rather puzzling, while the last, Vajrakarmaparamita (perfection
of vajra action), accounts for the inclusion of esoteric practice. Among the perfections that

of wisdom, Prajfiaparamita, is distinguished by having four arms instead of the usual two
(128). In the west are the personifications of the controls (vasita). Here the usual set of ten is
expanded at the end by the goddesses Tathata (suchness) and Buddhabodhi (Buddha’s awak-
ening), both directly referencing buddhahood. The north is occupied by personifications of
spells (dharani), accounting for Esoteric Buddhist practice. While the corners of this level
are occupied by the usual set of inner offering goddesses, such as Lasya in the southeastern
corner (126), the goddesses in the gates personify the four right cognitions (pratisamvid) of a
Bodhisattva, namely the individual right cognition of the dharmas, meaning (128), definitive
words and confidence. We can thus read the second palace as a symbolic representation of
the Bodhisattva path in Esoteric Buddhism.

With the deities in the third palace the depicted arrangement diverges most from the tex-
tual descriptions. Of the ten wrathful deities (dasakrodha) described in the texts only eight are
actually represented (132, 133), and those have switched place with the eight goddesses that
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126 The second palace of the
mandala contains goddesses
personifying a Bodhisattva’s
accomplishments. In the east are

the twelve stages (bhiimi), the last
two of which are represented here,
namely the yellow Dharmamegha-
bhiimi (Dharma cloud) and
Buddhasamantaprabha (Buddha
splendour), each of them with an
attribute that alludes to their name.
In the corner is Lasya, one of the
four inner offering goddesses, who is
yellow in this mandala instead of the
usual white.

Height of the goddesses c. 11.5 cm.

127 Buddhasamantaprabha holds a
Buddha image seated on a lotus as
her distinctive attribute in her left
hand. In the text he is fittingly iden-
tified as Buddha Amitabha. As with
all bhiimi goddesses in the east, her
right hand holds a vajra, the family
attribute if his direction. Her halo

is polished and reflects like silver, a
technique used for numerous figures
in this mandala.

147



it e

L

:[f!!rrrrtrl’TT T

148

TETEE T

-
= g

F o
:

4 ) s

are said to occupy the corners and gates. The goddesses, instead, flank the wrathful deities
used as gate-keepers, the pairs consisting of one of the outer offering goddesses described
for the corners and one of four sense offering goddesses described for the gates (129). These
changes in arrangement are consistent with later depictions of this mandala in Tibet, and
may be explained by an emphasis on the protective function of the deities in the gates.
Besides the goddesses flanking the gates, sixteen Bodhisattvas of the fortunate aeon
occupy the sides of this palace. This group differs considerably from those in the Vajradhatu

128 Right: The goddesses in the
south of the middle palace are

the personifications of the per-
fections, the core of which are

the six-perfections ending in the
perfection of meditative absorption,
Dhyanaparamita, and wisdom. The
former is represented by the blue
goddesses holding a jewel, the family
attribute, in the right hand and a
lotus in the left. Prajfiaparamita is
distinguished by her four arms, the
main ones performing the teaching
gesture (dharmacakramudra) and the
side ones holding lotus and book.
The gate-keepers at this level appear
to be female forms of the usual set,
but in this case are personifications
of the four right cognitions. The
yellow goddess in the gate holding
anoose with jewel ends thus is
Arthapratisamvid, the individual
right cognition of meaning.

Height of the goddess in the gate c.
8.5 cm.

129 Left: the gates and corners of
the third and outermost palace are
occupied by eight wrathful deities
from a group of ten. At the gates
they are flanked by two offering
goddesses. Here the yellow, eight-
armed protector Prajfiantaka is
flanked by the yellow Puspa, offer-
ing flowers on a plate, and the blue
Vajra$abda (vajra sound), playing a
lute (vina). Of these goddess Puspa is
one of the outer offering goddesses,
while Sabda is one of four offerings
to the senses.

mandala, and the depiction of the individual Bodhisattvas closely aligns with the textual
sources (130, 131). In the west Avalokite§vara and Mahasthamaprapta head the group, which
are the Bodhisattvas who will succeed Buddha Amitabha in his western Buddha field, Sukha-
vati. This is, thus, another detail that demonstrates the careful integration of more main-
stream Mahayana concepts within this mandala.

Among the goddesses at his level are also four personifications of the senses: form, sound
smell, and taste. The text describes them occupying the gates, but in this depiction they are
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130 In the third and outermost palace is a group of sixteen Bodhi-
sattvas, two of which are represented on this double page. This is Ksiti-
garbha, who touches the earth with the right hand and holds a red lotus
topped by a tree in the left.

Height of the Bodhisattva c. 19 cm.

131 The Bodhisattva Akasagarbha rains jewels from his right hand and
holds a wish-fulfilling jewel banner in the left. The depictions of these
Bodhisattvas closely align with their descriptions in the textual sources
in both colour and iconographic detail.
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paired with the outer offering goddesses (129). Only the interior of the gates is coloured in

reference to the respective Buddha family. Their large superstructure is flanked by mirror
posts with an extensive array of banners hanging from them (145, 146).

With one exception, Yamantaka in the eastern gate who is six-headed, six-armed and
six-legged, the ten wrathful deities are four-headed and eight-armed and thus resonate with
the main deities of the mandala. While those in the gates are defined by their family associ-

ation (133), those in the corners are subduing the most important South Asian gods, among
them are Trailokyavijaya trampling on Mahe$vara (Siva) and Uma in the northeast corner
and Vajrajvalanalarka in the southeast corner trampling on Visnu and his consort (132).
Together there are 125 deities occupying the three palaces of the mandala, but the assem-
bly is continued with an array of pan-Indian deities represented along the fire and vajra
circles surrounding the palace. These are only partly described in the canonical sources that
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132 In the southeast corner is the
dark grey Vajrajvalanalarka. His
four heads are all of the same colour
and he holds the following attributes
in this eight arms: vajra and tantric
staff (khatvanga), sword and bow,
arrow and bell, wheel and noose. He
tramples on Visnu and his consort.

133 The yellow Prajiiantaka occu-
pies the south gate and is again
four-faced and eight-armed, his

side heads being blue, red (top) and
white. His main attributes are the
noose, the common attribute of a
gate-keeper in this direction, and
the goad. His other hands hold vajra
and bell, sword and lance, arrow and
bow.
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134 Right: The southeastern direction is guarded by the fire god Agni,
who is read and distinguished by his matted hair and his vehicle, the
goat. He is four-armed and holds a string of beads and a flask in the outer
hands, while the main ones engage with the consort on his lap, who is
dressed like a local noble lady.

135 Above: Agni is the head of the eight great ascetics (rsi), of which this
emaciated figure holding an umbrella is the third.

155



136 The ascetics are depicted with emaciated bodies, the lines indi-
cating their bones abstracting them. They are all seated on cushions
covered by an antelope skin, a symbol of ascetic life. The fourth ascetic
is depicted in meditation, his head directed towards the centre of the
mandala while his upper body is twisted towards the other side ena-
bling the painter to emphasize the bones of the chest.
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have come down to us, and there is an unusual freedom to add deities to it. This, and the fact
that sometimes they are not even named individually, make it extremely difficult to identify
each of them individually and understand the relationship between the diverse groups and
their placement. However, the variety of these depictions is stunning and they account for
some of the most intriguing depictions in the temple.

The deities in this circle are arranged around the eight guardians of the directions (dik-
pala) and are to be read beginning in the northeast. There is I§ana, a form of Siva, seated
on the bull and with Uma to his side, while the east is guarded by Indra. They are joined by
other great gods, which can only be partly identified, Sun and Moon, as well as seven of the
twenty-eight lunar mansions (naksatra). Being at the bottom of the mandala the depictions of
these deities are poorly preserved and thus are not reproduced in this volume.

The southeast is guarded by Agni, the god of fire, seated on a goat (134). As are most dikpala
he is four-armed and has a consort on his lap, which occasionally wears the dress of a local
lady. According to the description the dikpala are supposed to have two their hands joined in
veneration above the head, a detail rarely depicted at Alchi. Assuming that the painters me
came from Kashmir, they may well have had an interest in preserving the dignity of these
traditional gods. Agni is accompanied by the eight great ascetics (rsi) whose emaciated bodies
are highly individualised (136-139). Together with their attributes they provide a sense of
individuality that is betrayed when attempting their identification. A comparison of their
depiction across several Dharmadhatu mandalas shows that they are depicted differently in
each case, even when the comparative site is temporally and culturally closely connected,
such as Sumda Chung and Alchi. In the canonical sources individual names and descriptions
have only been found in relation to the Sarvavid mandala opposite this one, but they do not
match any of the Dharmadhatu mandala depictions.

Yama, seated on a bull in the south (142), is surrounded by the seven mothers (saptamatrka),
the first five of which are depicted with four arms and the same gestures and attributes.'
Continuing clockwise these are Indrani, seated on an elephant (140), Mahe$vari, seated on a
three-eyed bull (141), Kaumari, with six heads and seated on a peacock (141), Vaisnavi, with
the side heads of a lion and boar and seated on garuda (143), Brahmani, three-headed and
seated on two geese (143), who are represented below Yama (142). The following two matrka,
Varahi and Camunda (144), are wrathful and joined by the curious figure of Bhrrgin, who is
depicted as an emaciated sage and with two consorts (144).

The nine celestial bodies (graha) and twenty-eight lunar mansions are distributed in
groups around the mandala, the deities representing celestial bodies followed by seven of the
lunar mansions. Among the celestial bodies Rahu, the personification of the eclipse, stands
out, as he is depicted as a large wrathful head only (147). While this depiction is well known
in an Indian context, I have failed to find a Tibetan description that conforms to this iconog-
raphy. In the textual sources directly related to this mandala, the lunar mansions are only
listed with their colour. The depictions at Alchi are thus more explicit and can securely be
identified by their succession. Curiously, while the text lists the lunar mansions beginning
with A$vini, the depiction begins with the third lunar mansion, Krttika, conforming to a list-
ing found in sources deriving from the Tantra for the Purification of All Bad Migrations. In fact,
for quite a number of the secondary groups of deities depicted in this mandala, descriptions
are only found in that context.
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137 The sixth ascetic has his matted
hair bound to a turban and holds an
object that cannot be clearly iden-
tified, possibly some kind of vessel.
The whimsically drawn facial hair
and the rather squarish body indi-
cate the freedom the painters had
when rendering these figures.



138 Each of the eight great ascet-
ics (rsi) is represented differently
and with distinctive gestures and
attributes. These features provide
the sense that they have distinct
iconography. However, in different
versions of this mandala their ico-
nography varies; they thus cannot
be identified individually.

The seventh ascetic in the middle of
this depiction may hold a staff in his
right hand.

139 Kneeling sideways, the last

of the rsi holds a string of beads
towards the deities of the mandala.
The bun of hair in the back of his
head, the bulging farther eye and
the moustache gives him an almost
comical appearance.

140 Overleaf right: Indrani, the first
of the seven mothers (saptamatrka),
sits on an elephant and holds skull-
cup (kapala) and club with a skull
attached to its top (yamadanda) in
her main hands. The outer hand is
forming a fist as if holding a vajra,
while the inner one is raised with
the palm upwards in a gesture of
adoration (vandanamudra).

141 Overleaf left: The white
Maheévari is three-headed, and the
red Kaumari six-headed. They sit
on a three-eyed bull and a peacock
respectively, while their attributes
and gestures are the same as those
for Indrani.







Nairrti, in the southwest, is accompanied by eight demons (raksasa) headed by the ten-
headed Ravana. Varuna, the god of water in the west, has a retinue of eight snake deities
(naga) and the earth-goddess (bhidevi) and eight demi-gods (asura) are depicted after them
in the western quarter.

Vayu, the wind god protecting the northwest, is accompanied by the eight garuda, depicted
as corpulent multi-coloured birds with a human head (146). Finally, the north is protected
by the wealth deity Kubera (149), who is also the king of the yaksa, eight of which are rep-
resented around him (148). They are joined by Hariti with her children and spouse Paficika
(150) as well as Ganapati, the elephant-headed lord of hosts (151).

The mandala assembly is concluded by four wrathful gate-keepers guarding the gates of

this outer circle (142). It is unclear if their attributes have ever been painted.

Thus, both religiously and art historically, the Dharmadhatu mandala is a highlight of the
Alchi Dukhang. The popularity and prominence of this mandala in the early western Hima-
layan context most probably lies in the inclusive and covertly more progressive symbolism
that underlies this mandala. Clearly, more textual research is needed to unpack this symbol-
ism further and improve our understanding in this regard.
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142 Black Yama protects the south,
the direction of death. He is seated
on a bull and has only two arms.
His consort does not wear a cape,
but the large turquoises in her hair
still identify her as a local lady. In
the gate is the yellow gate-keeper
Vajrapasa, whose noose attribute
has not been painted.

143 The matrka Vaisnavi (below) has
the side heads of a lion and a boar
and is seated on a garuda. Brahmani
sits on a pair of geese. For reasons
still unclear, this group of goddesses
accompanies Yama, the lord of
death, a fact that may also account
for their attributes.
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144 The group of the seven moth-
ers (saptamatrka) is concluded with
Varahi, who is dark blue, and holds a
fish in the right hand and a skull-
cup (kapala). Like the following
Camunda she sits on a corpse and is
wrathful with the hairs standing on
end. Dark red Camunda is emaci-
ated, and holds a dagger in the right
hand and freshly cut head in the
left. They are joined by the emaci-
ated Bhrngin, who has one consort
on his lap, while a second one stands
behind him, both again wearing
local dress.

145 This section just above Bhrngin
features two of the eight celestial
bodies, Mangala (Mars) and Budha
(Mercury), and two of the twen-
ty-eight lunar mansions. Mars is
red, holds a dagger and freshly cut
head, and sits on an elephant, while
yellow Mercury holds arrow and
bow and has no vehicle. The two
lunar mansions can be identified as
Magha, yellow and seated on a lion,
and Parvaphalguni, who is bright
green and sits in meditation on a
lotus.

The mandala palace is decorated
with a rich array of banners
attached to a pole that appears to

be topped by a mirror. Note that the
bottom banners are traversed by
tiraz bands bearing the same pseu-
do-script found on the donor’s dress.
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146 In the northwestern area of the mandala are the eight garuda, half
bird, half man, followed by Rahu. A mirror post with banners on both
sides fills the space between the palace and the outer circle.

147 Rahu, the eclipse, has eaten his body in wrath and thus is repre-
sented by a giant wrathful head only.
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148 Kubera, god of wealth and protector of the north, is surrounded by 149 The Guardian of the northern direction, Kubera, also has a spouse
eight corpulent wealth deities headed by the yellow Jambhala, who holds wearing local dress on his lap. Behind him is the gate-keeper of this
a citrus fruit in the right and a mongoose in the left. outer circle of the mandala, which is Vajraghanta.
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150 An interesting group associated
with the wealth deities are the yaksa
couple Hariti and Paficika. Under-
neath them is the four-armed and
elephant-headed Ganapati, who in a
Buddhist context is also associated
with wealth.

151 The attributes of the four-
armed Ganapati are so faded that
they can hardly be recognised
anymore. The upper right hand
probably held a bowl of sweets
(laddu), and the lower right probably
an axe. Of the trident only the stick
is preserved and the radish can’t be
recognised anymore at all. His vehi-
cles are mice or rats, here looking
more like antelopes.

152 Overleaf: Raising his five
semi-wrathful heads—the fifth has
to be imagined in the back—Hariti
spouse Paficika looks towards her.
He holds a flask in his raised right
hand. That he has five heads is the
result of a misinterpretation of his
name, pafican meaning five.
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153 The five-hundred Buddhas

represented on the wall to the left
of the Dukhangs niche appear to

be organised by the colour of their
robes, the red robes repeating in
diagonals across the wall, while the
intermittent blue and green robes
may switch. All Buddhas sit on ele-
phant thrones, but their colours and
gestures vary. Along the bottom is a
large inscription panels divided into
three areas. Of these, the inscription
on the upper right panel was for-
mulated by the Dukhang’s founder,
Kalden Shérap.

154 Above: Detail of one of the
thousand Buddhas on the main wall.

The Main Wall

The walls flanking the niche in the back of the Dukhang are covered with the thousand
Buddha theme and dedicated to Buddha Aksobhya (155). The latter is also alluded to by the
Buddhas of the fortunate aeon, as all of them sit on an elephant throne, the elephant being
the distinctive vehicle of this Buddha (153, 154, 162). While their colours are white, blue,
yellow, red and green, the colours of the five esoteric Buddhas, and they are occasionally
organised forming diagonals of the same colour of skin or robe, variety takes precedence
over organisation with them. This is particularly apparent in the many different gestures the
Buddhas are depicted with.

Underneath the five-hundred Buddhas on the left wall is a large inscription panel organ-
ised in three distinct areas, a square one to the left and two superimposed rectangular ones
to the right. Of these, the larger rectangular panel contains a composition of the founder of
the Dukhang, the monk Kalden Shérap, called ‘Lamp of Visualisation’ (gsal 'debs sgron ma).'*®
In this inscription the monk identifies himself as the founder of the temple, reflects on the
nature of the cycle of transmigration (samsara), and expresses the wish for himself and all
living beings to be reborn in the paradise of Buddha Aksobhya.’?' This paradise is the subject
of the other inscription panels'?” and the depictions'” along the bottom register of this wall
on both sides of the niche. In recent years these murals have often been obscured by cabinets
containing ritual paraphernalia, the usage of this space over time also resulting in severe
damages to some of the scenes.

Uniquely, the paradise of Buddha Aksobhya, Abhirati, is presented over several panels,
details of which are accompanied by captions. Rather than narrating a story, the depictions
focus on the wondrous qualities ascribed to Aksobhya’s world in the Aksobhyavyuhasitra. In
the following description six panels are differentiated, three to each side of the niche. These
are either separated by clearly demarcated dividers, trees, or combinations of the two.

The first panel shows the Buddha Aksobhya teaching the fourfold assembly as well as
Bodhisattvas and gods (156). The gigantic tree at the left edge of the scene is Aksobhya’s
tree of awakening which is described in detail in the sitra and is also separately captioned.
Buddha Aksobhya also expounds the Dharma across his realm and wherever he walks lotuses
appear under his feet. In panel two he visits lay followers who worship him with flowers,
even a branch of a tree bending towards him (157). The poorly preserved third panel shows
the trees that grow garments, the ponds that appear at the will of the beholder, the palaces,
and the women, which in this paradise are free of all negative qualities.

In the first panel to the right of the niche Buddha Aksobhya again teaches the fourfold
assembly, but now he is depicted in the lower area of the panel while above is an assembly
of gods flanked by trees and ponds, the hallmarks of paradise (158). This panel thus alludes
to the notion that in Aksobhya’s world humans can see the gods in the Trayastrimsa heaven.
The central god has a vertical third eye on the forehead and is four-armed, holding a string
of beads (mala) in the main arms in front of the chest and a jewel and a flag in the side
arms. From the context, he is most likely to be identified as Indra, the lord of the Trayas-
trimsa heaven, but there is no comparison to these iconographic details.'** In the absence of
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Thousand Buddha
theme (153)

Inscription panels

Thousand Buddha
theme (162)

Aksobhyavyitha

Aksobhyavyiitha
narrative

narrative

sufficient attributes only few of the other gods can be identified with certainty, among them
Gane$a and Siva, the latter immediately to Indra’s left.

The different world levels are also connected by jewel stairs enabling interaction as
depicted at the edge of the next panel, which continues the vertical division. In the paradise
level above a sole monk walks between trees and ponds (159-160), as the caption above tells
us, this is a reminder of the original Bodhisattva aspiration that leads to the attainments of
Aksobhya or rebirth in his paradise. Below, Buddha Aksobhya is again shown walking on
lotuses, now appearing in all worlds at the time of his passing.'” It is here that local monks
are represented among the audience for the first time. The final panel then mirrors the first
with the tree along its left edge and the teaching Buddha in the centre, but its audience now
includes the lay followers among those flanking the teaching Buddha (161). Wearing Indic
rather than local dress they now are reborn in Aksobhya’s paradise Abhirati and enjoy his
teachings directly, while the monks underneath perform funerary rites.

The theme of Aksobhya’s paradise in interaction with local monks and lay followers also
takes centre stage in the Sumtsek, where it is represented on the right side wall of Maitreya’s
niche (616 ff.). These depictions align with the overall importance of Buddha Aksobhya in all
early monuments at Alchi. Read in esoteric terms, this importance reflects the emergence of
Highest Yoga Tantra practices for which Akobhya is the primary Buddha.
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155 The sections of the main wall

left and right of the large niche with
the thousand Buddhas above and the
paradise of Buddha Aksobhya below.

156 In the first panel Buddha Aksob-
hya teaches an extended version

of the fourfold assembly. Between
the monastics flanking the Buddha
and the lay followers in the bottom
row are eight Bodhisattvas. Three
gods, naga and yaksa along the right
side complement the assembly. The
tree on the left edge of the scene is
Aksobhya’s tree of awakening.
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157 Whenever Aksobhya moves
about his realm lotuses sprout under
his feet and the lay followers per-
form acts of worship.

158 Attending the Buddha’s teach-
ing in Aksobhya’s paradise Abhirati
enables them to see the gods in
Trayastrims$a heaven, the heaven
of the thirty-three gods headed by
Indra. The iconography of Indra,
with a string of beads in the main
hands and a jewel and a flag in the
side hands, is unique to this panel.
Unfortunately, the Buddha in the

lower part of the panel is almost
completely abraded.
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159 As the caption above clarifies,
the depiction of a sole monk walking
in a paradise garden refers to the
original Bodhisattva aspiration that
lead to Aksobhya’s attainments.

Ponds and trees are the hallmark of
paradise and heaven.




160 The monk carries a begging staff and begging bowl.
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161 In the last panel of the Abhirati
scenes, local monks perform a ritual
for rebirth in Aksobhya’s paradise. It
is remarkable that here the mandala
is represented round. The lay follow-
ers flank the teaching Buddha and
wear Indic dress, possibly indicating
their rebirth in his presence.
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163 On the main wall of the niche
the four-faced Mahavairocana is
flanked by four goddesses of differ-
ent colours, the four mothers of the
families. The elaborate throne and
the stem supporting the lotus of the
surrounding figures emerge from a
vase underneath the throne, which
is also flanked by two ndga. While
the main image has been restored,
everything surrounding it is origi-
nal to the foundation of the temple.
Even the painting that can faintly be
recognised in the back is original.

In this photograph the sculptures
were not yet separated from the hall
in front, and the offerings on the
table are traditional ones.

The Niche

Originally, the niche in the back of the temple was an integrative part of Dukhang, the almost
life-size clay sculptures of the five esoteric Buddhas presiding over the gathering of monks
and lay followers assembled in the hall during ritual. The sculptures placed on the back and
side walls of the niche form the core assembly of the Vajradhatumahamandala, in short the
Vajradhatu mandala, the main mandala of the Compendium of Principles of All Tathagatas Tantra
(Sarvatathagatatattvasamgrahatantra), the remaining deities added in painting. This mandala
is, thus, the main theme of the temple’s decoration, and it occupies its most sacred part.
Thematically it also complements those in the hall in front of the niche. Today the niche is
screened off from the hall in front through a glass partition and piled high with furniture.

At the back wall of the niche the composition is dominated by the four-faced Mahavai-
rocana and his elaborate throne (163). The Buddha is flanked by four goddesses, the four
‘mothers of the families’ surrounding Vairocana in the central circle of the Vajradhatu man-
dala. Accordingly these have the colours of the four surrounding Buddha families. The colour
of Ratnavajri in the upper right is white with orange shading instead of a clear yellow, as
is the case with Buddha Ratnasambhava presiding over her family (166). Above them two
seated deities throw offerings towards the main Buddha.

Vairocana’s elegant throne frame is well preserved and is defined by five superimposed
animals, namely a garuda on top holding the tails of two winged sea-monsters (makara),
which form the arch above Vairocana’s head. At the sides of the throne an elephant is topped
by a lion and a blue fable creature. Below Vairocana, usually obscured by furniture placed
in front, a large vase is flanked by two ndga. The lotus stem emerging from it supports the
main throne and branches out in a large scroll to the sides of it. Surrounding the figures and
holding their base, the lotus stem ideally supports all figures on the main wall. The delicacy
of this scroll, preserving much of its original painting, contrasts with the sturdy build of the
figures.

The other four Buddhas are placed at the side walls, and are to be read from the bottom
left, Buddha Aksobhya (165), clockwise. Each of them is framed by a simple but elegant arch
indicating palace type architecture. Originally, all of them were of the usual iconography,
their vehicles depicted in a lively manner at the side of the lotus base. However, most of the
clay images in the niche show different degrees of repair and repainting, the original appear-
ance of the figures lower down obscured almost in their entirety. Nevertheless, the composi-
tion is well enough preserved to enable the reconstruction of its original appearance.

The sculptural configuration of the niche is complemented by deities painted on the side
walls and flanking the secondary Buddhas. Although only a part of these figures could be
documented, the lower ones concealed by furniture, it is clear that they iconographically
complement the sculptures and form the Vajradhatu mandala together with them (164). The
Bodhisattvas are painted in the colour of the respective Buddha family and carry the family
attribute. Thereby, the vajra holding deities of the vajra-family accompanying Aksobhya are
white (165).
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Vairocana
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164 The composition of the clay
sculptures and the complementary
paintings in the niche. The walls to
the side indicate the difference in
floor level to the main hall.

165 Lower section of the left side
wall with Buddha Aksobhya and
some of the painted secondary
deities flanking him. Despite the
obvious repairs, Aksobhya preserves
sections of the original textile
design on his dress. €11998(100,23), WA

166 Upper section of the left side
wall with Buddha Ratnasambhava.
The Buddha is recognisable by

his gesture and the horse vehicle
projecting at the side of the lotus
throne, while his colouring, white
with orange shading, is peculiar

to the Alchi Dukhang. This image
demonstrates nicely how the paint-
ing on the wall complemented the
sculptural composition, placing the
Buddhas into a blue sky studded
with flowers. CL1998(100,19), WHAV
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The Right Side Wall

Mirroring the left wall, the right (north) wall of the Dukhang also has two ceiling high man-
dalas (170). Continuing the circumambulation of the hall, the first mandala one meets after
passing the niche is dedicated to Buddha Sarvavid Vairocana (167) and the second mandala
to Buddha Sakyasimha (198). Both are forms of Buddha Vairocana, and the two mandalas are
the main mandalas of a cycle of teachings that derive from the Tantra for the Purification of All
Bad Migrations (Sarvadurgatiparisodhanatantra). The ‘bad migrations’ (durgati) referred to here
, are the three lower realms of rebirth in the cycle of samsara, namely rebirth among animals,
167 The Sarvavid mandala has two
palaces, the inner one with two hungry ghosts and in the hells. Accordingly, the ritual of this cycle is used in funerary rites,
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circles and the outer one with two which makes it the only Yoga Tantra cycle that is still widely practiced today.
squares. Their assemblies are made
up of the following groups of deities
read from the centre outwards:

In the central circle divided into
nine compartments: Sarvavid
Vairocana surrounded by four
Buddhas and four goddesses.

In the circle surrounding
the central one: the sixteen
Mahabodhisattvas.

In the corners of the inner palace:
the four inner offering goddesses.

In the gates of the inner palace:
four peaceful gate-keepers.

Along the sides of the inner
square of the second palace: six-
teen Bodhisattvas of the fortunate
aeon and sixteen matchless Bodhi-
sattvas alternating.

In the corners of the inner square
of the second palace: the four
outer offering goddesses.

Along the sides of the outer square
of the second palace: sixteen hear-
ers ($ravaka) and twelve solitary
Buddhas (pratyekabuddha).

In the corners and gates of the
outer square of the second palace:
the eight wrathful ones.

Flanking the gates of the man-
dala: the three continents of each
direction.

In the circle surrounding the
palace: pan-Indian deities.

The older version of the Tantra for the Purification of All Bad Migrations originates from
about the same time as the Vajradhatu cycle, the eighth century. Its main mandala, the Sar-
vavid mandala, also features a distinct set of the five esoteric Buddhas with its own colour
scheme. Accordingly, the mandala originating from this tantra can be recognised by the
colour-scheme of the five Buddhas in its centre, with the most diverging feature from the
common set being that the southern Buddha (the one to the right of the main one) is blue,
while the one in the east (bottom) is white.'?¢ At Alchi, this is the case for both mandalas on
this wall.

The Tibetan Buddhist canon contains diverse versions of this tantra and quite a number of
commentaries. There is thus a great variety in the minutiae of the iconography of mandalas
related to this cycle, which will partially be referred to in the descriptions below. The fact
that we have two main mandalas for this tantra alone is an expression of the divergences
in the root tantras and their commentaries, and the Alchi Dukhang depictions represent
a distinct synthesis.’” As for the mandalas on the opposite wall, there is no direct canoni-
cal source for the iconographic details the mandalas display, but their iconography can be
reconstructed almost in entirety.'?*

Either of the two main mandalas of the Tantra for the Purification of All Bad Migrations can
also be recognised by the depictions of the realms of rebirth surrounding them in the corners
outside the fire circle. Their common arrangement is as follows: in the lower left corner are
the hells, in the upper left corner the hungry ghosts, in the upper right corner the animals,
and in the lower right corner is the human realm, the only one desirable. The latter corner
may also show the gods (deva) and the demi-gods (asura) fighting for prominence, represent-
ing the two upper realms in the cycle of rebirth. In the Dukhang these depictions are found
in the outer corners of the wall, while the area between the mandalas is dedicated to other,
complementary topics (see below). Of the realms of rebirth, only the ones on the niche side
are preserved. There in the lower left corner two partially repainted demons cook beings in
a large pot, which stands for the hells (168), and in the upper left corner a lady dressed in
local garbs feeds three emaciated beings, hungry ghosts (169). As these depictions frame both
mandalas on this wall, they also indicate their common source and related purpose.

Both mandalas on this wall have suffered considerably from water intrusions, the effects
of which have been mitigated by a historic restoration that only partially follow the original
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168 In the hell realm, in the lower
left corner of the wall, two corpu-
lent creatures cook a pulp of human
bodies in a large pan. The faces of
the masters of hell have been muti-
lated and restored and at least the
left one was once animal-headed.
Most likely this was a bull’s head,

to indicate that this is the realm of
Yama, the god of death. The unusual
spiky hair may then derive from the
horns of the bull.

Diameter of the lotus 56 cm.

169 In this beautiful depiction,
arichly bejewelled noble lady
crouches on a throne and feeds
three of the hungry ghosts in their
realm. The latter are emaciated and
both male and female.

These lotus medallion are in the
upper and lower right corner of the
Dukhang’s right wall and two of the
originally four representations of
the realms of transmigration.
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Animals
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Sarvavid Mandala, page 196 ff. Namasamgiti Mafijusri (196) Sakyasimha Mandala, page 233 ff.

iconography. The description below focuses on the original appearance and attempts to
reconstruct what is lacking.

SARVAVID MANDALA

The Sarvavid mandala'® on the niche side of the wall has two palaces, an inner one domi-
nated by a sixteen petalled lotus the centre of which is divided into nine compartments and
an outer palace with two squares distinguished by their background colour (167). In the fol-
lowing the deities of the mandala are discussed from the centre outwards. A full list of the
deities based on the Liturgy of the Great Mandala of the Purification of All Bad Migrations (Sarva-
durgatipariSodhanamahamandalasadhana), ascribed to Anandagarbha and translated in the late
tenth century, is provided in an appendix (page 421ff.)."*° As detailed below, this is the only
canonical text that accounts for all deities found in this representation of the mandala.
There are thirty-three deities in the central palace, the primary goddesses at the level of
the secondary Buddhas. The central Buddha is white and sits in meditation. He usually has
four faces, one in each direction, symbolising his omniscience. This form of Vairocana is,
thus, called all-knowing (sarvavid, tib. kiinrik), providing a convenient name for the mandala.
In the Alchi Dukhang, the central and left areas of the central palace have been severely
affected by a water intrusion and are partially repainted. Of the five Buddhas only the north-
ern one preserves all original iconographic features (171). This is Vikasitakusuma, whose ico-
nography is the same as that of Buddha Amoghasiddhi (172). This clarifies that in this variant
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170 The right (north) wall of the
Dukhang with the two main manda-
las of the Tantra for the Purification of
All Bad Migrations.

171 The central lotus circle of

the Sarvavid mandala with many

of its figures repainted during a
restoration. Originally, Vairocana
was probably four-faced, but the
meditation gesture and the colour of
the surrounding Buddhas conform
to the standard iconography of this
mandala.
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172 The northern Buddha of the Sarvavid Vairocana mandala, Vikasita-
kusuma, is green, performs the gesture of reassurance (abhayamudra),
and has garuda, half bird and half man, as his vehicle. It is thus only the
context that distinguishes him from Buddha Amoghasiddhi.

173 The goddess Tara, represented in the northeastern direction of the
mandala’s central circle, holds the family attribute, the crossed vajra
(visvavajra), instead of the commonly described blue lily (utpala). Her ico-
nography demonstrates that the Sarvavid mandala in the Alchi Dukhang
assimilates iconographic features deriving from the Vajradhatu man-
dala, which contains the standard system of the five esoteric Buddhas.
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of the mandala, originally all Buddhas—namely SarvadurgatipariSodhanaraja in the east,
Ratnaketu in the south, and Sakyamuni in the west besides Vikasitakusuma—were depicted
with their vehicle and with distinctive gestures.'*

An assimilation of the Sarvavid mandala to the Vajradhatu derived system of the five Bud-
dhas and their families can also be observed with the goddesses in the intermediate direc-
tions. The goddess Pandaravasini in the northwestern corner holds a lotus (171), and Tara
in the northeastern corner of the mandala holds a crossed vajra (vi$vavajra) as an attribute
(173), which are the symbols of the respective Buddha’s families."* The original iconography
of the other two goddesses, Buddhalocana and Mamaki, cannot be ascertained anymore.

The sixteen petals of the lotus surrounding the centre are occupied by the sixteen Mahabo-
dhisattvas. They are arranged clockwise beginning with the white Vajrasattva on the north-
eastern petal. Their iconography is the same as in the Dharmadhatu mandala, but here only
few are preserved undisturbed. The assembly of the central palace is concluded by the four
inner offering goddesses in the corners and four peaceful gate-keepers.

The outer palace of the mandala contains two squares distinguished by their background
colour and distinctive deities. Here the Dukhang representation stands out by including two
sets of sixteen Bodhisattvas along the sides of the inner square. These are the sixteen Bodhi-
sattvas of the fortunate aeon, which are of varied colour and hold distinctive attributes (174),
and the sixteen matchless Bodhisattvas, which are represented in the colours and with the
attributes of their direction, the eastern ones white and the southern ones blue in accord-
ance with the colours of the Buddhas of their respective directions. The two groups of sixteen
Bodhisattvas alternate, and thus both groups are to be read from the northwestern corner
clockwise. In the corners of this square are further the four outer offering goddesses.

There are only three canonical sources which describe both groups, and these do not
agree with each other in terms of the succession of the Bodhisattvas and their iconographic
details. In the Dukhang depiction the Bodhisattvas of the fortunate aeon, begin with the
Bodhisattvas Maitreya and Mafijusdri, clearly identifiable by their attributes. This combina-
tion is only found in a single text, the Liturgy of the Great Mandala mentioned above. This
source is thus used to name the figures in the Alchi mandala, including the hearers (sravaka)
and solitary Buddhas (pratyekabuddha) in the outer square of this palace, the names of which
also vary.

Variations of the sixteen Bodhisattvas of the fortunate aeon are integral part of all the
main mandalas of the Yoga Tantra, and they stand for the Bodhisattvas permanent engage-
ment for the benefit of all transmigrating beings. The second group of Bodhisattvas, through
the power of their respective family, is matchless in mind, good qualities, speech and awak-
ened activity.

The outer square of the second palace is occupied by monks and solitary Buddhas, another
distinguishing feature of this particular mandala. The sixteen monks, in dark robes and hold-
ing a begging staff (khakkhara) and bowl (175, 176), alternate with the solitary Buddhas, who
are dressed in bright patchwork robes and hold a fly-whisk and a crescent (177). We thus can
read this mandala as a representation of the three vehicles (yana) of Buddhism and the entire
Buddhist teaching culminating in the esoteric path represented through the central palace.

The gates and corners of the second palace feature eight wrathful deities (177). Their iden-
tification remains tentative as neither of the two possible readings provides a fully satisfying
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174 The Bodhisattva Gaganagaifija,
one of the sixteen Bodhisattvas of
the fortunate aeon, holds a jewel
casket in his right hand. He is among
the northern Bodhisattvas of this

group.
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175 The monks are represented in a variety of postures and wear monas-
tic robes. They hold a begging staff (khakkhara) and bowl. This is a detail
of the first monk in the southern quarter, which is Maudgalyayana, the
disciple of Sakyamuni foremost in miraculous powers.
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176 Right: Udayin, the disciple foremost in generating householder’s
faith, is the second monk in the southern quarter.
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177 Overleaf: The solitary Buddhas are represented with usnisa and
wearing a patchwork robe. They hold a fly-whisk and a crescent. This
pratyekabuddha is at the southern gate and can be identified as Shérap
Gyokchen ‘rapid wisdom’. The southern gate is protected by a blue wrath-
ful deity holding a club, probably *Trailokyavinaya (Jikten Sumdiil), the
‘tamer of the three worlds’.
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178 The doors of the mandala are flanked by flying deities playing musi-
cal instruments. This deity, flanking the southern gate, plays a conch
trumpet. He is looking towards the main continent of his direction,
Jambudvipa, our world, occupied by Brahma and his spouse. Between
them is one of the eight auspicious symbols spread around the mandala,
the lotus, in this case topped by a jewel.

179 The deities flanking the gates wear fanciful light dress and their
heads, hands and feet are represented white. This deity plays a traverse
flute and flies towards the secondary continents of the south occupied by
Brahma’s attendants. The auspicious symbol in this section is a banner.

Overleaf: Details of the faces of the two deities showing their fine
shading.
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match with the iconography of the individual deities.'* Together 105 figures occupy the two
palaces of the mandala.

The four gates of the palace are framed by the prongs of a crossed vajra (visvavajra), which
have the colours of the corresponding directional Buddha. They are further flanked by won-
derfully painted flying divinities playing musical instruments as offerings to the mandala
assembly (178-181). Between these deities and the prongs are geometrical shapes represent-
ing the continents of the Buddhist cosmos, each of the shapes occupied by a different set of
deities. When viewed from the mandala palace, the larger central continent is represented
on the left of the gate while the two smaller outer continents are on the right. A deity couple
occupies the large continent and attendants the smaller one. The white semi-circular conti-
nents in the east houses Indra and his attendants, the blue trapezoid continents in the south
house Brahma (178), the red circular continents in the west houses Maheévara (Siva), and the
blue trapezoid continents in the north Visnu (182). The addition of the continents locates the
mandala palace on Mount Meru, the cosmic mountain, and demonstrates that in the case of
this mandala the cosmos and the mandala converge.

Outside the gates, the Sarvavid mandala is also surrounded by an extensive array of
pan-Indian deities that pay homage to the mandala. This depiction is similarly extensive as
that of the Dharmadhatu mandala, but the arrangement is only partially comparable and
there are considerable iconographic differences in the representation of individual deities.
In part this is due to the different source used, as shown by the arrangement of the celestial
bodies (graha) that also follows the verses of the Liturgy of the Great Mandala.'* But the liturgy
only provides iconographic details for some deities and their placement is not specified pre-
cisely. In the depictions, too, the individual iconography of the deities is often rudimentary,
and when enough detail is depicted there are at times striking differences to the same deity
on the opposite wall, which makes it even more difficult to propose an identification. Along
with idiosyncrasies of the depictions, such as the preference for a sitting posture with the
legs crossed at the ankles, these differences indicate that it is unlikely that the paintings on
this wall were done by the same workshop as those opposite.

Again, the deities are arranged around the eight guardians of the directions (dikpala) and
I discuss them from the northeast corner clockwise. There I$ana is surrounded by group of
corpulent animal-headed goddesses, presumably a group of yogini, the source and identity
of which remains an enigma.'* Indra at the east (bottom) gate and the deities surrounding
him are not preserved. The first and only group that can be identified in the east are thus
the last seven goddesses, the first part of the twenty-eight lunar mansions (naksatra), the two
deities preceding them likely are the first two celestial bodies. Agni, the god of fire, guards
the southeast and is again accompanied by expressive depictions of the eight great ascetics
(rsi; 184-196). Yama, the god of death, is seated on a water buffalo and guards the door in the
south (183). He is surrounded by six corpulent goddesses which differ greatly from the seven
mothers (saptamatrka) represented in the Dharmadhatu mandala as retinue of Yama. Given
the names mentioned in the Liturgy of the Great Mandala the corpulent females are raksast, a
group of protective goddesses recorded in some of the earliest esoteric scriptures (187).1*°

As in the Dharmadhatu mandala, the celestial bodies and twenty-eight lunar mansions are
distributed in groups around the mandala, two celestial bodies followed by seven of the lunar
mansions (188, 189). The organisation of the celestial bodies differs from the Dharmadhatu
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182 Visnu is the main deity in the
main continent of the north, Uttara-
kuru. He is green, has side heads

of a lion and a boar, is four-armed
and sits on a garuda. Only some of
his attributes are recognizable in
this tiny depiction, the ringed mace
typical for the Kashmir region. The
pair of fish in the medallion under-
neath is one of the eight auspicious
symbols.
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183 The southern gate of the mandala is topped by a wheel carried by
a composite creature flanked by two deer. Just above the umbrella pro-
tected wheel the tips of the two prongs of the crossed vajra (visvavajra)
underpinning the mandala palace meet. The prongs in the southern
direction are blue, and thus take up the colour of the Buddha in this
direction.
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On the outside the mandala is surrounded by a wide range of pan-In-
dian deities paying homage to it. At the southern gate sits the blue,
four-armed Yama with his spouse on a water buffalo. He is surrounded
by corpulent protective goddesses (raksasi), one of them holding a
curved knife (kartrkd) and a severed head. Their association with Yama
can be established through another early esoteric text.* The raksast
are only one of the enigmatic groups represented in the circumference
of this mandala.
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184 The eight great ascetics (rsi) accompanying Agni, the god of fire, are
rendered in an expressive manner. This ascetic directly references his
overlord by offering fire to the deities of the mandala.

185 This frontal representation of an ascetic perfectly demonstrates the
abstract rendering of the emaciated body using a combination of lines
and shading. The ascetic holds an offering plate towards the mandala
assembly.




mandala as do most of the iconographic details of the individual deities. Nairrti, in the south-
west corner (191), is accompanied by ten demons (raksasa) headed by the ten-headed Ravana
(190). At the western gate is Varuna, the god of water, with his retinue of eight great snakes
(naga), and Vayu, the wind god protecting the northwest corner is accompanied by the demi-
gods (asura). In the northern quadrant they are followed by the eight garuda, here depicted in
pairs of two side by side and the earth-goddess (192). The wealth deity Kubera, in the north,
is the king of the yaksa accompanying him (193). Between them and I§ana, who protects the
northeast, and following the two celestial bodies (graha) and seven lunar mansions of the

direction is a group of eight male deities the identity of which is as enigmatic (the lunar

mansions and a part of this group can be seen on 19) as that of animal-headed goddesses sur-

rounding I§ana. Clearly further research is needed to understand these depictions more fully
even if it may be impossible to identify them individually.

The mandala assembly is concluded by four gate-keepers who are of the colour of their
direction but also reflect the guardians of their direction. Thus, the gate-keeper in the south
is dark blue and holds a club, a typical attribute for Yama (183), and the guardian of the north
is green but rides a horse and is accompanied by a goddess like Kubera (193). All together this
mandala contains 255 deities, 142 of those in this outermost circle. The twelve deities occu-
pying the continents are not counted among those.

186 Unusually, this ascetic holds an
axe besides the offering plate.

Generally, martial attributes and
the combination of curved knife
(kartrka) and severed head are often
found among the figures in the
outermost circle, occasionally alter-
nating with lotus holding ones. The
individual iconography of the deities
thus appears to be improvised with
some groups.

187 Read clockwise, this fascinating
protective raksasi heads the retinue
of Yama at the southern gate. Her
corpulent body and her snake attrib-
ute indicate her function as protec-
tress, in particular from snakebite.

If we take the Liturgy of the Great Man-
dala as source for her identity, she
identifies as *Vajrakaumari,** but
her iconography deviates completely
from that of another goddess known
under the same name'” or the Kau-
mari among the seven mothers.




188 In each of the directions two

of the eight celestial bodies are fol-
lowed by seven of the twenty-eight
lunar mansions, the individual
identification of the latter being
dependent on their succession. Read
from the bottom up here Brhaspati
(Jupiter), holding a book, is followed
by the red sun god Siirya or Aditya,
who sits on a horse and holds sword
and lotus. The goddess with the
same attributes but sitting on a lion
is Magha, which is the star Regulus.

189 The goddess on a goat and
holding curved knife (kartrka) and
severed head is the lunar mansion
Visakha, conforming to the star
Alpha Librae and the lunar man-
sion Libra. She ends the seven lunar
mansions on the south side and is
followed by the first of the eight
demons (raksasa) who accompany
Nairrti in the southwestern corner.
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190 The demons (raksasa) in the southwest
are headed by Ravana, who can easily be
identified by his ten heads, the top one that
of a donkey. Dressed and booted he sits in
the posture of royal ease (lalitasana) on a
corpse and holds sword and shield.




191 The southwest corner is protected by Nairrti, the lord of the demons
(raksasa). As all the guardians of the directions, he is four-armed and has
a spouse in local dress on his lap. Dressed and booted all his hands hold
weapons.

192 The earth-goddess Prthivi has only an upper body, her lower body
being the earth. Here she is depicted with only a skirt underneath the
hip and holding a vase. She is represented in the northern quadrant.




193 Kubera, the god of wealth, is four-armed and
holds a club and a ringed mace in his left hands. The
outer right hand is raised in a gesture of adoration
(vandanamudra) towards the centre of the mandala.
Kubera guards the northern gate together with a
gate-keeper who has the colour of the direction but
otherwise reflects the dikpala. As Kubera he sits on a
horse and has a spouse in local dress on his lap.




AROUND THE MANDALAS ON THE RIGHT WALL

In the case of the Mandalas on the right wall, the depictions in the far corners of the wall
outside the fire circle of the mandalas are still part of their iconography. This area is used to
represent those realms of rebirth that are to be avoided through the rituals of the different
versions of the Tantra for the Purification of All Bad Migrations. I have discussed these depictions
already at the beginning of this survey of the right wall, as they are the indicators of the
wall’s conceptual coherence. Thus, this section focuses on the topics represented between
the two mandalas, and how they relate to the overall theme.

There are three themes in a vertical hierarchy. In the top centre is the Buddha at the
moment of awakening (194), in the centre is a large stupa perfectly filling the narrow space
between the outer circles of the two mandalas (19), and at the bottom is a triad of deities in
medallions with worshippers between them. In each case a rather conventional iconography
is subtly altered to provide an esoteric meaning.

The Buddha at the top is Sakyamuni at the moment of his awakening, as shown by the
flesh colour of his strongly shaded body and the earth-touching gesture (bhiimisparsamudra;
194). His left hand is resting on his lap with the fingers joined in a vajra-fist, providing an eso-
teric subtext. The depiction may thus be interpreted as a referencing Sakyamuni’s esoteric
awakening in Akanistha heaven.' Fittingly, the figure also floats within its halo, that also
represents the central carpel of the lotus medallion. The depiction thus renders a time- and
space-less form of Buddha Sakyamuni.

The stupa underneath, fully reproduced in figure 19, is remarkably conservative and fol-
lows a type characteristic for the northwestern areas of the Indian subcontinent. It has a
base of three superimposed platforms, a rather small hemispherical dome, and a long spine
of at least twelve umbrellas. A teaching Buddha is shown on top of the dome flanked by
two-armed guardians dressed in long coats (195). This stupa type appears to go back to the
Gandharan region and has been attributed to as early as the fourth century on the basis of
similar depictions on the Harwan tiles.'*” However, more pertinent to the Alchi depictions
are those with guardians standing on the dome, the earliest datable representations of which
are from the Palola Sahi kingdom (late 6th to mid 8th centuries) in the region of present-day
Gilgit, northern Pakistan, and Kashmir."* Its popularity is reflected in all monuments of the
Alchi Group.! An even more conservative representation of this stupa type is found in the
Sumtsek (576).

The Alchi Dukhang stupa is unusual insofar as the Buddha is represented above the dome
and not in a niche in front of the dome. Instead, a niche topping the flight of stairs, that is
one level underneath the dome, is housing a standing vajra (195). The stupa can thus be read
as both a symbol for the Buddha’s body, in continuation to Sakyamuni represented above it,
and a symbol for the Buddha’s teaching, in particular the esoteric vehicle (vajrayana). The
position of the vajra niche on top of the flight of stairs hints towards its function in ritual.
While it is unclear how these spaces on top of the stairs were used in the past, there can be
little doubt that they must have had ritual significance.

Of the bottom triad of deities only the somewhat higher central one is better preserved.
It depicts a particular four-armed form of the Bodhisattva Mafijusri extremely popular in
the Alchi monuments. Not only is one monument dedicated specifically to this form (see The
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194 This extremely fine depiction of
Buddha Sakyamuni is found in the
top centre of the right wall between
the two mandalas. His earth-touch-
ing gesture (bhiimisparsamudra)
refers to his awakening at Bodhgaya,
but the left hand resting on his lap
forms a vajra-fist. The depiction is
particularly noteworthy for its fine
and pronounced shading and the
intricate lines within the halo. That
the Buddha’s eyes focus on the nose
ridge is a rather amusing detail.
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Jampel Lhakhang, page 293ff.), but repeated representations of it are found throughout
the site (see in particular the right wall of the Sumtsek). This form of Mafijusri has one head
and four arms, the latter holding sword and book as well as arrow and bow (196). Its primary
colour is orange, but he also occurs in the colour of all five esoteric Buddhas (629 ff.). In some
of the main depictions of this form, Mafijusri is surrounded by four tiny depictions of the four
outer offering goddesses (197),°' a detail unique to Alchi.*? This form of Mafijusri represents
more than an ordinary wonder-working Bodhisattva, and specifically refers to a group of
verses in the tenth section of the Litany of Names of Mafjusri (Mafijusrinamasamgiti) dealing
with situationally effective gnosis:

Dressed in the mail of loving kindness, equipped with the armour of com-
passion, armed with a volume of prajfia-paramita, a sword, a bow and an ar-
row, he is victorious in the battle against defilements and unknowing.**

This form of Mafijuséri is the ultimate manifestation of transcendent wisdom. In the absence
of a consistent name for this Bodhisattva in the literature it is called Namasamgiti Mafijusri
(Jampel Dzenj6, 'jam dpal mdzan brjod) in this publication, a name that is also used for a three-
headed manifestation of the same Bodhisattva, which is an alternative form deriving from
the same source.'* Neither of these other forms is depicted in the Alchi group of monuments.

In the Alchi Dukhang, Namasamgiti Mafijusri is flanked by two more Bodhisattvas, both of
them poorly preserved. The left one is red and four-armed, and likely represents Maitreya.'**
More puzzling is the figure in the right medallion, which is white, three-faced and four-
armed. Holding a sword in his upper right hand, performing the gesture of giving (varada-
mudrd) with the lower right hand, and holding a mongoose bag in the lower left hand,*¢ he
combines attributes of Mafijusri and Jambhala. The worshippers between them are exclu-
sively monks, one of them manipulating a ritual mandala with a vase in his hand, while the
others contemplate or hold offerings.

Finally, it is noteworthy that the representation of the human realm which must have
once occupied the lower right corner of this wall perfectly links to the representation of the
Buddha’s life around the corner, which represents the ultimate release of the cycle of rebirth.
We may thus surmise that this relationship has been established on purpose.
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195 Detail of the large stupa painted
between the two mandalas fully
depicted in figure 19. On top of the
dome, at the level of the harmika, a
teaching Buddha is flanked by two
guardians armed with spear and
sword. Such guardians are typical
for the northwestern region of
the Indian subcontinent and may
be identified as guardians of the
directions.

Further, the stair leading up the
multi-stepped throne of the stupa
culminates in a framed niche hold-
ing a vajra. Again, a rather conserva-
tive stupa shape is explicitly marked
as esoteric.
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196 Underneath the stupa is a triad
of deities in medallions, the central
one shown here considerably larger
and thus clearly the main focus. It
shows the Bodhisattva Mafijusri in a
four-armed form deriving from the
Litany of Names of Mafijusri. The sword
brandished above his head pairs
with the blue lily carrying a book,
and the arrow with the bow. In this
publication this form is referred to
as Namasamgiti Mafjusri.

197 Uniquely for the Alchi mon-
uments each of the hands of
Namasamgiti Mafijuéri is accom-
panied by a tiny goddess offering
incense with a conch, and thus to be
identified as Dhiipa. Mafiju$ri’s dhoti
features an intricate textile pattern
with three deer (or are they meant
to represent hares?) sharing their
ears, these ones oddly running in
opposite directions.
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198 The Sakyasimha mandala has
two palaces. Its assembly consists of
the following groups of deities read
from the centre outwards:

In the eight spoked wheel topped
by an eight-petalled lotus Sakya-
simha surrounded by eight Usnisa
Buddhas. A unique feature is the
four-armed Prajfiaparamita on the
eastern petal of the central lotus.

In the corners of the inner palace:
four inner offering goddesses.

In the gates of the inner palace:
four peaceful gate-keepers.

Along the sides of the outer
palace: sixteen Bodhisattvas of
the fortunate aeon.

In the corners of the outer palace:
the four outer offering goddesses.

At the gates of the outer palace:
four peaceful gate-keepers.

In the circle surrounding the
palace: pan-Indian deities.

SAKYASIMHA MANDALA

The second mandala on the right wall also comes from the Tantra for the Purification of All Bad
Migrations (Sarvadurgatiparisodhanatantra) and can serve as its main mandala.'’ It centres on
a form of Buddha Vairocana called Sakyasimha surrounded by eight Usnisa Buddhas on an
eight-spoked wheel (198).*® Sakyasimha, the lion of the Sakya clan, wears monastic robes
and is sometimes also directly referred to as Sakyamuni. Thus, this mandala is based on the
notion that Sakyamuni can be understood as lower manifestation of Vairocana.

The Alchi depiction of this mandala has been severely damaged over time, in particular by
a major water intrusion that affected the entrance side corner of this wall, where no original
details are preserved. Water also affected the centre of the mandala, its damage being par-
tially repainted in a historic restoration. As previously, the following account focuses on the
original parts only.

In contrast to the other mandalas discussed so far, the depiction of the Sakyasimha man-
dala is quite consistent over time, but the Alchi depiction has a few peculiar elements. One of
these is right in the centre, where the eastern petal of the central lotus blossom is occupied by
a small four-armed depiction of the goddess of wisdom, Prajfiaparamita. That this goddess is
not an addition that happened during a restoration can be seen from the comparison to rep-
resentations of the same mandala on the third floor of the Sumtsek, where Prajfiaparamita
is six-armed (see 768), and the Lhakhang Soma (293).* Thus, in a conception unique to Alchi,
Prajfiaparamita is added to the mandala assembly either as the consort of Sakyasimha or
the originator of his wisdom.' The circle around the central lotus houses the eight Usnisa
Buddhas in their usual iconography, with those in the cardinal directions distinguished by
their vehicles and following the same colour scheme observed with the Sarvavid mandala.'

In the second palace is another variant of the sixteen Bodhisattvas of the fortunate aeon,
many of which have been repainted without considering their identity and iconography.
Curiously, the two goddesses in the southwestern corners are almost identical, the outer
one standing in for Puspa. As the flower attribute for Puspa can also be a flower garland, it
is of little surprise that she likens Mala, but artists usually depict them differently. With the
addition of Prajfiaparamita in the centre and the four peaceful gate-keepers repeated for
both palaces of the mandala its core assembly consists of forty-two deities. Their names and
the iconographic details for those that can be considered original are listed in an appendix
(page 426 ft.).

The mandala palace is again surrounded by a circle of pan-Indian deities the number of
which can only be estimated. Also their exact identity partially remains a mystery, as no
directly related description could be found. The cardinal and intermediary directions are
occupied by the guardians of the directions (dikpala), such as Yama at the southern gate (201).
Each of these is flanked by a pair of goddesses riding the same vehicle, the first of them mir-
roring the iconography of the male guardian while the other diverts in colour only (202).
Between these directional triads are groups that relate to the guardians of the directions.
Thus, around Agni in the southeast are ascetics (rsi), around Nairrti in the southwest are the
demons (raksasa), and around Varuna in the west are snakes (naga).'”* Additional deities, pre-
sumably standing for zenith and nadir, are represented in the eastern quarter, which is more
densely populated. Mirroring the number of deities as it is preserved on the left half of the
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199 Sarva$okatamonirghatanamati, one of the Bodhisattvas of the for-
tunate aeon, is located in the southern quarter and holds a staff.
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200 Siiramgama, one of the Bodhisattvas of the fortunate aeon, in the

southern quarter. He is white and holds a sword upright in front of his
chest.

201 Overleaf: The southern direction is protected by Yama, who in this
case also holds a pair of cymbals besides the head-topped staff in one
of his four arms. In the gate sits Viriidhaka, the guardian king of this
direction, holding sword and shield.
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202 Unusually, in this mandala each
of the guardians of the directions
(dikpala) is accompanied by two
females referencing its iconography.
The red goddess is holding a head-
staff and sits on a buffalo like Yama,
and thus could represent his sister
Yami, but she is not named as such
in the sources.

203 One of the goddesses accompa-
nying Nairrti in the southwestern
corner mirrors his iconography
exactly. She is black, holds sword
and shield, and sits on a corpse that
has his hands folded in worship. She
may thus be identified as a raksasi.




mandala, there are fifty-two deities in this outer circle.'”” Together with the four gate-keep-
ers of this outer ring, presumably the Four Great Kings (caturmahdraja; Gyelchenzhi, rgyal
chen bzhi), the total number of deities in this mandala is ninety-eight.

As mentioned already, the same mandala is represented in the top storey of the Sumtsek
(768) and in the Lhakhang Soma (293). In the Sumtsek, its depiction is surrounded by the
realms of rebirth in the form of Avalokite$vara engaging with the different beings there (884,
885). Thereby the depiction in the lower right corner rather alludes to the realms of the gods
and demi-gods (asura) than the humans (885), possibly this was the case in the Dukhang as
well. The presence of the goddess Prajiiaparamita in all three versions of this mandala links
her to funerary rites, and explains the depiction of a Prajfiaparamita mandala on a wall of
the outer chamber of the Tashi Gomang Chérten (see 234, 241-244). Within the Dukhang her
representation also links the Sakyasimha mandala to the Prajfiaparamita mandala around
the corner on the entry wall (49).

This concludes the study of the well-rounded programme of the Dukhang. While the
Vajradhatu mandala in the niche is the main topic of the temple, it is Namasamgiti version
of the Vajradhatu mandala on the entry wall and the Dharmadhatu mandala immediately to
the left of the niche that are more representative of the actual practice at the time. While
these mandalas stand for spiritual progression, the mandalas on the right wall address and
the Akobhyavyiiha representation on the main wall are concerned with favourable rebirth.
Together, the Dukhang murals also express the position of the Alchi community within a
South Asian world seen through Buddhist glasses. The extensive pantheons of pan-Indian
deities in the outer areas of the mandalas are particularly noteworthy. Partially steeped
deeply in the past they offer fascinating glimpses on the transmission of Buddhism into the
Himalayas, which still can be exploited much further than is being done in this publication.

As laid out in detail in the development chapter (page 345ff.) chronologically the next
addition to the Alchi Choskhor is the Sumtsek, to which volume 2 is dedicated. Given the little
overlap between the Dukhang and the Sumtsek in terms of their protagonists, the two tem-
ples are separated by a generation. Immediately after building the Sumtsek, its founder Tsiil-
trim O (tshul 'khrims 'od), also built the Palden Drepung Chérten, which is the focus of the fol-
lowing chapter. Together, these two monuments are crucial for dating the Alchi monuments.
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204 The Assembly Hall from the
perspective of the monk performing
the daily morning ritual in which
he uses the drum. The alter features
diverse offering bowls and musical
instruments. In the background are
the two mandalas of the right side
wall with a stupa inscribed into the
space between them.
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205 Opposite page: Four-armed
flying deity with flower and musical
offerings. The moustached and
booted god plays a kettle drum
with a stick as well as a hand-drum
(damaru), while the fourth hand
holds a bowl of blossoms aloft.

206 Detail of Padampa Sanggyé’s
throne frame featuring a peacock
standing on the head of the lion-
headed fable animal to the side of
the mahasiddha’s throne (see 221).

The Palden Drepung Chorten

At a considerable distance from the other temples, the Palden Drepung Chéorten (dpal ldan
'bras spung mchod rten)*>* stands near the western end of the monastic complex just to the side
of where one enters it today (11, 330). Visitors rarely notice this substantial building, which
is remarkable for the freshness of the paintings adorning its interior (205, 206).'** The mon-
ument, including its important inscription, has been studied in detail in a pioneering article
by Roger Goepper, in which he simply calls it the Great Stiipa.

Originally, the building may well have been an integral part of the path leading to the
main monuments further down, but the passages that once led through the building have
been walled up on three sides, and today it can only be accessed from the east (209). Thus,
at the time of its foundation it may have marked the entrance to the sacred area (chos 'khor).

The outward appearance of the Palden Drepung Chorten has changed considerably in the
last decades.'* Conceptually, the chorten is a two-storeyed building, the upper storey reced-
ing considerably from the lower and crowned by a large central tower. The shape of the
central structure is replicated in the four small turrets standing in the four corners (207).
Goepper called this ‘an abridged paficdyatana layout so familiar in early Kashmiri temple
architecture condensed into one single building’ (209).'* As the central tower, the four tur-
rets have a cubic body that is hollow. In the turrets these spaces been filled with votive clay
mouldings (tsha tsha), which at least partly may go back to the construction period. Based on
contemporaneous comparisons observed in other parts of Ladakh, in particular Stok, Shey
and Nyarma, it is likely that also the hollow spaces of the corner structures of the lower
building have tsha tsha in them. Buttresses added to the structure at a later stage reinforce
the lower storey (207). Thus the building has little resemblance with the classical Tibetan
chorten, but chérten of this type and a variety of other shapes were common around the
period of its foundation and can be observed throughout Ladakh.

Unique for the Alchi group of monuments, the structure is hollow and contains an inner
chérten. This chorten is on the level of the passages’ ceiling and is held by a wooden frame-
work placed on the corners of the three-metre-wide base walls. Above the inner chérten the
interior of the building opens into a chapel-like space enshrining it (207). The walls of this
space are covered with paintings of ‘thousand’ Buddhas and Bodhisattvas (211). This area has
no access, and the projecting corners supporting the beams holding the inner chérten are
used to deposit tsha tsha and discarded leaves of old books.

The wooden ceiling of this interior space is constructed in the so-called lantern form
typical for square buildings in medieval architecture of Kashmir and early western Hima-
layan buildings. In this case, it consists of seven layers of beams, each being placed diagonally
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207 Elevation, sections and floor plans of the Palden
Drepung Chorten. The wall thickness of the bases of the
upper cuboid is 0.43 metres, that of the inner chérten
0.31 metres. Neuwirth & Auer, TU Graz 2020

208 Left: Partial reconstruction of the Palden Drepung
Chorten. The ceiling constructions of the inner chérten
and the surrounding space are designed as lantern
ceilings with four layers in the inner chérten and eight
layers in the space above. Neuwirth & Auer, TU Graz 2020

209 Overleaf: The outward appearance of the Palden
Drepung Chérten, this photograph dating to 1981, is dis-
torted by recent and presumably also historic restora-
tions. View of the northeastern corner of the chérten.

ARCHITECTURE
The Palden Drepung Chorten stands on a pedestal to compen-
sate for the sloping terrain. The entrance is on the lower east
side, where steps lead to the height of the pedestal (209). The
external dimensions of the cubic structure are 7.25 metres
on the east side, 7.39 metres on the south side, 7.32 metres
on the west side and 7.12 metres on the north side and the
height is 3.50 metres. The base of the cuboid volume is rein-
forced with circumferential conical walls. Placed upon it is a
smaller 1.50 metre high cubic structure with a side length of
4.10 metres bearing a bell-shaped top structure. The corners
of the main cuboid are accentuated with four smaller cubes
ending likewise in small bell-shaped tops. The total height of
the chorten from the floor level of the passage to the top is 9
metres.

On the south side there is a niche in the middle of the
cuboid which is 1.66 metres wide and 1.12 metres deep. The
floor lies 0.40 metres above the inner floor level, the height

of the niche is 1.60 metres. Obviously, this is a later walled

passage to the interior.

Today the interior of the Palden Drepung Chorten can be
entered by a 1.53-metre-wide corridor with a passage height
of 1.90 metres. An equally high and wide side niche is dis-
posed on the right side of the central axis.

Above the corridor in the centre of the structure a small
inner chorten is arranged on a wooden beam construction.
The interior of this inner chorten has a side length of 0.84
metres and is 1.30 metres high including the lantern ceiling.
The height of its inner wall surfaces is 0.95 metres.

The space above the corridor, around the inner chérten,
has a side length of 3.12 metres, the side walls are 2.90 metres
high. Four small windows are located in the middle of the
walls and light the space. Its top end is formed by a lantern
ceiling, which is 5.77 metres high, measured from the corri-
dor’s floor level.

Holger Neuwirth & Carmen Auer
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across the corners of the tier below, the resulting triangles being closed by boards. As a result
we have eight ‘overlapping squares, each of which cuts off the angles of the square below it,
and thus reduces the extent of the square to be covered’ (207)."

INSCRIPTION

Three of the heavy wooden beams placed at right angles across the central chapel to hold the
inner chorten have inscriptions on them. Most important among these is a long text covering
the eastern beam and continuing on the western beam.'*® The eastern beam is 14 cm high and
210 cm wide and covered with eight lines of writing, while the matching western beam has
seven lines of text. This inscription, written in headed script (u chen), records the foundation
of the chorten and is the focus of the following account. The texts on the northern beam
differ in both format and script and are only partially preserved.'

The foundation inscription of the chorten, entitled Pearl Garland Composition (tshig sbyor
mu tig gi 'phreng ba), is written by Tsiiltrim O (tshul 'khrims 'od) and accounts for the supports
(rten) of body, speech and mind he had made until the founding of the chérten and possibly
somewhat beyond it. Here I focus on these foundations, while the full translation of the text
is provided in an appendix (page 406ff.). As a support for the body, Tsiiltrim O erected the
Sumtsek, named Pile of Jewels (rin chen brtsegs pa) in the inscription'*® and a funerary monu-
ment (gdung khang) for his teacher to repay his kindness.' Other monuments and the mul-
tiple representation of deities are mentioned here as well. As support of speech, he financed
diverse versions of the Perfection of Wisdom (Prajfiaparamita) corpus amongst other texts. And
as support of the mind two chérten based on different models are mentioned, one is called
Palden Drepung (Sri-Dhanyakataka) and is based on the Svayambhu-Sri-Dhanyakataka'®’
‘in the middle of India’, the other is called Bumter Tashi Gomang ‘taking as a model the Tashi
Gomang made by the incarnate jewel teacher’.'*

While these statements have been recognised earlier, their full significance for the inter-
pretation of the Alchi monuments has not. The teacher referred to here is none other than
Drigungpa Jikten Gonpo (jjig rten mgon po; 1143-1217), the founder of Drigung monastery
and the associated Kagyii school, who is specifically mentioned in the veneration verses at
the beginning of the inscription.** This text, therefore, fully supports Goepper’s reading of
the Sumtsek inscriptions as contemporaneous with the monument and the dates they imply
(766).> We may even infer from it that the Sumtsek contained the funerary monument with
a relic of Drigungpa (gdung khang) which is listed in the same verse. Thus, the Sumtsek must
have been built within a few years around the death of Drigungpa in 1217. Moreover, the
tashi gomang chorten mentioned in the text references a famous monument Drigungpa had
built for his teacher Pakmodrupa Dorjé Gyelpo (phag mo gru pa rdo rje rgyal po; 1110-1170) in
the first years of the thirteenth century.'

As laid out in some detail in the development chapter (Alchi Type Gateway Chorten, page
364f.), the Palden Drepung Chirten mentioned in the inscription likely references the struc-
ture in the focus of this chapter, while the smaller chérten discussed in the following chapter
may well be the Tashi Gomang chérten the inscription mentions. Even if this is not the case,
these are more suitable names for these structures than those based on their relative size
used earlier.
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MURALS IN THE OUTER BUILDING

The walls of the chapel-like upper floor, which enshrines the inner chérten, are completely
covered with murals. The western wall has eighteen horizontal rows with twenty-four fig-
ures each of the blue Buddha Aksobhya. Where the opening of the window interferes with
their regular arrangement the figures are reduced to a smaller scale, and the spaces between
them are filled with rhombic jewels. The Aksobhya are continued on the two side walls to
the north and the south, but stop abruptly one vertical row after the windows in these walls
(349). Altogether there are about one thousand small images of Aksobhya, identifiable by
their blue colour and the earth touching gesture (bhiimisparsamudra).'’

The remaining parts of the side walls and the eastern wall are covered by Bodhisattvas
referencing the five Buddha families in sequential repetition (211). The following identifi-
cation assumes that they derive from a Vajradhatu context. Accordingly, the white Bodhi-
sattva holding a wheel (cakra) representing the Buddha family (tathagatakula) can be iden-
tified as Samantabhadra. The blue Vajrasattva holds a vajra and represents the vajra family
(vajrakula) of Buddha Aksobhya, the yellow Vajraratna holds a jewel (ratna) and stands for
the jewel family (ratnakula) of Buddha Ratnasambhava, the red Vajradharma holds a lotus
and represents the lotus family (padmakula) of Buddha Amitabha, and the green Vajrakarma,
holds a crossed vajra (visvavajra) and presides over the action (karma) family (karmakula) of
Amoghasiddhi.’*® The Bodhisattvas are arranged forming diagonal column across the wall
(211).

This iconographic programme impregnates the chorten with an all-embracing cosmolog-
ical character and invests it with a marked ‘orientation’, a direction from west to east, which
is also accentuated by the paintings inside the inner stupa, as we will see below.

LANTERN CEILING

All surfaces of the so-called lantern ceiling of the outer structure are covered with paintings,
partly figurative, partly ornamental (348). The vertical faces on the lower three levels con-
tinue the theme of the Bodhisattvas of the five Buddha families (210), while the figures on
the upper levels form a mandala assembly. The architectural elements of that mandala are
drawn on the horizontal surfaces of those levels, beginning with the gate superstructure on
the fourth level when counted from the bottom.'* In contrast, the three lower levels feature
an impressive arrangement of textile patterns and flying offering deities (212-219).

At the edge of the lowest layer of triangles a frieze of marching white geese marks the
top edge of the walls’ decoration. The main motif on these triangles are pairs of flying, four-
armed male deities clad in fanciful garments made of colourful and precious material (205,
212-215). The freely painted figures wear short jackets with sleeves of half-length. Most of
the jackets are open and expose the bare chests. The deities are wrapped in short skirts and
their feet are inserted into richly decorated boots of half-length. They are bedecked with
jewellery and wear diadems. In their four hands they carry implements of honour and offer-
ings. Their overall appearance resembles that of similar figures flanking mandala portals in
the murals of the Dukhang, but there the figures are corpulent (179, 180). Flying deities of
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210 The lantern ceiling is actually
conceived as a mandala, its gate
represented on the fourth level from
the bottom. The lower tiers are cov-
ered with the five Bodhisattvas rep-
resenting the five Buddha families
on their vertical faces and fanciful
textile patterns on the horizontal
surfaces. The lowermost corners are
occupied by a pair of flying deities
each (overleaf).

211 The east wall is covered with
five Bodhisattvas representing the
five Buddha families, the ones of the
same iconography placed diagonally
above each other. As is usual for the
early Alchi monuments, the upper
limit of the wall is delimited by a
row of geese, a jewel band and a
triple valance, and the lower edge by
a lozenge band.

Overleaf: The ceiling of both the
inner and outer chorten are of the
lantern type, with increasingly
smaller squares overlapping each
other. The row of geese demarcates
the upper edge of the wall. The outer
triangles of the outer chérten have
freely painted couples of flying
deities, each holding different
offerings. The following two levels
are covered with textile patterns,
more complex ones on the second
level and differently coloured strips
with animals on the third. On the
fourth level are the doors of the
mandala that occupies the centre of
the ceiling.
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212 Southwest quarter of the lantern ceiling, the flying gods carrying garlands, offering cakes on a plate, fly-whisk and peacock feather fan. 213 Northwest quarter of the lantern ceiling, the flying gods carrying musical instruments, a peacock feather fan and a flag.




214 Northeast quarter of the lantern ceiling, the flying gods carrying fly-whisks and precious objects; and one is playing a trumpet. 215 Southeast quarter of the lantern ceilings, the flying gods carrying precious offerings and royal insignia, the umbrella and the fly-whisk.




this type in the corners of ceiling motifs are well known from temples in Kashmir, such as
Pandrethan and Payar, and the surrounding regions."”

The trapezoid surfaces of the second level are decorated with four quite different, but
equally magnificent textile designs that match those on the ceilings of the Sumtsek in sophis-
tication (details 216-218). The third level continues with textile designs, but now the same
basic design, friezes of running animals against differently coloured background, is used
in all four corners (219). At the higher levels of the ceiling, now within the mandala, more
muted textile patterns continue to be used."”

The mandala occupies the space from the fourth level upwards. The triangular horizontal
surface of the fourth level contains the superstructure of the mandala gates as well as short
sections of the outer vajra and fire circles, which are otherwise cut off by the next lower level
of the ceiling (350). The fifth level then holds the walls of the mandala palace and a large vase
with ribbons hanging from it (351). Along with textile patterns, a band of vajras and a band of
wheels are found on the top two preserved layers, hinting towards the identity of the man-
dala represented through the deities."”?

The centre of the mandala must have been occupied Mahavairocana, whose symbol is the

wheel, as the topmost preserved layer depicts the four mothers of the families surrounding 216 Medallions of the textile pat-

: _ : PP tern on the south side of the ceiling s £ -
V;jurocana: These goddesses are flanke(.i by fron'tally represented f.our armed ﬂy'lng divinities contain acrobats and dancers, the » .
with offerings. The row of wheels encircles this group, conforming to the main wall of the two in the central medallion sharing .:_,::-‘ :..._ ey
Dukhang niche (163) or the centre of its Trilokavijaya mandala (79). On the next level, inside one head. . - T
the vajra band but outside the band of wheels, the four surrounding Buddhas are flanked by fe, o PR L

217 The textile represented on the

west side of the ceiling has a svastika
on the next level are interspersed with the eight auspicious symbols (astamarigala) and the and contrasting medallions pattern.
In this case the medallions are filled

. . . . with four hares chasing each other,
is occupied by the sixteen Bodhisattvas of the fortunate aeon, who are of the same colour and their shared ears forming a square

iconography as the main Bodhisattva of the respective direction. They flank the T-shaped in the centre. This motifis fre-
mandala gates painted in the colour of the direction'”* and occupied by peaceful gate-keep- quently found throughout the Alchi

monuments, more commonly with
ers. Thus, the ceiling of this chorten forms a fifty-three-deity Vajradhatu mandala, comple- three hares.”

mented by auspicious symbols. The existence of the mandala inside the chorten conforms

four Mahabodhisattvas each in their usual iconographic form. The eight offering goddesses

seven treasures (saptaratna) of a universal monarch (cakravartin). Finally, the outermost level

well with the notion that this structure is indeed the earliest preserved example for a Palden
Drepung Chorten in the Tibetan cultural sphere.

INNER CHORTEN AND ITS PAINTINGS

The inner chorten resting on the framework of beams is made of reddish clay and covered
with thin whitewash (220)."7 Originally it was probably painted with bright colours as can
still be observed in other Alchi chorten (229). The overall height of the inner chérten is about
260 cm, its width at the base 155 centimetre. Set on its wooden framework without any con-
nection to the massive walls of the outer building, it seems to float in space (207). The walls
of the chorten’s throne, the lower cube of the structure, are decorated with eight columns
in half-relief, the surfaces between them painted with pairs of the vehicle animals associ-
ated with the four surrounding Buddhas as can still be seen in the Tashi Gomang Chorten.
As Aksobhya’s pair of elephants is represented in the east, this chorten is also dedicated to
Buddha Vairocana (353).
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218 On the north side ceiling panel
pearl medallions have idealised
hunting scenes with riders shooting
arrows (Parthian shot) in a central
circle surrounded by a row of birds,
possibly geese.

219 On this detail of a textile
pattern with horizontal strips of
different colours winged horses
with foliate tails prance along a
dark backdrop below one featuring
lion-bodied and monkey-faced fan-
tasy creatures.
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220 The inner chorten has a rather
complex exterior, as it has three
increasingly smaller superimposed
layers of multi-cornered steps. The
stairs in the cardinal directions

of the lower two levels associate

it with the descent from the gods
type. Moulded blossoms attached to
the architecture decorate its base
and harmika levels. The chérten is
painted white today, but originally
certainly was rather colourful (see
229).

The chorten proper rising above this substructure is made up of a complex array of mul-
ti-cornered base layers, effectively tripling a regular chorten base. Each of the two lower
bases has flights of stairs leading across the receding base layers, four layers for the lower
part and three for the upper one. Both bases are further topped by layers of expansion form-
ing the throne for the next superimposed base level. The small dome (bum pa) is placed on
base of two layers without stairs, and is topped by a massive square harmika, the umbrellas
above it not preserved.

Entering the building through the now closed western door and looking up into the hollow
interior of the inner chorten, one directly encounters the dark-skinned Indian mahasiddha
shown on its eastern wall (222). This mahasiddha faces a Tibetan priest with white complexion
on the opposite western wall (225). On the two sides walls are brown-skinned local monks,
the one to the right middle-aged and clad in a robe of brownish patchwork (223), the one to
the left white-haired wearing a white patched robe (224). There are no inscriptions giving
their names and their identity was proposed on the basis of the assumed historical context.'”®
The identifications presented here accord best to the local evidence and a more comprehen-
sive understanding of the development of the public presentation of Tibetan Buddhism."””

The dark-brown mahasiddha on the eastern wall certainly is the most important figure
represented, since he is shown frontally (222). Formally identical representations of this
mahasiddha at the lower end of the central fold of Mafijusri’s dress in the Sumtsek (650)"7¢ and
inside the Tashi Gomang Chérten (248) clarify his appearance. He sits in a squatting attitude
(utkutdsana, tsog pu'i 'dug stangs), his legs secured by the band of a yogin (S. yogabandha). He
has long curly hair and staring, slightly squinting eyes. His body seems to be naked, no loin-
cloth can be discerned, but a long cape of white fur is draped over his shoulders. In his right
hand he holds a plant with three leaves, in his left a stick-like emblem, probably a flute. The
mahasiddha is most likely to be identified as Padampa Sanggyé (pha dam pa sangs rgyas), an
Indian mahasiddha active in Tibet who died in 1117. This identification has been proposed
several times, but the function of his depiction at Alchi remained unresolved.””” Reviewing
inscribed mahasiddha depictions of the same typology that have more recently come to light,
it is clear that this mahdasiddha stands symbolically for the transmission of the highest esoteric
teachings through Indian mahasiddha to Tibet. He is depicted in this position in both Mafiju-
$ri’s dress in the Sumtsek (637) referred to above and in the temple of Alchi Shangrong.'®
The latter and the representation of a very similar looking mahasiddha in the Bardzong cave
in Khartse valley, west Tibet, also offer identifying inscriptions that are fairly conclusive.™"
This more general interpretation of this depiction is also supported by the inscription in the
Palden Drepung Chorten, which does not specifically refer to this figure, but clearly includes
Highest Yoga Tantra teachings not the subject of any of the early Alchi paintings.

The white-skinned Tibetan priest on the opposite wall sits cross-legged (vajrapary-
ankasana), his hands forming the teaching gesture (dharmacakrapravartanamudra; 225). His
head is turned to the left in half profile and he is clad in typical central Tibetan monastic
robes. His importance is accentuated by the rich throne. Locally identified as the famous
translator of the eleventh century, Rinchen Zangpo, the new reading of the inscription clari-
fies that he must be Drigungpa, the founder of the Drigung Kagyii school.'®?

The two local monks with medium complexions on the southern and northern walls and
represented in half profile look towards Drigungpa (226). Both sit in meditation and are
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signified as scholars and practitioners of Esoteric Buddhism through their accoutrements.
The middle-aged monk on the southern wall holds a chain of prayer beads (aksamala; 223). He
wears a light vest decorated with a band of Indic looking pseudo script across the chest and
areddish brown patchwork robe (kasaya) with a star-like flower ornaments. The area around
his face is considerably destroyed, and only the vestiges of a hat remain. Paraphernalia for
ritual, among them vajra and bell and a mandala altar, are distributed within his mandorla,
and a small adoring local monk kneels in front of him. The aged monk on the northern side
with trimmed white hair and beard holds a tiny vajra. He wears only a white outer robe
(samghati) with svastika design (224). The begging bowl (patra) and begging staff (khakkhara)

among his ritual paraphernalia mark him as a renunciant.

While Drigungpa and the aged monk look towards each other, it is the younger monk that
takes the more prominent position vis-a-vis Drigungpa and has a worshipper at his feet. It is
thus tempting to identify him as Tsiiltrim O, the founder of the monument who also wrote its
inscription. The aged monk could then be Kalden Shérap (skal Idan shes rab), who founded the
Main Temple and who is also depicted at the head of the monastic assembly in the Dukhang
(6, 74). Regardless of his identity, it is likely that one of the two oldest chdrten in the complex
was erected as his funerary monument.
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221 The interior of the inner
chorten with a naked black maha-
siddha represented on the east wall.
He is the only figure shown frontally
and thus has to be interpreted as the
main figure among the four teachers
represented on the interior walls

of this chérten. However, the two
teachers in local monastic dress face
away from the mahasiddha towards
the fourth figure, indicating that his
representation is symbolic.

The four level lantern ceiling has

a large lotus blossom in the centre
and its other levels are covered with
textile patterns.

222 Opposite page: The naked
mahasiddha crouches with the knees
supported by a striped yoga-band,
he wears a white cape of fur and
holds a twig and a flute (here lost).
He is most likely to be identified
as Padampa Sanggyé, an Indian
mahasiddha active in Tibet who
died in 1117. As in the Sumtsek he
symbolises the transmission of
the mahasiddha tradition and their
teachings into Tibet.
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224 The aged monk on the northern wall of inner chérten possibly represents Kalden Shérap, the founder of the Dukhang.

223 The middle-aged local monk on southern wall of inner chérten likely represents Tsiiltrim 0, the founder of the Sumtsek and this monument.
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225 Drigungpa Jikten Génpo
(1143-1217), the founder of Drigung
monastery and the associated Kagyii
school, on the western wall of inner
chorten. Both the white skin and the
set-back hairline are early icono-
graphic features of this teacher. He
is shown teaching like a Buddha, but
his head is turned sideways towards
one of the monks flanking him. The
elaborate throne also indicates his
elevated status.

226 The interior of the inner
chorten with the white-skinned
Jikten Gonpo teaching the two local
monks shown on the side walls.
While he faces the aged monk, the
younger one is in the more promi-
nent position towards the central
teacher.

The inner chorten also has a lantern ceiling made of wood, but in a simpler structure with
only three steps and four layers. A large lotus occupies its centre, while the remaining sur-
faces are covered with textile designs (221).

Structurally the inner chérten is the sacred core of the building, and the outer chorten
forms its shell protecting its sacred inner core. Iconographically, the inner chorten is ded-
icated to the teachers, and the outer chorten to the Buddhas, with specific reference to
Vajradhatu mandala, Aksobhya and the five Buddha families, embedding the teachers within
it and emphasising the cosmic quality of the shell. The shape of the inner chorten references
the descent from the gods type (lhabap chorten, lha babs mchod rten), a stupa type extremely
popular in the Indian Northwest for several centuries,*> and represented several times at
Alchi in a different shape (see 19 & 576).'** The outer chorten with its superimposed bases,

doors and windows in the four direction and subsidiary chorten at the corners makes this
chorten stand out among the chérten of the same time. As the inscription suggests, its shape
references the legendary Palden Drepung Chorten at which the Buddha taught the tantras,
in particularly the Kalacakra Tantra, but which had a Yoga Tantra mandala in its interior. As
such, the Palden Drepung Chérten at Alchi offers the most conclusive glimpse of the religious
environment of the Alchi monuments, the decoration of which is steeped in tradition but also
hints towards a new era in which the Highest Yoga Tantras come to the fore. This and the
freshness of the murals preserved, with their enchanting details make the Palden Drepung
Chorten a truly exceptional monument.
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227 Detail of Tsiiltrim O’s throne
featuring a face of glory (kirtimukha)
flanked by the heads of sea-mon-
sters (makara) in the centre of the
throne’s arch.

228 Detail of Drigungpa’s throne,
featuring a god riding a sea-monster
(makara) backwards and blowing a
long horn.
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229 View of the outer chamber of
the Tashi Gomang Chorten. In the
foreground is the uppermost tier

of the inner chérten with stylised
stairs identifying it as referencing
the descent from the gods type. The
walls behind the chérten are painted
with repeated representations of
Buddha Aksobhya, and the lantern
ceiling is conceived as a mandala,
the gates of which can be recognised
to the side of the chiérten’s dome.
The upper levels then alternate
between textile motifs and Buddha
representations. As in the Palden
Drepung Chorten a level of differ-
ently coloured strips of running
animals takes is prominently
positioned.

230 Detail of the flying Buddha in
the bottom left corner of the Prajfia-
paramita mandala (241).

The Tashi Gomang Chorten

When the visitor approaches the Main Temple from the Palden Drepung Chérten, the short-
est way would lead through the narrow and low gateway chorten that stands directly in front
of the Sumtsek. Today, this chorten has a twin to its side, that has been added at a slightly
later date (see Twin Chorten, page 391ff.). While the Palden Drepung Chorten may have
served as a gateway to the whole complex, the Tashi Gomang Chorten (bkra shis sgo mang
mchod rten) leads to the core of the sacred area in front of the Main Temple.

In its outer appearance the Tashi Gomang Chorten differs considerably from the Palden
Drepung Chorten as it lacks the wide base. In addition, its superstructure is better preserved
and can clearly be identified as that of a chorten of many auspicious doors (tashi gomang,
bkra shis sgo mang). Therefore, and because a chorten of that type is mentioned in the inscrip-
tion of the Palden Drepung Chorten, this name is used for this monument that was previously
just referred to as ‘Small Stupa’.’®* In its interior the Tashi Gomang is essentially just a smaller
version of the Palden Drepung Chorten, sharing most of its architectural and decorative fea-
tures. Again there is an interior chérten in the middle of a larger painted chamber with an
elaborate lantern ceiling (229). In two aspects, the interior decoration of this chérten is even
more informative; the teachers depicted inside the inner chorten are accompanied by sec-
ondary figures and the two side walls of the outer chorten have rare mandalas in their centre,
which reveal the mastership of the painters in their freely rendered figures. In addition, also
some of the murals of the passage are preserved as well as the outside painting of the inner
chérten (229).

The original outside appearance of the Tashi Gomang Chérten has considerably been
obscured through many repairs.'® It may be assumed that the chorten base with the passage
was always a simple cube. On it stands a complex superstructure of the Tashi Gomang type
(354). In this case, the ground plan of the chérten results from a square and a massive cross,
with all four arms of equal length, projecting the sides of the square. On each of the sides are
three windows, a motif repeated on all five levels of the chorten’s base. The dome itself is
small in relation to the massive base, and its exact shape cannot be reconstructed anymore.
Likely it was similar in shape to the dome of the interior chorten (229).

Remarkably, the Tashi Gomang Chérten also partly preserves the decoration of the side
aisles of the cross-shaped passage in its side wings. There, underneath a decorative double
row of chorten of the descent from the gods type is a row of seated Buddhas interspersed
with single chérten. Beneath them is a long inscription panel containing a canonical text that
extols the immeasurable benefits of the circumambulation of a chorten, the Caityapradaksina-
gatha (233).'
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231 Floor plans, sections and the
northeast elevation of the ensem-
ble of four gateway chérten, on the
southeast side of the Sumtsek. The
two largest structures are the Tashi
Gomang Chérten (1) and the Twin
Chérten (2).

The floor plans show the horizontal
section in the area of the passage-
ways (level 1), the beam layer above
(level 2), the spatial placement of
the inner chérten (level 3) and the
ceiling construction (level 4).

The sections show the height devel-
opment and the ceiling construction
in the interior of the rooms.

The heights of the passageways of
the two larger chorten vary between
1.27 and 1.81 metres in the access
area and rise to 2.00 and to 2.34
metres in the ceilings of the central
areas. The ceiling height of the
interior is 4.63 metres at the Tashi
Gomang Chérten (1) and 4.91 metres
at the Twin Chérten (2), measured
from the floor level of the passage to
the uppermost layer of the lantern
Ceiling. Neuwirth & Auer, TU Graz 2020

232 Above: Spatial model of the
Tashi Gomang Chérten cut along the
passageway. Neuwirth &Auer, TU Graz 2020

ak

ARCHITECTURE

Today, the Tashi Gomang Choérten is part
of an ensemble of gateway chérten consist-
ing of two larger and two smaller buildings.
They form two pairs of structures standing
at right angles to each other.

The Tashi Gomang and the Twin Chérten
are oriented from southwest to northeast,
with a deviation of 13° from the geograph-
ical east. Their joined base has the external
dimensions of 5.99 metres on the northwest
side, 11.53 metres on the northeast, 5.50
metres in the southeast and 11.32 metres
in the southwest. The external height from
the ground level of the inner passage to the
top of the structure is 6.83 metres for the
Tashi Gomang Chorten and 7.10 metres for
the Twin Chérten, which has a lower floor
level due to the sloping terrain. The aver-
age width of the passage is 1.20 metres.
Its height varies between 1.27 and 2.00
metres for the Tashi Gomang Chdrten and
between 1.45 and 2.34 metres for the Twin
Chorten. In the middle of the passage, 1.05-
to 1.19-metres-wide niches open on both
sides. These niches are accessible in the
Tashi Gomang Chorten, but filled with bases
in the Twin Chorten. A beam construction
supports an inner chorten. Entering the
chorten the view opens into the interior of

the small inner chérten and into the cham-
ber surrounding it. The side walls of the
inner chérten are all 0.70 metres wide, their
height being 0.60 metres, with a wall thick-
ness of 0.24 metres. The side walls of the
square chamber around the inner choérten,
are approximately the same width: 2.38
metres in the Tashi Gomang Chorten and
2.34 metres in the Twin Chérten. In both the
wall is 2.15 metres high. The ceilings of the
inner chorten and the surrounding chamber
have lantern ceilings. Above each is another
chamber with a side length of 1.30 metres
and a height of 1.00 metres and covered
with thin round wooden slates. Above is the
bricked roof structure of the bell-shaped
chorten dome.

The two smaller chorten are relatively
simple in terms of construction. The exter-
nal dimensions are 7.10 metres on the
northwest side, 3.46 metres on the north-
east and southwest side and 7.28 metres
on the southeast side. The height from the
ground floor level of the passage to the top
is 5.26 metres above the northeastern pas-
sage and 4.75 metres above the southwest-
ern passage. The passageways are between
1.16 and 1.26 metres wide and on average
1.38 metres high.

Holger Neuwirth & Carmen Auer

271



J E s o . ..1-_-.'r
o TR SR R T,

THE WALLS OF THE OUTER CHORTEN

The walls of the outer chérten’s chamber and the lowest level of the lantern ceiling are cov-
ered with approximately one thousand representations of Buddha Aksobhya (360).*® The
interior decoration also clarifies that the chorten is directed towards the Main Temple area,
as only on this side the three windows of the lowermost base level break through to the inte-
rior. This side also represents the nominal east of the chorten.

Entering from the direction of the Main Temple, the front or east side of the chérten, the
central panel on the left or south wall has a unique thirteen-deity mandala of Amoghapasa
centred on a very rare form of Avalokite$vara (236). Seated cross-legged, the Bodhisattva is
white and has four arms, the main pair of which is joined in meditation on his lap. His other
right hand is in the gesture of giving (varadamudra) while the left curiously holds a vase in
front of the body out of which a branch of a tree grows, which should actually be a lotus.'®

In the centre of an eight-petalled lotus, Avalokite$vara is surrounded by four four-armed,
wrathful deities of varying gender and in opposite stances. Of these, only two can be identi-
fied with a good degree of certainty, namely Amoghapasa on the eastern petal and the dark
blue goddess Ekajata occupying the western petal. The former can be identified on the basis of
the comparison to the Sumtsek, while the latter holds a curved knife and a skull-cup (kapala)
in the main hands, and a sword and blue lily (utpala) in the other two, and is documented in
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233 In the eastern wing of the
passage the original murals are best
preserved. They consist of a double
row of stupas, a row of Buddhas and
an inscription praising the effects of
the circumambulation of a chérten.
The lozenge band underneath the
inscription is a common marker of
the bottom end of the painted deco-
ration. CL2010(6084)

234 The walls of the outer chérten

are filled with repeated representa-
tions of Buddha Aksobhya, and one
mandala each is represented in

the centre of the side walls. On the
northwest wall represented here is
a seventeen-deity Prajfidparamita
mandala.

Height of the Buddha images c. 10
cm; the mandala thus approximately
occupies a space of 60 x 60 cm. (I
2009 (2562)

this form in several sadhana. The remaining two deities in this circle, including the goddess
in the north playing a vina in two of her four hands (238), remain unidentified here as their
iconography deviates too much from other depictions of the respective deities.”*® On these
deities, see also the comparison of the two Alchi mandalas to other Amoghapasa mandalas
and textual sources page 774 ff. The petals in the intermediate direction are occupied by
four vases topped by skull-cups (235), further re-enforcing the wrathful nature of the deities
surrounding Avalokite§vara. The mandala assembly is completed by the four outer offer-
ing goddesses, and the four gate-keepers common in Yoga Tantra mandalas (237; for their
description see page 752 ff.).!

On the right wall, the wall towards the Sumtsek, is a seventeen-deity Prajfiaparamita
mandala (234). The central personification of the Perfection of Wisdom (Prajfiaparamita) and
a class of Buddhist literature of the same name is six-armed and performs the teaching ges-
ture (dharmacakramudra) with her main hands. Her identifying attribute, the book, may once
have been present on the red lotus, while the upper left hand holds a triple jewel (242). Given
the very similar forms of this goddess in the Dukhang (49) and the Sumtsek (773) and the
assembly of this mandala, there is no doubt that this goddess is represented here.'?

In this variant of her mandala, Prajiaparamita is surrounded by the four secondary Bud-
dhas in their more subtle (sambhogakaya) form, Buddha Aksobhya occupying the east. The
colour of Aksobhya’s quarter, blue, is used as the background for the entire mandala, while
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235 The lotus petals in the interme-
diate directions are occupied vases
of plenty, the foliage projecting on
the sides, covered with scarves and
supporting a skull-cup (kapala).

The string of beads surrounding it
appears to lie on the vase. Each of
the tiny vases further has a different
motif on its body, in this case a pair
of birds.

236 This highly idiosyncratic thir-
teen-deity mandala of Amoghapasa
is dedicated to an extremely rare
representation of the Bodhisattva
Avalokite$vara that is also found in
this form in the Sumtsek. The con-
trasting stances between the male
and female deities of the main circle
and the respective gate-keepers are
one of many unique features of this
mandala.
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237 Gate-keeper Vajrapasa in the
south gate of the mandala.

238 The unidentified four-armed
wrathful goddess in the north
shoots an arrow and plays a vina at
the same time. In the gate is Vajra-
ghanta the gate-keeper of the north.
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243 The offering goddess Puspa,
in the southwestern quarter of the
Prajfiaparamita mandala, holds a
plate full of flowers.

244 The northern gate of the man-
dala with Amoghasiddhi and the
gate-keeper Vajraghanta, who in
this case is represented bejewelled
and peaceful. These two deities were
green originally, but their colour has
disappeared entirely.
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everything once green has lost its colour (244). This form of the goddess is thus also iden-

tified with Buddha Vairocana, which explains her white colour. The central circle further
features the four inner offering goddesses, the four outer ones represented in the corners
just behind them (243). Further, the mandala is guarded by four gate-keepers, which are rep-
resented peacefully in this case (244).

THE CEILING OF THE OUTER CHORTEN

As in the Palden Drepung Chorten, the outer chamber is topped by a lantern ceiling with
flying deities, fanciful textile patterns and a mandala composition. Here only the bottom
layer of the ceiling is not part of the mandala, and its triangles continue the geese and val-
ance motifs from the walls and feature pairs of four-armed flying deities executed in a much
simpler manner than those in the Palden Drepung Chorten (245). On the vertical side are
repeated Buddha Aksobhya, also continuing the topic from the walls underneath (246).

The mandala in the top part of the ceiling is a variant of the Sakyasimha mandala of
the Tantra for the Purification of All Bad Migrations (Sarvadurgatiparisodhanatantra) cycle. The
number of deities in this mandala is higher than usual, as its assembly has been expanded by
additional figures which rather have to be understood as space fillers than integrative part
of the actual mandala assembly. The top central panel, which is lost today, was thus occupied
by Sakyamuni in the form of the lion of the Sakya clan (Sakyasimha). In its standard form,
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245 A pair of four-armed flying dei-
ties with fly-whisks in the corners
of the lowest level of the lantern
ceiling. The row of white geese and
the valance underneath them are
the continuation of the uppermost
section of the wall. (11998(102,39)

246 These five levels of the south-
eastern area of the lantern ceiling
demonstrates the distribution of
the mandala deities. On the top level
visible here, the goddess person-
ifying the wheel among the eight
auspicious symbols is flanked by
the wheel and the queen, two of
the seven treasures (saptaratna) of
a universal monarch (cakravartin).
On the next level teaching Buddhas
on lion thrones are flanked by the
actual mandala deities, Vajrosnisa
on an elephant throne of the east
and Dhvajosnisa holding a banner,
who in the mandala occupies the
southwest. On the third level from
the top the eastern gate-keeper
Vajrankusa is flanked by the offer-
ing goddesses Nrtya and Dhiipa.
Half cut off by the shadow are four
of the sixteen Bodhisattvas, on the
left Amoghadar$in and Maitreya in
the east succeeded by Gandhahastin
and Stiramgama in the south. The
nine Aksobhya in the bottom row
continue the theme of the walls
underneath them. €12000(59.27)

this mandala features eight Usnisa Buddhas on the petals of the inner lotus, eight offering
goddesses, sixteen Bodhisattvas and four gate-keepers.

Interestingly, the additional deities are added at the inner circles in the immediate sur-
rounding of the main deity, and their main function appears to signify auspiciousness. On
the second and third level surrounding Sakyasimha are eight goddesses, the four lower ones
of them flanked by the seven treasures (saptaratna) of a universal monarch (cakravartin; 246).
Although damaged and difficult to document, the goddesses can be identified as personifica-
tions of the eight auspicious symbols, holding the respective symbol in their hands.'* On the
horizontal triangular surfaces are pairs of flying Buddhas on the upper level, and a textile
pattern with dancing deities on the level underneath (229).

The fourth level from the top features deities of the mandala assembly in secondary posi-
tions, the central position taken by teaching Buddhas on lion thrones, which are also repre-
sented on the triangular surfaces. In addition, the Usnisa Buddha of the cardinal direction is
depicted to the right of the central figure and that of the following intermediary direction
to the left, resulting in a rather confusing succession of the deities at this level when read
clockwise (246)."** The outer two levels of the mandala assembly are then straightforward.
The assembly of the inner palace is concluded with peaceful gate-keepers flanked by two of
the eight goddesses of offering on each side (246). On the level underneath, the outer palace
assembly has each of the gate-keepers flanked by four of the sixteen Bodhisattvas. The trap-
ezoid horizontal surface of this level shows the superstructure of the mandala gates and
concludes it with a vajra and fire circle."”
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THE INNER CHORTEN

The inner chorten is equally complex as the one in the Palden Drepung Chérten. While
less well preserved in terms of its overall shape through the loss of the harmika on top, this
chorten preserves much of its original painting, from the animal vehicles at the base to the
alternating colours of its many layers (229). The animals on the base confirm the conceptual
orientation of the entire structure. Accordingly, the pair of garuda at the side of the Sumtsek
marks this directions as representing the north (356). As the west side of the throne has lions
this inner chérten is dedicated to Buddha Amitabha, who exchanged his western position
with the central Vairocana.*

In its base, the inner chirten again has a small painted chamber measuring between 60

and 65 cm at its bottom edges.””” The chamber is topped by a lantern ceiling with a central
247 Contrasting colours are used

for the lantern ceiling of the inner
chérten chamber. Black crosses
with lion riders are depicted in the
corners of the third level from the
top. CL1998(104,02), WHAV

248 The eastern panel again fea-
tures the crouching mahasiddha
Padampa Sanggyé holding a twig
and a flute. He is surrounded by five
teaching Buddhas. Underneath a
group of local priests, three on each
side, performing ritual offerings. i
2010(5892)

249 Overleaf: Although sharing

the same blue background with the
mahasiddha Padampa Sanggyé and
represented in a similar composi-
tion, the local monks are directed
towards Drigungpa. The aged monk
on the south side is dressed in white
robes and flanked by two local
monks wearing hats. It thus is not
clear if he is supposed to be the same
person as the one in this position in
the Palden Drepung Chorten. (L2010
(digitally merged)

lotus blossom on the central panel and textile patterns on its other levels (357). Its most
remarkable motif are the divine riders on fable animals within black crosses (247). 2 ¥ ;
Thematically the paintings of the inner chérten mirror those of the Palden Drepung ; : T i %
Chérten, but this time each of the four teachers is surrounded by additional figures (248 f.). 8 e, ST L ; "_m e
The individual features of the teachers receive much less attention. Although placed against ;
a continues blue background the compositions here are formally much more rigorous than
in the earlier monuments, but stylistically and iconographically the figures are consistent
with the other early paintings. Sadly, splashes of whitewash and damages to the lower figures

obscure some of the details of these panels.
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The formal rigour becomes particularly apparent with the representation of Drigungpa
on the north wall, the composition of which directly relates to contemporaneous central
Tibetan scroll paintings of the Drigung school (252)."°* In this composition, the central teacher
is flanked by two standing Bodhisattvas, white Avalokite$vara and orange Mafijusri. Above
them are Sadaksara Loke$vara and Green Tara, both seated. In the upper row is a teaching
lineage—rather unusual in some of its details—that is flanked by two Buddhas, Amitabha on
the left, and a blue Buddha, probably referencing the Medicine Buddha Bhaisajyaguru, on the
right."”’ The teaching lineage then commences with the portrayal of Vajrasattva, instead of
the standard depiction of Vajradhara, and the two siddhas, Tilopa and Naropa.?*® The follow-
ing four teachers in the lineage do not conform to any known depiction, as two of the addi-
tional teachers are shown as great adepts (mahasiddha), distinguished by their naked bodies
which are only covered by a cape.*”

The central composition is flanked by two rows of mahasiddha, four on the left side and
five on the right. The mahasiddha in the upper left corner, Nagarjuna depicted as the left
figure of a triad with Sakyamuni in the centre and Atiéa to his right, links this group securely
to more canonical Drigung representations.”*

Seven protective deities occupy the bottom row. In spite of their unusual representation,
a comparison with other examples of Drigung school paintings, most notably an inscribed
drawing with footprints in the Rubin Museum of Art,*? allows for their identification. The
four-armed Mahakala in the bottom left corner is followed by the wealth deity Jambhala,
and the protectors Aparajita, Yamantaka, Guhyapati Vajrapani, and Acala, who tramples on
Ganesa, the personification of obstacles. The last deity is Remati in her aspect as head of
demons.

Thus, the representation of Drigungpa in the Tashi Gomang Chérten shows a much
greater familiarity with the way such depictions are composed and executed in contempora-
neous central Tibet, but a close analysis of all its elements reveals that this familiarity does
not extend beyond the main elements. At first glance, the Tashi Gomang Chérten painting
depicts a central Tibetan topic in an unusual style, but the divergence of elements that are
canonical in other Drigung works not only indicates that here the painters were not familiar
with all aspects of the subject matter to be depicted, but also that it stands at the very begin-
ning of this canonisation.

Overall the iconographic programme of the Tashi Gomang Chérten is clearly commem-
orative and concerned with the rebirth of the entombed. The Sakyasimha mandala on its
ceiling directly goes back to the Tantra for the Purification of All Bad Migrations and in both the
Dukhang and the Sumtsek is connected to Prajfiaparamita, who also presides the mandala on
the north side of the chérten. The Amoghapasa mandala on the south side is used in a com-
memorative context. Together they stand for the avoidance of the lower realms of rebirth,
while the repeated depictions of Buddha Aksobhya evoke his paradise Abhirati as an ideal
locale for the next life. The chdrten thus was probably dedicated to Tsiiltrim O himself or an
eminent monk in his environment, the representation of Drigungpa referencing the adher-
ence to this teacher.
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Previous page: The aged monk on
the north side wears a patchwork
robe and is surrounded by the five
esoteric Buddhas in monastic robes.
This composition and the ritual per-
formed underneath him may well
indicate that he has already passed
away, and that the chérten is dedi-
cated to him. L2010 (digitally merged).

252 In this chorten, Drigungpa is
surrounded with deities as they
typically occur on central Tibetan
scroll paintings (thang ka) of the
Drigung school. That all elements of
this depiction have their idiosyncra-
sies indicates the early date of this
representation. The impression of an
enclosed composition is furthered
by the separation of this panel from
the side ones featuring the two local
monks. CL2010(4074)
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253 Both the central four fold

images of the Bodhisattva Mafjusri
in different colours and the radiat-
ing ceiling beams are unique fea-
tures of the Jampel Lhakhang. This
view also shows some of the original
wooden elements of the lantern
ceiling that once covered the square
above the images. The red Mafijusri
faces the back wall of the temple,
which is also dedicated to Mafijusri.

254 Detail of a medallion on one of
the ceiling panels showing a hunter
shooting an arrow backwards. The
depiction can be taken as repre-
sentative of the sketchy but accom-
plished paintings on the ceiling.

The Jampel Lhakhang

Within the monastic complex the Jampel Lhakhang (jam dpal lha khang) or Mafijuéri Temple
lies at the lower end closest to the Indus River (13, 16). Originally this temple was a free-stand-
ing square structure with a two-pillar veranda in front of it (261). The lower quality of its dec-
oration and considerable alterations over time obscure the importance of this unique monu-
ment.?” Indeed, what is preserved of the temple’s original decoration is no match in quality
to those previously discussed in this volume or the Sumtsek, and its sculptures have been
repainted with modern colours (253). Nevertheless, the structure itself, the woodcarvings
on door and pillars, the themes painted on the walls and especially the ceilings decoration
are still reminiscent of the major Alchi temples (254). Due to their poor state of preservation,
most of these elements are described in the development chapter (page 367 ff.).

The interior of the temple is constructed around the four central images of Namasamgiti
Mafjusri seated on wide common throne platform. This large and approximately
eighty-six-centimetres-high platform leaves only a rather narrow circumambulation pas-
sage. In the corners of the platform stand the four interior pillars forming a central square
around the images and their frames. Their cross-shaped capitals support a central square
of beams above the images (253). The lantern opening up above this square is a more recent
intervention. Originally there was a lantern ceiling above the images, the fragments of which
are still reused to support the present lantern and recognisable by their painting (253).
Uniquely, cross-beams radiating from this central square to the walls support the well pre-
served ceiling above the circumambulation path (253, 264, 265, 268).

The centre of the platform in the middle of the temple is occupied by the complex
three-dimensional throne construction framing a seated, four-armed Mafijusri on each side.
The images and their frames have been completely repainted in recent times, but almost all
their other features—the frame, the moulds, the lotus-petals, the style of the images and the
construction technique—indicate that these images are original to the monument. Icono-
graphically, the four images are identical apart from their colours. All are one-headed and
four-armed, and once held a sword, a book on top of a blue lily, a bow, and an arrow.

Entering the temple, the visitor first encounters the gold-painted image, which previously
was yellow (264, 372). The Manjusri image facing the left side wall is white today (265) and
faces a wall dedicated to Buddha Amitabha, and a red Mafijusri sculpture faces the back wall
(253), which is covered with repeated images of Namasamgiti Mafijusri around two central
panels. In terms of their main elements, the sculpted frames in the Jampel Lhakhang are
identical to those painted around Mafjusri on the central panels of the main wall and the
Mafijuséri panels flanking the Mafijusri image on the right side wall of the Sumtsek (631, 632).
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255 Top left: The front (southeast) elevation of the Lot-
sawa Lhakhang (left) and the Jampel Lhakhang (right).

256 Top right: The longitudinal section (C-C) through
the Lotsawa Lhakhang and its veranda.

257 Middle left: Cross section (A-A) through both tem-
ples showing the window in the wall shared between
them.

258 Middle right: The longitudinal section (B-B) through
the Jampel Lhakhang, with the solid pedestal of the

four main sculptures in the middle of the room, and its
veranda.

259 Middle left: The ceiling construction of the two
temples differs significantly, the one of the Jampel
Lhakhang unique to this building.

260 Bottom left: The floor plan of the two buildings.

261 The two three-dimensional sections of the Jampel
Lhakhang show the temple as an independent structure
and with its lantern ceiling tentatively reconstructed.

All plans Neuwirth & Auer, TU Graz 2020
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ARCHITECTURE

The Jampel Lhakhang (Jampel Lhakhang) and the Lotsawa
Lhakhang are similar in cubature and construction. The open
verandas of both temples have approximately the same ori-
entation as the Main Temple and are located in the south-
east. The Jampel Lhakhang, which stands on the northeast-
ern side, was originally freestanding. The Lotsawa Lhakhang
was added later and the original window, which previously
led to the open air has been preserved in the middle wall
until today (257). Both verandas are slightly elevated, each
with two columns and side half-columns with carved capitals
bearing the roof structure. The left Lotsawa half-pillar was
reconstructed during the restoration.

The verandas are designed to liken each other in appear-
ance and dimensions (362): the one of the Jampel Lhakhang is
5.84 metres wide and 2.59 metres deep, slightly deviating in
the northeast to 2.44 metres, the one of the Lotsawa Lhakhang
is 6.11 metres wide and 2.57 metres deep. The parapet above
both verandas runs horizontally at the same height, but due
to the difference in the floor level, the Lotsawa’s veranda is
2.33 metres to the main beam of the ceiling, while that of the
Jampel Lhakhang is 2.63 metres.

The interiors of both temples are roughly square and have
almost the same dimensions. Entering the Jampel Lhakhang,
the length of the southwest wall on the left is 5.90 metres,
the opposite northeast wall on the right side is 5.64 metres.
The back wall in the northwest has with 5.71 metres nearly
the same length as the front southeast wall with 5.72 metres.
Inside the Lotsawa Lhakhang, the right wall is 5.93 metres,
the southwest wall on the left 5.71 metres long. The back wall
measures 6.09 metres, the front wall 5.91 metres.

]

The interiors of the two temples, however, could not be
more different spatially. In the Jampel Lhakhang the four
centrally positioned sculptures of the Bodhisattva Mafjusri
are placed on a 0.86-metres-high solid pedestal, which leaves
only a narrow passage of 0.99 metres free for circumambu-
lation. The four wooden columns with their elaborate bases
and cross consoles stand on the corners of this pedestal and
support the circumferential ring beam of the radial wooden
ceiling construction (258). The room height is 4.37 metres to
the lower edge of the ceiling. The central area of the ceiling
directly above the sculpture was renewed and a lantern with
glass panels on the southeast and southwest sides was added.
Fragments of the original lantern ceiling have been reused in
this area. Originally, the room was lit only by three windows,
each 0.35 m wide and 0.41 m high, which are located in the
centre of the three walls, the southwestern window extend-
ing into the Lotsawa Lhakhang today.

The Lotsawa Lhakhang has four wooden columns bear-
ing the main beams of the ceiling in its interior. The room
is 3.98 metres high. In the centre of the ceiling is a bricked
lantern which tapers in two steps. Above a square opening of
1.72 metres with 1.40 metres high painted side walls, there
is a circumferential wooden construction reducing the clear
width of the square opening to 0.81 metres. The total height
of the room from the floor level to the ceiling of the lantern
is 6.30 metres. On the southeast side of the lantern there are
two openings that illuminate the room. A solid altar base is
located in front of the northwest side of the interior.

Holger Neuwirth & Carmen Auer
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262 Three of the ceiling panels with
painted textiles of different produc-
tion techniques. They are presented
with borders as if these textiles
would have been cut and tailored for
the available space.

Particularly noteworthy are the depiction of the animals between the flanking pillars. As
in the paintings, the square compartments of the throne base are occupied by a selection
of objects belonging to the seven treasures (saptaratna) and the eight auspicious symbols
(astamangala). The flower-shaped wish-fulfilling jewel (ratna) also occurs in the same form in
both sculpture and painting. Thus there is no doubt that what remains of the original murals
and sculptures is contemporaneous and original to the monument. Finally, the Mafijusri
image on the right side wall, which is dedicated to Buddha Aksobhya is bright blue (268), but
originally had a darker hue.

As discussed with the earliest representation of this four-armed Mafijuéri in the Dukhang
(page 226f.), this form of the Bodhisattva derives from the Litany of Names of Mafijusri (Mafiju-
$rinamasamgiti). Its usual colour is orange, as in the back wall panels of this temple, but in the
Sumtsek and here he is also represented in the colours of the five esoteric Buddhas. With the
main sculptures of the temple, one would expect these colours to match the directions of the
respective Buddhas, but this cannot be confirmed.?*

Conceptually, the temple faces south as the side walls are dedicated to the Buddhas of
the west, Amitabha, and east, Aksobhya, respectively. Such a reading would be confirmed if
the sculpture facing the entrance was originally yellow. However, this image may also have
been orange, referencing the main form of the Bodhisattva. If this was the case and the other
images retained their original colouring, they reference the Buddhas Vairocana, Amitabha
and Aksobhya in a clockwise succession, a core group among the five esoteric Buddhas. There
is an inconsistency in this reading also: in the Sumtsek, the sculpture of Mafijusri is attrib-
uted to the family of Buddha Aksobhya (346), but who would it be in the Jampel Lhakhang?
The configuration of the temple resists an attribution to a Buddha, but Buddha Aksobhya
was also depicted on the vertical faces of the lantern ceiling above the Mafijusri images (370).
However, ultimately the multiple forms of Mafijusri in the colours of the five Buddhas imply
that he is encompassing the five esoteric Buddhas and is superior to them. This conforms to
conceptions of Mafijusri from the Litany of Names of Mafijusri that carry this symbolism explic-
itly, namely Gnosis-Being Mafijusri (Mafjusri Jfianasattva) as it is alluded to in verse 27 and
elaborated in commentaries on it,”° and Mafijusri Adibuddha, who emanates from the heart
of Vairocana and is depicted in the Sumtsek (see also page 762 ft.).

The wooden planks of the ceiling covering the ambulatory are painted with a similar
range of textile patterns as those in the Sumtsek, but they are somewhat less refined. In
addition, all its painted wooden panels have been moved at one stage, interrupting the paint
layer where the planks meet and partially disturbing the continuation of the painting (270).
Nevertheless, the variety of weaving and printing techniques represented, the imagination
that went into their conception and the skill with which they have been executed is still
remarkable. In addition, the narrowing spaces between the beams necessitated the skilful
adaptation of the patterns for each panel, adding an additional illusory effect to their rep-
resentation (266, 267).
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263 An elephant-headed creature with foliage occupying one of the ceil-
ing panels on the entrance side above the golden Mafijusri (264).

264 Entering the temple in front of the golden Mafijusri and looking
upwards offers a perfect view on the unusual ceiling construction, with
the spaces between radiating cross-beams filled with a rich array of tex-
tile patterns. From this side a roughly symmetrical distribution of these
patterns can be noticed.
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265 Walking in circumambulation around the images the white Mafiju-
$ri, facing the right side wall, is met second. Here the ceiling panels
alternate between simpler printed or dyed patterns with more complex
ones.

266 These two complex patterns demonstrate that the narrowing spaces
represented an additional challenge for the painters. In both cases the
painter tried to maintain the illusion of a real textile by keeping the
regularity of the pattern at least partially.
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267 In the left panel the regularity of the svastika pattern is retained
while the medallions on the right are simply enlarged with the available
space.

268 The blue Mafijusri faces Aksobhya on the right side wall.
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269 In the panel on the left hunters
on horseback shoot diverse animals,
a tiger crouching undisturbed. Both
hunters shoot backwards, their
arrows crossing above the deer
between them, but not aligned with
their positions. The pastel colouring
fully reveals the fine and quickly
executed drawing that outlines all
details.

270 On the right a black ground
panel is filled with elephant-headed
aquatic creatures (makara). Largely
arranged in pairs their tails merge
when they are directed towards
each other. The painters varied their
appearance more than would be
practical for textile production. That
the wooden boards supporting the
painting are not fully aligned any-
more indicates a major restoration
of the ceiling.
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271 In two of the ceiling panels of
the Jampel Lhakhang the three-hare
motif occupies the centre of large
medallions with an outer ring of
birds. In one of them it is juxtaposed
with the hunter motif (267), while
here birds and lions may also occupy
the centre. Hunters on horse and

on foot are also the subject of the
neighbouring panel in black and
white.

272 See in detail, the sketchiness
of the paintings make it difficult to
recognise the animals depicted.

307



I]'

Lo T

i)

|
f 1 L

. ] = | |
[

i

=L gy :ip
H' [-\."' - ;.
r?) f"’?
% ikl i
of ¥ . v .
"I:-,I . El A

e

T R] i ] gy

273 The composition of Sakyamuni
flanked by diverse audiences can
be traced back to the description

of a superior cloth paintings that

is ‘beneficial to see’ (mthong ba don
ldan) in the Root Tantra of Mafiju-

$ri (Mafijusrimiilakalpa), a popular
early Esoteric Buddhist text. In the
Lhakhang Soma, this is the central
theme on the main wall. Combining
this auspicious depiction with a row
of seven Green Tara at the bottom
is characteristic for the Drigung
school, as the theme of seven Tara
goes back to a prayer attributed to
Drigunpa.

274 Under the main composition,
the Tibetan yogini and consort of
Padampa Sanggyé, Machik Lapdrén
(ma cig lab sgron) is associated with
Green Tara rescuing from the eight
dangers. She plays a hand drum
(damaru) and thigh bone trumpet
(rkang gling).

The Lhakhang Soma

It makes perfect sense if the name ‘New Temple’, translating Lhakhang Soma as pronounced
in the local dialect, goes back to the temple’s foundation.”*® At that time, probably in the
second quarter of the fourteenth century,?”” everything about this temple was new, its archi-
tecture, its artisanship and especially the topics depicted in the murals on the main wall.
While previous monuments have shown the emergence of some new trends arriving from
central Tibet with the Kagyii schools, in this temple they take centre stage on the main wall
(273, 274). The temple is also the product of a new political, economic and religious environ-
ment in which the profits from long-distance trade have severely reduced and the western
Himalayan branch of the Drigung school dominates quite independently from central Tibet,
where its main monastery has been raided to the ground.”*

The Lhakhang Soma is located on the village side of the sacred area to the south of the
Sumtsek. While the temple got considerable attention in the pioneer studies on the Alchi
monuments—and actually played a prominent role in the art history of the Himalayan
region?”—it receives little attention today. On the one hand this may well be due to the infe-
rior quality of its murals, but they are not without charm. On the other hand this may be due
to the temple’s position within the compound hidden behind the only house built within the
sacred area as well as its inconspicuous exterior (16, 464). However that may be, over the
years it also became increasingly difficult to see the temple, as the caretaker monks are too
few to enable visits to all the monuments given the high visitor numbers.*°

Architecturally, the temple is a one-storied structure with a roughly square ground plan
(275, 276). 1ts door is made up of multiple interlocked components but not decorated (466). In
the interior two pillars along the central axis support two main beams. Their location indi-
cates that the Soma, too, is a commemorative monument, as the chérten in its centre must
have been planned in from the outset, even if its present shape is of a more recent restoration
(277).

The style of the temple’s murals differs starkly from that in the earlier temples. It is a
naive, local adaptation of painting styles predominant in central Tibetan regions at that
time, which themselves take Northeast Indian (Sharri) and Nepali (Beri) styles as their model.
Within the Alchi Choskhor, this change in artistic background is already reflected in the

Raised Chorten in the middle of the Main Temple’s courtyard (see page 394 ff.).

Despite these innovations, the rich local heritage has not been forgotten in the Lhakhang
Soma. Throughout the monument references to the earlier monuments can be found and
are elucidated in the following. Sadly, many of the lower murals of the Soma have suffered a
mutilation of faces, limiting what is presented in this chapter to the best preserved.
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275 Southeast elevation, sections and floor plans of the Lhakhang Soma.

The base of the temple is approximately square, the outer cube of the
temple has a side length of 7.05 metres at a total height of 4.88 metres
from the floor level of the interior to the top of the attic. The corners of
the flat roof above the northwest wall were emphasized by cube-shaped
roof structures. Neuwirth & Aver, TU Graz 2020

276 Spatial model of the Lhakhang Soma, on the left the longitudinal
section, and on the right the cross section. Neuwirth & Auer, TU Graz 2020
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277 Following page: In the centre of the Lhakhang Soma is a chorten of a
more recent shape than the temple. However, the structure of building,
with two columns along the central axis, indicates that a chorten was
placed there from the outset. The main wall features the Highest Yoga
Tantra deities along with the portraits of Pakmodrupa and Padma-
sambhava. On the right side wall, the Medicine Buddha features in the
central panel.

ARCHITECTURE
The Lhakhang Soma is situated on the west side of the sacred
area. The enclosure wall of the compound borders directly
on its side walls, which with the exception of the southeast
wall, are reinforced by conical buttresses. The attic of the flat
roof is accentuated in colour; a tier of branches visible on the
outside reflects the position of the ceiling construction in the
interior (464). The entrance is located in the middle of the
southeastern wall and consists of a simple wooden door in
a fourfold stepped wooden portal frame (466). The internal
floor level is 0.22 metres below the external ground level.
The room is 5.33 metres wide and 5.25 metres deep, with
a height of 3.98 metres up to the wooden ceiling panels. The
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wall thickness is 0.88 metres. The wooden beam ceiling is

supported by two main beams resting on the console capitals

of two fluted wooden columns and lion brackets on the side

walls (277). In the centre of the room, occupying the space

between the bases of the wooden columns, stands a chorten

on a square pedestal with a side length of 1.34 metres.
Holger Neuwirth & Carmen Auer
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278 Among the native deities sur-
rounding Mahakala the male ones
now take the upper hand, both in
position and number. This panel
shows a group of six of them to the
left of Mahakala, others are flanking
the door left and right. Among the
riders in this panel is also a snake
deity (klu; top left).

279 The Peacock Cape Lady still
takes a prominent position, but she
is now secondary to the male riders
and her retinue is considerably
smaller and includes an armoured
foot-soldier.

Tue ENTRY WALL

The link of the Lhakhang Soma to the earlier Alchi monuments is particularly apparent on the
entry wall. Comparing its composition with that of the same wall of the Dukhang there are
many parallels, a fact that distinguishes the Lhakhang Soma from other roughly contempora-
neous temples such as the temple of Alchi Shangrong or the Senggé Lhakhang in Lamayuru.?"
The actual topics depicted are adapted to the new religious background. Thus, above the door
is now a four-armed form of Mahakala holding sword and tantric staff (khatvarnga) in the side
arms besides curved knife and skull-cup (470).”! His retinue has changed as well, both in
his immediate surrounding—he is now associated with Cakrasamvara above him and Rakta-
yamari underneath—and the native deities he is represented with (278-280).

To the left of the entrance the main part of the Buddha’s life is represented in six super-
imposed rows (281-285). The life is then continued in a single row to the right of the entrance
(286-288) above an empty inscription panel and a large donor depiction (468-469). As in the
Dukhang the latter is divided into three parts, the lay followers on the left and the monks on
the right flanking a festive banquet scene. The few additional deities on this side are part of
the theme to which the left side wall is dedicated and are discussed below.
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280 Two of the armed riders to the left of Mahakala
brandishing lances. One has a bird on his hand,
presumably meant to represent a hunting falcon.

In parallel to the Royal Rider accompanying
Mahakala in the Dukhang, these riders may be
identified as drabla (dgra bla), but their representa-
tion in rows of galloping horses may well be
inspired by the local riders demonstrating their
military skills in the donor depiction there.
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LiFE OF THE BUDDHA

In the lower sections on both sides of the entrance unfolds the life of the Buddha with the
majority of the scenes presented in six horizontal rows to the left of the entrance. The loca-
tion and presentation of this topic thus parallels the Dukhang, and also some of the scenes
reference the earlier monuments. As with the life on Maitreya’s dhoti in the Sumtsek (page
544ff.), there is great emphasis on the events preceding the awakening at Bodhgaya and the
teaching career is only summarily represented. Like the life in the Dukhang (page 81ff.)
the story ends with the eight types of chorten after the Buddhas parinirvana (288). But the
story also includes a few events that happened between the awakening and the parinirvana,
which is only the case with the life shown on the Dukhang’s door (313).

The depiction in the Lhakhang Soma is remarkable for the naive charm that envelops
each scene and the overall composition. Like in the Dukhang, trees are used as scene separa-
tors, but now they are set against alternating red and blue backgrounds. The documentation
assembled focuses on the beginning and the end of the story, as these are also the best pre-
served. In the following the entire narrative is summarized in the form of short, sometimes
tentative, identifications of the scenes.*?

In the first row, the events in Tusita heaven (281) are followed by the descent from heaven,
also referred to as the dream of Maya (282), the birth (283), and reception of the newly born
on a sheet of cloth. The birth cycle continues in row two, where the Bodhisattva is welcomed
by his nurses,”* before he takes his first bath and the seven steps in each direction (284). The
representation of parallel births ends the birth cycle in the middle of this row. Following
the return to Kapilavastu, the Bodhisattva is examined by the sage Asita and predicts his
future buddhahood. The final scene shows what I take as the Bodhisattva inside a temple
worshipped by the deity of that temple (285).2

Row three continues the story with two scenes at school, the throwing of the elephant,
as well as the swimming and archery competitions. In row five the events at the harem and
the great departure are narrated, including the four excursions, the guarded palace and the
cutting of the hair.

In row five are the events following the departure, including the worship of the stupa of
the Bodhisattvas hair in heaven, the return of the horse and its eventual drowning.?"* The
final two scenes in this row show the Bodhisattva, depicted as a Buddha for the first time,
teaching seated on a lotus,” and his asceticism at the Nairafijana River.

Row six depicts the events surrounding the awakening: the village girl Sujata offers milk-
rice to the Bodhisattva after milking the cow, the victory over Mara, the Buddha tames the
elephant (the lion also attacking the Buddha in this scene seems to be a misunderstanding),
as well as several scenes in which the Buddha meets diverse personages, including an ascetic
carrying a basket on the back. The final scene shows the Buddha in meditation.

The narrative continues with a single row to the right of the entrance. These scenes,
depicted in a somewhat abbreviated form, most likely represent the first sermon (286), gods
in dialogue, the merchants Trapusa and Bhallika offering a sweet dish (287), the Buddha
teaching gods, snakes and man in three successive scenes, as well as the events around the
parinirvana (288).
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281 The Buddha’s life begins with the Bodhisattva teaching his fellow
gods in Tusita heaven. The Bodhisattva, performs the gesture of highest
awakening (bodhyagrimudra), indicating that he also represents Buddha
Vairocana, who in some conceptions is considered the sambhogakdya of
Sakyamuni. The following scene traverses two background areas, the red
one emphasising the enthroned Bodhisattva and his action, the conse-
cration of the Bodhisattva Maitreya who is kneeling in front of him, with
a helmet-shaped crown. The accompanying gods celebrate the event
through playing music and holding objects of honour and auspicious-
ness. The frieze demonstrates the clever and playful usage of back-
ground and scene dividers that can be observed throughout. The frame
outlining the red space may mark it as an interior.
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282 The Bodhisattva then descends from heaven to take rebirth in his
future mother, Maya, who dreams of an elephant entering her side.
Maya is lying sideways on a bed and is flanked by two gods, who honour
and protect her. A grey elephant with a red trunk is hovering in a cloud
above her head. The multi-coloured background emphasizes the event
and can be read as both the radiance that occurs at the event and a cloth
hanging decorating and separating Maya’s chamber.

283 The future Buddha is born from Maya’s right side while she grasps
the branch of a tree that also serves as scene separation. In contrast to
her representation in the Dukhang, Maya is here shown in Indian, rather
than local dress. The identity of the three figures flanking the scene is
unclear from the depiction, as they lack iconographic markers, but it is
likely Indra who receives the newly born.
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284 Immediately following the birth at Lumbini, the newly born is
received by nurses, who are dressed in local Ladakhi fashion but wear
crowns. The Bodhisattva is then bathed by the gods and performs seven
steps in each direction indicating his world-conquering nature. The
animals to the right honour the events and represent the contempora-
neous births of key protagonists in the Buddha’s life, such as the horse
Kanthaka. Each pair represents a mother with its child, as demonstrated
by the birth-giving mother in the upper right corner representing the
birth of the Bodhisattva’s future wife.
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285 Following the return to the city of Kapilavastu the signs of the
young Bodhisattva, seated on the lap of his royal father, are interpreted
by the sage Asita and a fellow brahmin. The two sages are represented
twice, once when Asita observes the Buddha’s hand and once when he
grieves that he will not be able to benefit from the Bodhisattva’s future
awakening. In the unusual scene on the right the young, red Bodhi-
sattva, probably referencing Rakta Lokesvara, is shown standing inside
the temple, while a haloed god and his human vehicle worship him with
their hands folded.”*
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286 Following the awakening, the Buddha begins teaching at the deer
park of Sarnath. The scene shows none of the characteristic visual
markers of the event, such as the deer flanking the wheel of the Dharma
or the five monks who attended the event. Here only two seated monks
flank the Buddha, while an additional Buddha stands by, as in all the
following scenes. This secondary Buddha is unique for this depiction and
may mark the scenes as deriving from the Buddha’s own narration. His
addition makes the scene to the right, gods or Bodhisattvas in conversa-
tion with each other, more puzzling, as it marks it as a separate event.
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287 The middle scenes of the frieze are dedicated to the Buddha’s teach-

ing career. In the upper left area we see the enthroned Buddha receiv-

ing the merchants Trapusa and Bhallika offering a sweet dish as they

passed by with their caravan, here represented by the loaded ox. The

scene underneath warrants several interpretations, but likely depicts

the Buddha teaching the gods. The horse to their side with a triple jewel

floating above its saddle probably belongs to the scene above. In the two

superimposed scenes on the right the Buddha teaches a pair of snake

deities (ndaga) and humans respectively. These teaching scenes may also

represent the three vehicles, Mahayana originally taught to the naga and 1 i , i o (0 Ty C E
Vajrayana to the gods.?” 1l : = 1 e - . ;:_"":::,
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288 The life is concluded with the Buddha’s parinirvana. Above the B AN il 1 . | ’ T '-.‘ ii
Buddha has his final rest on a bed, a monk seated to his feet has his hand - ; 1 ! iﬂ ik Ig [
raised in a gesture of mourning. Underneath the Buddha’s body—shown - | [ : T "'iﬂ
seated and teaching on a throne—is cremated and attended by a mourn- I Rl = ;

ing monks. The meditating monk seated directly in front of the throne \ —— { - =63 . g : -
with his back to the viewer can be traced back to depictions of the L, - . \ R m *_:,.‘
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parinirvana in Gandharan art.?® That the Buddha’s life is a mere display ; ! % |
following a pattern of canonical life events is hinted at by the teaching | - e = M = : i inadta ———
Buddha seated atop the eight stupas along the right edge, the latter sym- . 1 o - | f‘, ~ -«-F‘ﬁ."l L3
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289 In this variant, the Sarvavid

mandala has only one palace with a

central square surrounded by two

more squares. The assembly consists

of the following groups of deities
read from the centre outwards:

+ In the central circle divided into
nine compartments: Sarvavid
Vairocana surrounded by four
Buddhas and four goddesses.

+ In the circle surrounding
the central one: the sixteen
Mahabodhisattvas.

+ In the corners of the central
square: the four inner offering
goddesses.

+ In the centre of the four sides of
the second square: four wrathful
gate-keepers.??

+ Along the sides of the second
square: sixteen Bodhisattvas of
the fortunate aeon.

+ In the corners of the second
square: the four outer offering
goddesses.

+ Along the sides of the third
square: sixteen hearers (Sravaka)
and twelve solitary Buddhas

(pratyekabuddha).

+ In the gates of the third square:
sixteen wrathful gate-keepers,
four in each direction.

Three of the four corners around the

mandala are occupied by wisdom
deities, while the fourth shows
monks performing a ritual (290).

THE LEFT WALL

The left side wall is dominated by three mandalas along the upper part of the wall and seven
additional mandala assemblies underneath. Two more assemblies on the entry wall belong to
the same configuration, as all topics derive from the same source, the Tantra for the Purifica-
tion of All Bad Migrations (Sarvadurgatiparisodhanatantra). Thus, in this temple the entire cycle
of the Tantra is represented, and this emphasis confirms the commemorative function of the
temple already noticed.

The three full mandalas are arranged in a hierarchy from the back wall to the entry wall.
The first two of them replicate those on the right side wall of the Dukhang, namely the Sarva-
vid mandala (289) and the Sakyasimha mandala (293), in new variants. In both cases, these
variants lack the outermost assembly and thus appear less complex. There is also no explicit
rendering of the four realms of rebirth around them. The third mandala is a seventeen-de-
ity rendering of the Amitayus mandala (292).?° The hierarchy represented derives from the
tantra itself and its interpretation. The Sarvavid mandala is the root mandala of this cycle,
and is most often represented. The practice of the Sakyasimha mandala is specifically aimed
at preventing bad rebirths, and the Amitayus mandala serves to alleviate the obstructions of
karma.

The same hierarchical arrangement has been used for the mandalas assemblies along the
bottom of the wall, and they are thus listed below from the main wall towards the entrance.
Underneath the Sarvavid mandala are the assemblies of the Vajrapani mandala, meant to
prevent sudden death, and the Cakravartin mandala, which is meant to benefit all living
beings.?”! Together with the Mandala of the Fierce Divinities (Vajrakrodha mandala), which is
destructive in nature, the mandalas listed so far are classified as the super worldly (lokottara)
mandalas of the cycle.?”?

The remaining six mandalas, all represented by their assembly only, are classified as
worldly (laukika), and serve to appease gods and spirits and protect from their actions. Con-
tinuing from the main wall towards the entrance, they are the Mandala of the Four Great
Kings (Caturmaharaja mandala, 293), the Mandala of the Directional Guardians (Dikpala man-
dala, 293), the Mandala of the Great Heavenly Bodies (Mahagraha mandala, 292), the Mandala
of the Great Snakes (Mahanaga mandala, 292), the Mandala of the Great Bhairava (Maha-
bhairava mandala) and the Mandala of the Great Gods (Mahadeva mandala).??* The latter two
mandalas are represented on the entry wall just above the last row of the Buddha’s life. The
assembly of the long life goddess Usnisavijaya, represented to their side, complements the
theme of life and rebirth of this cycle well.
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290 In the bottom left corner of the Sarvavid mandala, the
monks perform its ritual. They are wearing Tibetan monastic
dress with sleeveless vest, red outer garment and a red pointed
hat. While we can assume from the context of the temple that
these are Kagyii monks, there is no way to distinguish their
sectarian affiliation further. In fact, while earlier monuments
specifically reference Drigungpa in prominent positions, his only
representation in the Lhakhang Soma is rather minor. Instead,
it is Pakmodrupa, to whom eight Kagyii schools are traced back,
who is emphasized on the main wall. The representation of a
white robed ascetic (ras pa) and Padampa Sanggyé in the upper
corners of the same mandala (289) confirm such a wider Kagyii
school reading.

Note the depiction of the eyes of the main ritual master; they
combine the idealised rendering deriving from eastern Indian
Buddha depictions with the projection of the further eye so typi-
cal of early western Himalayan art.

This depiction is also remarkable for the careful rendering of
the ritual mandala and the implements surrounding it including
vajra and bell, water vases, a conch shell and other offerings on
typical three-legged stands.
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291 Three of the corners around the Sarvavid mandala are
occupied by wisdom deities, two of them showing four-armed
forms of the Bodhisattva Mafijusri, while the upper right corner
has a four-armed form of the goddess Prajfiaparamita (289). The
two forms of Mafjusri are identical with the exception of their
colour, the one in the upper left corner being orange, while the
one depicted here is red. This reading assumes that the absence
of the book on top of the blue lily in the case of the red Mafijusri
is not intentional.

While it is clear that the presence of the two forms of Mafijusri
together with this Yoga Tantra mandala references the earlier
monuments, one may just think of his depiction between the two
mandalas of the same cycle in the Dukhang (196), their combina-
tion here may be read in different ways. On the one hand, the red
Mafijusri can be read as sub-form of the orange one, as is the case
in the earlier monuments. Then the red Mafjusri would stand
for the lotus family and its emphasis on compassion, fitting its
context very well. This reading would indicate a continuity from
the earlier monuments. On the other hand, the red Mafjusri can
be interpreted as an independent form, which would indicate a
break from the earlier local tradition.?”
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292 The two mandalas on this page
are shown in their relative position
to each other.

In the top is the seventeen-deity
mandala of the King of Long Life, a
form of Buddha Amitayus. Its assem-
bly consists of the following groups
of deities read from the centre
outwards:

+ Inthe central circle: Amitayus
surrounded by four Bodhisattvas
headed by Vajrapani.

+ In the corners of the two squares:
the four inner and four outer
offering goddesses.

+ In the gates: four wrathful
gate-keepers.

The mandala is surrounded by
diverse forms of Avalokite$vara (top)
as well as Acala and Vajrapani.

In the bottom left is a thirteen-de-
ity mandala assembly of the great
snakes (Mahanaga mandala). In

it Vajrapani is surrounded by the
group of eight great naga, and
gate-keepers occupy the doors.
Twenty Buddhas surround the
actual mandala assembly.

In the bottom right is a for-
ty-one-deity mandala assembly of
the wrathful Vajrapani surrounded
by the eight great celestial bodies
(graha) and twenty-eight lunar
mansions (Mahagraha mandala; the
second row on the right is cut off in
this photograph but can be seen in
figure 293).

293 This variant of the Sakyasimha
mandala has thirty-eight deities
distributed in two squares within a
single palace. Its assembly consists
of the following groups of deities
read from the centre outwards:

+ In the eight spoked wheel topped
by an eight-petalled lotus Sakya-
simha surrounded by eight Usnisa
Buddhas. As in the Dukhang and
Sumtsek versions, an additional
white, four-armed Prajfiaparamita
is represented on the eastern
petal of the central lotus.

+ Inthe corners of the inner square:
four inner offering goddesses.

+ Along the sides of the
outer square: the sixteen
Mahabodhisattvas.

+ In the corners of the outer square:
the four outer offering goddesses.

+ At the gates of the outer square:
four wrathful gate-keepers.

Underneath the mandala are two
more assemblies of the same tantric
cycle. On the left is a twenty-one-de-
ity assembly of Vajrasattva sur-
rounded by the guardians of the
directions (Dikpala mandala). In the
centre right is the nine-deity man-
dala of Vajrapani and the Four Great
Kings (Caturmaharaja mandala). The
assembly cut off at the right is that
of wrathful Vajrapani accompanied
by the bhairava, a set of wrathful
deities (Mahabhairava mandala).
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294 Left side of the main wall with
diverse esoteric topics in a patch-
work like arrangement of composi-
tions that derive from Tibetan scroll
paintings (thang ka). In the top row
are the aspiration deities Vajrapani,
Guhyasamaja Aksobhyavajra, and
Kalacakra. In the centre, are the
standing four-armed Maitreya,
Green Tara rescuing from the eight
dangers, and the triad of Sadaksara
Loke$vara. In the bottom the central
blue Vajrasattva is flanked by wrath-
ful and peaceful deities signifying
protection. Among these is Guru
Drakpo (gu ru drag po), a wrathful
manifestation of Padmasambhava,
which accounts for the prominence
of Nyingma school derived transmis-
sions for the iconographic pro-
gramme of the Lhakhang Soma.

THE MAIN WALL

The actual innovation of the temple is the main wall, which displays a large array of highest
esoteric teachings not previously depicted at Alchi. Thereby it combines teachings promoted
by the so-called ‘new schools’—the Kagyii and Sakya schools—with Nyingma school derived
teaching that claim their origin from the legendary activities of the eighth-century ritual
master Padmasambhava, who is also depicted on this wall (299).

New is also the composition of the wall placing the diverse subjects side by side in arrange-
ments deriving from the Tibetan scroll painting (thang ka) with a large central figure sur-
rounded by secondary ones on all sides (294, 298). Consequently, much of the composition
of this wall resembles differently sized thangka hung besides each other to cover the wall.
This fact may well indicate that the subjects depicted in this way were first communicated
via such scroll paintings. However, the typical scroll composition also has turned out to be
most suitable to communicate the authentic derivations of the teachings through a teach-
ing lineage represented above the main subject, and thus fitted the agenda of the schools
competing at the time. Thus, while at Alchi we have one of the earliest depictions of such a
composition with the depiction of Drigungpa in the Tashi Gomang Chéorten (252), it is only
with the Lhakhang Soma that the central Tibet derived teachings come fully to the fore. This
goes hand in hand with a change of the monastic robes in which the local monks are depicted
(290).

Only the main theme of this wall (273), a teaching Sakyamuni in a composition ‘benefi-
cial to see’ (mthong ba don ldan) deriving from the Root Tantra of Mafijusri (Mafijusrimilakalpa)
can specifically be connected to the Drigung school, as the row of seven Tara underneath it
directly reference the life of Drigungpa.?”> The top row of the highest esoteric deities shows
Vajrapani, Guhyasamaja Aksobhyavajra, and Kalacakra (295) on the left (294), and Hevajra,
Cakrasamvara (296) and Mahamaya (297) on the right (298). Each of these is associated with
a generic Kagyii lineage, and only with the last deity a lama bears the specific characteristics
of portraits of Drigungpa, white skin and a receding hairline (297). He is seated at the top
right corner of the entire wall, and thus may well refer to its entirety, but he is not depicted
elsewhere or in a larger format.

Instead, the Tibetan monk that is emphasized on main wall is likely Drigungpa’s teacher
Pakmodrupa Dorjé Gyelpo (phag mo gru pa rdo rje rgyal po; 1110-1170), who is shown in Tibetan
monastic garb and wearing a Kagyii school hat, and has the generic Kagyii lineage above
him. He here stands for the highest tantric teachings that are not derived from Padma-
sambhava, whose portrait is directly to his side. In other words, the Lhakhang Soma is much
less emphatically Drigung than one would assume from the by then long association of Alchi
with this school. Like the earlier monuments the Lhakhang Soma links to current develop-
ments in central Tibet, namely the rise of the Pagmodrupa dynasty and Densatil (gdan sa
mthil) monastery.?*
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295 The details from among the
aspiration deities along the upper
edge of the main wall demonstrate
both the conceptual and compo-
sitional links to central Tibetan
thangka painting and the idio-
syncrasies of the Lhakhang Soma
paintings.

Among the aspiration deities
depicted in the uppermost row

in the left part of the wall (294)
Kalacakra takes the most prominent
position immediately to the side of
the central Buddha.

The upper row features the five
esoteric Buddhas with Vairocana
in their centre. They are flanked by
Sadaksara Loke$vara and Vajras-
attva, with a dark blue Vajrasattva
directly under the white one. The
remaining deities are personified
offerings in the form of the sixteen
offering goddesses (mchod pa'i Tha
mo bcu drug) and two four-armed
Bodhisattvas who hold incense and
musical instruments among other
attributes.

296 In the upper row of this compo-
sition is an abbreviated transmission
lineage that oddly features a Buddha
between the mahasiddha and a lay
disciple that looks like Marpa.

The central panel is dedicated to
the subject of this transmission,
the assembly of a seventeen-deity
mandala of Sahaja Cakrasamvara
embracing his consort Vajrayogini.
In the mandala the four four-armed
yogini and the four vases occupy the
eight petals of the central lotus.
Four twelve-armed deities with
consorts in the colours of the four
secondary Buddhas form a second
group, and the four animal-headed
gate-keepers and bi-coloured yogini
form a third group occupying the
gates and intermediate directions.

The eight four-armed offering
goddesses in the bottom row of this
painting as well as the sixteen offer-
ing goddesses in 295 are particu-
larly telling in their stance, which
directly compares to central Tibetan
thangka paintings and sculptural
panels of Densatil.?””
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297 The deity in the top right corner
of the main wall is Mahamaya,
clearly the least common among the
aspiration deities represented. The
god is four-faced and four-armed
and holds tantric staff (khatvarnga)
and skull-cup (kapala) in his main
arms embracing the consort, while
the outer arms hold bow and arrow.
His red consort also has four arms
and carries the same attributes.

Only the four vases and the four
deities flanking the legs belong to
the actual mandala assembly, and it
is unclear how the remaining figures
relate to the theme.

In the somewhat confused Kagyii
school lineage on the top Drigungpa
in the top right corner is singled out
through his white skin and receding
hairline. His position probably has
been chosen not only in relation to
this depiction, but to the entire wall
(see figure 298).

298 The right side of the main wall
is more evenly composed than the
left. In the top are six separate
assemblies of approximately the
same size with two teacher rep-
resentations in the lower of the two
rows. In the bottom small single dei-
ties in three rows are placed besides
a large assembly of Hayagriva. At the
bottom are fourteen of the thir-
ty-five Buddhas of confession.

The aspiration deities in the top row
are from left to right Hevajra, Sahaja
Cakrasamvara (296) and Mahamaya
(297). The middle row, is explained
in detail in the caption of figure 299.
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299 The middle panels to the right of the central Buddha on the main
wall (273) provide information on the religious context of the Lhakhang
Soma paintings. On the left is a mandala assembly of White Amitayus
transmitted from Padmasambhava, who is represented in the top centre
of this panel. The same teacher occupies the centre of the panel on the
right, which shows him together with his eight manifestations. He can
easily be recognised by his feathered hat, the dress that combines royal
and monastic robes, and his attributes, vajra and skull-cup (kapala) along
a tantric staff (khatvanga).

Crucial, however, is the teacher depicted in the central panel the
identity of which has puzzled scholars so far. I propose to identify him
as Pakmodrupa Dorjé Gyelpo (phag mo gru pa rdo rje rgyal po; 1110-1170)
who is commonly portrayed with a beard. He is the immediate teacher
of the founder of the Drigung school, Jikten Gonpo (1143-1217), who

has been depicted in previous Alchi monuments. The shift to Pakmo-
drupa indicates a more general Kagyii context for this monument, quite
distinct from the temple of Alchi Shangrong which is more specifically
Drigung Kagyii. Nyingma teachings feature prominently in both and are
also in evidence on this wall through the three-headed, and six-armed
Hayagriva in the centre of the cut-off bottom right panel.
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THE RIGHT WALL

300 The right wall is filled with predominantly blue Buddhas, the cen-
tral panel featuring the Medicine Buddha Bhaisajyaguru holding a myro-
balan fruit in his right hand at the knee and a begging bowl (patra) in the
left. Two smaller panels at a lower level feature the Buddhas Sakya-
muni and Aksobhya, the latter presiding the repeated depictions of this
Buddha all across the wall. Among those and aligning with the throne of
Bhaisajyaguru are two Buddha groups. The ones on the left are clearly
the five esoteric Buddhas wearing monastic robes with Amitabha and
Amoghasiddhi in reversed relative position. The six Buddhas on the left
probably complete the set of Seven Medicine Buddhas, but their iconog-
raphy references the five esoteric Buddhas as well and their association
with an interspersed Vajradhara adds further doubt to their identity.




301 The Sumtsek seen from across
the boundary walls in 1982. Note
that at this stage, much of the
wooden framework of the veranda
in front of the top storey was still
preserved.

302 Carving of a protector deity or
gate-keeper on the left side of the
Dukhang door. This protector and its
twin on the right side of the door are
obscured by the later walls separat-
ing the side chapels built into the
veranda. (|

The Development of the Sacred Area

BY CHRISTIAN Luczanits & HoLGER NEUWIRTH??®

Besides the main monuments, to which separate chapters are dedicated, there are numer-
ous others of lesser quality throughout the complex that document the rich history of the
site. They demonstrate that the foundation of the Alchi Dukhang was at the beginning of
a religious flourishing of the site that was to last for approximately one-hundred and fifty
years, with the Lhakhang Soma standing at its end. Major donor support then appears to
have moved elsewhere in the village to the complexes of Shangrong and Tsatsapuri, which
are beyond the scope of this chapter.

While harmonious in its appearance until recently and surprisingly well preserved (301),
the present condition of the Alchi Choskhor is the result of a long chain of additions and alter-
ations to the complex as a whole and to the monuments within it. A comparative approach
focusing on the different historical stages of the buildings and the complex in an interdis-
ciplinary manner yielded a lot of new information. This detailed interdisciplinary survey of
the buildings and their artistic decoration makes it not only possible to extract a complex
picture of the earliest development of the monastic complex, but also allows to reconstruct
its chronology in some detail. Understanding the monuments in their interrelationship is
also important for their interpretation. Observations made in the previous chapters are,
thus, based on the broader perspective on the development of the complex outlined in this
chapter.

This chapter demonstrates the development of the earliest buildings within the temple
complex from an architectural and art historical perspective. It presents the structural units
in their most likely relative chronology, but there are several instances of closely related
monuments for which the evidence is not entirely clear, and the actual presentation has
been arranged according to the relationship of the decorations content. The period covered
ranges from the foundation in the late twelfth century, the earliest possible date for the
founding of the Dukhang in the centre of the complex, to renovations done in recent decades,
but the later history of the monuments will be covered only in so far as it is directly relevant
for reconstructing the early history of the complex. Of all the monuments in the complex,
two are of particular interest: the area of the Main Temple (gtsug lag khang) including its
courtyard has been affected by numerous changes through time, and the Jampel Lhakhang
(Mafijusri Temple) the original appearance of which has been altered considerably obscuring
that it once was a separate structure (303).




METHODOLOGY

The architecture of the Alchi complex has received considerable attention in the pioneering
study of Romi Khosla, which focuses on the status quo at the time of recording, the nine-
teen-seventies.””” In the meantime, both the methodologies and the technical possibilities
in architectural documentation and their presentation have changed considerably, allowing
not only for a more detailed true to size recording of the complex, but also for its three-di-
mensional representation from different perspectives (11, 17, 18). The new recording of the
complex reflects its condition in the early two-thousands, with 2003 being the cut-off point,
and not its present condition (see Recent Changes at the end of this chapter).

Many of the salient architectural features of Alchi Choskhor can be reconstructed on the
basis of the internal evidence, comparisons to other monuments throughout the wider west-
ern Himalayan region are crucial to evaluate others, in particular with regard to changes in
the architecture. As outlined in the chapter The Historical Background, page 19ff., cultur-
ally and art historically Alchi monastery is part of a small group of roughly contemporane-
ous and closely interrelated monuments. Of particular importance are the two monuments
closest to Alchi in historical context and craftsmanship, Mangyu and Sumda Chung, both
smaller and less well preserved.”** Other comparative monuments from approximately the
same historical context are either in ruins or single chérten.?”!

From an art historical perspective a number of features are crucial to support a relative
chronology of the structures within the complex. Iconographically two themes are empha-
sized, the increasing importance of Buddha Aksobhya and the occurrence of Drigung school
themes, in particular hierarch depictions, within the programme of the monuments. The
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303 The northern part of the sacred
area is dominated by the complex
structure of the Main Temple.
Access to the temple is provided
through the passage on the left

of the picture, which leads to a
large plain wall with a single small
entrance. Passing through this

door, one enters the partially roofed
courtyard in front of the Dukhang,
which also features the addition

of two towers to the sides of the
veranda, and the Raised Chérten in
the centre of the courtyard. This
entire area has been the subject of
many changes throughout the early
history of the monument.

The Jampel Lhakhang, the building
in the foreground, was an independ-
ent structure before the Lotsawa
Lhakhang was added at its southern
side. C12000(55,32), WHAV
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304 The three sections of the
Dukhang can also be distinguished
from the exterior. The niche in the
back of the temple is the highest
part of the building. The central
main hall today has a lantern, and
the veranda in front is the lowest
part and almost disappears between
the two flanking towers added to

it at a later stage. Of the latter, the
one in the foreground preserves
the original size, while the one in
the background has been expanded
rather recently. C12000(56,03), WHAY

305 Ruins of an outer wall following
the outlines of the Dukhang indicate
that it once had an ambulatory. Cl
2000 (56,16), WHAV.

——

former benefits from the fact that the Alchi temples were created at a time when the most
esoteric teachings became increasingly public, a transformation that is documented by the
shift from Buddha Vairocana to Buddha Aksobhya as the main one among the five esoteric
Buddhas. The Drigung school was one of the ‘new schools’ carrying this transformation, and
its loose association to Alchi is documented in several ways. As a matter of fact, Alchi is
the earliest preserved monument in which references to this school become apparent in its
visual programme. However, neither did the shift from Vairocana to Akobhya happen imme-
diately nor did Alchi become wholeheartedly a Drigung school monastery, and it is exactly
the ambivalence towards the new themes which makes them suitable markers of the trans-
formation process that took place during the time while the Alchi monuments were built.

Equally important for establishing a relative chronology is the consideration of the mate-
rial quality of the monuments as it is reflected in the architecture and the murals. The former
is apparent in the needs for later restorations, while the latter can be assessed on the basis
of the abundance and value of the paint used and the artistic quality of the sculptures and
paintings.

Last but not least, these observations have been strengthened by a re-evaluation of some
of the Alchi inscriptions, in particular the founding inscriptions of the Sumtsek (page 781 ff.)
and the Palden Drepung Chorten (page 406 ff.), the new finds of which have also been incor-
porated into this survey.

The principal orientation of the Alchi temples is towards the southeast, but the alighment
of each structure appears to have been adapted to the local topography. Situated on an ele-
vated ridge of the alluvial sloping plain above the Indus the width of the built area is rather
restricted (13). Most monuments also have a nominal orientation reflected in their icono-
graphic programme, which supports a southern orientation for all temples. In contrast, the
four earliest passage chorten are facing east.

DukHANG

The Assembly Hall or Dukhang ('du khang) is the largest structure at the centre of the sacred
area (chos 'khor), and dominates the structural complex of the Main Temple (gtsug lag khang).
The structure is unanimously seen as representing the oldest stage of the complex.
Architecturally, the original building of the Main Temple has a typical threefold struc-
ture consisting of a niche containing the holiest, in this case the clay sculptures surrounded
by murals forming a Vajradhatu mandala assembly. In front of it is a comparatively large
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almost square assembly hall with four pillars containing murals. Further, the original temple
included some form of an entry hall or veranda the original appearance of which must have
been similar to the present one (304, 307).

This threefold structure has many typological comparisons in the region, among them
in the Main Temples of Tabo and Nyarma, both foundations of the late tenth century, and
Sumda Chung contemporaneous with the Alchi temples. A comparison of these monuments
at the same scale reveals that the Alchi group foundations are considerably smaller than
those of the earlier Purang-Guge kingdom period (306). The comparison to the Main Temple
in Nyarma further shows that walls behind the Main Temple of Alchi can be interpreted
as remains of an original ambulatory (305). These remains are so fragmentary that only an
archaeological investigation of this area could prove if the wall is indeed contemporary with
the building or not. Another convention can be recognized in the relative proportions of the
assembly halls, in most cases the ground plan of the hall itself is actually a square. Further,
the entrance areas are most prone to later restorations, and any evidence for additional orig-
inal structures around the front of the temple has been obscured by the later interventions
in this area.
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306 An in scale typological compar-
ison of some major early western
Himalayan monuments reveals not
only their relationship in terms of
construction, but also a considerable
difference in size. Neuwirth & Auer, TU Graz
2020

307 In the first two phases of the
development of the sacred area,
the complex evolved around the
three-parted structure of the
Dukhang. Neuwirth &Aver, TU Graz 2020

308 In the second phase, two towers
of the same size were added to

the sides of the Dukhang’s entry
area. Neuwirth & Auer, TU Graz 2020

309 Repairs at the roof of the
Alchi Dukhang obscure its original
construction almost entirely. The
square in the centre remains of the
original window, while the lantern
in front of it is modern. L2000(56,11)
WHAV

310 The construction of the Main
Temple at Sumda Chung indicates
that also at Alchi the niche origi-
nally may only have had a gabled
roof in its centre. The superstruc-
ture protecting the original gable is
certainly more recent. H\ 1998

311 The lion brackets terminating
the cross-beams of the veranda
indeed compare best to the ones in
the interior of the temple. HN2003
(60,33)

312 The projection of the front wall
of the tower above the veranda. i

2000

As is well known since the pioneering work of Snellgrove & Skorupski, the Dukhang
focuses on Yoga Tantra topics. In the central niche is a variant of the assembly of the Great
Diamond Sphere Mandala (Vajradhatumahamandala), the main mandala of the Yoga Tantra
cycle, headed by a four-faced form of Buddha Vairocana. The main hall is filled with murals
of complementary Yoga Tantra topics, including the Dharmadhatu mandala (109f.) and two
mandalas from the Tantra for the Purification of All Bad Migrations (167 f.), all of which focus on
main deities taking the position of Buddha Vairocana. This emphasis on Vairocana is bal-
anced by representing Aksobhya’s paradise Abhirati on the short walls flanking the niche
(155f.), and the protector deity Mahakala, whose primary Buddha also is Aksobhya, above the
entrance (38). As inconspicuous these two topics may appear from the present perspective,
both mark a shift from earlier western Himalayan monuments. In the understanding of the
research that went into this publication, the paradise of Aksobhya not only functions as the
prime destination for rebirth, but also as a hint towards the more esoteric practices open to
advanced practitioners only, and represented in a protective form through Mahakala.

Also the beautifully carved, but coarsely repainted, door-frame is very likely of the foun-
dation period of the temple, since both its style and iconography conform to it (35). Its main
Buddha is again a four-faced Mahavairocana in the centre of the five esoteric Buddhas. The
carved protectors to the sides of the door, now hidden behind the walls closing off the veranda
chapels (302), hint towards an original protective function of the iconographic programme of
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the original entry structure. Here the Tabo Main Temple can be cited as comparison, as it has
protectors in the entrance to the Assembly Hall.?*

The roof structure of the Dukhang and its niche cannot be considered original, but must
have been replaced in their entirety at some stage. This is not only indicated by the lack of
original ceiling panels and the lesser quality of some of the wooden members, but also by the
exterior of the roof. The changes are most obvious at the window above the niche (309) when
it is compared with that of Sumda Chung (310). The latter perfectly preserves the original

gable construction with a triangular wooden window frame, which originally was the only
light source to the temple. Obviously, the superstructure above the gable of Sumda Chung is
a later addition as well, instead we have to imagine that the gable was simply covered with
clay, as still the case above the gables of the sculptural niches in the Sumtsek (331).

For art historical reasons our original position that the two-pillar-two-pilaster veranda as
preserved today is original to the foundation cannot be maintained anymore without qualifi-
cations. Reviewing the wood carvings of the site they develop in parallel to the murals from
flatter, less detailed renderings to more intricate and sumptuous detailing (380-385). Thus, it
is the carvings on some of the capitals inside the Dukhang (37, 380) that must be considered
original to the foundation, while the veranda carvings relate best to those of the Sumtsek and
the Jampel Lhakhang, and are most likely contemporaneous with the addition of the court-
yard in front of the temple.

Nevertheless, as is indicated by some technical details, there must have been an original
veranda of the same size as the present one. The cross-beams supporting the veranda’s roof,
which is lower than that of the assembly hall, are integral part of the entry wall of the assem-
bly hall. As is also indicated by the truncated form of the lion brackets (311), the cross beams
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313 Top section of the Dukhang
door with the seven main scenes of
the Buddha’s life above and the five
esoteric Buddhas centred on a four-
faced Vairocana below. G.Tucd, IsMEO

314 Facing page top left to bottom
right: Ratnasambhava and Maha-
vairocana in the centre of the five
esoteric Buddhas on the Dukhang
door. CL1994(15,17), WHAY

315 Six-armed form of the goddess
Prajiidparamita in the centre of the
lower lintel. CL1994(15,18), WrAY

316 Middle row: Unique four-armed
from of the Bodhisattva Vajrasattva,
the position of the main arms
indicating this as the most likely
identification. CL1998(98,05), WHAV

317 Offering goddess Puspa (in the
appearance of the garland holding
Mala). CL1998(98,08) WHAv

318 Offering goddess Dhiipa, her
attribute being lost. C11994(15,24), WHAV.

319 Four-armed form of the Bodhi-
sattva Avalokite$vara, the identifi-
cation suggested by the lotus behind
the book in his raised left hand.

The colours are modern and can be
discarded. €11998(98,13), WHAV.

320 Bottom row: Namasamgiti
Magjusri surrounded by the four
offering goddesses, which are identi-
cal to those on the door itself. (1199
(98,10), WHAY

321 Offering goddess Aloka holding
a bowl with a flame. 119989211}, wHav

322 Offering goddess Gandha, who
once held a conch in her raised right
hand. L1998(98,15) wHav.

323 This four-armed Bodhisattva
most likely represents Maitreya
holding a flask in his lower left
hand. The main right hand most
likely holds the nagakesara twig,
another characteristic attribute. (1
1998 (98,14), WHAV.




ending in them go back to the original phase, as does their location. A major change in this
area likely would have resulted in disturbances of the painted surface in the interior of the
hall. Further, the left side wall of the assembly hall continues with that of the veranda, and
both the beam supporting the veranda’s roof and the capital of the side pilaster there directly
align with that wall (311). Above the veranda, this wall continues with lesser thickness to
form the right side wall of the left (original) tower (324). In contrast, the southeast wall of
the tower, its front wall, takes over the original thickness of the veranda wall, resulting in a
projection at that corner above the veranda (312).

In other words, those parts of intricate carving are likely from the later restoration, while
the shape of the veranda itself and some of its wooden elements, including the lion brackets
ending the cross beams go back to the foundation of the temple. The new additions are dis-
cussed with the addition of the courtyard below.

Two TOWERS

A survey of the courtyard in front of the Dukhang and the structures connected to it reveals
that two tower like structures have been added in a second phase to the sides of the original
entry hall (308), only the one on the Sumtsek side still of the original size and intent (324). As
we have seen, these buildings have been adjoined to the existing structure under the partial
usage of already existing walls. It may well be, that at that stage the ambulatory around the
temple has been extended around the towers as well.

Architecturally, the original tower is unique insofar as its floor is raised considerably
above ground level, creating an empty lower chamber that may have been used for storage,
as it can be accessed through a small opening from the veranda chapel (325). The main room
above is today accessed from the roof of the courtyard, but its floor level is considerably
lower than that, and the ceiling level is marked on the outside by a beam projecting the entry
wall above the door (324). The room itself is rectangular, 3.27 by 3.03 metres, with the main
and entrance sides wider than the side walls. As damages to the painted surfaces on the inte-
rior reveal, the door has been exchanged recently.

Despite its poor condition, this tower is one of the most exciting discoveries of the detailed
survey of the complex. With the exception of the painted borders, the valance at the top and
the lozenge band at the bottom the main wall is empty. Only three horizontal rows of peg-
holes, partly patched up with plaster, give an indication of its original usage. In addition, the
wall has been covered with bright brown paint that continues onto the side walls. Thus the
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324 The two tower buildings flank-
ing the Dukhang, which in 2003 has
an additional protective roof. The
building on the left is the original
tower containing murals, the roof
covers the courtyard in the centre
of which is the Raised Chérten.

2003 (8199)

325 A cut through the tower struc-
tures shows the raised floor level

of the original tower as well as the
access to the space underneath. Neu-
wirth &Auer, TU Graz 2020

326 Murals of the painted tower:
The right side wall of the tower
features a single large teaching
assembly with the Buddha seated on
a lotus stem flanked by naga. Height
of the painting c. 230 cm. €11998(91,23),
WHAV.

327 Teaching Buddha in the centre
of a five figure assembly in the

top right corner of the entry wall.
Height ¢. 100 cm. CL1998(92,17), WHAV

328 Monk with begging staff and
bowl attending a teaching Buddha.
Note the thick black outlines around
the blossoms surrounding the monk.
Height of the figure c. 30 cm. 1199
(91,05), WHAV.

329 Kneeling worshipper with his
body shaded by highlighting. Height
of the figure c. 30 cm. €11998(9119), WHAY
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main focus of the room is today represented by an empty space, approximately half a metre
deep and occupying the whole main wall.

The remaining walls are covered by differently sized scenes in each of which a Buddha
teaches varied audiences. On the left side wall there are the remains of six such teaching
scenes with the central Buddhas accompanied by audiences of four, two monks above and
two bejewelled Bodhisattvas, gods or lay followers below. These Buddhas may refer to the
six predecessors of Sakyamuni but can also be read together with those on the entrance wall.
The right side wall, in contrast, is covered by the remains of a single large teaching scene
with six rows of three figures on each side as audience, including monks, gods and/or Bodhi-
sattvas, ndga, lay followers and musicians in the lower corners (326). The Buddha sits on a
lotus supported by four-armed naga and there appears to be a pond underneath. This scene is
clearly the main scene of the room and reminds of the final teaching scene of the Lalitavistara
and other expansive teaching settings as they are found in the Mahayana literature, but its
exact source has not been identified. The Buddha represented here is most likely Sakyamuni.
The entry wall has four more teaching scenes with audiences of four figures each flanking
the entrance. Together with the six scenes on the left wall they can be read as referencing
the Buddhas of the ten directions. A badly damaged depiction of Mahakala above the door
protects the space. He is of the same two-armed type as in the other early monuments of the
site but without retinue.

Only details of the murals, some of the Buddhas (327) as well as their audience, among
them monks (328), gods, Bodhisattvas, royal figures (329) and musicians, including a harpist,
reveal some of the original quality of these paintings, which for Alchi standards are unu-
sually large scale. The occasional usage of thick black outlines for the main features of the
painting is noteworthy. Stylistically these paintings fit between the Dukhang and the early
thirteenth-century paintings of the Sumtsek with some elements, such as the Buddha depic-
tions, closer to the latter.

The unusual shape of this monument begs the question about its original usage. We pre-
sume that the empty space indicates the presence of a bookshelf used to store books. We
know from Rinchen Zangpo’s biography and the Royal Genealogy of Ngari (mnga'ris rgyal rabs)?**
that book donations, in particular the Perfection of Wisdom (Prajfiaparamita) literature, were
a common part of a temple foundation in the region, and also the Alchi inscriptions refer to
book production.”* Thus, the Alchi tower preserves the earliest example preserved in the
Himalayas of a space dedicated to book storage. The room can, thus, be seen as a predecessor
of a Kanjur Lhakhang (bka' 'gyur lha khang), a temple for the words of the Buddha, from a time
in which the Tibetan Kanjur has not yet been finalised. This interpretation also explains the
emphasis on teaching Buddhas in the iconographic programme of the temple. Even though a
direct source for the depictions cannot be identified, reading Sakyamuni as the Buddha in the
main assembly and the Buddhas of the ten directions for the others fits the general gist of the
Prajfiaparamita literature. From an architectural perspective, the usage as a book deposit also
explains the peculiarities of the building with its rectangular plan and raised floor level to
avoid humidity reaching the manuscripts. Thus, it is the function that prompts the peculiar
shape of the structure.

Similar tower-like structures have been added flanking the Assembly Hall of Sumda Chung,
and details in the architecture, such as the alignment of the wooden sticks at roof level,
clearly reveal that they are additions (see 306). However, despite their identical location,
these towers were made to house the giant sculptures of the Bodhisattvas Avalokite$vara
and Maitreya, which complement the iconographic programme of the Assembly Hall there.?**
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330 The southern part of the
complex with the path leading into
the sacred area to the right of the
Palden Drepung Chérten. Passing
by the recent Kanjur Lhakhang it
leads directly towards the Tashi
Gomang Chérten, the right of the
double chérten in bottom left area.
Directly to the right of the double
choérten is the Sumtsek, and further
right, behind the Kanjur Lhakhang
and somewhat encroaching onto the
present circumambulation path, is

the Lhakhang Soma. CL 2000(55,28), wHaAv

In Alchi, the tower-like structures certainly preceded the courtyard wall, which enclosed
a wider area in front of the Main Temple. From the alignment of the temples (333), it has to
be concluded that the courtyard in front of the Main Temple was only built after the Sumtsek
was added to the sacred enclosure. This is also confirmed by the decoration preserved in the
courtyard.

SUMTSEK

Although there have been slight alterations to the three-storeyed structure of the Sumtsek on
the exterior and the secondary sculptures in the interior, the temple is preserved in almost
immaculate condition. The intricate building has a square interior and niches on three sides
(331). Its space is constructed in a clear geometric pattern with the entire structure fitting
into a cube and its interior largely following a basic grid deriving from it. The niches have
gabled roofs reaching into the upper floor and housing the heads of the large Bodhisattva
sculptures placed into them (346).

The three floors of the building actually represent three superimposed sacred spaces,
each with its own veranda (301, 332, 497) and a distinct iconographic programme in its inte-
rior. The uppermost storey, a lantern size miniature temple, concludes with a lantern ceil-
ing decorated with the painted textile patterns typical for Alchi group monuments (821). In
general, the painted ceilings of the Sumtsek represents the highest quality examples for this
type of decoration and match the quality of the murals (see The Ceilings and Their Painted
Textile Motifs, page 673 ff.).
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This is the first instance of a lantern ceiling at Alchi. This ceiling type, forming a false
cupola over a square ground plan, is thought to have originated in Iran and spread over large
areas of Asia. It is, for example, found in cave temples at Bamiyan (fifth to seventh centuries
CE), and in the caves of Kizil and Dunhuang.?* It also has been used in temples of Kashmir and
Himachal Pradesh, as well as in early wooden mosques.?*” In Ladakhi Buddhist architecture it
is particularly popular in chorten built in the 13th and 14th centuries and locally attributed
to Rinchen Zangpo.

The two lower verandas are of the two pillar two pilaster type, while the uppermost one
originally consisted of a light roof held up by two wooden pillars. The latter is only preserved
in fragments and is prefigured by the emphasis on the central section of the veranda under-
neath (332). As liminal spaces between the secular outside and the sacred interior, they have
protective and edifying imagery, the decoration on each level adjusted to the content of the
interior. Since these are benchmarks for Kashmir inspired woodcarving, they are extensively
reproduced here.

On the ground floor veranda, the capitals flanking the entrance feature the protectors
Vajrapani (335) and Acala (336), their stance directed towards the entrance. The capitals of
the pilasters turned ninety degree towards the veranda’s side walls have images of the Bodhi-
sattvas Maitreya (337) and Avalokite$vara (338) in stunningly different frames and decorative
patterns. The side capitals also had leaf-shaped additions at their corners with seated figures
in them, only two of them partially preserved. A capital of Lachuse preserves a fragmented
version of such a capital that pre-dates the Sumtsek,”® while the Avalokite$vara capital is
reproduced again in the veranda of the Jampel Lhakhang (407). The triangular insertions in
the ground floor veranda are purely decorative and set between triple pillars (340, 510, 511).
The figures inserted into these spaces are later additions, as apparent from their relationship
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331 This aerial view reveals the
main architectural parts of the
Sumtsek. In the centre is a cube
surrounded by three niches with
gabled roofs, the back niche some-
what higher and larger. The top
storey has a conical roof topped by
mud and a victory banner. Note also
the distinctly shaped chérten in the

bottom right corner. €12000(55,25), WHaY

332 The upper storeys of the Sum-
tsek have their own verandas, the
one of the top storey preserved in
fragments only. C12000(56,32), WHAY

333 In a third phase, the three-sto-
reyed structure of the Sumtsek was
added to the complex by Tsiiltrim 0
approximately a generation after
the foundation of the Main Temple.
Neuwirth & Auer, TU Graz 2020

334 In a fourth phase, immediately
after, Tsiiltrim O added the Palden
Drepung Chdérten to the entrance of
the complex. Neuwirth &Auer, U Graz 2020

335 Left capital of the ground floor
veranda of the Sumtsek featuring
Vajrapani. CL2009(2140)

336 Right capital of the ground
floor veranda of the Sumtsek with
Acala. CL2009(2147)

337 Left capital of the ground
floor veranda of the Sumtsek with
Maitreya. CL2000(56,44), WHAV

338 Right capital of the ground floor
veranda of the Sumtsek featuring
Avalokite$vara. CL2000(5646), WHAY

(340). In fact, some of them actually changed location over the last three decades.”” The
pilasters in this section, which are much less disturbed than the lower ones, feature garuda
on their capitals (339).

The veranda on middle storey level is structured in the same way, its two pillars above the
ones underneath (495). Their capitals have seated Buddhas on the outside, which are consid-
erably worn now. An additional feature are the lions added to the capitals on the entrance
side and protecting it. Their pilasters feature flying goddesses offering garlands, their legs
joined above the head (342). An astonishing fact is the longevity of the technological shapes
of the architectural members used. The lion brackets on the ground floor and the voluted
brackets used on the middle storey (341) have their direct predecessors in stone members
used in Gandharan architecture, only their decoration was adjusted.?* Also the door of the
middle storey is carved, but its only figurative depiction is a four-armed Bodhisattva in the
centre of the lintel, the identity of which cannot be ascertained (343).

Surprisingly, the main door frame on the ground floor is not decorated at all. The interior
of the temple is dominated by the three large standing Bodhisattvas standing in the three
niches. In the direction of circumambulation these are four-armed forms of the Bodhisattvas
Avalokite$vara, Maitreya and Mafijusri. The back niche for Maitreya is about 40 centimetres
taller than the side niches. Each of the Bodhisattvas is flanked by four more sculptures and
the entire interior is painted, resulting in an extremely complex iconographic programme
(see Mapping the Iconographic Programme of the Sumtsek, page 735 ff.
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For the present context, it is sufficient to focus on the main themes in comparison to the
Main Temple. As such, the Sumtsek’s programme represents a further step in the transi-
tion from Buddha Vairocana as the pre-eminent Buddha among the five esoteric Buddhas to
Aksobhya. Vairocana, for example, is the central Buddha in crown of Bodhisattva Maitreya,
who is the main sculpture of the temple (600 & 674). On the middle storey, Vairocana is repre-
sented in the centre of the halo of the Buddha directly above the temple’s main image which
can be interpreted as apotheosis of Sakyamuni (676).2" In the top storey, Mahavairocana is
implicitly the main Buddha of the Namasamgiti Vajradhatu mandala depicted on its main
wall, as Mafijusri Adibuddha depicted there sits at his heart (770).%? Actually, all the manda-
las on this level have a deity in the centre that represents Vairocana.

Aksobhya, in contrast, is the Buddha in the central panels of the walls flanking the main
niche containing Maitreya, and his representations cover the entire wall (587). Aksobhya’s
paradise, Abhirati, is shown on the proper right wall of Maitreya’s niche (616), and opposite it
is a similar paradise of Namasamgiti Mafijusri (611), establishing a relationship between the
two. This relationship is replicated with the sculpture of Mafijusri, who has Aksobhya in his
crown (346). Among the five Buddha fields on the middle storey Aksobhya is represented on
par with Vairocana, but further off the centre of the wall (674 f.). Thus, although Vairocana
remains the most prominent Buddha in the Sumtsek, Aksobhya received more attention than
he did in the Dukhang.

However, the relationship of the two Buddhas as it is expressed in the Sumtsek’s icono-
graphic programme requires a detour that assesses the niches in their entirety in their rela-
tionship to Esoteric Buddhist practice. This reading is the result of the new understanding of
some of the depicted topics, in particular the Dharmadhatu mandala and the relationship of
the Alchi depictions to the Litany of Names of Mafijusri (Mafijusrinamasamgiti), developed while
working on this publication. This interpretation further includes the new information on the
secondary sculptures provided by the newly translated founding inscription of the temple
(see page 781ff.). Due to the complexity of these spaces, the following section may be diffi-
cult to follow without familiarity of the niches’ content.
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339 Pilaster at the top of the ground
floor level veranda with garuda. CL
2009 (2451)

340 View of the left corner of
ground floor veranda, with the main
architrave and its superstructure.
Note the relationship of the triangu-
lar element and the sculpture placed
within it. L2009 (9660)

341 Voluted brackets on the middle
storey of the Sumtsek. €12000(5710)
WHAY

342 Pilaster capital with flying
apsaras offering garland on the
middle storey veranda. C12000(5714)

WHAV

343 Lintel of the middle storey door
with a four-armed Bodhisattva in
the centre. €L2000(57,02), WHAV

The two paradise panels on the side walls of Maitreya’s niche (611, 616) are accompanied
by a large deity each painted in the back of the niche (600).** On the side of Aksobhya’s
paradise is the eight-armed Manjughosa, the main deity of the Dharmadhatu mandala, and

on the side of Namasamgiti Mafiju$ri is another variant of Mafijusri Adibuddha. With this
ten-armed form, the five heads are differently coloured but they are staggered in a peculiar
manner, with the side heads red and blue, and the yellow and green faces above each other
on top of the main one.”* These placements are deliberate, as the right side wall combina-
tion replicates the relative positions of the Dharmadhatu mandala and Abhirati paradise in
the Dukhang, and Mafijughosa provides a clue to the presence of esoteric practitioners at
the bottom of Aksobhya’s panel (616-621). The two forms of Mafijuéri on the left side wall
complement each other and are attributed to the same textual source, the Litany of Names of
Mafijusri. The two rows of monastics and lay followers on the bottom of the Mafijusri panel
(611), however, are rather to be read as directed towards the central Maitreya sculpture than
towards Mafijusri Adibuddha, but implicitly still worship him, as he also sits at the heart of
Mahavairocana, who is in Maitreya’s crown.

The side niches have deities depicted in their gables that are to be understood as superior
to the actual sculpture and the Buddha in its crown. These figures are impossible to see from
the ground floor and even from the middle storey one would have to know that they are
there to make an attempt to see them (344). However, the careful documentation on which
this publication is based revealed their presence and whereabouts. At the pinnacle of the
niche above Avalokite$vara, and thus also Buddha Amitabha in his crown, is a depiction of a
white Vajrasattva (345), and above Mafjusri, and thus also Aksobhya in his crown (346), is a
four-headed and eight-armed figure seated on an elephant throne (347). This deity combines
features of Dharmadhatu Manjughosa with features of Guhyasamaja Aksobhyavajra, explic-
itly combining the two and supporting the understanding that the Dharmadhatu mandala
implicitly references secret assembly (guhyasamdja) practice. Thus, these deities re-enforce
that an understanding of the three niches has to be based on the depicted topics, and that the
idealised interpretation using the scheme of the three Buddha bodies (trikaya) as presented
in inscription no. 6 on the left side wall of the Maitreya niche, which is commonly used to
interpret the sculptures (see The Colossal Sculptures on the Ground Floor, page 484f. & 611),
must be considered poetic rather than explanatory.

In a content based reading of the ground floor, the Maitreya sculpture alone repre-
sents the trikdya theory perfectly (600), the sculpture itself representing the enjoyment
body (sambhogakdya). The display of the Buddha’s life (601-609), be it that of Sakyamuni or
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Maitreya, on Maitreya’s dhoti perfectly corresponds to the fleeting apparition body (nirmana-
kaya) of the Buddha, and the absolute body (dharmakaya) is hinted towards by the five eso-
teric Buddhas in Maitreya’s crown (867) as well as Mafjusri Adibuddha.

Against the usual conventions in the Sumtsek the right side walls of the niches, being seen
first by the circumambulating visitor, depict the hierarchically more important theme, the
left wall depiction resonating with it. Thus, in Maitreya’s niche Aksobhya’s paradise Abhirati
(616) is complemented by a similar realm headed by the four-armed Mafijusri (611), of which
Aksobhya is the primary Buddha. 1t is this latter depiction and the two additional forms of
Mafijusri along with the vajracarya priests (621) that hints towards an esoteric reading of the
niche. Aksobhya’s prominence in the niche and on the walls flanking it (587-599), which also
hint towards his Abhirati paradise, stands for the importance of the vajra family (vajrakula)
in highest Esoteric Buddhist practice.

Avalokite$vara’s niche addresses similar concerns, but in a more mundane context as
exemplified by the depictions on his dress (539-561). Here Buddha Amitabha in his Sukha-
vati paradise occupies the centre of the niche’s right wall (577-584). Avalokite$vara and the
different forms of Green Tara on the left side wall of the niche (562-576) can be read as
Amitabha’s agents addressing mundane concerns, their compassion triggered by worship
and contemplation alone. Vajrasattva above the head of Avalokite$vara (345) merely hints
towards esoteric means as an additional resource. Together with the two wrathful protectors
at the niche’s front end, namely Vajrapani (566) and Acala as wrathful removers of obstacles
trampling on Ganapati, Vajrasattva forms an esoteric protective triangle for the niche as a
whole (522).

The highest esoteric practices are implicitly the focus of the Mafijusri niche, the maha-
siddha represented on the dhoti of the Bodhisattva representing their mundane protagonists
(637-650). The naked black Indian mahdasiddha singled out at the bottom of this depiction
(650), Padampa Sanggyé (pha dam pa sangs rgyas), stands for the transmission of these teach-
ings to the Himalayas. The four-faced, and eight-armed Aksobhya in the top centre of the
niche (347) represents both Dharmadhatu and Guhyasamaja practices.

In this reading, a circumambulation of the monument thus leads from more mundane
concerns in present and afterlife to increasingly esoteric forms. Among those the four-armed
Manjusri from the Litany of Names of Mafijusri (Mafijusrinamasamgiti) is particularly empha-
sized (629-637). Thereby, the differently coloured representations of Mafijusri are the five
forms of wisdom as symbolised by the five esoteric Buddhas, and the orange form in the cen-
tral panel must be considered superior to those. This is a concept unique to Alchi, where this
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344 Location of Vajrasattva in the
gable of Avalokite$vara’s niche. Note
also that the lotus above the Bodhi-
sattva’s heads is an independent
feature; 1990.

345 Vajrasattva above the head of
the Avalokite$vara sculpture on the
back wall of its niche; 1990.
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346 Head of the Bodhisattva Mafiju-
$ri with Buddha Aksobhya in the
centre of the five Buddha crown,
1981.

347 Four-faced and eight-armed
Aksobhya above the head of the
Mafjusri sculpture on the back wall
of its niche; 1990.
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form of Marijusri is linked to Buddha Aksobhya through his double representation on top of
the Mafijusri sculpture (346, 347).

A circumambulation movement is also indicated by the sculptural programme of each
niche. As the foundation inscription clarifies (page 788), Avalokites$vara is heading a unique
Amoghapasa assembly (539; see Amoghapasa Mandalas, page 774ff.), a theme that fits well
with the more mundane concerns of this niche, while Maitreya (600) and Mafijusri (637) are
accompanied by the inner and outer offering goddesses respectively. The latter appears to
contradict the notion of increasing secrecy, but align with the presiding Buddhas of the two
niches as the inner offering goddesses are Vairocana’s offerings to the surrounding Buddhas,
while the outer offering goddesses are their offerings in return (see page 754).>*

Increasing secrecy can also be deduced vertically with the middle storey representing
variants of the Vajradhatu mandala which, in contrast to those of the Dukhang, are now
explicitly re-interpreted from the perspective of the Highest Yoga Tantras (see Vajradhatu
Mandalas, page 756 ff.). This is most obvious in the attribution of the goddesses to the Bud-
dhas and the Vajraguhya mandala, which represents the consorts only. On the main wall of
the top storey this culminates in the mandala of Ma#fjusri Adibuddha (770), who in commen-
taries on the Litany of Names is visualised emerging from the heart centre of Mahavairocana
and effectively combines the wisdom of the five esoteric Buddhas in a superior manifestation.

Just opposite this depiction, to the left of the entrance to the floor-less top storey is the
inscribed early Kagyii lineage the final teacher of which is Drigungpa (760, 766). The lineage
is unusual insofar as two additional teachers are inserted between Gampopa and Pakmod-
rupa. The depiction also communicates a degree of uncertainty with the topic that is hard
to explain if it is not done at the very beginning of the establishment of such lineages in the
western Himalayas.?*® These facts and the material and stylistic coherence of this lineage
with the other paintings in this floor and throughout the Sumtsek (see The Sumtsek Lineage
Paintings and Their Implications for Dating, page 723 ff.) support Goepper’s conclusion that
this depiction along with its inscription is indeed of the foundation of the temple.

This is Drigungpa’s first occurrence at Alchi and, as a new reading of the inscription in
the Palden Drepung Chdrten confirms (see The Pearl Garland Composition, page 406 ff.), it
was included here to commemorate him. Otherwise, none of the themes depicted inside the
Sumtsek is specifically associated with the Drigung or any other Kagyii school. However, the
programme of the temple as analysed above, including the depiction of the eighty plus maha-
siddha and the inscription in the Palden Drepung Chdrten, are clear evidence of a religious
environment that is on the verge of making Highest Yoga Tantra teachings public.
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348 Of the eight layers of
the lantern ceiling of the
Palden Drepung Chorten
the top panel is lost. It
must have contained

an image of Mahavai-
rocana. (l2010(5879)

349 General view of the
interior of the Palden
Drepung Chérten, with
the west and north walls
in the background. On
the latter the array of
Aksobhya Buddhas ends
with the last column

to right of the window,
where it transitions to
the Bodhisattvas repre-
senting the five Buddha
families. CL2010(5864)

350 Gate of the ceiling mandala
on level 4 of the lantern ceiling in
the Palden Drepung Chérten. (11998
(107,50, WHAV

351 Walls of the ceiling mandala
and vase of plenty on level 5 of the
lantern ceiling. C12003(8377)

352 Detail of the north wall showing
the smaller Buddhas at the window
and the transition from repeated
Aksobhya to the main Bodhisattvas
of the five Buddha families. (12003
(8371)

353 East side of the throne of the
inner chorten with the faint traces
of a pair of elephants, the vehicle of
Buddha Aksobhya. C12018(856¢)

The Drigung lineage in the Sumtsek is not the only connection to this school within
the Alchi complex, since references to Drigungpa are also found in the two oldest gateway
chorten built shortly after it. As documented by an inscription within it, the Palden Drepung
Chérten was built immediately after the Sumtsek by the same donor, Tsiiltrim O, who in the
inscription re-enforces his veneration for Drigungpa. The inscription also provides valuable
clues on the chorten and their designation.

PALDEN DREPUNG CHORTEN

At the southwestern end of the complex, the entrance to the sacred area from the village, the
Palden Drepung Chérten may originally have served as a gateway to the monastic complex
(13, 330, 334). Today, all but one of the four entrances to the chorten are closed off, and one
enters the complex immediately to the side of it. The large gateway chorten was studied in
detail by Roger Goepper using the name Great Stiipa for it. As Goepper has already demon-
strated, the Sumtsek is mentioned in its inscription, albeit obliquely (see Body Supports, page
407f.). Information provided in the inscription has also been used to give the two earliest
chorten at Alchi proper names.

Architecturally, the Palden Drepung Chorten is a cluster of a large central chorten sur-
rounded by four minor structures placed in the corners of a raised common basement (207-
209). Originally, corridors were cutting through this basement on all four sides, giving access
to a roughly cubical painted interior topped by a lantern ceiling (348). Within this cube is an

363



intricate multi-cornered smaller chérten of the descent from the gods type (lhabap chorten,
lTha babs mchod rten) with stairs on all four faces (220, 349). The outer chérten, in contrast,
cannot be identified securely in terms of its typology, but it differs from the many auspi-
cious doors (tashi gomang, bkra shis sgo mang) type that is represented in other early Alchi
chorten. The Palden Drepung Chérten is the largest and probably also the earliest of this type
of double chérten monument that only occurs in the among the Alchi group of monuments
and within a rather narrow time-frame, the thirteenth century.

As the Sumtsek, the Palden Drepung Chorten is a transitional monument, but it is not
actually dedicated to Buddha Aksobhya, as later passage chorten are (see below). Instead, the
mandala of the lantern ceiling represents a fifty-three-deity Vajradhatu mandala (see the
description in chapter on this chorten) and dedicates the chdrten to Vairocana. In contrast,
more than half of the chérten’s interior walls are covered with approximately thousand
images of Aksobhya (349). The remaining walls are dedicated to the primary Bodhisattvas
of the five Buddha families, but it is unclear who was considered central among them (211,
352).27 Also the inner chorten is dedicated to Buddha Vairocana, as the pair of elephants rep-
resenting the vehicle of Buddha Aksobhya is recognisable on the east side (353).%¢

The inner walls of the interior chorten are each dedicated to the sole representation of a
teacher (221-226) two of them already familiar from the Sumtsek. On the east wall, the wall
facing the visitor entering the sacred area through the chérten, is the dark-skinned Indian
mahasiddha Padampa Sanggyé (222), and opposite him is Drigungpa (225). The latter is of
white complexion, and the two priests on the side walls are directed towards him. Both the
inscription in the Palden Drepung Chérten (The Pearl Garland Composition, page 406 ff.)
and the depiction of the same teacher in the Tashi Gomang Chérten (252) prove the identity
of this monk.

ALcHI TYPE GATEWAY CHORTEN

One of several designations given by local monks to this and other gateway chorten is kankani
chorten (kam ka ni mchod rten). This term refers to the beginning of the mantra of Buddha
Aksobhya, and thus implies an association with—or even representation of—this Buddha.*®
This can often be confirmed when the surrounding walls contain the images of the other
four Buddhas among the five esoteric Buddhas in the respective directions. There are several
examples for such chérten at Alchi, including the Raised Chorten in the courtyard of the
Main Temple and the Lonpo Chérten, both discussed below.

The inscription in the Palden Drepung Chdorten mentions two other possible designations
for the monument Palden Drepung and Bumter Tashi Gomang. Both imply a multitude of
images, the term bumter ('bum ther) referring to one-hundred-thousand of them. The latter
stupa-type is linked by the inscription to the Tashi Gomang built by Drigungpa, and it even-
tually leads to the Tashi Gomang type chorten of Densatil. Their elaborate imagery contain-
ing the entire pantheon of deities of the time in an hierarchical arrangement.”° The Tashi
Gomang type further closely relates to the kumbum chorten (sku 'bum mchod rten), ‘chorten
of one hundred thousand images’, a name used for a number of large chérten with painted
chapels on all levels, the best preserved of which being the one at Gyantsé (rgyal rtse).?>!
Architecturally a Tashi Gomang is characterized by its many levels each of which features at
least three windows, standing for the many doors which reference the multitude of teach-
ings that lead to awakening. In the Densatil chorten these doors are replaced by the deity
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354 The outer shell of the Tashi

Gomang Chérten of Alchi is of the
Many Auspicious Doors type. It has
many corners and three windows in
each direction on each level. Its pas-
sage is aligned with the path leading
in front of the Main Temple. 2003
(8194)

355 The impressive chorten of
Changspa, near Leh, is the best pre-
served many auspicious doors stupa
in the region, but is of a later date
and of more typical appearance. The
shape of the present dome is the
result of multiple restoration.? |
2009 (digitally merged)

assemblies, while in a Kumbum they lead into chapels painted with these assemblies. A ruin
of such a chérten is also found at Alchi (477), while the one in Changspa (355), near Leh, was
never painted inside. The Palden Drepung Chérten, however, is far removed from this, but
the outer shape of the chorten focused on in the following section, earlier called the Small
Stupa, fits this type in its outwards appearance (354).

Palden Drepung (dpal Idan 'bras phung/spung), in contrast, references a stupa in India, the
Svayambhu-Sri-Dhanyakataka. This name not only refers to the stupa at Amaravati, but also to
a legendary stupa where the Buddha taught the tantric teachings, including the Kalacakra.??
It is with the literature of the latter that accounts of this stupa abound. In the context of this
publication it is the shape of this legendary stupa that matters most, but the most detailed
account we have of its shape postdates the early phase of Alchi and thus cannot be taken as
its source. The only earlier account from the twelfth century records a Dharmadhatu man-
dala, ‘identical to the Vajradhatu’, over which a stupa was built, and that there were four
temples surrounding the stupa dedicated to different deities. This description conforms to
the depiction found in the Cambridge manuscript of 1015 CE. The later account overlaps with
the earlier one to some extent, but places subsidiary structures in the intermediary direc-
tions and states that they are housing Buddhist deities. While none of these accounts directly
explain the shape of the Palden Drepung Chorten at Alchi fully, there are some important
parallels in particular the niches in the four directions and four surrounding ‘temples’. These
indicators are taken to identify the Great Stiipa with its five structures (paficayatana) layout
as a Palden Drepung chérten.
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Tasar GoOMANG CHORTEN

A considerably smaller building closely related to the Palden Drepung Chérten is placed
immediately in front of the Sumtsek (358). Conceptually, this chorten may serve a similar
gateway function, since its single passage, which has a lower floor level that the surrounding
ground, today leads straight into the oldest part of the complex (354). However, its smaller
size makes it unlikely that this structure was used as passage on a regular basis. Instead, it is
foremost a commemorative structure, prefiguring several smaller chérten immediately to its
side (231) and throughout the sacred enclosure and the village.

Structurally this monument is very similar to the Palden Drepung Chorten, but its base is
proportionally much smaller and it lacks the corner structures. In addition its outer super-
structure is clearly of the many auspicious door (tashi gomang) type, with three windows on
each level of the multi-cornered construction (354).

The lantern ceiling has again at least seven layers, the highest of which is preserved only
in fragments, and its vertical surfaces are painted with the deities of a mandala (229). These
deities form an assembly dedicated to one of the main mandalas of the Durgatipari§odhana-
cycle that has Vairocana in the form of Sakyasimha in the centre. In contrast, the lowest level
of the ceiling, outside the mandala proper, and the walls of the outer chérten are filled with
the representations of Aksobhya (360). In addition, there are two mandalas on the side walls,
a variant of the Amoghapasa mandala (235-238) and a Prajfiaparamita mandala (241-244).
The inner chérten of this structure preserves the animal vehicles on its throne (356) which
curiously do not include the peacock. This means that the inner chérten is dedicated to
Buddha Amitabha. Nevertheless, in the only other place where the five Buddhas are shown,
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356 View of the Tashi Gomang
Chérten’s inner chérten from the
north side with a pair of garuda on
the base. On the left is the window
marking the front side of the
chorten is visible. CL2010(5062)

357 The lantern ceiling of the inner
chérten only has a lotus flower

in its centre, and textile patterns
decorated its larger surfaces. (11998
{104,0), WHAV

358 In a fifth phase, the Tashi
Gomang Chérten immediately in
front of the Sumtsek was added.

It may have served as entrance to
the area of the Main Temple, but

its passage is small and it is usually
bypassed today. Neuwirth &Auer, TU Graz 2020

359 In asixth phase, the sacred
compound was expanded on the

river side with the Jampel Lhakhang.

Originally, this temple was an inde-
pendent structure. Neuwirth &Auer, TU Graz

2020

360 Repeated Aksobhya on the
interior walls of the Tashi Gomang
Chorten. The height of the Buddhas
is c. 10 cm. 12003 (9170)

361 Divine dancing musician with
four arms playing a kettle-drum and
cymbals on the ceiling of the outer
chamber. cL2010(6138)

362 The verandas of the Lotsawa
Lhakhang (left) and the Jampel
Lhakhang (right) partially obscured
by apricot trees. Note the location of
the Buddha image above the Jampel
Lhakhang’s veranda. (L201/(118))

surrounding the priest on the left side wall of the inner chdrten (250), it is again Vairocana
who is in the centre.

Thus, while the inner chérten is dedicated to Buddha Amitabha, its outer shell focuses on
Buddha Aksobhya, but the ultimate location in the centre of the ceiling of the outer chamber
is occupied by a Buddha representing Vairocana. Thus, as in all the monuments attributable
to Tsiiltrim O and datable to around 1220 Aksobhya is emphasized, but the ultimate Buddha
is still Vairocana.

The interior walls of the inner chorten copy the arrangement found in the inner chorten
of the Palden Drepung Chorten, but here each of the teachers is surrounded by secondary
figures (241-244). Most importantly, now Drigungpa is shown in a composition that clearly
references early Drigung scroll paintings (thang ka) from central Tibet, further supporting
the identification of this teacher.'*

JaMPEL LHAKHANG

Shortly after the Tashi Gomang Chérten a unique temple was added on the river side of
the Main Temple in an area of lower ground level that previously seems not to have been
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363 The door frame of the Jampel
Lhakhang is largely original to the
temple, only the central part of the
lintel being a replacement. 1199
(105,05), WHAV

364 Superimposed lintels of the
door to the Jampel Lhakhang fea-
turing the protectors of the three
families in the centre and a central
Mafijuséri flanked by Buddhas below.
The heights of the three distinct
sections are 9.5, 18 and 16.5 cm from
top to bottom. CL1994(15,31), WHAV

365 Double pilaster capital with
Avalokite$vara in the veranda of the
Jampel Lhakhang. €11994(15,32), wHav

366 Bracket with lion supporting
the veranda beam. (11998(10515), wHay

367 This section of the veranda
preserves the superimposed dec-
orative friezes, a chequerboard
pattern, a row of lotus petals, and
garland holding faces of glory (kirti-
mukha). CL1998(105,16), WHAY

368 Veranda capital of the Jampel
Lhakhang with Vajrapani. L1998
(105,22), WHAV

369 Veranda capital of the Jampel
Lhakhang with Acala. 11995(10519)
WHAY

370 Remains of the original lantern
ceiling of the Jampel Lhakhang have
been reused for the present lantern.
These depictions of Buddha Akso-
bhya were originally on a vertical
faces of the ceiling. Dagmarley 2009

used (359). It is dedicated to four images of Namasamgiti Mafijusri, and is thus called Jampel
Lhakhang or Mafijuérl Temple. The alignment of the structure with the courtyard in front
of the Main Temple indicates that these may have been planned at the same time with the
courtyard finished after the Jampel Lhakhang.

The temple is a simple square structure with the typical two-pillar-two pilaster veranda in
front of it (255-260, 362). The interior is a narrow ambulatory around the central sculptural
platform that occupies the entire space between its four pillars (260, 261). As in all cases, the

present-day outside fortification is a recent intervention.

The veranda has been subject to considerable alteration over time, including the wooden
door-frame (363). Most likely, the inner and outer frames of the door are original to the
temple, while the middle lintel featuring the protectors of the three families (riksum génpo)
is a replacement deriving from another door (364). In this beautifully carved panel the cen-
tral Avalokitesvara is flanked by the Bodhisattvas Marijusri and Vajrapani, representing the
lotus, Buddha and vajra families respectively. That this panel does not fit here is indicated
by the arrangement of the three Bodhisattvas with Avalokitesvara in the centre, the flying
deities holding a crown of the uppermost lintel, and the fact that Mafijuséri is also shown in
the centre of the lower lintel. Stylistic differences and the absence of scarves with the Bodhi-
sattvas on the middle lintel further corroborate this. Given that this lower image of Mafijusri
is flanked by Buddhas and that Buddhas are found on the corresponding inner door jambs,
one would expect the five esoteric Buddhas on the middle lintel, probably centred on Buddha
Vairocana.

Of the veranda pillars, only the upper parts of the double capitals that crown them can be
original (368, 369, 382), their style matching that of the cross-capitals in the interior (385),
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but they have been turned around in an earlier restoration. The two protectors, presumably
Vajrapani (368) and Acala (369), which are now on the inside were originally on the outsides
and are much more worn than current outside of the same capitals (382).>* Their wear may
also have been the reason why they have been turned around. The lions carved on one side of
the capital were originally facing away from the centre and towards the lions on the brackets
supporting the veranda beam at the side of the veranda (366). Above it original decorative
friezes are preserved as well (367). The double pilaster capitals may have been reused from
elsewhere, as they do seem a bit out of proportion in relation to the pilaster underneath and
the beam above. The eastern capital is well preserved and has Avalokite$vara on it (365).
Interestingly, there is a badly worn wooden image of a standing Buddha attached to
the exterior of the entrance wall above the veranda the identity of which remains unclear
(371). While it is unlikely that this image was always in this position—it practically remains
invisible to the visitor—stylistically it perfectly fits the period, and it is of higher quality
than the sculptures placed in the triangular spaces of the Dukhang and Sumtsek verandas.

370

B PR 4 ‘o 2
PR A PR

371 Wooden image of a standing
Buddha attached to the front wall of
the temple. C11998(105,02), WHAV

372 Golden image of Namasamgiti
Mafjusri facing the entrance to the
temple. The throne is approximately
175 cm high. C11998(105,2¢), WHav

373 Mahakala above the entrance
accompanied by an expansive reti-
nue of local deities. CL1998(106,17), WHAV

374 Vairocana mandala, 58 cm in
diameter, on the entrance wall. .
1998 (106,18), WHAY

375 The five esoteric Buddhas on the
entrance wall, each c. 11 cm high.
2009 (2590)

376 Repainted image of Nama-
samgiti Mafiju$ri. The panel meas-
ures ¢. 65.5 X 72.5 cm. CL1998(106,07),
WHAV.

377 Repeated four-armed
Namasamgiti Mafijusri in the col-
ours of the five esoteric Buddhas. cl
2009 (2575)

378 Amitabha mandala on the left
side wall; diameter of the mandala c.
42.5 cm. CL2009(2569)

379 Aksobhya panel on the right
side wall; panel c. 30 cm in square. (1
2009 (2577)

Iconographically it can be read as the exoteric representation of buddhahood complement-
ing the esoteric ones inside the temple.

The ceiling of the temple reflects the circumambulatory around the main sculptures with
its cross bars radiating from a central square above the four images (259). The present-day
lantern above the main images is the result of a later adaptation that opened the original
closed lantern ceiling above the sculptures. Elements of the original lantern ceiling have
been reused in the lantern and are recognisable by their painting (see 253). This means that
the Jampel Lhakhang had originally a conical roof just like the top storey of the Sumtsek
(261). Light entered the monument through the three windows in each of the walls, one of
them now looking into the Lotsawa Lhakhang (Translator’s Temple) with which it shares
this wall (421). The joint between the two temples can also be observed on the outside (413);
there is a thin crack marking the joint of the walls and above it the layering of the sticks
supporting the roof’s projection runs around the corner. Thus, there is no doubt that the
Jampel Lhakhang was originally an independent structure, and that the Lotsawa Lhakhang
was added to it at a later stage. The opening of the Mafjuséri Temple’s lantern appears to be
a rather recent intervention.
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Despite their repainting, there is no doubt that the sculptures are of the same time as the
original murals around them (373-379). Compared to the earlier murals, there is a marked
decrease in material quality but the artisanship is still comparable to the earlier monuments.

Opposite the today golden main image (372) the entry wall centres on a large panel of
Mahakala surrounded by a multitude of figures (373). In essence, this depiction builds on the
ones of the Dukhang and the Sumtsek, but its retinue is much more expansive. Mahakala also
brandishes the peculiarly shaped curved knife (kartrka) found in the earlier monuments (38,
517). Of the flanking motifs only the right half provides a complete picture. There, a central
panel featuring a mandala of Vairocana (374) is surrounded by approximately half of the 1118
representations of the five esoteric Buddhas, eight larger ones above Mahakala, that covered
the remaining spaces of this wall (375).

The composition of the other walls is essentially the same, as their centre is occupied by
a small rectangular window. The left side wall is dedicated to Buddha Amitabha, the cen-
tral panels showing him in nine-deity mandalas. In the best preserved of these the central
Buddha is accompanied by the Mahabodhisattvas of his family and four offering goddesses
(378). The central panels are surrounded by 1055 depictions of Buddha Amitabha in monastic
robes.

The back wall has two central panels with Namasamgiti Mafiju$ri, both of them probably
orange originally. In both central panels, the main images are crudely repainted, but their
throne frames are original (376). As in the Sumtsek the main images of Mafijusri were sur-
rounded by four tiny goddesses depicted within its halo. The rest of the wall is filled with
1135 four-armed images of Namasamgiti Mafijusri in the colours of the five Buddhas (377).

The right side wall is dedicated to Aksobhya, who is represented 1179 times. Only one of
the central panels also depicts Aksobhya (379), while the other one shows a yellow teaching
Buddha in monastic robes, conventionally to be identified as Sakyamuni, together with four
offering goddesses in the colours of the surrounding families.

Iconographically the Jampel Lhakhang is also a transitional monument with its main
emphasis on Namasamgiti Mafijusri, who has received considerable attention on the right
wall of the Sumtsek already (629-637). There, this form of Mafijusri is associated with Buddha
Aksobhya, who in the Jampel Lhakhang was painted on the vertical faces of the lantern ceil-
ing (370). Otherwise Aksobhya occupies the right side wall only (379), which probably has
been chosen on the basis of his directional association with Buddha Amitabha on the oppo-
site wall (378). Symbolically, he also presides over Mahakala above the door on the entry wall
(373). Otherwise this wall is dedicated to Vairocana among the five Buddhas (374). Thus, with
the Jampel Lhakhang the balance has shifted to Aksobhya.

The unusual iconography of the Jampel Lhakhang with its focus on Namasamgiti Mafiju-
$ri can be read as re-stating a unique local interpretation first observed in the Sumtsek. The
newly established relationship to the Drigung school expressed in Tsiiltrim O’s inscriptions
and—much more cautiously—monuments, is absent here. We may also read the abundance of
native deities in the retinue of Mahakala as emphasising the local tradition.

VERANDA OF THE MAIN TEMPLE

As said above, the courtyard of the Main Temple was added contemporaneously with the
building of the Jampel Lhakhang and probably finished after it. The close relationship
between these construction works is indicated by the alignment of the buildings and the
similarity in material quality. The addition of the courtyard included a refurbishing of the
veranda the woodcarvings, murals and ceiling paintings of which are contemporaneous with
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From top clockwise:

380 The original capitals inside the Dukhang are boldly carved and
apparently have never been painted.

381 The carvings of the veranda, here a capital and the intermediary
beam terminating in a lion, are rather fine and flat, and differ considera-
bly from that of the capitals inside the temple. €11998(97,32) wHav

382 The capitals of the veranda of the Jampel Lhakhang are profusely
decorated with hardly any surface left out. This side of the capital was
originally facing the temple. 1 1998(105,17), WHAV

383 The Sumtsek capitals, here one from the ground floor interior, are
profusely and deeply carved and preserved in immaculate condition. The
central motifs on the ground floor are the eight auspicious symbols, here
the conch. As in the Dukhang they were never painted; 1989.

384 The best preserved capital from the courtyard is a bit simpler and
more crudely carved than that of the veranda, but has the same more
rounded shape towards the volutes. 11998 (93,10), WHAv

385 The cross-shaped capital inside the Jampel Lhakhang is similarly
block-shaped as that of the veranda (382), and its surfaces are less finely
carved, probably because of their less visible location. Cl1998(105,46), WHav
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the courtyard (394). Nevertheless, due to the complexity of these spaces and their decorative
elements and the many changes afflicted to these spaces we discuss the veranda and the
courtyard separately.

The proposed chronology is most apparent in the woodcarvings, which have received
little research attention so far. However, a comparison of the carvings of the capitals found
across the monuments discussed so far indicates that there is a considerable gap between the
carvings inside the Dukhang (380) and those of all other monuments, which are closely com-
parable to each other. Of course, these wooden elements are easily moved in the course of a
restoration, and indications of such movements have already been explored above, but even
then most remain within the confined space they were originally made for. In comparison
to all other examples, the Dukhang capitals are less finely carved, and the section resulting
in the volutes remains almost undecorated (380). This becomes particularly apparent when
compared with the deeply and profusely carved capitals of the Sumtsek, which are undis-
turbed (383). Further, only the Dukhang capitals have a band of squares separating the upper
from the lower part, while in all other cases rhombic shapes are used. The carvings of the
Jampel Lhakhang (382, 385) and the veranda (381) and courtyard (384) of the Main Temple
are also profusely decorated, but less deeply carved. Among the latter, those of the Jampel
Lhakhang are rather block-shaped, while the lower part of the capitals found in the Main
Temple area are all rounded and transition smoothly into the volutes. Only the veranda and
courtyard capitals include the square section underneath as part of the same piece of wood.
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386 The beautifully carved gable
held by lion brackets likely dates to
the veranda’s refurbishment. The
image placed inside today is a later
addition. C11998(9726) WHaY

387 Reconstruction of the Main
Temple’s two-pillar-two-pilas-
ter veranda construction. All the
wooden elements included here
remain, but are obscured by later
alterations. Neuwirth & Auer, TU Graz 2020

388 Although of lesser quality and
simpler, the Wanla veranda best pre-
serves the original impression the
Alchi veranda once must have made.
The small pillars supporting the roof
are preserved at Alchi as well, but
built into the wall forming the side
chapels there. C12010(5300)

389 Central triangular construction
at the Wanla Temple. C17009(5263)

390 Section of the paintings on the
veranda’s ceiling. Note the contin-
uous row of lotus rosettes on the
cross-beams. (11998(98,20) WHAV

391 Above the door to the Dukhang,
the temptation of the Buddha by
Mara’s daughters is preserved in
re-tracings. C(11998(97.47), WHAV

392 Behind the thousand-armed
Avalokite$vara are the re-tracings of
an eight-armed Green Tara rescuing
from the eight dangers. This is the
chapel to the left of the entrance. cl
1998 (97,10, WHAV

393 In the chapel to the right of

the entrance a thousand-armed
Avalokite$vara is painted on the wall
behind the protectors of the three
families. C11998(98,21), WHAY.

In other words, while there is no strictly linear development that can be extracted from the
capitals the general trends identified support that the carvings of the veranda and courtyard
post-date those of the other monuments discussed so far.

Nevertheless, there is no doubt that a two-pillar-two-pilaster veranda protecting the
entrance was part of the original conception of the Main Temple (304). As stated above, a
part of its construction, in particular the cross-beams ending in lion brackets may go back to
this original veranda (311). But the assessment of the carving of the capitals supporting the
beautiful triangular construction in front of the entrance, make it unlikely that it goes back
to this original veranda (34, 386). This construction accentuates the entrance area through
interrupting the beam in front of it (387). Obviously, the figure of the Bodhisattva Mafijusri
placed into the centre of the triangle today is not original to it but has been added at some
later stage.

The same construction was then used at the three-storeyed temple of Wanla, where it
remained practically unaltered (388). There the number of secondary pillars was increased
by one on each side, breaking the continuation with the main pillars underneath, but ena-
bling the depiction of all eight auspicious symbols on them and the accompanying pilasters.

In contrast to the Dukhang itself, the veranda also preserves painted ceiling panels as well
as some painted cross beams (390). Their material and stylistic quality again compares best to
those of the Jampel Lhakhang. Since the ceiling paintings in both the Sumtsek or the Jampel
Lhakhang match the murals in these temples, the paintings of the veranda belonging to this
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phase would equally be of lesser sophistication and material quality. Remains of such murals
are preserved in both, the veranda itself and the courtyard built in front of it.

The paintings on the back walls of the veranda chapels are re-tracings similar in quality to
those in the courtyard. Above the carved wooden door, the wall is painted with the Buddhas
victory over Mara (391). To the left of the entrance are the remains of a Green Tara rescuing
from the eight dangers (392), her iconography following that of the Green Tara in the middle
storey of the Sumtsek (690). In the right chapel is a thousand-armed Avalokite$vara (393).
Both paintings are today largely obscured by sculptures added to these spaces before they
were screened off and could only be studied from the parts still visible. This is a pity in the
case of Green Tara the depiction of which also contains captions accompanying the diverse
dangers she rescues from.

The veranda, thus, was painted with subjects that are new to the Dukhang, and are closer
to the iconographic programme of the Sumtsek. The thousand-armed Avalokite$vara did not
occur previously at all and replaces the twenty-two-armed forms observed in the earlier
monuments. Emphasising compassion, the veranda paintings are associated with the lotus
family of Buddha Amitabha.

COURTYARD OF THE MAIN TEMPLE

Given the relatively small size of the Main Temple, it can be assumed that the flat area in
front of it always had some public function. The addition of a walled courtyard expanded the
temple’s space and split the flat area approximately into half. On the river side the area is
delimited by a natural drop in the ground level, resulting in a distortion of the courtyard’s
ground plan on this side (394). The courtyard wall is painted and roofed on the inside forming
a colonnade. The entrance to the courtyard is flanked by walls supporting the roofs, which
are also painted on both sides.

Also in their original condition, the paintings of the courtyard were of lesser quality than
those in the earlier monuments, comparing best to those of the Jampel Lhakhang. They also
may have suffered considerably more damage due to their exposure. Today, only the paint-
ings on the front wall of the original tower preserve fragments of the original paint layer in
poor condition (396, 397). These paintings also demonstrate the loss of colours due to dete-
rioration resulting from the use of organic pigments. The remaining walls are covered with
rather recent re-tracings which followed the original and did not change the iconography
and composition, but obscured most details. The colours used for the retracing even reflect
the reduced colour scheme that can be observed in the preserved originals.

Except for the entrance area the original courtyard paintings follow the same compo-
sition, five rows of deities are represented above and beneath them two rows of narrative
depictions are interrupted by central deity medallions. In the top row Buddhas in monastic

394 In a seventh phase, a court-
yard was added directly in front

of the Main Temple. This expan-
sion included a restoration of the
veranda resulting in the shape
reflected today. Newwirth & Auer, TU Graz 2020

395 In an eighth phase, some dec-
ades later, the Lotsawa Lhakhang
was added between the Jampel
Lhakhang—sharing one wall with
it—and the Main Temple complex.
Neuwirth & Auer, TU Graz 2020

376

396 Larger section of the original
paint layer as preserved on the
outer wall of the left tower. Multiple
Bodhisattva occupy the upper part
while narrative scenes are shown
in two rows at the bottom. Of these
the top row shows the last scenes of
Mahadana Goes to Sea. The detail of
397 is part of the upper left scene
against red background; 1991.

397 Detail of the poorly preserved
original paintings of the Main Tem-
ple’s courtyard showing the brah-
min Kapila offering his daughter to
Mahadana (Great Charity; spyin pa
chen po) in one of the last scenes of
the story; 1991.
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robes perform different gestures. Underneath them are four rows of Bodhisattvas matching
the colours of the Buddhas in a diagonal arrangement. Thereby eight different colours have
been used, the blue ones most apparent in the arrangement as preserved today. The two rows
of narrative depictions are dedicated to the previous births of Sakyamuni (398f.). Of these,
those on the left (southwest) side can still be identified as representing the stories Mahadana
(Great Charity) Goes to Sea (sbyin pa chen po rgya mtshor zhugs pa) and [Prince] Mahdsattva Offers
His Body to the Tigress (sems can chen pos stag mo la lus byin pa) in versions as they occur in the
Stitra of the Wise and the Foolish (mdo mdzangs blun). With the text in hand, these two stories
can still be followed quite easily, as almost every event narrated is represented in a separate
scene. The stories on the right (northeast) side have few distinctive scenes and thus still
await identification.””

For this discussion, the central deities dividing each wall into halves are most relevant.
The side walls have a four-armed Namasamgiti Mafijuéri on the left (southwest; 400) and a
six-armed Prajfiaparamita opposite it on the right (northeast) wall (399). The entry wall is
dedicated to lotus family deities, namely Simhanada-Loke§vara (892) on Prajfiaparamita’s
side to the left of the entrance and a four-armed Green Tara (401) to the right. The latter two
thus resonate with the paintings opposite them inside the veranda, where the same deities
are shown in a different form (see below). The raised pastiglia gilding used for the attributes
and the halo of these deities, best visible at the remains of Avalokite$vara (892), shows that
these main panels were of considerable quality originally.
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398 Wolfgang Heusgen and Holger
Neuwirth measuring the southeast
corner of the courtyard, which is
also used to dry apricots. The paint-
ings run all along the courtyard
walls. The capital of the corner pillar
is depicted in 384. (11998(93,03), WHAV

399 The off centre position of the
deity-medallion on the right (north-
east) wall shows that the tower on
this side has been extended at a later
stage. CL2000(56,23)WHAV

400 Underneath a row of Buddhas of
different colours and performing a
variety of gestures are four rows of
Bodhisattvas. The central deity-me-
dallions are flanked by two rows of
narrative scenes. Height for the five
rows on top c. 77 cm and of the nar-
rative c. 55 cm. CL1998(96,03), WHAY

401 The central deity on the wall
to the right of the entrance to the
courtyard (southeast) has a four-
armed Green Tara in the centre. (1
1998(95,33), WHAV.

402 The Mahakala above the
entrance to the courtyard has a
large retinue to both sides. L2000
(digitally merged)

403 To the left of the door, to the
right of the entering visitor, is a
depiction of the cosmos with a large
central palace inhabited by the
gOdS. CL1998(95,18), WHAV

404 To the right of the door, to the
left of the entering visitor, is the
wheel of life. (11998(95,26) WHay

The present off centre position of Prajfiaparamita on the right side wall (399) along with
the fact that paintings in the corner are partly covered by the tower’s wall prove that the
tower on this side was considerably expanded at a later stage. They also confirm the exist-
ence of an original tower of the same size as the one on the opposite side when the courtyard
was added.

The re-tracings also preserve the original composition in the entrance area. Above the
door the protector Mahakala is surrounded by a large retinue (402). From the perspective
of the entering visitor to the left side of the entrance is a wheel of life (404), and to the right
side a depiction of the Buddhist cosmos (403). These murals indicate that the courtyard was
added to expand the sacred area of the temple, a reading that also explains the condition and
decoration of the veranda.

Usually the wheel of life and the Buddhist cosmos are represented on the walls of the
veranda, as is the case in other early western Himalayan monuments. In the Tabo Entry Hall,
for example, they flank the entrance, and the cave of Dungpu (or Pedongpo) in west Tibet
preserves a depiction of the wheel of life quite close to that of Alchi.”* It is likely, that orig-
inally these themes were found in the veranda and replaced there when the courtyard was
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added. This explains why the paintings of the veranda are stylistically and iconographically
closer to those of the courtyard than to those of the Main Temple itself.

Even with the addition of the courtyard the Main Temple retains a clear iconographic
sequence. Fundamental teachings of Buddhism flank the entrance to the monument and con-
tinue in the representation of the birth stories in the courtyard and the life of the Buddha on
the wooden door in the veranda as well as the entry wall of the Dukhang. This space, thus,
depicts subjects meant for lay-followers assembled in the courtyard during festive occasions.
The hall itself is then predominantly dedicated to the Vajradhatu spheres of Buddha Vai-
rocana, with the paradise of Buddha Aksobhya, Abhirati, representing a less esoteric alter-
native path. This space, thus, depicts subjects for more advanced Buddhist practitioners, in
particular the residing monks.

Two BODHISATTVAS

Also the side wall of the original tower retains retraced figures, but their style does not fit
squarely into the main expansion phase discussed above (405). Instead, the two large Bodhi-
sattvas combine stylistic features relating to the Jampel Lhakhang, such as the double scarfs,
with elements that best compare to Lotsawa Lhakhang discussed next. Their headdress and
crown type is unique among the Alchi paintings and appear to be the result of several resto-
ration phases. Iconographically, only the white Bodhisattva is clearly identifiable as Vajra-
sattva, holding vajra and bell in a typical manner (406). The red Bodhisattvas is most likely
Maitreya. The flower attribute, a peony with overlapping petals as found on early cloisonné
from the Yuan period onwards, cannot reflect the original shape of this attribute, but the left
hand preserves enough detail to conclude that it once held a flask. The two chérten along
the left edge of the wall (405) may well be of the same time, but the painting of Milarepa was
added at a later stage.

380

405 The Bodhisattvas Maitreya (?)
and Vajrasattva on the side wall

of the veranda. These paintings
combine details of different periods,
and thus record several periods of
repainting. CL1998 (digitally merged)

406 Detail of the white Vajrasattva
holding vajra and bell. 11998 (digitally
merged)

407 Only on the side of the Jampel
Lhakhang the original pilaster
capital of the Lotsawa Lhakhang’s
veranda is preserved. It partially
copies the one of the Sumtsek (338)
and retains the leaf-shaped corner
decorations featuring teaching Bud-
dhas. CL1994(1528), WHAY

408 Door lintel of the Lotsawa
Lhakhang with the middle frieze
composed of two parts. 1 2009(2475)

409 While the five esoteric Buddhas
are centred on a four-faced Vairo-
cana, the six-armed figure under-
neath is Maitreya. CL2009(2474)

410 Only one of the veranda capitals
is its original position, featuring

a protective deity as its central
motif. C11998(10712) WHAY

411 The main wall side of the back
right capital with central sword
wielding Mafijusri flanked by
lions. C11998(108,14), WHAY

Lotsawa LHAKHANG

The Lotsawa Lhakhang (lo tstsh'a ba lha khang) or Translator’s Temple is squeezed in between
the courtyard wall of the Main Temple and the Jampel Lhakhang. Its somewhat naive paint-
ings are of much poorer quality than those of the temples discussed so far, and thus do not
warrant a separate chapter dedicated to its art. Instead, this temple is presented in some
detail here.””

With one of its walls immediately to the side of the ground level drop mentioned above
(395). The pressure from the higher level resulted in a severe deformation of the temples left
wall. The four-pillar temple follows the Jampel Lhakhang in its basic structure, but instead of
windows has an original two-storeyed lantern. It is thus conceived as a three-storeyed struc-
ture like the Sumtsek. The central sculptures in the temple are a recent addition and are not
of concern for this discussion (412).

The veranda is the usual two pillar, two pilaster construction, but only the parts on the
side of the Jampel Lhakhang are original. The pillar capital on this side has the faint traces
of a protector deity on the outside (410) and a lotus motif on the inside, and a lion projects
on the side of the door. The pilaster capital has a standing figure in the centre, presuma-
bly Avalokite$vara, and two petal-shaped projections with teaching Buddhas (407). The left
pilaster is a recent poor quality addition, there is none on older documentation.?** Thus the
pressure of the slope on this side has resulted in a replacement of all the original wooden
elements.

The door to the temple is unusual insofar as the middle lintel is either a case of re-usage
or the result of poor planning (408). With its six figures, the five Buddhas with a four-faced
Mahavairocana in the centre and an equally crowned figure performing the gesture of offer-
ing and worship (afijalimudra), the frieze was too short to cover the entire space, and a sep-
arate piece of wood carved with a vase has been added to its left. The latter motif resonates
with the six-armed figure holding a stupa in the upper left hand in the centre of the lower
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lintel, which most likely is a form of Maitreya (409). He is flanked by two meditating figures.
Other parts of the door have the usual lotus petal and vegetable scroll motifs. The difference
in appearance between the pilaster capital in 407 and the door in 409 documents a recent
cleaning and repainting of most exterior wooden elements in the complex by the Archaeo-
logical Survey of India.

The carvings found in the veranda are clearly of lower quality than the ones found in the

earlier monuments. The capitals are rather squarish and the details not as refined, but they
still attempt to continue the tradition of the earlier temples. This is most apparent with the
capitals in the interior, which are largely well preserved (411).

The window of the Jampel Lhakhang in the shared wall now looks into the interior of
the Lotsawa Lhakhang and thus connects the two interiors. In 421 the window’s opening is
obscured by a mural fragment placed there. The blackening of the wall underneath derives
from the butter lamps that have occasionally been burned there.

On the main wall the central focus is Sakyamuni touching the earth with another eight
Buddhas represented underneath him (412, 415). To his right he is flanked by another rep-
resentation of a Drigung hierarch (414), now entirely dependent on the central Tibetan arche-
type. To Sakyamuni’s left, the viewers right, is the Sadaksara Loke$vara triad (416), a topic
not found in the region before. Underneath his throne are the eight offering goddesses. The
two columns of Buddha Amogasiddhi flanking this central triad (416) prove that the nominal
direction of this wall is the north, the temple is thus conceived facing south.

Surprisingly, the details of the representation of the Drigung hierarch are so crude that
neither the lineage above nor the mahasiddha to the side can be identified with any certainty
(414). Even thangka largely reworked in modern times are closer to the original composition
than the Drigung hierarch represented here. The teacher in the centre is most likely again
Drigungpa with two additional teachers represented to his side among the mahasiddha, and
thus potentially following him.?>* While the relationship of this depiction to that of the Tashi
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412 View of the Lotsawa Lhakhang
towards the main wall with a
Buddha sculpture replicating the
main theme of the murals in the
centre of the room. CL2000(64,05), WHAV.

413 The joint between the Jampel
Lhakhang and the Lotsawa
Lhakhang at the back of the two
temples. Note the layering of the
sticks around the corner and the
hairline crack along the wall. 1111998

414 Drigungpa with lineage,
mahasiddha and protectors on the
left side of the main wall. 11998
(107,18), WHAY

415 Sakyamuni in the centre of the
main wall. €L1998(10717), wrav

416 Sadaksara Loke$vara triad on
the right side of the main wall. 11998
(107,28), WHAV

417 Four-armed Green Tara in the
bottom left corner of the main
wall. CL1998(107.29), WHAY

418 Four-armed Prajfiaparamita in
the bottom right corner of the main
wall. CL1998(10732), WAV
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Gomang Chorten is obvious, its idiosyncratic details indicate a considerable distance from
mainstream Drigung school depictions of the time.>!

Along the bottom of the main wall is a row of five deities, all of them four-armed: Green Tara
(417), Manjusri, Sadaksara Loke$vara, Vajrapani, and Prajfiaparamita (418). The central triad
of these represent the protectors of the three families (Riksum Gonpo) with Avalokite$vara
occupying the central position instead of Mafijusri, the representative of the Buddha family.
The two goddesses on the outside reflect their popularity, but their iconographic forms have
been adapted and now conform to common depictions of these goddesses.

As in the Jampel Lhakhang, the side walls are dedicated to the Buddhas Amitabha (419)
and Aksobhya (420) in their respective directions. On each side a large representation of the
Buddha in the top centre of the wall is flanked by two lower mandalas, and the remaining
space is filled with smaller repetitions of the primary Buddha. This composition has been
guided by the window in the shared wall, which made a central composition impossible with-
out covering it up (421).
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On the left wall, the large image of Amitabha is flanked by a thirteen-deity Avalokite$vara
mandala to the left, and thus on the entrance side (419). In its inner circle, the Bodhisattva
is surrounded by four four-armed wrathful deities, the intermediate directions occupied by
vases. Four offering goddesses and four gate-keepers in the outer square complete the assem-
bly. This mandala is reminiscent of the sculptural configuration in the Avalokitesvara niche
of the Sumtsek (539) and even more so of the Avalokite§vara mandala in the Tashi Gomang
Chorten (236), which both can be identified as unusual variants of the Amoghapasa mandala
(see page 774ff.). However, the paintings in the Lotsawa Lhakhang are so crude that none of
the figures has attributes, the central Avalokite$vara imitating Sadaksara Loke$vara, making
a comparison of details impossible. On the main wall side is a twenty-nine-deity mandala
with Amitabha in the centre (420). In the central circle he is surrounded by the four Mahabo-
dhisattvas of his direction. The eight offering goddesses in the corners of the two squares and
the sixteen Bodhisattvas of the fortunate aeon, four of the same colour on each side of the
second square, complete the assembly. This is a variant of the western quarter mandala from
the Vajradhatu cycle, but it misses the four gate-keepers (see page 756 ff.).
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419 Buddha Amitabha and two lotus
family mandalas on the left side
wall of the Lotsawa Lhakhang. 11998
(107,13), WHAV

420 Twenty-nine-deity mandala of
Buddha Amitabha. C11998(10742), wHay

421 Buddha Aksobhya and two man-
dalas on the right side wall, with

the window of the Jampel Lhakhang
underneath the Buddha. c11998(108,01),
WHAV

422 Entry wall above the door fea-
turing Mahakala. C11998(108,03) wHaAv

423 Buddha Sakyamuni on the main
wall of the lantern. €11998(108,05), WHAV.

424 Amitabha flanked by two
Bodhisattvas on the left side wall of
the Lotsawa Lhakhang’s lantern. (.
1998 (108,08), WHAV.

425 Aksobhya flanked by two Bodhi-
sattvas on the right side wall of the
lantern. On the side walls, Vairocana
is represented around the central
triads. CL1998(108,07), WHAV

A fragmentary inscription underneath Amitabha and between the two mandalas (419)
praises the teachers and the three jewels.?*® The frequent occurrence of the word rinchen in
this inscription is seen as a reference to the great translator Rinchen Zangpo, but equally
alludes to Rinchenpel (rin chen dpal), the ordination name of Drigungpa. Importantly, in this
inscription the lama is praised before the three jewels, reversing the order as it occurs in
the Palden Drepung Inscription. This change in structure as well as the inscriptions first line
suggests a context in which oral transmission (bka' rgyud) is of foremost importance. The
identification of this figure with Rinchen Zangpo thus has no base, even though the name of
the temple today alludes to him.

The Aksobhya wall mirrors the composition, but the space used for the inscription panel
on the Amitabha wall is occupied by the window of the Jampel Lhakhang (421). Here the man-
dala on the main wall side is too damaged to enable secure identification. On the entrance
side is a twenty-nine-deity mandala of Aksobhya that may also be based on the Vajradhatu
cycle, but differs considerably from that on the opposite wall in both geometry and assembly.
For example, Aksobhya is shown in monastic robes, there is an inner circle of eight deities
around him occupied by Bodhisattvas and/or goddesses, and four gate-keepers populate the
gates of the second square.

The entry wall is largely repainted, and it is unclear if the Mahakala with his retinue of
Remati and Peacock Cape Lady above the door retraces the original or is copied from the
Sumtsek (422). Otherwise, it is likely that the remaining wall space was always filled with
depictions of Buddha Ratnasambhava.

Of the two-storied lantern only the lower one preserves its original murals. Their com-
position mirrors the one in the lower room, with Sakyamuni flanked by two goddesses occu-
pying the main wall (423), while Amitabha (424) and Aksobhya (425) are flanked by Bodhi-
sattvas. The ceiling of this storey also preserves simple textile patterns. The lantern ceiling
closing off the uppermost storey is only preserved in fragments.

Thus, the iconography of this temple is in some ways reminiscent of the Jampel Lhakhang,
but Sakyamuni occupies the main position on the main walls. Nevertheless, with the four
walls dedicated to the four other Buddhas arranged by their directions, Vairocana is still
the main Buddha of the monument. This is also indicated by the repeated representation of
Vairocana surrounding the other Buddhas on the lantern walls (424, 425). Sakyamuni may
thus be read as the nirmanakaya of Vairocana, but he also takes the position of Amoghasiddhi.

Given the nature of this temple, it is difficult to attribute in chronological terms. The
Drigung hierarch depiction indicates both, a continuous link to the Drigung school and
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considerable distance from the head monastery in central Tibet. Comparing the idiosyncratic
features of the hierarch depiction with that of central and west Tibetan thangka of similar
composition indicates, that the Lotsawa Lhakhang most likely dates to the third quarter of
the thirteenth century.*!

Approximately in the same period, three painted gateway chorten were constructed
throughout the sacred area, all of which relate in some way to the Lotsawa Lhakhang. There
are no precise clues to decide on the relative chronology between them, and they are pre-
sented here in their increasing remoteness from the earlier Alchi chérten in both architec-
ture and art. All three chorten are now clearly dedicated to Buddha Aksobhya, and thus can
be truly called kankani chorten.
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426 Above the longitudinal section
(A-A) and the cross section (B-B)

of the Lonpo Chorten. Below the
ground plan and three horizontal
sections of the same structure. New-
wirth & Auer, TU Graz 2020

427 Spatial model of the Ldnpo
Chorten, on the left the longitudinal
section through the interior, and on
the right the cross section with the
lateral niches. Newwirth & Auer, TU Graz 2020

428 The east side of the Lénpo
Chorten with the morning sun on
it, only some of the windows on this
side visible from the outside. 12003
(9437)

429 Interior view of the Lénpo
Chorten with Amitabha in the east
and Mahavairocana in the west.
The garuda on the base of the inner
chorten mark its northern side. Cl
2003 (9477)

LoONPO CHORTEN

The Lonpo Chérten is the only monument included here that is outside of the Alchi Chos-
khor. It is found in the garden behind the house of the Alchi Lénpo family who also runs the
Zimskhang hotel and restaurants. Its location indicates that in earlier times the path to the
sacred enclosure differed from the present one, as the Lonpo Chérten could have served as
a gateway leading towards the sacred enclosure. See figure 13, where the chérten is slightly
obscured by trees, for the relationship of this building to the Choskhor.>*

The chorten is again a twofold construction, with a smaller chérten within a larger one,
the outward appearance being that of a Tashi Gomang type (426-429). The painted outer
chamber has a set of three windows towards the east (428, 429), making this the main direc-
tion of the chorten. Each wall has a central panel with one of four Buddhas. Confusingly the
positions of Amitabha and Vairocana are exchanged (429), Amitabha is placed on the east
wall facing west (430) and Vairocana on the west wall facing east (432). The other two Bud-
dhas, Ratnasambhava (431) and Amoghasiddhi are placed in their usual directions. Vairocana
also retains his four-faced form in this representation, which alludes to his earlier primary
role (432).

Therefore, the Lonpo Chorten is dedicated to Buddha Aksobhya, who likely was once
represented on the lantern ceiling of the outer chorten. Like all figurative painting on the
ceiling, his depiction was painted separately on paper, which was then glued to the ceiling
and integrated into its decorative scheme, the loss of most figures resulting in undecorated
surfaces where they have previously been (433). As can be deduced from the outline of his
halo, Aksobhya was painted with his head directed towards the east and his feet on the side of
Vairocana. That Aksobhya is the primary Buddha of the chérten can also be concluded from
the fact that also all around the secondary Buddhas the side walls are covered with Aksobhya
Buddhas (432).

Except for the loss of most of its figurative painting, the ceiling is well preserved and once
featured a deity assembly centred on Aksobhya (433). It has six levels covered with compar-
atively coarse textile patterns and there are no elements of a mandala palace. The assembly
consisted of four additional figures in the cardinal directions on level four and two offering

387



goddesses each on level five, two of which are partially preserved (434). The vertical face
between them features three Buddhas in monastic robes on each side painted directly on the
beam. It is unclear if these are to be understood as part of the assembly or as independent
motif.

The inner chorten is again rather complex, and is of the descent from the gods type. It is
well preserved, but lacks the superstructure above the harmika. Remarkably, the western side
of the dome has a Buddha face painted on it (435), facing backwards in relation to the orien-
tation of the outer chorten. However, it is this side that has Vairocana on the corresponding
wall of the outer chamber (432) and Sakyamuni on the corresponding wall of the inner cham-
ber (438), and the Aksobhya on the ceilings of the outer and inner chérten are both directed
towards the west as well (440).

Although of much poorer quality and executed in thin layers of paint, the paintings inside
the inner chorten clearly reference those in the corresponding places of the Palden Drepung
Chorten. However, instead of a mahdasiddha, a teaching Buddha flanked by the Bodhisattvas
Maitreya and Avalokite§vara occupies the main position (438). He is represented on the
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430 Buddha Amitabha on the east
side of the outer chérten. L2003 (9505

431 Buddha Ratnasambhava on the
south side of the outer chorten. Cl
2003 (9507).

432 Four-faced Mahavairocana on
the west side of the outer chorten. Cl
2003 (9499)

433 The lantern ceiling has six
levels and once featured Buddha
Aksobhya in the centre. (12003(9508)

434 The offering goddesses Dipa and
Gita are placed in the northeastern
direction of the ceiling. C12003(9531)

435 A Buddha face is painted on the
western side of the inner chérten’s
dome. (L2003(9494)

436 East side of the inner chorten
chamber with a Tibetan monk, likely
Drigungpa, flanked by two Bodhi-
sattvas. Cl2003(9446)

437 South side of the inner chérten
chamber with a white-skinned
teaching hierarch. c12003(9447)

438 West side of the inner chorten
chamber with teaching Sakya-
muni flanked by Maitreya and
Avalokite§vara. (12003 (9444)

439 North side of the inner chérten
chamber with meditating local
monk surrounded by ritual tools and
a devotee. CL2003(9445)

west wall of the chorten, and thus the position taken by Drigungpa in the Palden Drepung
Chorten, and the flanking monks face him. Of the latter the one to the Buddha’s right shoul-
der is white-skinned, wears patchwork robes and performs the gesture of teaching (437). He
is framed in a similar manner as Drigungpa in the Palden Drepung Chérten (225). The teacher
to the Buddha’s left wears a long robe covering both shoulders and sits in meditation (439).
His frame is topped at the sides by pairs of peacocks sharing their heads, referencing the
frame of the middle-aged monk on the southern wall of the Palden Drepung Chorten (223).
He is also surrounded by ritual paraphernalia and has a monk devotee kneeling in the bottom
right corner of his panel.

The wall opposite the Buddha features another white-skinned monk in Tibetan monastic
robes performing the teaching gesture (dharmacakramudra) and flanked by two Bodhisattvas
(435). Of these the one to the monk’s left is white and holds vajra and bell, and thus can be
identified as Vajrasattva. The framing on the top loosely references that of the aged monk
in the Palden Drepung Chorten, whose frame also features two stupas in the upper corners
(224). Given the more prominent position it is probably this monk who represents Drigungpa
and the one he is looking towards (437) could then be a western Tibetan successor of his.

The inner chérten has a four-layer lantern ceiling (440), and here Buddha Aksobhya in its
centre is preserved in fragments (442). He is placed in the same direction as the one in the
outer chamber, his feet on the side of the Sakyamuni panel. The two middle layers of the ceil-
ing are decorated with lotus blossoms, while the lowest level features a textile pattern with
differently coloured strips.
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In contrast to the earlier examples, this building can now truly be called a kankani chorten,
as both of its ceilings once featured Buddha Aksobhya in its centre. Aksobhya also dominates
the walls of the outer chamber as he already did in the earlier chorten. The reversal of the
positions of Vairocana and Amitabha and the representation of the former with four heads
both serve to emphasize this Buddha. This becomes even more clear if considering that the
entire interior decoration is directed towards the western side, where Vairocana is located,
including the Aksobhya Buddhas and the face on the dome of the inner chérten. That the
Sakyamuni panel of the inner chérten is on Vairocana’s side reminds of them representing
two different qualities of buddhahood, the inner chérten emphasising the wordly (nirmana)
aspect, and the outer chorten the enjoyment (sambhoga) aspect of heavenly existence in and
beyond the paradise of Buddha Aksobhya. The Lonpo Chorten thus can be read clearly in
continuation of the earlier local tradition, but it incorporates those in a secondary position
to the new teachings brought by Drigung school, without expressing those beyond their pri-
mary Buddha and their hierarchs.

Stylistically, too, the Lénpo Chérten adheres closer to the earlier local tradition than to
styles that may have been come in with the Drigung school. The depiction of the hierarchs
follows that of Drigungpa in the Palden Drepung Chorten closely, even citing its usage of blue
at the edge of the sleeveless vest. The depiction of the Buddhas, in contrast, emphasizes a
new element in the compartmentalisation of the throne frame, emphasising each of its ele-
ments through throne elements. This is even more explicit with the second Drigung hierarch
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440 Bodhisattva Vajrasattva to the
side of Drigungpa (436). C12003(9473)

441 Lantern ceiling of the inner
chorten with Buddha Aksobhya in
the centre directed towards the
Buddha panel. c12003(9438)

442 Buddha Aksobhya in centre
of the lantern ceiling of the inner
chorten. cL2003(9440)

443 In a ninth phase, roughly at
the same time as the Lénpo Chorten
was built outside the sacred area,
the Tashi Gomang Chorten was
replicated to its side by the Twin
Chdrten. Neuwirth & Aver, 1U Graz 2020

444 1In a tenth phase, the Raised
Chorten was added directly in front
of the entrance to the Main Temple
and in the middle of the court-
yard. Neuwirth & Auer, TU Graz 2020.

445 The Twin Chérten to the side of
the Tashi Gomang Chorten copying
its outwards appearance. C12010(6057)

446 Ceiling of the Twin Chérten’s
outer chamber with Aksobhya on
the vertical surfaces and a variety of
Buddhas on the horizontal ones. (.
2000 (63,18), WHAV.

447 The eastern side of the Twin
Chorten’s outer chamber with three
windows on the side wall and Mafiju-
$ri on the ceiling. €12000(6315), WHAY

448 Detail of the Bodhisattva
Mafijusri (see also 447). C12000(63,21),
WHAV

in the inner chorten, where the background colour is used to further emphasize the different
throne elements (437). Some of these elements are also found in the following monument,
which brings us back to the sacred enclosure.

TwiN CHORTEN

The duplication that results from the addition of the Lotsawa Lhakhang to the side of the
Jampel Lhakhang is replicated with the Tashi Gomang Chorten, where a second chorten rep-
licating its outwards appearance is added to its side (231, 443, 445). As all previous ones it
also has a small chérten with an open painted chamber in its interior. However, the painted
decoration is much less complex than that of the Tashi Gomang or even the Lénpo Chérten
with which it compares best. The colours used appear a bit thicker and are better preserved
than those in the Lonpo Chérten, and the painting style is similarly naive but clearly not of
the same workshop. Parts of the paintings, in particular inside the inner chérten, are covered
with streaks of whitewash afflicted to it by careless maintenance work.

As with the other chorten at Alchi the nominal direction of this chorten is east. In the
architecture, this can only be recognised by the three windows on this side reaching the inte-
rior of the outer chamber (447), while all other sides have only one window in the centre of
the wall. The walls around the windows are covered with representations of Buddha Aksob-
hya, who is the primary Buddha of this chorten. Curiously, on the south wall a white-skinned
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monk, likely alluding to Drigungpa, is represented directly to the side of the central window
(449). The south is the direction of death (Yama), does his location thus hint towards the role
of monks to reach the paradise of Aksobhya after passing?

The ceiling of the outer chamber has lost its central panel, which presumably once fea-
tured Buddha Aksobhya (446). The remaining six layers of the lantern ceiling are predom-
inantly covered by Buddhas, Aksobhya on the vertical surfaces and Buddhas in monastic
robes on the horizontal surfaces (447). The only exception is found on the fourth layer from
the bottom in the east, where Mafijusri, the Bodhisattva of wisdom, is represented instead of
a Buddha (448).

As in the other cases the interior chorten is well preserved but has lost its superstructure
above the harmika (446). The chérten is again of the descent from the gods type, and most of
its original painting is obscured by whitewash. The base level lacks the profile pilasters fram-
ing the vehicles of the Buddhas, but they probably were painted with them.

The small chamber of the inner chérten has Buddha Aksobhya represented in the centre
of a five layer lantern ceiling (450). This time he is directed towards the east, and the panel
featuring a central teaching Buddha is also on this side (451). Opposite the Buddha is a
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449 Drigungpa (?) flanking the
window on the south wall of the
outer chamber. 12000(63,20), WHAV

450 Ceiling of the inner chérten
chamber with Buddha Aksobhya in
it’s centre. CL2000(63,03) WHAV.

451 Teaching Sakyamuni on the
east wall of the inner chamber. Cl
2010/(5889)

452 Drigungpa on the west wall of
the inner chamber. CL2010(5890)

453 Hierarch with ritual imple-
ments on the south wall. c12010(5891)

454 Sadaksara Loke$vara on the
north wall. C12010(5888)

455 Area in front of the Dukhang
with the Raised Chérten supported
by pillars in the centre of the roofed
courtyard. CL1998(90,08), WHAV.

456 View into the upper chamber of
the Raised Chorten. CL1998(93,21), WHAV.

white-skinned Drigung school hierarch, presumably again Drigungpa (452). He, too, per-
forms the teaching gesture (dharmacakramudra), and is directed towards another hierarch
performing the earth touching gesture (bhuimisparsamudra) largely obscured by whitewash
(453). This monk on the south wall panel is surrounded by ritual paraphernalia and probably
represents the currently active monk of the tradition. The fourth panel does not feature a
local monk anymore, but the four-armed Sadaksara Loke$vara (454). While the thrones of
the teaching figures on the main axis resonate with those found in the Lénpo Chérten, the
figures on the side panels are flanked by two pillars each. In the case of the monk the pillars
carry two superimposed blossoms, while in the case of Sadaksara Loke$vara they support a
skull-bowl, indicating a tantric practice associated with this Bodhisattva.

The remains of writing on the beam of Sadaksara Loke$vara consist of the knowledge
mantra (0m sarvavid svahd), the consecration verse (ye dharma hetuprabhava hetum tesam
tathagato hy avadat tesam ca yo nirodha evam vadi mahasramanah), and the mantra to purify the
materials (6m ah hiim) provided here in their Sanskrit versions, as well as the forbearance
verse—Forbearance is supreme ascetic practice, forbearance is supreme nirvana, say the Buddha. The
renunciate who harms another and who injures another is no monk (§ramana)—whose addition to a
painting in Tibetan language is prescribed by the eminent scholar and teacher of Drigungpa,
Pakmodrupa (1110-1170).%¢*

The quality of the paintings and the iconography of the Twin Chérten largely resonates
with that of the Lonpo Chorten, but here the awkward positioning of the Buddhas has been
corrected and the references to the local tradition are missing. Instead, it is Sadaksara
Loke$vara who is added as a new element, who, together with the skull-bowls flanking him,
is reminiscent of the Amoghapasa mandala painted on the south side of the outer chamber
in the Tashi Gomang Chérten and the left wall of the Lotsawa Lhakhang, where this Bodhi-
sattva is also represented on the main wall. These alterations can be read as the gradual
replacement of the local tradition to that becoming prevalent with the emergence of the
Drigung school in the region. Incidentally, in early Drigung school scroll paintings (thang ka)
Sadaksara Loke$vara appears to enter the pantheon sometimes in the third quarter of the
thirteenth century, and his presence is consistent for the few western Himalayan examples
identified.?*
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RAISED CHORTEN

The most spectacular addition of the thirteenth-century development of the Alchi complex
is the chorten in the middle of the Main Temple’s courtyard (444).2° This double chéorten is
not standing on the ground, but has been raised on six pillars right in front of the temple’s
entrance (22, 26, 31, 32, 455). Additionally, these pillars support two beams leading from the
walls flanking the entrance to the original pillars of the veranda on the temple side, on one
side even supporting a roofing. Thus, the chérten is located on the central axis leading from
the entrance to the complex towards the temple. Therefore, the visitor entering the court-
yard passes right underneath this chorten and receives its blessings before he enters the
veranda of the temple.

Although again two-fold, with a smaller chorten painted yellow today inside the main one,
the structure of the chorten now differs from the earlier ones, as does the style of the paint-
ings in its interior. The outer chérten now actually has two superimposed painted chambers,
the upper one considerably smaller than the lower one (456). While the upper storey appears
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457 A white-skinned hierarch, pre-
sumably Drigungpa, flanked by two
Bodhisattvas on the west wall of the
upper chamber. €11998(90,13) WHAV

458 Lantern ceiling of the upper
chamber and the two additional
monks flanking a window on the
south wall. L1998(93,20), wHAv

459 Sakyamuni flanked by two
Bodhisattvas on the north wall of
the upper chamber. €11998(90,11), wHav

460 Sadaksara Loke$vara painted on
the east wall of the upper cham-
ber. CL1998 (90,14), WHAY

461 White Buddha Vairocana per-
forming gesture of highest awaken-
ing (bodhyagrimudra) depicted on the
east wall. CL1998(92,22) WAV

462 White Buddha Aksobhya
flanked by two Bodhisattvas on the
east side of the south wall. 11998
(93,24), WHAV

463 Buddha Ratnasambhava on the
west side of the south wall. 1199
(93,29), WHAY

at least partially round on the outside, it is square in the interior. On both levels a central
window marks the orientation of the chérten towards the entrance to the complex, nomi-
nally the south. The shape of the inner chérten is obscured by massive layers of yellow paint,
and this structure does not have a painted chamber in its base.

The top chamber is again roofed with a lantern ceiling of five levels (458). Its central panel
does not appear to be original and the current motif, an orange circle on an otherwise plain
board reminds of the lotus rosettes used in some earlier ceilings such as the third storey of
the Sumtsek (821) or the inner chorten chamber of the Palden Drepung Chérten (221). How-
ever, the two bottom levels each feature small central offering goddesses which have been
painted separately and pasted on the panels.?*® While these cannot be identified individually
on the basis of the documentation, it is clear that they are most likely an assembly of Buddha
Aksobhya, who must have once been represented in the centre of the ceiling.”” Otherwise,
the ceiling is covered by non-figurative textile patterns executed in muted shades of orange,
white and black.

In the upper chamber of this chérten, Buddha Sakyamuni flanked by two Bodhisattvas is
represented on the north wall, the wall on the side of the entrance to the Dukhang (459). As
in the Lotsawa Lhakhang, he is flanked by a hierarch, presumably again Drigungpa, on the
left side wall (west; 457) and Sadaksara Loke$vara on the right side wall (east; 460). Drigungpa
is white-skinned, directed towards the Buddha, and flanked by two Bodhisattvas, the one
on the Buddha’s side being Maitreya. Sadaksara Loke$vara is represented frontally, but it is
unclear from the documentation if he is flanked by Bodhisattvas as well. The window on the
fourth wall, the south wall, is flanked by two more teachers (458), possibly the successors of
Drigungpa in the western Tibetan lineage. Underneath them are four standing monks with
begging staff and bowl (456).

The lower level is occupied by the Five Buddhas placed according to their directions (461),
with the central Buddha Aksobhya (462) flanking the window on the south wall together
with Ratnasambhava (463). A white Vajrapani painted above the window protects the space.
The Buddhas occupying a wall for themselves are further flanked by repeated Buddha rep-
resentations performing the same gesture as the main one. Interestingly, Buddha Aksobhya
is painted white, supporting a funerary context for the establishment of this chérten.?®
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The interior chorten is not open at its base, as was the case in previous examples. Again,
we can assume that it houses the relic of a revered teacher of the time, the placement of the
chorten emphasising his local importance and suggesting a direct relation to the founders of
the main monuments of the complex.

The paintings are of higher quality than those in the other contemporaneous chorten, and
their style has no link to the earlier Alchi paintings. Even the colour palette, now favouring
red, differs considerably. Instead of the western Himalayan idiom recognisable to an increas-
ingly lesser degree in all the monuments discussed so far, this chorten is painted in an eclectic
style with elements of both the northeast Indian (Sharri) and Nepali (Beri) styles favoured in
contemporaneous artworks in central Tibet, in particular in the Kagyii schools.” The usage
of those styles expresses the need for linking the Tibetan Buddhist tradition to South Asian
predecessors also in visual terms.

Several other single or double chérten have been built added over time within and beyond
the sacred enclosure. While some of these can still to be attributed to a comparatively early
period on the basis of their respective shapes, others may have been added considerably
later. However, none of them allows us to determine when exactly they have been added as
they have no accessible interior decoration.
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468 The central feast panel of the

464 The simple exterior of the o
donor depiction; 1983.

Lhakhang Soma belies its art histori-
cal importance. 112003
469 Detail of the monastic commu-

465 Detail of the lay followers in the nity in the donor scene; 1983.

donor scene; 1983.

466 The wooden door of the
Lhakhang Soma is complex, but no
carvings were applied to it. HN2003

467 The capitals follow the earlier
ones with minor stylistic changes
visible in the rendering of the lotus
petals. C12000(63,26), WHAY

LHAKHANG SOMA

Sometime towards the middle of the fourteenth century the Lhakhang Soma was added to
the complex (464, 472). Architecturally it is a simple single celled structure with two columns
along the central axis of the building propping up two beams and making space for a central
chorten (275-277). The small wooden door has a multi-layered structure that reminds of ear-
lier doors, but is undecorated (466). Equally, the construction of the plain ceiling above the
beams is remarkably complex. The columns, their carved capitals (467), and the lion brackets
reference the earlier monuments, but the base became much more simple. In addition, the
column is not fluted at its very bottom, the transition being carved in a way that makes it
appear as if the fluted part is growing out of a lower round stem (471).

Art historically its paintings are evidence for a new area in both in style and iconography.
Even though we have seen central Tibetan art influencing the Alchi painting from the Sum-
tsek onwards, the new motifs were first integrated in the western Himalayan idiom (Sumtsek
to the Tashi Gomang Chérten) and then reproduced by poorly trained painters that attempted
to synthesise them with the local tradition (Lhakhang Soma to the Twin Chérten). Only with
the Raised Chorten, and the gateway chorten in Alchi Shangrong,?” detailed knowledge and
training in both the Sharri (Eastern Indian) and Beri (Nepali) styles is recognizable. With the
Lhakhang Soma a local school has fully embraced this new idiom, its Ladakhi predecessors
being the three-storeyed temple at Wanla, the Senggé Lhakhang in Lamayuru, and locally the
temple of Alchi Shangrong (see below).?”*

In terms of iconography the new topics are concentrated on the main wall, which features
a rich array of highly esoteric deities associated with the Kagyii and Nyingma schools, the
latter taking an important position. Nevertheless, the temple is also remarkable for its refer-
ences to the earlier monuments, in particular the Dukhang. Nothing demonstrates the con-
tinuity and change better than the donor depiction, the composition of which follows that of
the Dukhang closely. As there, it is centred on a scene of feasting, with the lay followers on
the one side and a monastic assembly on the other, but there are subtle differences through-
out. Now the central scene is showcasing the offerings and the distribution of meat and drink
(468). The local ruler heads the lay followers, wearing a helmet and holding an axe as signs
of his status (465). The noble ladies in the row underneath the male now wear a square head-
dress that may well be a remote predecessor of the perak (pe rag), so typical for Ladakh. The
monks, now wearing the standard Tibetan monastic robes with a sleeveless lower vest, do
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not perform a ritual but simply attend the feast (469). Note the three pointed crown some
of them wear, most likely a distorted version of the Kagyii meditation hat (sgom zhva), as it
is also worn on the only large portrait of a lama in the Lhakhang Soma (see 299 and below).
Other iconographic references to the earlier Alchi monuments are mentioned in the chapter
on this temple (page 309ff.).

The new religious context is also apparent from the representation of Mahakala (470). His
depiction—with a Cakrasamvara above flanked by four more four-armed Mahakala in the
colours of the surrounding Buddha families, his four-armed red consort below, and an ani-
mal-headed retinue—still has to be identified precisely, but likely goes back to transmissions
of this deity via Pakmodrupa Dorjé Gyelpo (1110-1170).”2 Importantly, the native deities that
were directly in his retinue in the earlier monuments, are now in a secondary position out-
side the assembly proper. Exactly the same iconography is found in the temple of Shangrong,
which helps to clarify some of the iconographic details.

Curiously, Vairocana is in the centre of the five esoteric Buddhas above Kalacakra (295),
but all of the highest esoteric deities on the main wall are commonly classified with the vajra
family, and thus Buddha Aksobhya. While the five esoteric Buddhas together fill the spaces
on the left side wall (293), on the right side wall (300) and the entry wall (470) expansive
areas are filled with Buddha Aksobhya only. Clearly then, he is considered the main Buddha
at this stage, both implicitly through the aspiration deities associated with him and explicitly
through his many depictions.

As noted in the main text on the temple, the Sakyamuni composition on the main wall, and
the presence of Drigungpa in its upper right corner of that wall (297, 298) demonstrate the
continuity of the presence of this school in the Alchi context. However, with his immediate

470 The four-armed Mahakala
above the entrance. ChiaraBellini, 2017

471 View of the left side wall with
the three main mandalas painted
in a hierarchy of size. Note also
the carving of the lower end of the
pillar; 1983.

472 In an eleventh phase, the

last one differentiated here, the
Lhakhang Soma was added on the
village side of the complex. Neuwirth&
Auer, TU Graz 2020

473 The complex continued to be

changed considerably over time, and

even more so in the last decades.
Numerous chérten were added
around the Sumtsek, among them
the twin structure to the side of the
Twin Choérten. Neuwirth & Auer, TU Graz 2020
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474 The complex of Alchi
Shangrong, with the temple on the
left side of the rock ridge covered by
chérten. CL2000(64,21) WHAY

475 Entry wall of the Alchi
Shangrong temple with the eighty
plus mahasiddha to the left of the
entrance and the Mahakala above
it. CL2009 (digitally merged)

teacher Pakmodrupa represented in a large portrait instead of Drigungpa, the importance of
the school is also played down in favour of a more generic Kagyii association.

To assess this situation, a comparison to the more or less contemporaneous temple of
Alchi Shangrong is useful (474). The latter is painted by a workshop very close to that of the
Lhakhang Soma, and its murals are of slightly higher quality, but also much more severely
damaged with entire sections completely lost. However, the basic iconographic scheme of
the two temples is similar. Roughly speaking, both temples house aspiration deities and their
assemblies on the main wall, mandalas of the Tantra for the Purification of All Bad Migrations on
the left wall (471), and the Medicine Buddha(s) on the right wall (300).

However, while Shangrong has only aspiration deities on the main wall, with the top-cen-
tre position occupied by Kalacakra, in the Lhakhang Soma Buddha Sakyamuni takes centre
stage in a composition with the seven Tara in the bottom row (273). In addition, the Shangrong
temple privileges the esoteric transmission over the exoteric one, replacing the life of the
Buddha with a representation of the eighty plus mahasiddha in a form specific to the Drigung
school (475).” Generally, there are more minor references to the Drigung school throughout
the temple, including several possible representations of Drigungpa, but there is no large
teacher portrait. Padmasambhava and his eight manifestations are represented as secondary
figures on the entry wall to the right of the upper edge of the Mahakala panel.

Thus, the two temples leave the impression that in neither case there is a strong interest
in adhering to or emphasising a particular Tibetan Buddhist school. They rather emphasize
the teachings, some of which may be school related. The representation of Pakmodrupa and
Padmasambhava in the Lhakhang Soma are, thus, not meant to mark a sectarian attribution,
but to signify the roots of the respective teachings they are associated with.

Iconographically, the development of the Alchi temple complex documents the grad-
ual shift from the predominance of the older esoteric cycles, in particular the Yoga Tantra
corpus, to those of the new schools of Tibetan Buddhism, the Niruttarayoga Tantras. Visually
this transition can be followed in the Alchi temples as a gradual shift from Buddha Vairocana
to Buddha Aksobhya as the central focus of the decoration. In fact, all Alchi monuments in
the western Himalayan style are transitional monuments leaning towards one Buddha or
the other, and it is only with a change in painting style that the transition is completed.
The decreasing quality of the Alchi murals from monument to monument can be taken as
evidence that this shift coincided with a considerable economic downturn that ultimately
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brought the Indo-Tibetan painting style that is characteristic for the earliest monuments in
the western Himalayan region to an end.

ContiNuous CHANGES

By the time the Lhakhang Soma was constructed donor attention at Alchi has already shifted
away from the Choskhor. The chorten and temple of Shangrong are evidence in this regard.
On a projecting rock south of the sacred area the three temples of the Tsatsapuri complex
where constructed at least a century after the Lhakhang Soma (476). Further, in the fields not
far from the Shangrong temple are the ruins of a large kumbum chérten with painted cells
(477). This massive construction must have been erected in roughly the same period as well.

The monastic complex of Alchi Choskhor continued to be altered over time, especially
through the addition of numerous chérten throughout the complex, probably erected for
successive high teachers that stayed at the monastery. In contrast to those discussed above,
they either do not contain paintings, or they are not accessible at all and can only be assessed
on the basis of their outward appearance. Judging from the shape of the chérten, quite a
number of them are of considerable antiquity, and some may even pre-date the Lhakhang
Soma. For example, between the Palden Drepung and the Twin Chérten another pair of gate-
way chérten has been added (479), the shape of which is very similar to that of the Twin
Chorten, but they do not have an interior chérten anymore. Another chérten to the side of
the Sumtsek, attached to the wall of the building in front of the Lhakhang Soma, replicates
the five pinnacle structure of the Palden Drepung Chérten (480). In both cases the new struc-
tures are of smaller size than the ones they resonate with, indicating less affluent times at
their construction. The references to the earlier buildings nevertheless indicate a fairly early
date, most likely after their respective references and before 1400.

Two other chorten represent two distinct early types. Immediately to side of the second
five pinnacle chérten is one of similar proportions, but without the corner structures (480).
Its shape—essentially a double-tiered throne with a door on the front side of the upper throne
and a multi-cornered superstructure—conforms to a chérten type found all over Ladakh,
some of which are painted in the interior of the upper base with murals datable to the thir-
teenth century.” At Alchi this chorten is hidden behind a tree preventing to photograph it
properly. The second early type is prominently placed at the edge of the complex between
the Main Temple and the Sumtsek (331, 478, also prominently visible on figure 9). Its restored
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476 View of Alchi Tsatsapuri with
the temple complex in its centre. (.
2005(75,05)

477 Ruins of a massive kumbum
chérten in the fields close to the
Alchi Shangrong complex, 1983.

478 Chorten with cross-shaped
throne and complex superstruc-
ture. CL2000(6058), WHAV

479 The pair of chérten immedi-
ately adjacent, but at an angle to the
earlier double chérten.

480 View of the two early chorten
adjacent to the so-called Kangyur
Temple within the Alchi Chos-
khor. Neuwirth & Auer, TU Graz 2020

481 Murals on the left side of the
Sumtsek’s veranda with Padma-
sambhava in the centre, Tsong-
khapa (1357-1419) in the upper left
corner, and Milarepa in the bottom
centre. CL2000(56,39), WHAV

482 Buddha flanked by four Bodhi-

sattvas in the recess above the door
to the Sumtsek. CL2000(56,38) WHAV

b )
—l 1
A e T

double tier base is also based on squares, but there are flat projections on each side making
it cross-shaped with the edges of the square projecting between the arms of the cross. The
upper level of the throne has a window towards the south, and the superstructure continues
the basic shape of the base, but is badly corroded.

Other smaller chorten are found both within the complex and along the circumambula-
tion path, many of them in a shape that eventually became the standard Tibetan chérten type
from the fifteenth century onwards. Together, these chérten document the continuous usage
and maintenance of the complex.

Also the oldest structures of the complex continued to be maintained, as is demonstrated
by a sixteenth-century inscription added on a previously empty panel in the Maitreya niche
of the Sumtsek (616). This inscription records a restoration the extent of which is far from
clear, especially in its relevance for works done in and other buildings of the complex.?”
Another fragmentary inscription of a similar type in the courtyard of the Main Temple has
so far remained unstudied.

Repairs of different types are noticeable throughout the complex. In the Main Temple, the
entire roof must have been replaced at some stage, and the courtyard area has been changed
considerably over time. Inside the Sumtsek, it is the sculptures that have suffered most and
needed repair. Some of the less decorated surfaces of the large Bodhisattva sculptures have
been repainted, and the bottom sculptures have almost entirely been replaced in two of the
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three niches. Speculations that the inscription refers to the lineage in the top storey or the
entire top storey, however, have no merit (see page 723 ff.).

A noteworthy addition are the murals in the ground floor veranda of the Sumtsek. Of
these the Buddha flanked by four Bodhisattvas on the recessed area above the door of the
Sumtsek appears to be earlier (482). The flanking Bodhisattvas loosely compare with those
added to the side of the veranda (405), but either their repainting has been much less faithful
to the original or they are a case of a stylistic quotation. As they are, these murals cannot be
earlier than the fifteenth century and likely are considerably later. The murals to the sides
of the veranda are curiously disorganised (481). Rather than reflecting a particular icono-
graphic programme, prominent figures of the Tibetan Buddhist pantheon have been placed
side by side. They also cannot be contemporaneous in their entirety, as is most clearly indi-
cated with the Milarepa image in the bottom centre. But their largely uniform colour scheme
and condition speaks of a single restoration phase that brought them into their current state.
It is likely, that some of these obvious changes have been part of the restoration mentioned
in the inscription.

MAITREYA TEMPLE

One of the most recent architectural changes to the complex was the expansion of the tower
like structure to the right side of the Main Temple’s entrance (472, 483). Originally, this tower
must have mirrored the one on the opposite side in size, as indicated by the murals of the
courtyard (399). Today’s structure shares the side wall with the original veranda wall, but is
expanded towards the front and the outer side. It is unclear when this extension took place,
but it must have gone hand in hand with a rededication of this space for a large Bodhisattva
image. The ‘enormous standing four-armed Maitreya’”® occupying the temple and the mural
paintings surrounding it are very recent (484). Architecturally, there is no indication that
this expansion has been done at an early stage, as was the case at Mangyu and Sumda, but it
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483 The tower-like structure of the
Maitreya Temple to the right of the
Dukhang as seen from the roof of
the courtyard. C11998(50,17), WHAY

484 The large four-armed sculpture
of Maitreya within the chapel sur-
rounded by murals. 11998 (90,18), WHAV

485 Restoration of the courtyard

in 2003. A careful look at this image
reveals that excessive height of clay
used for the courtyard’s roof and the
disintegrated plastic sheets within
it. CL2003(9564)

486 The new lantern for the
courtyard surrounding the Raised
Chérten. Martina Rassel 2005

would not be surprising if the change in function of this tower happened earlier than is at
evidence today.

With this most recent alteration to the core of the monastic complex, we distinguish
twelve major phases for the development of the Alchi complex, excluding the numerous
additional undecorated chérten (473).

RECENT CHANGES

Obviously, this study of the monuments in the Alchi Choskhor and its surroundings still
leaves many questions open, some of which may never be resolved. Since the documentation
on which this study is based has been done in the early two thousands—our cut-off date is
2003—alterations to the complex have continued at an exhilarating pace. These works appear
to be driven predominantly by the Archaeological Survey of India, who spends considera-
ble money on the complex almost every year. Among these changes the following are most
noteworthy:

«  Atemporary roof of green PVC- and tin-sheets covered the Dukhang in 2003 (324).

« All wooden members of the verandas of the Sumtsek, the Lotsawa Lhakhang and
Jampel Lhakhang were cleaned and painted with a glossy transparent varnish (2004).
Figures 408 and 409 demonstrating their appearance after that cleaning, while other-
wise earlier documentation has been preferred.

+  The same year the roof of the courtyard and the beams supporting the Raised Chérten
have been redone (485), and

 subsequently the area in the middle of the courtyard has been roofed with a lantern
covered by transparent PVC-sheets encasing the throne of the Raised Chorten (486).

+ A massive paving of the complex’ circumambulation path (2003-04) was accompanied
by

« replacing some of the walls surrounding the complex through fencing along the cir-
cumambulation path (2004-05; 487).

+  The addition of a door (488) and the movement of the fencing from the inside of the
circumambulation path to its outside (488; before 2015),

« this included the separation of chorten at the corners of the complex that tradition-
ally were part of the circumambulation (490).

+  Most recently, the three chorten at the beginning of the circumambulation path were
replaced by concrete versions (2017).
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And this list only includes the major changes that are immediate apparent, and not all the
minor alterations to the outer surface of the structures, or the, in a material sense, ‘concrete’
attempts to regulate the drainage and visitor paths throughout the complex. In addition,
the so-called Kangyur Temple (491), effectively a house within the monastic complex that
houses a collection of the Buddha’s words (bka' 'gyur) and is administered separately, has
been rebuilt in 2010 and expanded by another floor 2016-17.

Whatever one may think about the aesthetic behind these measures, they do not consider
the religious use of the complex. Further, the repeated works across the complex increasingly
obscure the legibility of the architectural development, and obviously affect the authenticity
of the complex and its structures. More worryingly, all the architectural measures taken do
not address the main issue of earthen architecture in the region, excessive roof weight. In the
contrary, the almost complete covering of the original window to the niche of the Dukhang
(309), the additional roof height visible on top storey of the Sumtsek (760), or the height of
the courtyard’s roof revealed during restoration (485) are tell-tale signs that this issue has
rather been exacerbated through recent work.

To our knowledge, no archaeological work that could contribute to a better understand-
ing of the interrelationship of the buildings in the complex has been undertaken, and no
documentation of what has been done is accessible.”’

Fortunately, no major works have been done on the paintings and sculptures in the inte-
rior of the temples since the 1980s. It is said that these spaces are the responsibility of Likir
Monastery. The chorten are somewhat in-between, and regardless of their historical value
do not get the same protection as other structures, consequently the in situ site map does not
point them out (491). In fact the passage of the Palden Drepung Chdérten is regularly used as

404

487 The new circumambulation

path and first fencing of the com-
pound replacing parts of the earlier
boundary wall. c12005(0271)

488 The door locking off a part of
the circumambulation path. The
multi-cornered chérten visible
through the door can also be recog-
nised in 487 and 489. C12015(0775)

489 The movement of the fence to
the outside of the circumambulation
path. CL2015(077¢)

490 The lhato and chdrten outside
the circumambulation path but orig-
inally integral part of it. In 2019 the
wall was provisionally broken again
at this corner to enable circumam-
bulation of those structures again,
but one had to walk over a slope of
loose rocks. L2017 (1181)
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491 Board with map of the com-
plex demonstrating the secondary
importance of the painted chorten
to the management. Cl2015(0782)

492 Welcome board with an omi-
nous typo that was subsequently
corrected. CL2019(1270)
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wood or building material storage, making it temporarily inaccessible. Fortunately, both the
Palden Drepung and the Tashi Gomang Chérten have been conserved in the early 1990s by
the Save Alchi Project, and thus have not visibly deteriorated since.

From a heritage management and research point of view, the distinctions made between
the interiors and the exteriors, the core buildings and their surroundings, is unfortunate
and ultimately detrimental to the entirety of the monastic complex. After all, as this chapter
demonstrates, the architecture is an important and integral element needed for the proper
interpretation of the evidence provided by the paintings and sculptures in the interiors. Fur-
ther, it is the peripheral monuments that have proven vital for a better understanding of the
main monuments and for an assessment of the complex as a whole.

It can only be hoped that future works take a more comprehensive approach to the main-
tenance of the complex that not only considers exterior and interior together, but also makes
sure that the religious usage of the complex is not adversely affected. While Alchi has become
a tourist hotspot, it is still used by locals, and these should not be deprived of the possibility
to circumambulate the complex in the traditional manner. Without such a more compre-
hensive approach to maintenance the ominous typo on the welcome board to the complex
photographed in 2019 (491) may well become a reflection of reality.

We hope that this chapter has demonstrated that the Alchi Choskhor preserves much
more than two fantastic temples. Taken at face value, its architecture, art and inscriptions
provide unique insights into a flourishing early Ladakhi Buddhist culture carried by a local
noble family that not only built its monuments but also used and maintained them over
centuries.
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Appendices

The appendices provide background information on some of
the Alchi inscriptions and the detailed iconography of some
of the mandalas as they are depicted at Alchi.

THE PEARL GARLAND COMPOSITION

This is the translation of the main inscription in the Palden
Drepung Chorten. Roger Goepper (1993a) contains a study of
the first part of this text, while Amy Heller and Shawo Kha-
cham (2018) have translated its second part. This re-transla-
tion is based on a new edition of the entire text that is being
published separately (Luczanits forthcoming).

HomAGE

Om, may this be auspicious!

From the sky of the non-originated dharmakaya
the unobstructed sambhogakaya appears like a
cloud and the active nirmanakaya comes like inces-
sant rain. [ praise the Sugata of the three times! 1

The twelve branches of the scriptures,' the
Tripitaka, the four classes of tantra, the fac-
tors conducive to awakening? and so forth,
[ respectfully praise] the holy Dharma. 2

1 According to Dudjom Rinpoche (1991) vol. 2, p. 162, 169, these
are sitra (mdo sde), aphorisms in prose and verse (dbyangs bsnyad),
prophetic declarations (lung bstan), verses (tshig bcad), purposeful
expressions (ched brjod), frame-stories (gleng gzhi), extensive teach-
ings (shin tu rgyas pa), tales of past lives (skyes rabs), marvellous
events (rmad du byung), narratives (rtogs pa brjod pa), fables (de Ita bu
byung ba), and established instructions (gtan phab).

2 Here I quote the respective entry in Duff (2016): ‘byang chub
phyogs mthun gyi chos sum cu so bdun <noun>phrase> “The thir-
ty-seven factors conducive to enlightenment”. Translation of the
Sanskrit [NDS] “saptatrim$had bodhipakshika dharmah”. Acc.
[NDS] they are: 1) dran pa nyer bzhag bzhi “four applications of mind-
fulness”; 2) yang dag spong ba bzhi “four authentic abandonments”;
3) rdzu 'phrul gyi rkang pa bzhi “four legs of miracles”; 4) dbang po Inga
“five faculties”; 5) stobs Inga “five powers”; 6) byang chub kyi yan lag
bdun “seven limbs of enlightenment”; 7) 'phags lam yan lag brgyad
“the eight branches of the eightfold noble path” q.v. [KPC] gives the
same groups but has the altern. spelling of 2) as yang dag par spong
ba bzhi.
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doing this ...
I pay homage to the monastic communities. 3

Superior son of the Buddhas of the three times,
precious teacher, who accomplished the spon-
taneous existence of awakened activities, Lord
Drigungpa, I pay homage to you and praise you. 4

Having paid homage to Buddha, Dharma,
monastic community and teacher,

I am writing this partial record

of accumulations of some merit. 5

SETTING THE STAGE

Supported by a massive golden base,

Mount Meru and the seven mountain ranges,
the four continents and the eight minor conti-
nents, on the best among these continents,’® 6

southern Jambudvipa ... ...

an excellent place with a range of snow mountains
on one side, Upper Ngari,

projecting at its side, Lower Ladakh ... 7

here at Alchi ...

I myself, monk of the Dro [clan], Tsiiltrim O,
due to the impurity of my former

prayers, was born in this land, where the
three bad rebirths accumulate. 8

Having obtained the precious human body, and
having been ordained when I was a crybaby, I
bowed to the feet of the preceptor, I eliminat-
ed the mental elaborations a bit and trained in
the three trainings as they are expressed. 9

The small amount (of merit) previously accumulat-
ed

even as I gathered wealth and enjoyment,
Thinking of those low in capacity, 10

I gave towards the precious teacher.
Thinking to accumulate some merit,

3 This verse references the Buddhist cosmos and its main parts,
zooming in towards Jambudvipa, the Rose-apple Continent. It is
traditional to place one’s region into the wider cosmos in this con-
text.

as root of relative virtue,
I made supports of body, speech and mind. 11

Boby SUPPORTS

Concerning the making of supports for the body, I
built the temple Pile of Jewels (Rinchentsek).*

To repay his kindness, I built

a shrine for the Rinpoche (i.e., Drigungpa).® 12

For the sake of my two parents
and to accumulate merit for myself
[ built about ten bigger and smaller temples

... made arrays of more than thousand
figures of the Sugata ...

I made arrays of ten thousand figures of
the Bhagavat Sugata Aksobhya, 14

and arrays of two thousand figures

of the Bhagavat Amitabha.

Also of figures of Mafijughosa

I made arrays of about two thousand.® 15

To attain awakening in one kalpa,

I made the thousand Buddhas of the [bhadra]kalpa.
I made images of the protectors of the three
families. All the temples and chorten, and ... 16

I made figures of Tara and other goddesses,
whatever came to mind.

About these are the supports of the body,
at the root of relative virtue. 17

4 AsGoepper (1993), n. 15, has suggested, Pile of Jewels or Rinchen
Tsekpa (rin cen brtsegs pa) is the original name of the Sumtsek.

5 The usage of the term gdung khang implies that this structure
originally contained some form of relic of Drigungpa. Given that
this shrine is mentioned between temple constructions and that
there is a dedication to Drigungpa in the Sumtsek itself, one may
assume that this shrine, whatever its shape, was inside the Sum-
tsek and was later replaced by the present chorten. One may even
go so far as to interpret the Sumtsek as built for this very purpose.
6 One thousand of each of the three, Aksobhya, Amitabha and
Mafijughosa are represented in the Sumtsek, and they are listed
here in their relative hierarchy within the temple. An additional
thousand Aksobhya are in the chérten with this inscription. It
is unclear if any of the monuments built shortly after are to be
counted here as well.

SPEECH SUPPORTS

Thinking to make supports of speech

on very rare paper,

not looking at price and value,

I produced fourteen volumes of the extended, 18

six volumes of the middle, and one vol-

ume of the abridged version [of the Prajfia-
paramital. I made the Mafjusrinamasamgiti, the
Prajiidparamitasaficayagatha, and the Bhadra-
caripranidhanaraja of gold.

Of the blessed words, I made a gold-

en Prajiiaparamitahrdaya. 19

[Even] as single son, I, through my wealth,

at a time difficult to obtain ...’

O wonder, ...

I made prints of the words ...

So much about the supports of speech made. 20

MIND SUPPORTS

As for making supports of the mind, taking as a
model the self-manifest Sri-Dhanyakataka [stupa],
as it exists in central India, I made the chorten
Palden Drepung [= Sri-Dhanyakataka). 21°

Taking as a model the Tashi Gomang

made by the incarnate precious teach-

er (i.e., Drigungpa), I made a Tashi Gomang
of one-hundred-thousand [doors]. 22°

7 It makes little sense in this context that the author speaks here
of a single son of his, as it does not relate to this section at all and
contradicts the author’s early ordination. I thus interpret nga'i bu
cig as referring to the author himself, but I am aware that this is
problematic.

8 This stanza refers to the stupa in which the Buddha revealed
the Kalacakra and other tantras, which has been suggested to have
been located somewhere in northeastern India, the Amaravati
stupa of the same name can be excluded in this regard (see in par-
ticular Macdonald (1970)). There are several spellings for the name
of this stupa, the one at Alchi, which should end consistently in
phung, appears to be an older variant for the more commonly used
spungs. I am interpreting this verse as referring to the chérten con-
taining the inscription itself, and thus call it the Palden Drepung
Chorten.

9 This stanza refers to the stupa Drigungpa made for the relics
of his teacher Pakmodrupa Dorjé Gyelpo (phag mo gru pa rdo
rje rgyal po; 1110-1170) at Drigung monastery, which is different
from the so-called Tashi Obar (bkra shis ‘od 'bar) made for the same
teacher at Densatil (gdan sa mthil). See, for example, Roerich 1988,
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... living up to ...
without caring for food, wealth or hardship, ... with
large body measurements ...

.........

... made as support of mind. 23

WisDoM ACCUMULATION'®

Thinking to accumulate wisdom, through assem-
bling the non-composites etc.

From the chant master, held by a learned
teacher, via the precious paternal uncle, to

the teachers, preceptors and instructors, I suc-
cessively requested cultivating the mind [of
bodhicitta teachings] and initiation. 24"

They granted oral instruction on the creation and
completion stages [of tantric meditation], entrust-
ed my mind with profound instruction, introduced
the Great Seal (mahamudra), ... gift ...

not doing ... ... 25

ASPIRATIONS'?

As I made images of the five esoteric Buddhas®
... [as supports] of the body,

may I be born ...

endowed with the five wisdoms like them. 26

As I made images of all the Buddhas and
Bodhisattvas of the ten directions, may
I be born as the first in the retinue of all
the Buddhas of the ten directions. 27

601 and the extensive discussion in Czaja (2013), 379-383, which in
my opinion conflates this stupa with a record that must describe
the pantheon of a later stupa identical to those of Densatil (see also
the different discussions on the same source in Luczanits (2010)
and Czaja (2010)).

10 So far the text was concerned with the accumulation of merit,
now it focuses on wisdom. With these the two accumulations,
tshogs gnyis, required for buddhahood are covered.

11 I read this stanza as a reference to his early teachers, the
learned chant master (umdze), the paternal uncle that led the family
monastery (possibly Kalden Shérap, the founder of the Dukhang),
and other learned local teachers.

12 This section has two main parts, aspirations resulting from
the making of body supports, that is merit accumulation, and aspi-
rations resulting from religious practice, that is wisdom accumu-
lation.

13 I translate rgyal ba rigs Inga a bit more freely as ‘five esoteric
Buddhas’.
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As I made arrays of images

of the Bhagavat Sugata Aksobhya,
may I be born at the feet of Aksobhya
in the eastern realm of Abhirati. 28

As I made arrays of images
of Bhagavat Amitabha,

may I be born at his feet

in the realm Sukhavati. 29"

As I made images of the thousand Buddhas of
the fortunate aeon and the protectors of the
three families, may I be born in the inner cir-
cle of Mafijughosa, Maitreya and so forth. 30

As I made images of all the bodies of the Sug-
ata, Tara and ... goddesses, may the revered
master (Drigungpa) and others guide me to
the realm of the sky farers (i.e., dakini). 315

Having cultivated the unity of the emerging and
completion stages and realised the great bliss of
non-duality of method and wisdom may I obtain
the supreme and ordinary siddhi.

Meditating on the three levels of fierce,

may [ appease the inner and outer obstacles. 32

Through initiation into contemplation, the sleep-
ing, eating and excretion practices and so forth,
may I be protected from all deterioration, and may
my obscurations from bad karma be purified. 33

By making feast gatherings of all the protec-
tors and dakini and offering torma (gtor ma)

at every full and new moon for six times, may
the signs of accomplishment become real. 34

Through continuously taking refuge to the
refuges of the three jewels, the lama and
the assembly of aspiration deities, may I
be blessed without interruption. 35

14 That Abhirati is listed here before the otherwise more popular
Sukhavati conforms to the importance of this realm in the Alchi
monuments.

15 This verse leads to aspirations resulting from the practice, the
terminology clearly referring to Highest Yoga Tantra practices.

Through obeying to whatever is said by teach-
ers, preceptors and instructors, and not go-
ing against the words of parents, may the
enemies and obstructors be kind. 36

Through [generating] affectionate love and
firmly steering loving kindness towards all
sentient beings of the six types of migration,
may I [experience] ... and loving kindness. 37

‘WISHES FOR THOSE INVOLVED

May the suffering and difficulties by all
humans and domestic animals for mak-
ing all these temples and chorten puri-
fy their obscuration and bad karma. 38

May they be free of unfortunate rebirths and ob-
tain the higher realms and liberation.

Having obtained the ranks of humans

or gods, may they meet [again] with the
Buddhist teaching (Dharma). 39

WIiSHES AT PASSING

As for me, when it is time to go, when
inner and outer breath are to be severed,
may Buddha Aksobhya appear in person
in the sky in front [of me]. 40

Moreover, may the Tathagata, having appeared in
person, grasp me ... ... heart.

May I then be reborn instantaneously at the

feet of Bhagavat Aksobhya, without expe-
riencing the appearance of a bar do. 41

Moreover, having been reborn at the feet of the
Bhagavat, may I encounter the holy Dharma.
Moreover, having encountered the holy Dharma,
may I comprehend the meaning of non-arising. 42

Through my root of virtue and amassing the
two accumulations (of merit and wisdom)

in this way, may the aspirational prayer of-
fered thus be truly accomplished. 43

CONCLUSION

This is a partial record of making supports
of body, supports of speech, and supports of
mind, and assembling a bit of merit. 44

... written in support of the prayer
If there should be mistakes in this poetic com-
position, may the wise ones be patient. 45

The ‘Pearl Garland Composition’ completed.

DEITIES OF THE NAMASAMGITI VAJRADHATU MANDALA

This mandala consists of either fifty-three or fifty-seven deities,
depending on whether there are separate gate-keepers for its two
palaces. It is distinguished from the Vajradhatumahamandala
through its geometry and in one variant through all but the five
Buddhas holding a wisdom sword as second attribute in their right
hands.

The names listed are from this source and compared with Vilasa-
vajra’s Namasamgiti commentary NMAA (Tribe, 2016) and T2533
as well as the Mafjusrinamasangitiguhyavadvidhivrttijfianadipa by
Smrtijianakirti, who also translated the text (T2584). The descrip-
tion of the deities is based on the depiction in the Alchi Dukhang.

There are two main iconographic versions of this mandala both
of which occur at Alchi, one with Mahavairocana/Vajradhatu Vai-
rocana in the centre (Dukhang, page 71ff.) and the other one
with Mafijuéri Adibuddha in the centre (Sumtsek, page 668ff.). If
Vairocana is in the centre of the mandala, all secondary deities
except for the five esoteric Buddhas hold a sword in the right hand
and their distinctive attribute in the left.

INNER PALACE OR SQUARE

CENTRE

1 Mahavairocana/Vajradhatu Vairocana - Nampar Nangdzé,
rnam par snang mdzad: four-faced, white body-colour; gesture of
highest awakening (bodhyagrimudra, byang chub mchog gi phyag rgya)

INNER CIRCLE OF EIGHT PETALS
In the cardinal directions are the four other esoteric Buddhas read
from the east clockwise.

2 Aksobhya - Miky6pa, mi bskyod pa: blue; earth touching gesture
(bhtimisparsamudra)

3 Ratnasambhava - Rinchen Jungden, rin chen 'byung ldan: yellow;
gesture of granting a wish (varadamudra)

4 Amitabha - Nangwa Tayé, snang ba mtha' yas: red; gesture of
meditation

5 Amoghasiddhi - Dony6 Druppa, don yod grub pa: green; gesture
of reassurance (abhayamudra)

In the intermediary directions are the four mothers of the families.

6 Sattvavajri- Semma Dorjéma, sems mardo rje ma / Dorjé Semma,
rdo rje sems ma: blue, holds vajra
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7 Ratnavajri - Dorjé Rinchenma, rdo rje rin chen ma: yellow; has a
wish-fulfilling jewel as symbol

8 Dharmavajri - Dorjé Chéma, rdo rje chos ma: red; has a red lotus
9 Karmavajri - Dorjé Lema, rdo rje las ma: green; has a visvavajra
OUTER CIRCLE OF SIXTEEN PETALS

The sixteen Mahabodhisattvas from the east clockwise, each hold-

ing a sword in the right hand and the distinctive attribute in the
left.

10 Vajrasattva - Dorjé Sempa, rdo rje sems pa: white; holds a
five-pointed vajra at the heart

11 Vajraraja - Dorjé Gyelpo, rdo rje rgyal po: yellow; holds vajra hook

12 Vajraraga - Dorjé Chakpa, rdo rje chags pa: red; with arrow and
bow

13 Vajrasadhu - Dorjé Lekpa, rdo rje legs pa: greyish green; va-
jra-fist in front of chest

14 Vajraratna - Dorjé Rinchen, rdo rje rin chen / Vajragarbha - Dor-
jé Nyingpo, rdo rje snying po: yellow; holds a wish-fulfilling jewel

15 Vajrasiirya - Dorjé Nyima, rdo rje nyi ma: sun coloured; holds a
vajra sun circle

16 Vajradhvaja - Dorjé Gyeltsen, rdo rje rgyal mtshan: blue; has a
banner of the wish-fulfilling jewel

17 Vajrahasa - Dorjé Zhépa, rdo rje bzhad pa: white; holds a garland
of teeth (so'i phreng ba)

18 Vajradharma - Dorjé Chd, rdo rje chos / Vajranetra - rdo rje sbyan:
red; holds lotus

19 Vajratiksna - Dorjé Nonpo, rdo rje rnon po: blue; holds sword and

book
20 Vajrahetu - Dorjé Gyu, rdo rje rgyu: yellow; holds a wheel

21 Vajrabhasa - Dorjé Mawa, rdo rje smra ba: red; holds a vajra
tongue (rdo rje Ice)

22 Vajrakarma - Dorjé Lé, rdorje las: greyish green; holds visvavajra

23 Vajraraksa - Dorjé Sungwa, rdo rje srung ba: yellow; holds a
small coat of mail

24 Vajrayaksa - Dorjé N&jin, rdo rje gnod sbyin: of black body-col-
our; has a corpulent body; grasps a large tooth

25 Vajrasandhi - Dorjé Khutsur, rdo rje khu tshur: yellow; half fist
palm up at side of body, no attribute recognisable

IN THE CORNERS OF THE INNER PALACE
Four inner offering goddesses, all holding sword in the right hand.

26 Lasya - Gekmo, sgeg mo: blue; both hands in vajra-fists at the hip

27 Mala - Trengwama, phreng ba ma: yellow; holds a garland of jew-
els (ratnamala)

28 Gita - Luma, glu ma: red; holds a lute (vina)
29 Nrtya - Garma, gar ma: green; makes dance-gesture

Additionally, four gate-keepers may be added here in case this in-
ner part is conceived as a palace and not simply as a square, but
even in the former case the gates may be empty.

OUTER PALACE

BoDHISATTVAS OF THE FORTUNATE AEON
All hold a sword in the right hand and the family attribute in the
left.
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East: blue, holding a vajra
30 Maitreya - Jampa, byams pa
31 Amoghadarsin - Tongwa Dony6, mthong ba don yod

32 Sarvapayafijaha - Ngensong Tamché Jongwa, ngan song thams
cad sbyong ba / Ngensong Kiindren, ngan song kun ‘dren

33 Sarva$okatamonirghatanamati - Nyangen Miinpa Tamché
Ngépar Jompé Lodrd, mya ngan mun pa thams cad nges par 'joms pa'i
blo gros

South: yellow, holding a jewel

34 Gandhahastin - Pokyi Langpo, spos kyi glang po

35 Siiramgama - Pawar Drowa, dpa’ bar 'gro ba

36 Gaganagafija - Namkhé Dz0o, nam mkha'i mdzod

37 Jfianaketu - Yéshé Tok, ye shes tog

West: red, holding a lotus

38 Amitabha - Opakmé, 'od dpag [tu] med [pa]

39 Candraprabha - Dawé 0, zla ba'i 'od

40 Bhadrapala - Zangskyong, bzang skyong

41 Jaliniprabha - Drabachengyi 0, dra ba can gyi ‘'od

North: green, holding a crossed vajra (visvavajra)

42 Vajragarbha - Dorjé Nyingpo, rdo rje snying po

43 Aksayamati - Lodro Mizépa, blo gros mi bzad pa

44 Pratibhanakita - Poppa Tsekpa, spobs pa brtsegs pa

45 Samantabhadra - Kiintu Zangpo, kun tu bzang po

IN THE CORNERS OF THE OUTER PALACE

Four outer offering goddesses, all holding sword in the right hand.
46 Dhupa - Dukpama, bdug ba ma: blue; holds incense burner

47 Puspa - Métokma, me tog ma: yellow; holds a plate of flowers

48 Aloka / Dipa - Marmema, mar me ma: red; holds a plate with a
flame

49 Gandha - Jukpama, byug pa ma: green; holds a sweet-smelling
conch (dri'i dung chos)

IN THE GATES
Four gate-keepers, each holding a sword in the right hand and the
distinctive attribute in the left.

50 Vajrankusa - Dorjé Chakkyu, rdo rje Icags kyu: blue; holds goad
51 Vajrapasa - Dorjé Zhakpa, rdo rje zhags pa: yellow; holds noose
52 Vajrasphota - Dorjé Chaktrok, rdo rje Icags sgrog: red; holds a
black noose instead of the usual chain

53 Vajraghanta - Dorjé Drilbu, rdo rje dril bu: greyish-green; holds
abell

DEITIES OF THE TRILOKAVIJAYA M ANDALA

Names after Anandagarbha’s, Rite of the Glorious Conquest over
the Three Worlds Drawn from the Compendium of Principles Tantra,
Sritrailokyavijayamandalavidhiaryatattvasamgrahatantroddhrta, dpal
khams gsum rnam par rgyal ba'i dkyil 'khor gyi cho ga 'phags pa de
kho na nyid bsdus pa'i rgyud las btus pa, P3342 (T 2519), translated
by Rinchen Zangpo, iconographic details as depicted at Alchi and
Mangyu.

INNER PALACE
Only the deities in the central circle are peaceful, all others are
wrathful and stand with their left leg stretched (pratyalidha).

CENTRAL CIRCLE

1 Mahavairocana/Vajradhatu Vairocana - Nampar Nangdzé, rnam
par snang mdzad: white; four-headed, fourth head on top, all white;
gesture of highest awakening (bodhyagrimudra); seated on pair of
lions

Surrounded by the four mothers of the families

2 Sattvavajri- Dorjé Semma, rdo rje sems ma: blue; right hand raised
in first at side, left at him holds stem of lotus carrying a vajra

3 Ratnavajri - Dorjé Rinchenma, rdo rje rin chen ma: yellow; right
hand raised at side holding a jewel, left at hip

4 Dharmavajri - Dorjé Choma, rdo rje chos ma: red; right hand
raised at side holding a lotus, left at hip

5 Karmavajri - Dorjé Lema, rdo rje las ma: green; right raised at
side in vandanamudra, left at hip holds stem of lotus that carries the
crossed vajra (visvavajra)

CIRCLES IN THE CARDINAL DIRECTIONS

Wrathful forms of the four surrounding Buddhas, each of them
surrounded by four of the Mahabodhisattvas, the primary one rep-
resented underneath (that is in front of) the Buddha, the second
to this right, the third to his left, and the fourth on top (behind).

6 Trailokyavijaya - Jikten Sumlé Nampar Gyelwa, jig rten gsum
las rnam par rgyal ba / Vajrahiimkara - Dorjé Humdzé, rdo rje hUM
mdzad (standing in for Aksobhya - Miky&pa, mi bskyod pa): blue;
four-headed and eight-armed; performing vajrahuimkaramudra
with main pair of arms, the others hold, in functional pairs: sword
and vajra, arrow and bow, elephant goad and noose; trampling on
Maheévara (Siva) and Uma

7 Ratnahiimkara - Rinchen Humdzé, rin chen hUM mdzad (wrathful
form of Ratnasambhava, rin chen 'byung ldan): yellow; the gesture of
giving (varadamudra), left at hip; horses

8 Dharmahiimkara - Chokyi Humdzé, chos kyi hUM mdzad (wrath-
ful form of Amitabha - Nangwa Tayé, snang ba mtha' yas): red; open-
ing lotus at his heart (gesture of Vajradharma instead of medita-
tion); peacocks

9 Karmahaimkara - Lékyi Humdzé, las kyi hUM mdzad (wrathful
form of Amoghasiddhi - Dény6 Druppa, don yod grub pa): green; the
gesture of reassurance (abhayamudra), left at hip; garuda

Sixteen Mahabodhisattvas

As all deities are wrathful, the full version of their names are
preceded by krodha, as indicated with the first name only.

East:

10 [Krodha] Vajrasattva - Dorjé Sempa, rdo rje sems pa: blue; vajra
upright in palm of hand in front of the chest, left at hip

11 Vajraraja - Dorjé Gyelpo, rdo rje rgyal po: yellow; right hand as if
holding a vajra in front of chest, left with elephant goad (arikusa)
at side

12 Vajraraga - Dorjé Chakpa, rdo rje chags pa: red; right in front of
chest, left raises bow at the side

13 Vajrasadhu - Dorjé Lekpa, rdo rje legs pa: green; performing a
mudra with both hands in front of the chest

South:

14 Vajraratna - Dorjé Rinchen, rdo rje rin chen: yellow; both hands
at side, right one holding jewel

15 Vajrasiirya - Dorjé Nyima, rdo rje nyi ma: red; right hand hold-
ing sun-disk at side, left at side

16 Vajradhvaja - Dorjé Gyeltsen, rdo rje rgyal mtshan: blue; right
holding tiny banner, left at side

17 Vajrahasa - Dorjé Zhépa, rdo rje bzhad pa: white; right in front of
chest, left holding garland of teeth at side

West:

18 Vajradharma - Dorjé Chd, rdo rje chos: red; right hand with lotus
raised at side, left at side

19 Vajratiksna - Dorjé Nonpo, rdo rje rnon po: blue; sword held in
the right hand in front of chest, left at side

20 Vajrahetu - Dorjé Gyu, rdo rje rgyu: red; right hand in front of
body, left at side

21 Vajrabhasa - Dorjé Mawa, rdo rje smra ba: yellow; right hand
with wheel held at side, left at side

North:
22 Vajrakarma - Dorjé Lé, rdo rje las: green; right raised above the

head, left held at side

23 Vajraraksa - Dorjé Sungwa, rdo rje srung ba: yellow; right hand
holds tiny coat of mail in front of chest, left at side

24 Vajrayaksa - Dorjé N&jin, rdo rje gnod sbyin: black; right hand in
front of body, left at side, both holding long tooth

25 Vajrasandhi - Dorjé Khutsur, rdo rje khu tshur: yellow; both
hands with vajra-fist joined around a vajra at the side of the body

CIRCLES IN THE CORNERS
Inner offering goddesses

26 [Krodha] Lasya - Gekmo, sgeg mo: blue; both hands in fists held
at the hip

27-30 four goddesses playing small cymbals (cha lang)

31 Mala - Trengwama, phreng ba ma: yellow; right hand raised at
side, left with palm up at side holding garland

32-35 four goddesses playing tambourine (rnga zlum; mandalika)
36 Gita - Luma, glu ma: red; playing a lute (vina)
37-40 four goddesses playing flute (gling bu)

41 Nrtya - Garma, gar ma: green; right arm swung around head,
the left arm in front of the body

42-45 four goddesses playing a waisted drum (rnga rked nyag;
mukunda)

GATES OF THE INNER PALACE
Four wrathful gate-keepers

46 Vajrankusa - Dorjé Chakkyu, rdo rje Icags kyu: blue
47 Vajrapasa - Dorjé Zhakpa, rdo rje zhags pa: yellow; noose in the
right hand raised at the side, left at hip

48 Vajrasphota - Dorjé Chaktrok, rdo rje Icags sgrog: red; right hand
in front of chest, left with vajra-chain

49 Vajraghanta - Dorjé Drilbu, rdo rje dril bu: green; bell in the
raised right hand, left at side
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OUTER PALACE

The outer palace consists of two distinct squares, the inner one
representing the standard assembly of the second palace, while the
outer one contains the converted pan-Indian deities.

INNER SQUARE
Bodhisattvas of the fortunate aeon

East: blue, holding a vajra
50 Maitreya - Jampa, byams pa
51 Amoghadar$in - Tongwa DSny6, mthong ba don yod

52 Sarvapayafijaha - Ngensong Tamché Jongwa, ngan song thams
cad sbyong ba / Ngensong Kiindren, ngan song kun ‘dren

53 Sarva$okatamonirghatanamati - Nyangen Miinpa Tamché
Ngépar Jompé Lodrd, mya ngan mun pa thams cad nges par 'joms pa'i
blo gros

South: yellow, holding a jewel

54 Gandhahastin - P6kyi Langpo, spos kyi glang po

55 Siiramgama - Pawar Drowa, dpa’ bar 'gro ba

56 Gaganagafija - Namkhé Dzo, nam mkha'i mdzod

57 Jianaketu - Yéshé Tok, ye shes tog

West: red, holding a lotus

58 Amitabha - Opakmé, 'od dpag [tu] med [pa]

59 Candraprabha - Dawé 0, zla ba'i 'od

60 Bhadrapala - Zangskyong, bzang skyong

61 Jaliniprabha - Drabachengyi O, dra ba can gyi 'od

North: green, holding a crossed vajra (visvavajra)

62 Vajragarbha - Dorjé Nyingpo, rdo rje snying po

63 Aksayamati - Lodr6 Mizépa, blo gros mi bzad pa

64 Pratibhanakita - Poppa Tsekpa, spobs pa brtsegs pa

65 Samantabhadra - Kiintu Zangpo, kun tu bzang po

Outer offering goddesses

66 Dhiipa - Dukpama, bdug ba ma: blue; holding an incense burn-
er with curved handle across the body in the right hand, the left
underneath

67-70 four goddesses playing trumpet (ru dung, zangs dung, both of
which could also refer to a conch as musical instrument)

71 Puspa - Métokma, me tog ma: yellow; right hand in front of
chest, left hand holding a plate with colourful filling, probably
meant to represent rows/strings of different coloured flowers
72-75 four goddesses playing a kettle drum (rnga bo che, pataha)

76 Dipa - Marmema, mar me ma: red; right hand holds plate with
white cone on top, left at hip

77-80 four goddesses playing a latticed drum (rnga dra ba can,
timila)

81 Gandha - Jukpama, byug pa ma: green; right hand held above
conch, which the left holds across the body

82-85 four goddesses playing a waisted drum (dhakka)

OUTER SQUARE

Converted pan-Indian deities arranged clockwise from bottom
right corner and grouped by functions of decreasing importance.
While they are listed by gender in the root text, the commentary
describes them as pairs depicted together with Siva explicitly
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embracing Uma. The latter is not the case in the Alchi Dukhang
depictions but does occur for the main deities at Mangyu.

The list below first lists the standard names as they occur in the
texts consulted, the main one as it occurs in the STTS, and their
Buddhist names after conversion. Thus, the latter are their actual
names in the mandala.

East

Gods of the highest spheres: called Spell-Kings - Vidyarajyaka -
Rikpé Gyelpo, rig pa'i rgyal po & Vajra-Queens - Vajrarajanika - Dor-
jé Gyelmo, rig pa'i rgyal mo

86 Maheévara (Siva) - Wangchuk Chenpo, dbang phyug chen po /
Mahadeva - Lha Chenpo, lha chen po / Rudra - Drakpo, drag po) =
Krodhavajra - Trowd Dorjé, khro bo'i rdo rje = Vajra$ila: white; cor-
pulent with snake in hair; third eye on forehead; four-armed, right
hand in front of chest holding vajra, second one in the gesture
of adoration (vandanamudra), left hands with trident (trisila) and
tantric staff (khatvarga); seated on yellow bull

87 Uma - Uma, u ma = Krodhavajragni, Tromo Dorjémé, khro mo rdo
rje me: yellow with third eye on forehead; vajra and the gesture of
adoration (vandanamudra) right, skull-cup (kapala) and tantric staff
(khatvanga) left; seated on yellow bull

88 Narayana / Visnu - Khyanjuk, khyab 'jug = Mayavajra - Gyume
Dorjé, sgyu ma'i rdo rje: three-headed with side heads of boar and
lion barely recognisable; light green with the side heads bright
blue and red; vajra and disk in the right hands, lotus and conch in
the left; seated on garuda

89 Rukmini - Rukma, rug ma'® = Vajrasauvarni - Dorjé Sermo, rdo
rje ser mo: four-armed; yellow; attributes and vehicle like Visnu

Mangyu: green; vajra and staff; seated on garuda

90 Sanatkumara / Kartikakumara - gzhon nu ka rti ka”’ = Vajra-
ghanta - Dorjé Drilbu, rdo rje dril bu: red; six-headed and four-
armed; the heads in two tiers of three; vajra and staff in the right
hands, cock and bell in the left hands; seated on peacock

91 Sasthi- Drukdenma, drug ldan ma = Vajrakaumari - Dorjé Zhon-
numa, rdo rje gzhon nu ma: like male

92 Brahma - Tsangpa, tshangs pa = Maunavajra - Tuppé Dorjé, thub
pa'i rdo rje: yellow; four-headed and four-armed; the fourth head
represented on top; vajra and stuff in the right hands, string of
beads (mala) and flask in the left; seated on pair of geese

93 Brahmani - Tsangma, tshangs ma = Vajra$anti - Dorjé Zhiwama,
rdo rje zhi ba ma: has only two arms holding vajra and flask, other-
wise same as male

94 Indra - Wangpo, dbang po = Vajra Weapon - Vajrayudha - Dorjé
Tsoncha, rdo rje mtshon cha: yellow; holding vajra and club; seated
on elephant

95 Indrani - Wangmo, dbang mo = Vajramustir - Dorjé Khutsur, rdo
rje khu tshur: like male

16 Rukmini, the daughter of a king, is considered an incarnation
of Sri. The choice of Rukmini (‘adorned with gold’) as spouse of
Visnu may be guided by two factors, the occurrence of Sri as inde-
pendent goddess and an emerging Krsna-cult.

17 This second form of the name makes clear that Sanatkumara
is here simply meant to stand for Kumara, one of the standard
names of Skanda or Kartikeya.

Mangyu: yellow; vertical third eye on forehead; holding vajra and
trident; seated on elephant

Gods who wander in space: called Vajra-Wrathful - Vajrakrodha -
Drowo Dorjé, khro bo rdo rje & Vajrakrodhini - Drowo Dorjé, khro bo
rdo rje

96 Amrtakundalin - Diitsi Khyilpa, bdud rtsi 'khyil pa / Strya - Ny-
ima, nyi ma = Vajrakundala - Dorjé Khyilpa, rdo rje 'khyil pa: red,;
wears coat and boots; holds vajra and lotus topped by sun-disk;
seated on horse chariot

Mangyu: red; bearded with coat and boots; vajra right and left at
thigh; two lotuses appear from the shoulder, the one above the left
hand holding sun-disk

97 Amrta - Mibamchi, mi 'bam ci = Vajramrta - Dorjé Michiwa, rdo
rje mi 'chi ba: except for the dress same as male

Mangyu: except for dress like male; holds the lotus blossom topped
by a sun-disk in her hand

South

98 Indu / Soma / Candra - Dawa, zla ba = Vajraprabha - Dorjé 0, rdo
rje 'od: white with yellow shading; wears coat and boots; holds vajra
and lotus topped by crescent; seated on two geese

Mangyu: white; dressed with coat and boots; holds vajra and moon
disk on lotus; seated on two geese

99 Rohini - Rohima, ro hi ma'® = Vajrakanti - Dorjé Madang, rdo rje
ma dangs: except for dress like male; seated on one goose only

100 Mahadandagra / Penpa, spen pa® = Vajradanda - Dorjé Yukpa,
rdo rje dbyug pa: blue; right holding vajra at side, left with the name
giving staff; sits on what looks like a short legged pig-like creature
with shield on back, supposed to be a turtle (rus sbal)

101 Dandaharini - Yukdzinma, dbyug ‘dzin ma = Dandavajragra -
Dorjé Yukchokma, rdo rje dbyug mchog ma: same as male

102 Pingala / Mikmar, mig dmar® = Vajrapingala - Dorjé Sermuk, rdo
rje ser muk: red; right holds vajra at side, left has severed head lying
on palm; sits on a throne

Mangyu: red; right hand with vajra, left holds severed head lying
on palm; seated on a pair of pots

103 Jataharini - Kyewa Trokma, skye ba 'phrog ma = Vajramekhala -
Dorjé Kechingma, rdo rje rked 'chings ma: same as male

Gods who live in the sky: called Lords of Hosts - Ganapati - Tsokkyi
Dakpo, tshogs kyi bdag po & Ganika - Tsomo, gtso mo

104 Madhumatta / Topzang, stobs bzang® = Vajrasaunda, Dorjé
Langpéna, rdo rje glang po'i sna: white; elephant-headed; holding va-
jra and plough; sits on elephant

18 Rohini is the star most loved by Candra, all of which are his
wives.

19 The Tibetan translation interprets the Sanskrit name as
standing for Saturn - Sanai$cara - Penpa, spen pa, and the iconog-
raphy follows this interpretation. However, the Sanskrit indicates
that this and the following deity were originally understood as the
attendants of Stirya, Dandi and Pingala.

20 The Tibetan translation interprets the deity as Mars - Man-
gala - Mikmar, mig dmar, and the iconography follows this inter-
pretation.

21 The Tibetan name does not directly translate the Sanskrit
but both names and the plough held in the hand of the deity actu-
ally reference Balarbhadra (stobs bzang), the brother of Krsna also

105 Marani - S6ma, gsod ma = Vajravilaya - Dorjé Juma, rdo rje 'ju
ma: same as male

106 Madhukara - Drangtsi Jépa, sbrang rtsi byed pa = Vajramala -
Dorjé Trengwa, rdo rje phreng ba: green; right holds vajra at side,
left with flower garland, sits on pair of blue birds, which has been
interpreted from the texts as representing a cuckoo?

107 A$ana - Zawama, za ba ma = Vajrasana - Dorjé Zawamo, rdo rje
za ba mo: same as male

West

108 Jaya (Jayakara) - Gyelwa, rgyal ba = Vajravasi - Dorjé Wang, rdo
rje dbang: yellow; right hand in front of chest with vajra, left with

makara-staff or elephant goad (arikusa); seated on grey cow like
animal®

109 Vasana - Gowama, mgo ba ma = Vajravasana - Dorjé Tagoma,
rdo rje rta mgo ma: same iconography as male but red

110 Jayavaha - Gyelwar Jépa, rgyal bar byed pa = Vijayavajra - Dorjé
Nampar Gyelwa, rdo rje rnam par rgyal ba: white; elephant-headed;
holding vajra in the right hand and trident in the left; seated on
small grey animal with long tail (rat?)*

111 Rati- Gawama, dga' ba ma = Vajravasa - Dorjé Gamo, rdo rje dga'
mo: same as male but trident replaced by tantric staff (khatvarga)
Gods who live on earth: called Messengers - Duita - Ponya, pho nya
& Messengeresses - [Vajra] Diiti - Ponyamo, pho nya mo

112 Ko$apala - Norjin, nor sbyin® = Vajramusala - Dorjé Towa, rdo
rje tho ba: yellow; vajra in the right hand and club in the left hand;
seated on throne

113 Siva - Zhiwamo, zhi ba mo / Samkari = Vajradiiti - Dorjé Pon-
yama, rdo rje pho nya ma: same as male but tantric staff (khatvarnga)
instead of club

114 Vayu - Lunglha, rlung lha = Vajranila - Dorjé Lung, rdo rje rlung:
blue; holds vajra and flag; sits on a deer

115 Vayavi - Lungmo, rlung mo = Vegavajrini - Dorjé Gyokma, rdo
rje mgyogs ma: same as male

116 Agni - Mélha, me lha = Vajranala - Dorjé Mé, rdo rje me: red;
bearded and matted hair; four-armed, holding vajra and staff in
the right hand, vase and gesture of threatening (tarjanimudra) in
the left; seated on goat

known as Balarama, who drunk of alcohol (madhumatta) threat-
ened to divert the Yamuna River with his ploughshare. Except
for the elephant, the iconography of this deity fits Balabhadra as
he occurs in the Dharmadhatu mandala at Nako. Of course these
names are also fitting attributes for an elephant, madhumatta
referring to his intoxicated state in must.

22 The iconography of Madhukara and Jayakara appears to have
been mixed up in one of the sources, as in the Dharmadhatu man-
dala it is the latter who holds a flower garland.

23 The iconography of this deity as represented at Alchi best fits
Madhukara, who in the Dharmadhatu mandala has a makara-ban-
ner (makaradvaja, chu srin gyi rgyal mtshan), but also a bird vehicle
(parrots).

24 This deity stands for Vasanta (dpyid kyi lha) in the Dharma-
dhatu mandala, who there holds a sword. This Alchi depiction fits
the four Vaishnava deities the least.

25 Ko$apala, ‘treasurer’, is an epithet of Kubera who occurs as
such later on, and thus cannot be meant here.
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117 Agnedhrya - Mémo, me mo = Vajrajvala - Dorjé Barwamo, rdo
rje 'bar ba mo: same as male
North

118 Kubera - Liingen, lus ngan = Vajrabhairava - Dorjé Jikpa, rdo rje
'jigs pa: blue; holding vajra and staff; seated on human

119 Kuberi - Liingamo, lus nga mo = Vajravikata - Dorjé Khyorma,
rdo rje 'khyor ma: same as male but holding noose instead of staff
Gods who live underground: called Servants - Ceta - Dren, bran &
[Vajra] Ceti - Drenmo, bran mo

120 Varaha - Pak, phag = Vajranku$a - Dorjé Chakkyu, rdo rje Icags
kyu: yellow; holding vajra and makara-banner; seated on naga
Mangyu: boar-headed; blue; holding vajra in the right hand and
sword in the left; seated on ndga

121 Varahi - Pakmo, phyag mo = Vajramukhi - Dorjékha, rdo rje kha:
blue; seated on corpse

122 Yama - Shinjé, gshin rje = Vajrakala - Dorjé Dii, rdo rje dus: grey;
holding vajra and staff; seated on bull

123 Camunda - Tsamundyi, tsa mundi = Vajrakali - Dorjé Diima, rdo
rje dus ma: same as male

124 Prthvicilika - Tsukpiisa, gtsug phud sa = Vajravinayaka - Dorjé
Gekkyi Tsowo, rdo rje bgegs kyi gtso bo

125 Ganapati - Tsokkyi Dakpo, tshogs kyi bdag po: white; ele-
phant-headed; vajra and air in the right hands, trident and ? in
the left; seated on white sheep(?) with a black area around the eye

Mangyu: white; elephant-headed and four-armed; vajra and staff
in the right hand, trident and tusk in the left; seated on sheep with
black area around eye

126 Cchinnanasa - Nachenma, sna can ma = Vajrapttana - Dorjé
Diilma, rdo rje rdul ma: white; vajra in the right hand and trident in
the left; seated on rat(?)

Mangyu: blue with elephant head; holding vajra right and a scaled
conch-shaped object in the left; seated on grey animal with long
tail (rat?)

127 Varuna - Chulha, chu lha = Nagavajra - Liidorjé, klu'i rdo rje:
white; with hood of eight snakes; seated on makara

Mangyu: white; hood with eight snakes; holding vajra and noose;
seated on green makara

128 Varuni - Chulhama, chu lha ma = Vajramakari - Dorjé Chusin-
ma, rdo rje chu srin ma: yellow; hood with eight snakes; holding vajra
and noose; seated on makara

Mangyu: white; hood of three snakes; moustached; holding vajra
and makara; seated on makara

Four mother goddesses - matrka - ma mo?*
129 Bhima - Jikma, jjigs ma / Jikpa Chd, 'jigs pa mchod?: yellow;
holds vajra and red lotus; seated on throne

Mangyu: dark blue; wrathful with third eye on forehead; holding
sword in the right hand and a shield in the left

26 The same four goddesses appear in this succession in the
Sakyasimha mandala as described in NSP 22, but their iconogra-
phy differs. There is considerable variation in the Tibetan version
of the names of Bhima and Durga.

27 Tibetan Dikma, bsdigs ma, in NSP 22. This goddess appears to
be a form of Bhairavi and her main quality is to evoke fear, a qual-
ity not at all expressed in Alchi.
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130 Sri- Pelmo, dpal mo: white; vajra in raised right hand and lotus
topped by jewel in the left; seated on throne

131 Sarasvati - Yangchenma, dbyangs can ma: green; four-armed,
holding vajra and lotus in the right hands, book and staff in the
left; seated on throne

132 Durga - Kadokma, dka' bzlog ma / Katup Dokma, bka' thub bzlog
ma: green; vajra in right hand at side, left with sword and shield
held at the side, the sword appears to have something at its tip; sits
on throne

Mangyu: four-armed and wrathful; green; vajra in main right hand
and discus, square shield and sabre in the left hands

Outer gate-keepers: wrathful, standing with left leg stretched
(pratyalidha)

133 Vajrankusa - Dorjé Chakkyu, rdo rje Icags kyu: blue; right hand
in front of chest, left with elephant goad (arikusa)

134 Vajrapasa - Dorjé Zhakpa, rdo rje zhags pa: yellow; vajra in right
hand in front of the chest, left with noose

135 Vajrasphota - Dorjé Chaktrok, rdo rje Icags sgrog: red; right
raised at side, left holding a fragment of what appears to be a noose
136 Vajraghanta - Dorjé Drilbu, rdo rje dril bu: green; bell in right
hand, left at side in gesture of threatening (tarjanimudra)

DEITIES OF THE DHARMADHATU M ANDALA

The Dharmadhatuvagi§varamafijusrimandala has three palaces
and an outer ring of protective deities.

CENTRAL PALACE

1 Mafijughosa - Jampéyang, 'jam pa'i dbyangs / Dharmadhatuvag-
i$varamafijusri: white; four-faced, other faces yellow, red (top) and
blue; eight-armed: the teaching gesture (dharmacakramudra), sword
and book, arrow and bow, vajra and bell

EicHT UsNisa BubppHAS

Surrounding the main image and all of the same iconography, yel-
low with a wheel in the right hand held at the sides and the left on
the lion-seat. Listed here with the deities in the cardinal directions
from the east, followed by those in the intermediate direction from
the northeast clockwise:

2 Mahosnisa - Tsuktor Chenpo, gtsug tor chen po

3 Patrosnisa - Tsuktorduk, gtsug tor gdugs

4 Tejorasyusnisa - Tsuktor Zijo Pungpo, gtsug tor gzi brjod phung po
5 Vijayosnisa - Tsuktor Namgyel, gtsug tor rnam rgyal

6 ? Vikiranosnisa - Tsuktor Nampar Torwa, gtsug tor rnam par 'thor
ba

7 Udgatosnisa - Tsuktor Gyenjung, gtsug tor gyen 'byung

8 Mahodgatosnisa - Tsuktor Gyenjung Chenpo, gtsug tor gyen
'byung chen po

9 Jayosnisa - Tsuktor Gyelwa, gtsug tor rgyal ba

SEVEN TREASURES OF A UNIVERSAL MONARCH

The central circle is surrounded by small medallions featuring the
seven treasures (saptaratna) of a universal monarch. A lotus is add-
ed as an eights symbol to achieve an even number (117-124).

Four SEconDARY BuDDHAS AND THEIR RETINUE, THE SIXTEEN M AHABODHISATTVAS
Eight-armed forms of the four surrounding esoteric Buddhas, and
their Mahabodhisattvas from the east clockwise.

10 Aksobhya - MikyGdpa, mi bskyod pa; texts call him ‘great aggres-
sion’ and his faces are described in different moods, not visible in
the Alchi Dukhang; Vidhi does not give their colours: blue; faces
blue, white, red (top) and yellow; sword and gesture of threatening
(tarjanimudra), vajra and bell, arrow and bow; hook and noose

11 Vajrasattva - Dorjé Sempa, rdo rje sems pa: white; with vajra and
bell, latter held at the sides

12 Vajraraja - Dorjé Gyelpo, rdo rje rgyal po: yellow, with elephant
goad

13 Vajraraga - Dorjé Chakpa, rdo rje chags pa: red body-colour,
shooting an arrow

14 Vajrasadhu - Dorjé Lekpa, rdo rje legs pa: green; gesture with
both hands in front of the chest

15 Ratnasambhava - Rinchen Jungden, rin chen 'byung ldan: texts
call him ‘Great Passion’; colours of heads differ (black, white, red);
yellow; heads yellow, blue, red (top) and white; holding vajra and
wish-fulfilling banner, sword and bell, arrow and bow, elephant
goad and noose

16 Vajraratna - Dorjé Rinchen, rdo rje rin chen: yellow body-colour;
holds a triple jewelled in both hands above the head

17 Vajrasiirya - Dorjé Nyima, rdo rje nyi ma: sun-coloured; holds a
sun in both hands in front of the chest

18 Vajradhvaja - Dorjé Gyeltsen, rdo rje rgyal mtshan: sky-blue;
holding victory banner

19 Vajrahasa - Dorjé Zhépa, rdo rje bzhad pa: white; holds a garland
of teeth (so'i phreng ba)

20 Amitabha - Opakmé, ‘od dpag med / Opaktu Mépa, 'od dpag tu
med pa; text calls him ‘Great Desire” red; heads red, blue, white
(top) and yellow; holds vajra and bell, sword and lotus, arrow and
bow, elephant goad and noose

21 Vajradharma - Dorjé Chd, rdo rje chos: red; right hand opens the
petals of a lotus held in the left at the heart

22 Vajratiksna - Dorjé Nonpo, rdo rje rnon po: yellow; holds sword in
the right and Prajfiaparamita book in the left

23 Vajrahetu - Dorjé Gyu, rdo rje rgyu: yellow; holding a wheel in
the right hand; left hand above thigh

24 Vajrabhasa - Dorjé Mawa, rdo rje smra ba: red; holding a tongue
in the right hand, the left rests on his lap

25 Amoghasiddhi - Dényd Druppa, don yod grub pa; text calls him
‘Great Wrath’: dark green or black; heads dark green, blue, red (top)
white (partly repainted); holding vajra and bell, sword and bow,
arrow and noose, hook and gesture of threatening (tarjanimudra);
the pairing of the attributes is a bit unusual here and probably ar-
tistic license

26 Vajrakarma - Dorjé Lé, rdo rje las: dark green; holding a visva-
vajra in both hands above his head

27 Vajraraksa - Dorjé Sungwa, rdo rje srung ba: yellow; holds a coat
of mail with both hands

28 Vajrayaksa - Dorjé N&jin, rdo rje gnod sbyin: black and wrathful;
hands in front of chest

29 Vajrasandhi - Dorjé Khutsur, rdo rje khu tshur (repainted): white;
hands in front of chest and at the hip

Four CoNsorTs

The female counterparts of the esoteric Buddhas: these are rep-
resented with the same colours and attributes as their respective
male consort; Ratnasambhava is without consort.

30 Locana - Chenma, spyan ma: like Mafjughosa

31 Mamaki - Mamaki, ma ma ki: like Aksobhya

32 Pandaravasini - G6karmo, gos dkar mo: like Amitabha
33 Tara - Drolma, sgrol ma: like Amoghasiddhi

Four WRATHFUL GATE-KEEPERS

34 Vajrankusa - Dorjé Chakkyu, rdo rje lcags kyu: white; stands
with right leg stretched (alidha); holds goad in the right hand and
performs a vajra gesture in the left

35 Vajrapasa - Dorjé Zhakpa, rdo rje zhags pa: yellow; left leg
stretched (pratyalidha); holds vajra noose in both hands

36 Vajrasphota - Dorjé Chaktrok, rdo rje lcags sgrog: red; stands
with knee apart (vaiSakhapada); hands at the sides of the body,
chain not painted

37 Vajraghanta - Dorjé Drilbu, rdo rje dril bu: green; left leg
stretched (pratyalidha); bell in the right hand in front of the chest,
left at the side

SECOND PALACE
The assembly of the second palace consists largely of female per-
sonifications of a Bodhisattva’s accomplishments.

TWELVE STAGE GODDESSES (BHOMI)
All two-armed with a vajra held in the right hand in different pos-
tures and the distinctive attribute in the left

38 1 Intentional Conduct Stage - Adhimukticaryabhiimi - Mopé
Chopé Sa, mos pas spyod pa'i sa: red; red lotus

39 2 Extremely Joyous Stage - Pramuditabhiimi - Raptu Gawé Sa,
rab tu dga' ba'i sa (repainted): white; right palm up at side and left at
hip; clearly not the original iconography; the goddess is described
as red and holding a wish-fulfilling jewel

40 3 Stainless Stage - Vimalabhiimi - Drima Mépé Sa, dri ma med
pa'i sa: white; white lotus

41 4 Light Maker Stage - Prabhakaribhiimi - Ojépé Sa, 'od byed pa'i
sa: red; white disk (described as sun disk) on lotus

42 5 Radiant Stage - Arcismatibhiimi - Otrowé Sa, 'od ‘phro ba'i sa:
light green; blue lily

43 6 Very Difficult to Conquer Stage - Sudurjayabhiimi - Shintu
Jangkawé Sa, shin tu sbyangs dka' ba'i sa: yellow; holds white object
(described as emerald) in hands folded in mediation (in this case
the iconography of the goddess prevents her from holding the usu-
al vajra)

44 7 Manifest Stage - Abhimukhibhtimi - Ngondu Gyurpé Sa, mn-
gon du gyur pa'i sa: yellow; book on lotus

45 8 Gone Far Stage - Dirangamabhimi - Ringdu Songbé Sa, ring
du song ba'i sa: blue; crossed vajra (vi$vavajra) on multi-coloured
lotus

46 9 Unwavering Stage - Acalabhiimi - Miyobé Sa, mi g.yo ba'i sa:
white; vajra on lotus

415



47 10 Good Intelligence Stage - Sadhumatibhiimi - Lekpé Lodrékyi
Sa, legs pa'i blo gros kyi sa: red; blue lily with sword (there is a hori-
zontal stroke above the lotus that likely was meant as the blade of
the sword, but it has not been completed,; its relationship to the lily
blossom is awkward)

48 11 Cloud of Dharma Stage - Dharmameghabhiimi - Chokyi
Tringyi Sa, chos kyi sprin gyi sa: yellow; book with cloud above it

49 12 Light of Buddha - Buddhasamantaprabha - Sanggyékyi Kiin-
dud, sangs rgyas kyi kun tu 'od: red; holds image of Buddha on lotus

TWELVE PERFECTION GODDESSES (PARAMITA)
All two-armed except for Prajfiaparamita, who is four-armed; all
with a jewel held in different postures with the right hand and a
distinctive attribute in the left.

50 1. Jewel-Lotus Perfection - Ratnapadmaparamita - Rinpoché
Pemé Par6ltu Chinpa, rin po che pad+ma'i pha rol tu phyin pa: red with
crescent on lotus

51 2. Perfection of Generosity - Danaparamita - Jinpé Pardltu
Chinpa, spyin pa'i pha rol tu phyin pa: red; holds ‘an ear of grain and
jewels’

52 3. Perfection of Discipline - Silaparamita - Tsiiltrim Pardltu
Chinpa, tshul khrims pha rol tu phyin pa: white; holding an ‘asoka
flower’ twig

53 4. Perfection of Patience - Ksantiparamita - Z6pé Parsltu Chin-
pa, bzod pa'i pha rol tu phyin pa: yellow; white lotus

54 5. Perfection of Perseverance - Viryaparamita - Tsondriikyi
Pardltu Chinpa, brtson ‘grus kyi pha rol tu phyin pa; yellow; blue lily
(colour is described as emerald).

55 6. Perfection of Meditative Absorption - Dhyanaparamita -
Samtengyi Pardltu Chinpa, bsam gtan gyi pha rol tu phyin pa: blue;
white lotus

56 7. Perfection of Wisdom - Prajfiaparamita - Shérapkyi Pardltu
Chinpa, shes rab kyi pha rol tu phyin pa: yellow; four-armed, with the
teaching gesture (dharmacakramudra) with the main pair of arms
and holding lotus and book

57 8 Perfection of Skilful Means - Upayaparamita - Tapkyi Pardltu
Chinpa, thabs kyi pha rol tu phyin pa; green; vajra on top of lotus

58 9 Perfection of Aspiration - Pranidhanaparamita - Ménlamgyi
Pardltu Chinpa, smon lam gyi pha rol tu phyin pa: blue; holds a word
on top of a blue lily

59 10 Perfection of Strength - Balaparamita - Topkyi Paréltu Chin-
pa, stobs kyi pha rol tu phyin pa: red; holding a book

60 11 Perfection of Knowledge - Jfianaparamita - Yéshékyi Parsltu
Chinpa, ye shes kyi pha rol tu phyin pa: white; bejewelled twig

61 12 Perfection of Vajra-Action - Vajrakarmaparamita - Dorjé
Lékyi Par6ltu Chinpa, rdo rje las kyi pha rol tu phyin pa: green; hold-
ing lotus

TwEeLVE CONTROL GODDESSES (VASITA)
All two-armed with a lotus in their right hand held in different
positions.

62 1 Control over Life - Ayurva$ita - Tséla Wangwa, tshe la dbang
ba: red; Buddha image on lotus in the left (the Buddha is not clearly
recognisable as it is painted rather cursorily)

63 2 Control over Mind - Cittavasita - Semla Wangwa, sems la dbang
ba: white; vajra on white lotus
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64 3 Control over Material Needs - Pariskaravasita - Yojéla Wang-
wa, yo byad la dbang ba: yellow; holding a jewel

65 4 Control over Karma - Karmava$ita - Léla Wangwa, las la dbang
ba; red; with crossed vajra (visvavajra; should be emerald colour ac-
cording to Vidhi and NSP)

66 5 Control over Birth - Upapattivasita - Kyéwala Wangwa, skye
ba la dbang ba; of variegated colour; holds coloured twig

67 6 Control over Miraculous Abilities - Rddhivasita - Dzuntriilla
Wangwa, rdzu 'phrul la dbang ba; green; sun-disk on lotus

68 7 Control over Intention - Adhimuktivasita - Mospala Wangwa,
mos pa la dbang ba: white; ear of lavender flower

69 8 Control over Aspiration - Pranidhanava$ita - Ménlamla
Wangwa, smon lam la dbang ba: yellow; holds blue lily

70 9 Control over Wisdom - Jiianavasita - Yéshéla Wangwa, ye shes
la dbang ba: blue; sword over blue lily

71 10 Control over Dharma - Dharmavas$ita - Chéla Wangwa, chos
la dbang ba: white; vase on lotus

72 11 Suchness - Tathata - Dézhin Nyima, de bzhin nyid ma: re-
painted red without attribute

73 12 Buddha’s Awakening - Buddhabodhi - Sanggyékyi Jang-
chupma, sangs rgyas kyi byang chub ma: yellow; wheel on to of jewel
banner

TWELVE SPELL GODDESSES (DHARAN()
All two-armed holding a crossed vajra (visvavajra) in their right
hands.

74 1 Sumatidharani - Nordengyi Zung, nor ldan gyi gzungs: yellow;
jewel branch in the left

75 2 Ratnolkadharani - Rinchen Drélmé Zung, rin chen sgrol ma'i
gzungs: red; jewel banner(?)

76 3 Usnisavijayadharani - Tsuktor Nampar Gyelbé Zung, gtsug tor
rnam par rgyal ba'i gzungs: white; ? (vase)

77 4 Maricidharani - Ozer Chengyi Zung, 'od zer can gyi gzungs: red;
? (needle and thread)

78 5 Parnasabaridharani - Ritr6 Loma Chengyi Zung, ri khrod lo ma
can gyi gzungs: green; leaf(?)

79 6 Jangulidharani - Dukselmé Zung, dug sel ma'i gzungs: white; ?
(ear of flowers)

80 7 Anantamukhadharani - Gota Yépé Zung, sgo mtha' yas pa'i gzu-
ngs: green; vase on lotus

81 8 Cundadharani - Kula Jémé Zung, sku la byed ma'i gzungs: white;
? (vase with garland)

82 9 Prajfiavardhanidharani - Shérap Pelbé Zung, shes rab 'phel ba'i
gzungs: white; lotus with ? (sword)

83 10 Sarvakarmavaranavi$odhanidharani - Lékyi Drippa Tamché
Nampar Jongbé Zung, las kyi sgrib pa thams cad rnam par sbyong ba'i
gzungs: red; ? on lotus (vajra)

84 11 Aksayajfianakarandadharani - Yéshé Mizépé Zamatokgi
Zung, ye shes mi zad pa'i za ma tog gi gzungs: red; ? (jewel vessel)

85 12 Sarvabuddhadharmakosavatidharani - Sanggyé Tamchékyi
Chokyi Dzédang Denpé Zung, sangs rgyas thams cad kyi chos kyi
mdzod dang ldan pa'i gzungs: yellow; ? (casket)

Four FEMALE GATE-KEEPERS

Four goddesses named after four cognitions of a Bodhisattva,
the four pratisamvid (so so yang dag par rig pa bzhi), all seated in
sattvaparyankasana.

86 EIndividual, Right Cognition of Dharmas - Dharmapratisamvid
- Ché Soso Yangdakpar Rikpa, chos so so yang dag par rig pa: red; va-
jra goad (described as holding a noose as well)

87 S Individual, Right Cognition of Meaning - Arthapratisamvid
- D6n Soso Yangdakpar Rikpa, don so so yang dag par rig pa: yellow;
holding noose with jewel ends (described as emerald colour)

88 W Individual, Right Cognition of Definitive Words - Nirukti-
pratisamvid - Ngespétsik Soso Yangdakpar Rikpa, nges pa'i tshig so
so yang dag par rig pa: red; a wire noose with jewel ends (should be
lotus ends and could be meant as chain)

89 N Individual, Right Cognition of Confidence - Pratibhanaprati-
samvid - Poppa Soso Yangdakpar Rikpa, spobs pa so so yang dag par
rig pa: lost

Four INNER OFFERING GODDESSES
In the corners of the second palace from southeast.

90 Lasya - Gekmo, sgeg mo: yellow; both hands in vajra-fists at hip
91 Mala - Trengwama, phreng ba ma: red; garland of jewels
(ratnamala)

92 Gita - Luma, glu ma: red; plays a lute (vina)

93 Nrtya - Garma, gar ma: green; dancing with both arms

THIRD PALACE

SIXTEEN BODHISATTVAS OF THE FORTUNATE AEON
East

94 Samantabhadra - Kiintu Zangpo, kun tu bzang po: yellow;
right with the gesture of giving (varadamudra), left holds red lotus
topped by a sword

95 Aksayamati - Lodr6 Mizépa, blo gros mi bzad pa: partially re-
painted: white; sword in right hand, white lotus in the left

96 Ksitigarbha - Sényingpo, sa'i snying po: yellow; touching the
earth with the right hand, red lotus with twig on top in the left

97 Akasagarbha - Namkhé Nyingpo, nam mkha'i snying po: bright
green; rains jewels with the right hand and holds a wish-fulfilling
jewel banner in the left

South

98 Gaganagafija - Namkhé Dz6, nam mkha'i mdzod: yellow; red lo-
tus with jewel in the right hand, twig in the left

99 Ratnapani - Chakna Rinpoché, phyag na rin po che: dark green;
large triple jewel in the right hand, and crescent on red lotus in
the left

100 Sagaramati - Gyatsd Lodrd, rgya mtsho'i blo gros: white; conch
in the right hand, sword in the left

101 Vajragarbha - Dorjé Nyingpo, rdo rje snying po: blue; vajra in
the right hand held at side, book in the left in front of chest

West

102 Avalokite$vara - Chenrézikkyi Wangchuk, spyan ras gzigs kyi
dbang phyug: white; white lotus in the right hand, red lotus in the
left (according to the description he should have Amitabha in the

crown and perform the gesture of giving (varadamudra) with the

right hand)

103 Mahasthamaprapta - Tuchenpo Toppa, mthu chen po thob pa
/ Tuchentop, mthu chen thob: yellow; sword in the right hand, red
lotus in the left

104 Candraprabha - Dawé 0, zla ba'i 'od: repainted: white; sword
in the left hand, sun on red lotus in the left

105 Jaliniprabha - Drabachengyi O, dra ba can gyi 'od: red; crossed
vajra (vi$vavajra) in the right hand, moon disk on red lotus in the
left

It appears that at Alchi the iconography of this last two Bodhi-
sattvas is mixed up, as it is Jaliniprabha who is described with
sword and sun-disk.

North

Three of the northern Bodhisattva are damaged through water
intrusion, and have been covered by mud at the time of the docu-
mentation, their description in square brackets has been comple-
mented from the text.

106 Amitaprabha - Opaktu mépa, 'od dpag tu med pa: [white;
crossed vajra (vi$vavajra) and vase on lotus]

107 Pratibhanakita - Poppa Tsekpa, spobs pa brtsegs pa: [yellow;
snapping the fingers, sword on lotus]

108 Sarvasokatamonirghatanamati - Nyangen Miinpa Tamché
Ngépar Jompé Lodrd, mya ngan mun pa thams cad nges par 'joms
pa'i blo gros: [red; vajra and lance]

109 Sarvanivaranaviskambhin - Drippa Tamché Nampar Selba,
sgrib pa thams cad rnam par sel ba: blue; sword in the right hand,
banner in the left, likely had a crossed vajra (visvavajra) on top

EiGHT WRATHFUL DEITIES
Four in the corners listed first, and four in the gates.

110 Northeast Corner: Trilokavijaya - Khamsum Nampar Gyelba,
khams gsum rnam par rgyal ba: blue; four heads and eight arms;
side heads white and red, top Buddha head yellow; vajrahiimkara-
mudrd, sword and bow, arrow and noose, goad and vajra; standing
with left leg stretched on Mahe$vara (Siva) and Uma

111 Southeast Corner: Vajrajvalanalarka - Dorjé Métar Barba, rdo
rje me ltar 'bar ba; dark grey; four heads and eight arms; all heads
grey and wrathful; vajra and tantric staff (khatvanga), sword and
bow, arrow and bell, wheel and noose; tramples on Visnu

112 Southwest Corner: Herukavajra - Dorjé Trantung, rdo rje
khrag 'thung; blue; four heads and eight arms; side heads yellow,
white (top) and red, all wrathful; vajra and tantric staff (khatvan-
ga), skin of Mahabhairava held above head, arrow and bow, two
skull-cup (kapala); stands left leg stretched on Brahma (here red)
and consort

113 Northwest Corner: Paramasva - Tachok, rta mchog: not pre-
served in Alchi Dukhang [green; four heads and eight arms]

114 East: Yamantaka - Shinjéshé, gshin rje gshed; blue; six-head-
ed, six-armed and six-legged; all heads wrathful, blue and in two
tiers; goad and gesture of threatening (tarjanimudra), sword and
bow, arrow and bell; standing on buffalo, legs in different postures
115 South: Prajiiantaka - Shérap Tarjé, shes rab mthar byed; yel-
low; four heads and eight arms; all heads wrathful, side heads
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blue, red (top) and white; noose and goad, vajra and bell, sword and
lance, arrow and bow; dancing

116 West: Padmantaka - Padma Tarjé, pad+ma mthar byed: red,;
four heads and eight arms; all heads wrathful, with side ones blue,
yellow (top) and white; iron shackles in both hands in front of
chest, vajra and bell, sword and noose, arrow and bow; standing
with both legs bent

117 North: Vighnantaka - Gek Tarjé, bgegs mthar byed: not pre-
served in the Alchi Dukhang [blue; four heads and eight arms]

EiGHT GODDESSES

While the Vidhi describes four goddesses each in the corners and
gates of this level, their spaces are already occupied by the wrath-
ful deities listed below. Therefore, the Alchi Dukhang mandala de-
picts the eight goddess, the four outer offering goddesses and four
sense offering goddesses, flanking the protectors in the gates.
East

118 Gandha - Jukpama, byug pa ma: green; holding conch

119 Vajra Form - Vajrariipa - Dorjé Zukma, rdo rje gzugs ma: yel-
low; holding mirror in her right hand

South

120 Puspa - Métokma, me tog ma: yellow; holding plate of flowers
121 Vajra Sound - Vajrasabda - Dorjé Drama, rdo rje sgra ma®:
blue; playing a vina

West

122 Dhiipa - Dukpama, bdug ba ma: green; holding incense burner

123 Vajra Smell - Vajragandha - Dorjé Drima, rdo rje dri ma: dark
green; holding conch?

North

124 Dipa - Marmema, mar me ma: not preserved [red; holding
lamp]

125 Vajra Taste — Vajrarasa - Dorjé Roma, rdo rje ro ma: not pre-
served [variegated colour; holding taste-vessel]

OUTER CIRCLE

The deities in the outer protective circle can only partially be iden-
tified. The text is not very precise in this regard, but attributes
groups of deities with the respective guardians of the directions
(dikpala). Listed here from bottom right corner clockwise.

EASTERN QUARTER
From the northeastern corner clockwise:

126 1$ana - Wangden, dbang ldan: white, on orange bull, trident
and skull-cup (kapdla), two more in veneration above head, local
lady on lap

127 m. dark-grey, corpulent, three faces, third eyes, sides green
and white, r. vandanamudra and sword, 1. skull-cup and at hip

128 Mahakala - Nakpo Chenpo, nag po chen po: green, corpulent,
with third eye, trident and lotus/skull-cup (kapala)

28 Vidhi has Vajratara - Dorjé Drélma, rdo rje sgrol ma, which
makes less sense in terms of consistency, the naming thus follows
NSP.

29 NSP replaces her with Vajraspar$a holding a garment and
listed last.
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129 Nandike$vara - Gajé Wangchuk, dga' byed dbang phyug: green
with drum on knee

130 Karttikeya - Zh6nnu Kartika, gzhon nu karti ka: m. six fac-
es and six arms, orange red, on peacock, two in veneration above
head, mala and white cock, stick with crescent, bell(?)

131 m. dark grey, corpulent, on cushion, with trident and skull-
cup (kapala), boots

132 m. white, corpulent, on cushion, with trident and skull-cup,
boots

133 m. dark-grey, corpulent, on cushion, with stick and skull-cup
134 m. white, corpulent, on cushion, with stick and skull-cup

135 Brahma - Tsangpa, tshangs pa: orange-white, on birds, four
arms, two in veneration above head, others without attributes

136 Brahmani: orange-white, on birds, four arms, two in venera-
tion above head, others without attributes

137 repainted; sword in left hand original

138 repainted at place of loss;

139 Visnu - Kyapjug, khyab 'jug: blue -green; on garuda; three fac-
es, boar and lion(?); four arms, right with sword and disk, left lost
140 Visnu’s consort ?

141 f. blue-green on lotus

142 f. orange red, on cushion, with vase

143 Balabhadra - Topzang, stobs bzang: white;* on elephant with
sword

144 m. blue-green on goat with danda
145 m. orange red, lalita on lotus, with utpala
146 m. white, lalita on lotus, with lotus

147 Indra - Gyajin; brgya byin: orange-red; with local female; on
elephant; white object in right hand, third eye

148 m. green, lalita on lotus, offering bowl

149 m. green, lalita on lotus, namaskara

150 m. white with orange shading on cushion

151 m. orange red, lalita on lotus, book on red lotus
152 m. white, on lotus with varada

153 m. green, on throne, four arms, right at side and in front of
breast, left at hip and at side with skull-cup

154 m. white, lalitasana on ?, stick with banner right, disk left
155 ?

156 m. white, on waves or cloud, four arms, right with arrow and
sword, bow in left above head, skull-cup at knee

157 m. light green, lalita on lotus, holding mala in both hands

158 m. white, lalita on lotus holding cymbals

159 m. greenish-blue, lalita on lotus, holding sword

160 m. orange red, lalita on lotus, holding sword

Two of the celestial bodies - graha - Zachen, gza' chen

161 Sun - Strya / Aditya - Nyima, nyi ma: red; fully dressed, on
horse-cart, holding sun disk on lotus

162 Moon - Candra - Dawa, zla ba: white, fully dressed, on goose,
holding crescent on lotus

30 Described black in Vidhi.

Seven of the twenty-eight lunar mansions - astavimsati naksatra -
Gyukar nyishu tsagyé, rgyu skar nyi shu rtsa brgyad

163 Eta Tauri - Krttika - Mindruk, smin druk: f. beige [yellow-
ish-green], on lotus, holding lotus

164 Aldebaran - Rohini - Narma, snar ma: f. orange red; on throne,
holding lotus

165 Lamda Orionis - Mrga$ira - Go, mgo: f. dark grey, semi-wrath-
ful, on white bird (goose or swan), attribute lost

166 Alpha Orionis - Ardra - Lak, lag: f. white, on ram(?), holding
a trident

167 Beta Geminorum - Punarvasu - Napso, nabs so: f. white on lo-
tus, holding a red lotus at heart with both hands

168 Delta Cancri - Pusya - Gyel, rgyal: f. green, on lotus, holding a
long-necked vase

169 Alpha Hydroe - ASlesa - Kak, skag: f. white, on snake holding
a snake

SOUTHERN QUARTER

170 Agni - Melha, me lha: orange-red, four-armed, matted hair
and beard; string of beads (mala) and flask in outer hands, inner
ones in front of chest and at head of consort seated on his lap,
wears local dress

Eight great ascetics (rsi) - Drangsong Chenpo Gyé, drang srong
chen po brgyad

171 emaciated ascetic, red, lalita on cushion; stick in left hand

172 emaciated ascetic, red, lalita on cushion; book in right hand,
left on cushion

173 emaciated ascetic, yellow, lalita on cushion; umbrella in right
hand, left on knee

174 emaciated ascetic, yellow, seated with legs crossed at ankles
on cushion; hands in the gesture of meditation (dhyanamudra)

175 emaciated ascetic, white, lalita on cushion; twig in right hand

176 emaciated ascetic with hair bound to turban, red, lalita on
cushion; bowl in right hand; left at chest

177 emaciated ascetic with bun, red, seated with legs crossed at
the ankles on cushion; both hands at sides, left palm down

178 emaciated ascetic with bun, yellow, kneeling sideways on skin;
holding string of beads in right hand

Five of the seven mothers - saptamatrka - Mamo diin, ma mo bdun

179 Indrani - Wangpoma, dbang po ma: yellow, three-eyes; four
arms; seated with legs crossed at ankles on elephant; holding
skull-cup (kapala) and club with a skull attached to its top (yam-
adanda) in inner hands; as if holding vajra and vandanamudra with
outer hands

180 Mahesvari - dbang phyug chen mo / Raudrani - Drakpoma,
drag po ma: white; three-heads, side ones red and blue, all three-
eyed; four arms, holding skull-cup (kapala) and club with a skull
attached to its top (yamadanda) in inner hands; as if holding vajra
and vandanamudra with outer hands; seated with legs crossed at the
ankles on yellow, three-eyed bull

181 Kaumari - Zhénnuma, gzhon nu ma: red, six heads, three on top
of three, all three-eyed; four arms, holding skull-cup (kapala) and
club with a skull attached to its top (yamadanda) in inner hands; as

if holding vajra and vandanamudra with outer hands; seated with
legs crossed at the ankles on peacock

182 Vaisnavi - Kyapjugma, khyab 'jug ma: green; three-heads, side
ones yellow lion and blue boar, central one three-eyed; four arms,
holding skull-cup (kapala) and club with a skull attached to its top
(yamadanda) in inner hands; as if holding vajra and vandanamudra
with outer hands; seated with legs crossed at the ankles on yellow
garuda

183 Brahmani - Tsangpama, tshangs pa ma: yellow; three-heads, all
three-eyed; four arms, holding skull-cup (kapala) and club with a
skull attached to its top (yamadanda) in inner hands; as if holding
vajra and vandanamudra with outer hands; seated with legs crossed
at the ankles on two geese

184 Yama - Shinjé, gshin rje: dark grey; right hand raised without
attribute and left embracing consort on his lap; sitting in the pos-
ture of royal ease (lalitasana) on a bull, who is blue

Two of the seven mothers - saptamdtrka - Mamo diin, ma mo bdun
- and Bhrngin: I have not found an evident relationship between
Yama and the seven mothers

185 Varahi - Pakmo, phag mo: dark blue with wrathful face and
hair standing on end; holding a fish in the right hand at the side
and a skull-cup (kapala) in the left; seated in the posture of royal
ease (lalitasana) on corps who has his hands folded in veneration
186 Camunda - tsa mun di / Gajéma, dga' byed ma: red emaciated
and wrathful; dagger in right hand and freshly cut head in left;
seated in relaxed fashion on a corpse

187 Bhrngin - Bhringgi Riti, b+hr-i ng+gi ri ti: white emaciated as-
cetic; right palm up in front of chest, left at head of consort on his
lap; second consort standing behind him; seated in the posture of
royal ease (lalitasana) on cushion®

Two of the celestial bodies - graha - Zachen, gza' chen

188 Mars - Mangala - Migmar, mig dmar: red; dagger in right
hand and freshly cut head in left; seated in the posture of royal
ease (lalitasana) on elephant

189 Mercury - Budha - Zalak, bza' lhag: yellow with shading; ar-
row in right hand and bow in left; seated with legs crossed at the
ankles

Seven of the twenty-eight lunar mansions - astavimsati naksatra -
Gyukar nyishu tsagyé, rgyu skar nyi shu rtsa brgyad

190 Magha - Chu, mchu: yellow; lotus in right hand, left in vandana-
mudra; seated on lion

191 Parvaphalguni - Dre, gre: bright green; seated in meditation
on lotus

192 Uttaraphalguni - Bo, sbo/dbo: green; holding red lotus in
right hand and left at side; seated on black cow

193 Hasta - Méshi, me bzhi/me bzhi nag pa

194 Svati - Sari, sa ri: white; holding a scarf in a bow above the
head; seated on lotus

195 Vi$akha - Saga, sa ga: black; holding stick right and book left
196 ?

Eight Demons - raksasa - srin po flanking Nairrti in the south-
west: All raksasa are male, semi-wrathful, dressed and booted, and

31 Vidhi groups Bhriigin together with the seven mothers and
also the consort is mentioned there.
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most of them seat in the posture of royal ease (lalitasana) on a cush-
ion. Except for Ravana, who heads them, they cannot be identified
individually.

197 yellow; dressed and booted; holding sword and shield

198 Ravana - Langka Drinchu, lang ka mgrin beu (ten-necked lan-
ka): greyish-blue; with nine heads, the top one of a donkey, the
other ones in tiers of three wrathful heads; dressed and booted;
holding sword and shield; seated on a corpse.

WESTERN QUARTER

199 Nairrti - Srinp6 Dakpo, srin po'i bdag po: black; four-armed,
holding sword and shield, arrow and bow; consort on his lap; seat-
ed on corpse

200 white; with sword and shield

201 blue; with sword and shield

202 red; with lance and shield

203 black; with arrow and bow

204 yellow; with spear

205 black; with sword and shield

Two of the celestial bodies - graha - Zachen, gza' chen

206 Jupiter - Brhaspati - Purbu, phur bu: white; right hand at hip,
book in the left; seated on vase

207 Venus - Sukra - Pasang, pa sangs: white; vase in the right hand
in front of chest, left at hip; seated on vase

Seven of the twenty-eight lunar mansions - astavimsati naksatra -
Gyukar nyishu tsagyé, rgyu skar nyi shu rtsa brgyad

208 Delta Scorpio - Anuradha - Lhatsam, lha mtshams: dark-
green; vase in right hand and left in vandanamudra; seated on lotus

209 Antares - Jyestha - NOn, snron: white; vajra in right hand,;
seated on elephant

210 Lambda Scorpii - Miila - Nup, snrubs: white
211 Delta Sagittari - Piirvasadha - Chutd, chu stod: black

212 Sigma Sagittari - Uttarasadha - Chumé, chu smad: red (pale
according to the Vidhi)

213 Alpha Aquila - Sravana - Drozhin, gro bzhin: white

214 Abhijit - Jizhin, byi bzhin: dark (green in Vidhi)

Eight great ndga accompanying Varuna, all of them male and with
the lower body of a snake. Actually there are nine such snake de-

ities, two of them repainted. Since it is uncertain if these two re-
placed a single one there originally, all nine are listed below.

215 Varuna - Chulha, chu lha: seated on a makara and holding a
conch and a pasa

216 Ananta - Tayé, mtha' yas: red

217 Vasuki - Norgyé, nor rgyas: yellow

218 Taksaka - Jokpo, 'jog po: black

219 Karkotaka - Topkyigyii, stobs kyi rgyu: white

220 Padma - Padma, pad+ma: white

221 Mahapadma - Padma Chenpo, pad+ma chen po: black

222 Sankhapala - Dungkyong, dung skyong: white with shading
(repainted)

223 Kulika - Rikden, rigs ldan: red (repainted)

224 Unidentified naga, white
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225 Earth Goddess, yellow holding a vase in her left hand; she is
represented as an upper body wearing a skirt (no legs are shown).

Eight Asura (?) accompanying Vayu in the Northwest: Only the first
four are named in the Viddhi, they are described as holding sword
and shield and other weapons. The sixth and seventh Asura are
placed so closely together that it can be concluded that the remain-
ing space occupied another two.

226 Vemacitrin - Takzangri, thags bzang ris; grey

227 Bali - Topden, stobs ldan; white

228 Ptahlada - Rapga, rab dga'; dark blue

229 Vairocana - Nampar Nangjé, rnam par snang byed; red
230 white

231 yellow

232 lost

233 lost

NORTHERN QUARTER
234 Vayu - Lunglha, rlung lha: dark; seated on stag, holding a
lance with a flag in the left hand.

The following two deities are depicted with the same symbolism as
Vayu, more research is needed to assure their identity.

235 Black deity on stag holding a scarf looping around his head.
236 Red deity on stag holding a flag in the right.

Eight garuda kings: they are not named in the text and only the
variegated colour of their bodies is described. All identical, of var-
iegated colours and hands folded in front of the chest.

237 Garuda king
238 Garuda king
239 Garuda king
240 Garuda king
241 Garuda king
242 Garuda king
243 Garuda king
244 Garuda king

245 Eclipse - Rahu - Drachen, sgra gcan; reddish black; wrathful
head only with snake around his neck

Five of the eight yaksa, each holding a citrus fruit in the right and a
mongoose bag in the left.

246 Yellow
247 Blue
248 Yellow
249 Red
250 Yellow

251 Kubera - Liingenpo, lus ngan po; yellow; four arms, two of
them raised in worship above the head, one at chest, the other em-
bracing consort on his lap; consort in local dress; seated on man
raising one hand in vandanamudra

Three of the eight yaksa
252 Red

253 Green

254 Yellow

255 Hariti - Trokma, 'phrog ma; seated and in local Tibetan dress
flanked by two partially dressed youth

256 Paficika: green, four-headed (fifth to be imagined in the back),
holding a flask in the left hand; seated sideways and looking up
towards Hariti

257 Ganapati - Tsokdak, tshogs bdag: white, elephant-headed, and
four-armed

Two of the celestial bodies - graha - Zachen, gza' chen

258 Saturn - Sanai$cara - Penpa, spen pa; black; emaciated; stick
in the right hand, left at side; seated on turtle

259 Comet - Ketu - Jukring, mjug rings; dark blue; club in right
hand, left oat side; lower body as snake

Seven of the twenty-eight lunar mansions - astavimsati naksatra -
Gyukar nyishu tsagyé, rgyu skar nyi shu rtsa brgyad

260 Beta Delphinum - Dhanistha - Mdndru, mon gru; the iden-
tification of smon gru and mon gre is mixed up in the consulted
literature; black; holding sword in right hand, left at side; seated
on lotus

261 Lambda Aquarius - Satabhisa - Méndré, mon gre; yellow (?)
262 Alpha Pegasi - Purvabhadrapada - Trumtg, khrums stod (?)
263 Gamma Pegasi - Uttarabhadrapada - Trummé, khrums smad,;
yellowish white, seated on snake

264 Zeta Piscum - Revati - Namdru, nam gru; white; white lotus in
right hand, left sideways; seated on horse

265 Beta Arietis - A$vini - Takar, tha skar; white; holding flower
blossom in right hand, left at thigh; seated on lotus

266 Arietus - Bharani - Dranyé, bra nye; green; holding stick with
head in the right hand, left held sideways; seated on cow or buffalo
Four gandharva of which only the first one can be identified.

267 Paficasikha - Tsukpii Ngapa, gtsug phud Inga pa; yellow play-
ing a string instrument (vina), seated on cushion

268 red deity with hand at side, seated on cushion

269 white deity with hand in front of chest

270 green deity with hand raised at side

271 black deity with third eye; holding skull-cup (kapala) in right
hand, left rests at raised knee

Four wrathful gate-keepers

272 Vajrankus$a - Dorjé Chakkyu, rdo rje lcags kyu; white krodha,
left stretched with ankusa

273 Vajrapasa - Dorjé Zhakpa, rdo rje zhags pa; yellow; left leg
stretched (pratyalidha); noose not painted

274 Vajrasphota - Dorjé Chaktrok, rdo rje lcags sgrog; red

275 Vajraghanta - Dorjé Drilbu, rdo rje dril bu; green; right leg
stretched (alidha); hands held as if holding vajra and bell

DEITIES OF THE SARVAVID MANDALA

This list of deities is based on the Liturgy of the Great Mandala
of the Purification of All Bad Migrations (SarvadurgatipariSodhana-
mahamandalasadhana, T 2630 (P3457))*° the only extant canonical
text that accounts for all the deities depicted in the Alchi Dukhang
version of this mandala. With the exception of the Buddhas, re-
painted deities are not described.

INNER PALACE
CENTRAL CIRCLE D1vIDED INTO NINE COMPARTMENTS
Five Buddhas:

1 Centre: Sarvavid Vairocana - Kiinrik Nampar Nangdzé, kun rig
rnam par snang mdzad: repainted; one-headed (instead of the usual
four); meditating; lion vehicle.

2 East: Buddha SarvadurgatipariSodhanaraja - Ngensong Tamché
Yongsu Jongwé Gyelpo, ngan song thams cad yongs su sbyong ba'i rgyal
po / Ngensong Jongwa, ngan song sbyong ba: repainted; white, the
gesture of reassurance (abhayamudra), no vehicle

3 South: Buddha Ratnaketu - Rinpoché Metok, rin po che'i me tog /
Rinpoché Tok, rin po che tog: repainted; blue; performing the ges-
ture of giving (varadamudra)

4 West: Buddha Sakyamuni - Sakya Tuppa, sha kya thub pa: re-
painted; orange-red and meditating

5 North: Buddha Vikasitakusuma - Métok Chenpo Gyépa, me tog
chen po rgyas pa / Métok Chergyé, me tog cher rgyas: green; the ges-
ture of reassurance (abhayamudra); pair of garuda to the side of the
lotus throne

Four goddesses:
6 SE:Buddhalocana - Sanggyé chenma, sangs rgyas spyan
7 SW: Mamaki - Mamaki, ma ma ki

8 NW: Pandaravasini - Gokarmo, gos dkar mo: red; holding lotus
blossom on the palm of the right hand held towards the centre of
the mandala, left at the hip

9 NE: Tara - Drélma, sgrol ma: green, holding a crossed vajra
(vi$vavajra) in the right hand towards the centre of the mandala
and the left at the hip

SEcoND CIRCLE
The sixteen Mahabodhisattvas arranged clockwise from the
north-east petal.

10 Vajrasattva - Dorjé Sempa, rdo rje sems pa: white, vajra held up-
right on the palm of the right hand, left at hip

11 Vajrar3ja - Dorjé Gyelpo, rdo rje rgyal po: yellow; holding an ele-
phant goad (arikusa) in the right hand, left at hip

12 Vajraraga - Dorjé Chakpa, rdo rje chags pa

13 Vajrasadhu - Dorjé Lekpa, rdo rje legs pa

14 Vajraratna - Dorjé Rinchen, rdo rje rin chen

15 Vajrasiirya - Dorjé Nyima, rdo rje nyi ma

16 Vajradhvaja - Dorjé Gyeltsen, rdo rje rgyal mtshan

17 Vajrahasa - Dorjé Zhépa, rdo rje bzhad pa

18 Vajradharma - Dorjé Chg, rdo rje chos

19 Vajratiksna - Dorjé Nonpo, rdo rje rnon po

20 Vajrahetu - Dorjé Gyu, rdo rje rgyu

21 Vajrabhasa - Dorjé Mawa, rdo rje smra ba: red; holding a red
tongue with the right hand, left at hip

22 Vajrakarma - Dorjé Lé, rdo rje las: green; hold crossed vajra
(vi$vavajra) in the right in front of the chest, left at hip

23 Vajraraksa - Dorjé Sungwa, rdo rje srung ba
24 Vajrayaksa - Dorjé Nojin, rdo rje gnod sbyin
25 Vajrasandhi - Dorjé Khutsur, rdo rje khu tshur
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IN THE CORNERS
Four inner offering goddesses:

26 Lasya - Gekmo, sgeg mo: white; both hands in vajra-fists at the
hip

27 Mala - Trengwama, phreng ba ma

28 Gita - Luma, glu ma: red; plays a lute (vina)

29 Nrtya - Garma, gar ma: green; makes dance-gestures with both
arms

IN THE GATES
Four peaceful gate-keepers in the colours of the directional

Buddhas:

30 Vajrankusa - Dorjé Chakkyu, rdo rje Icags kyu: white
31 Vajrapasa - Dorjé Zhakpa, rdo rje zhags pa: blue

32 Vajrasphota - Dorjé Chaktrok, rdo rje lcags sgrog: red

33 Vajraghanta - Dorjé Drilbu, rdo rje dril bu: green; holding bell in
the right hand, left at hip

SECOND PALACE

INNER SQUARE

Sixteen Bodhisattvas of the Fortunate Aeon in individual
iconography.

East:

34 Maitreya - Jampa, byams pa: orange, nagakesara twig and flask
35 Maiiju$ri - Jampel, 'jam dpal: orange, sword and book

36 Gandhahastin-PdkyiLangpo, spos kyiglang po: yellow, repainted
37 Jfianaketu - Yéshé Tok, ye shes tog: blue, repainted

South:

38 Bhadrapala - Zangskyong, bzang skyong: white, jewel

39 Amoghadars$in - Tongwa Dényd, mthong ba don yod / Dényédtong,
don yod mthong: white, red lotus

40 Aksayamati - Lodrdé Mizépa, blo gros mi bzad pa: white, bejew-
elled flask

41 Pratibhanakiita - Poppa Tsekpa, spobs pa brtsegs pa: yellow, tri-
ple jewel

West:

42 Mahasthamaprapta - Tuchenpo Toppa, mthu chen po thob pa /
Tuchentop, mthu chen thob: white, sword

43 Sarvapayafijaha - Ngensong Kiindren, ngan song kun ‘dren /
Apayaijaha - Ngensongdren, ngan song 'dren: white, ?

44 Sarva$okatamonirghatanamati - Nyangen Miinpa Tamché
Ngépar Jompé Lodrd, mya ngan mun pa thams cad nges par joms pa'i
blo gros: white, holding a staff the top of which is not preserved

45 Jaliniprabha - Drabachengyi O, dra ba can gyi 'od: red, holding
anet

North:
46 Candraprabha - Dawé 0, zla ba'i 'od: white, crescent

47 Amrtaprabha - Diitsi O, bdud rtsi 'od: white, flask held in both
hands in front of chest

48 Gaganagarija - Namkhé Dz6, nam mkha'i mdzod: yellow holding
casket
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49 Samantabhadra - Kiintu Zangpo, kun tu bzang po: yellow; triple
jewel(?)

Sixteen matchless Bodhisattvas in the iconography of their
direction.*

East, all white and holding a vajra:

50 Sarvapayafijaha - Ngensong Tamché Jongwa, ngan song thams
cad sbyong ba / Ngensongjong, ngan song sbyong / Ngensongjom,
ngan song 'joms

51 Miinpasel, mun pa sel

52 Dukngel Jomjé, sdug bsngal joms byed / Dukngeljom, sdug bsngal
‘joms

53 Sitsodrél, srid mtsho sgrol

South, all blue and holding a triple jewel:

54 Rinchendzo, rin chen mdzod

55 Gewé Lodrd, dge ba'i blo gros

56 Dontiinyi, don mthun yid / Déntiin Yi6, don mthun yid ‘od
57 Drenpé Topchok, dran pa'i stobs mchog

West, all red and holding a white lotus:

58 Gewé Jungné, dge ba'i 'byung gnas

59 Lekpétok, legs pa'i tog

60 Sipé Tsodrél, srid pa'i mtsho sgrol

61 Dewé Jungné, bde ba'i 'byung gnas

North, all green and holding a crossed vajra (visvavajra):
62 Tsondrii Midokpa, brtson 'grus mi ldog pa

63 Yontendzd, yon tan mdzod

64 Tétsom Yinyur, the tshom yid myur / Tétsomyur, the tshom myur
65 Ngaro Nyenpa, nga ro snyan pa

Four outer offering goddesses

66 Dhiipa - Dukpama, bdug ba ma: white; holds large incense burn-
er with both hands

67 Puspa - Métokma, me tog ma: yellow; appears to hold to small
flowers in the hands raised at the sides

68 Dipa - Marmema, mar me ma: red; holds plate with burning cone
inside in the right hand, left hand at hip

69 Gandha - Jukpama, byug pa ma: green; holds conch in the left
hand and spreads the fragrance with the right hand above it

OUTER SQUARE
Sixteen Hearers ($ravaka); for some of the names mentioned San-
skrit equivalents still need to be identified.

East

70 Nanda - Gawo, dga' bo

71 Rahula - Drachendzin, sgra gcan 'dzin

72 Sariputra - Sharibu, shd ri'i bu

73 Subhiti - Ranjor, rab 'byor

South

74 Maudgalyayana - maud gal bu / mod gal gyi bu
75 Udayin - Charka, ‘char ka / 'char ka bzang

76 Niruddha - Magakpa, ma 'gags pa

32 For most of these Bodhisattvas the Sankrit name could not be
established.

77 Kaundinya - kaundanyi / kaudinya

West

78 Upali - Nyébakhor, nye ba 'khor

79 Avajit - rta thul

80 Gavampati - Balangdak, ba lang bdag

81 Ananda - Kiingawo, kun dga' bo

North

82 Mahanama - Mingchen, ming chen

83 Kuvera - nor sbyin

84 Purna - gang po

85 Kasyapa - Osung, 'od srungs

Twelve Solitary Buddhas (pratyekabuddha)*

East

86 Dungwa Selwa, gdung ba sel ba / Dungsel, gdung sel
87 Nangwa Tsekpa, snang ba brtsegs pa

88 Jikpar Jépa, 'jigs par byed pa / Jikpar Mépa, 'jigs par med pa
South

89 Pawo Diilwa, dpa' bo 'dul ba

90 Shérap Gyokchen, shes rab mgyogs chen

91 Ribogyel, ri bo rgyal

West

92 Mawé Drachen, smra ba'i sgra chen

93 Khadgavisanakalpa - Seru Tabu, bse ru Ita bu

94 Dukchenjom, dug chen 'joms / Dukseljom, dug sel joms
North

95 Dzuntriil Cherton, rdzu 'phrul cher ston

96 Senggédra, seng ge'i sgra / seng ge lta bu

97 Yinyur, yid myur

Eight wrathful ones

In the gates, clockwise from the east:

98 *Trailokyaloka - Jikten Sumnang, jig rten gsum snang / Jikten-
nang, jig rten snang: white, left leg stretched (pratyalida), lotus and
gesture of threatening(?) [vajra in text]

99 *Trailokyavinaya - Jikten Sumdiil, jjig rten gsum 'dul / Sumdiil-
wa, gsum 'dul ba: blue, left leg stretched (pratyalida), club and ges-
ture of threatening (tarjanimudra)

100 *Trailokyabhaya, Jikten Sumjik, jjig rten gsum Jjigs / Sumjikpa,
gsum 'jig pa: repainted; red, right leg stretched (alida), lotus and
gesture of threatening (tarjanimudra) [trident in text]

101 *Trailokyantaka, 'jig rten gsum mthar byed: green, left leg
stretched (pratyalida), sword/club and gesture of threatening
(tarjanimudra)

In the corners, clockwise from southeast:

102 Amrtakundalin - Diidtsi Khyilwa, bdud rtsi 'khyil ba: white, left

leg stretched (pratyalida), vajra and gesture of threatening (tar-
janimudra) [crossed vajra (visvavajra) in text]

33 The Sanskrit equivalents for most of their names could not
be found, and it remains unclear where this group derives from.
The names used here are also found in many of the later Tibetan
sources on this mandala.

103 Niladanda - Béchdn Ngonpo, be con sngon po: blue, left leg
stretched (pratyalida), axe and ? [sword in text]

104 Acala - Miyowa, mi g.yo ba: red, left leg stretched (pratyalida),
sword and gesture of threatening (tarjanimudra)

105 Hayagriva - Tamdrin, rta mgrin: red, additional horse-head,
left leg stretched (pratyalida), sword and gesture of threatening
(tarjanimudra) [lotus in text]

CONTINENTS

Flanking the gates of the mandala are three continents each, the
larger central one named below to the left of the gate, and the
smaller outer ones to the right. A deity couple occupies the large
continent and attendants the smaller one. The consorts mentioned
in the text are not recognisable as such.

East: Videha - Liipakpo, lus ‘phags po: white, semi-circular

Indra - Gyajin; brgya byin with Desokma, bde sogs ma, another name
for Indrani - Wangpoma, dbang po ma

South: Jambudvipa - Dzambuling, 'dzam bu gling: blue, trapezoid
Brahma - Tsangpa, tshangs pa with Brahmani - Tsangma, tshangs
ma

West: Godaniya - Balangchd, ba glang spyod: red, circular
Mahes$vara (Siva) - Wangchuk Chenpo, dbang phyug chen po with
Durga - Kadokma, dka' bzlog ma

North: Uttarakuru - Draminyen, sgra mi snyan: green, trapezoid
Visnu - Kyapjug, khyab 'jug with Sri - Pelmo, dpal mo

OuTER PROTECTIVE CIRCLE

The deities in the outer protective circle can only partially be iden-
tified. The text is not very precise in this regard, but attributes
groups of deities with the respective guardians of the directions

(dikpala).

EASTERN QUARTER FROM NORTHEAST CORNER

106 I$ana - Wangden, dbang Idan: white; snake in hair and third
eye; four-armed; string of beads (mala) and trident at hip, outer
arms ?7; spouse in local dress on lap; seated with legs crossed at the
ankles on yellow bull

Twelve of at least fourteen animal-headed yogini - Nenjorma, rnal
'byor ma.** The first two of these deities precede I§ana and thus are
listed at the end of this list.

107 f.green, animal-headed, corpulent, on cushion, with skull-cup
108 f. bright green, corpulent, on cushion, with sword and
skull-cup

109 f. yellow, animal/fox-headed, corpulent, on cushion, with
skull-cup and sword

110 f. dark, bird-headed, corpulent, on cushion, with sword and
skull-cup

111 f. grey, dog-headed, corpulent, on cushion, with skull-cup and
sword

34 The text simply refers to them as ‘mothers’ matrka - Mamo, ma
mo. However, the term here is to be understood much more broadly,
as these matrka are clearly different from those referred to by the
same term in the Dharmadhatu mandala and animal-headed.
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112 f. yellow with dark head and hands, canine(?)-headed, corpu-
lent, on cushion, with skull-cup and sword

113 f. bight green, horse-headed, corpulent, on cushion, with
sword and skull-cup

114 f. frontal, yellow, ghost-headed, corpulent, on cushion, with
skull-cup and sword

115 f. yellow, canine-headed, corpulent, on cushion, with sword
and skull-cup

116 f. orange, canine-headed, corpulent, on cushion, with sword
and skull-cup

117 f. yellow, bird-headed, corpulent, on cushion, with sword and
skull-cup

118 f. grey, canine-headed, corpulent, on cushion, ?
119-126 eight figures lost before bottom centre
Bottom centre

127 Indra - Gyajin; brgya byin; details lost™

128-132 five figures lost following bottom centre

Seven male deities alternating placed on cushion or lotus. It is un-
clear what group of beings these represent.

133 m. orange, on cushion, argumentation gesture and ?

134 m. green, on lotus, argumentation gesture and red blossom
135 m. green, on cushion, sword and hand at side

136 m. dark-grey, on lotus, white blossom/wheel and hand at chest
137 m. orange-red, on cushion, triple jewel and hand at chest

138 m. yellow, on lotus, hand at side and snake

139 m. bright, on cushion, hand at chest and triple jewel

Two of the eight celestial bodies - graha - Zachen, gza' chen

140 Venus - Sukra - Pasang, pa sangs: red, on lotus, sword at thigh
and book at side

141 Mars - Mangala - Migmar, mig dmar: red, on cushion, jewel at
side and hand at chest

Seven of the twenty-eight lunar mansions - astavimsati naksatra -
Gyukar nyishu tsagyé, rgyu skar nyi shu rtsa brgyad, all of which are
female.

142 Eta Tauri - Krttika - Mindruk, smin druk: red, seated on vase,
holding lotus (with jewel on top?)

143 Aldebaran - Rohini - Narma, snar ma: bright green; seated on
bull; holding triple jewel

35 The text associates Indra with the highest pan-Indian deities,
including Mahe$vara (Siva), Visnu, Bhrngin, Nandin, Kartikeya,
Ganapati, Mahabala, all of which would have been seated immedi-
ately flanking Indra and thus are lost. It may well be that some of
these could still be identified on-site. However, the text also mixes
the lunar mansions in the lists, which are also mentioned sepa-
rately, and it is thus unlikely that it is the direct base for the depic-
tions of this deities. In fact, all of Anandagarbha’s commentaries
on this particular mandala are quite casual in the precise attri-
bution of the deities in this circle and studying the divergences
between these and their implication on depictions is beyond the
scope of this publication. What they have in common, though is,
that the eight types of beings beginning with the demi-gods (asura)
are represented.

36 Identified by position and succession in text only.
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144 Lamda Orionis - Mrga$ira - Go, mgo: red; seated on cushion;
right hand at chest, left holding trident

145 Alpha Orionis - Ardra - Lak, lag: yellow; on antelope(?); at
thigh and holding a lotus

146 Beta Geminorum - Punarvasu - Napso, nabs so: red; seated on
cushion; hand at heart and holding a triple jewel

147 Delta Cancri - Pusya - Gyel, rgyal: green, on dark bird, at thigh
and holding a triple jewel on crescent

148 Alpha Hydroe - AS$lesa - Kak, skag: bright green, seated on
snake, at thigh and holding a snake

SOUTHERN QUARTER

149 Agni - Melha, me lha: orange-red, four-armed, matted hair and
white beard; string of beads (mala) and jewel staff in outer hands,
inner ones white disk in front of chest and ? (embracing consort)
seated on his lap, wears local dress; seated on goat

Eight great ascetics (rsi) - Drangsong Chenpo Gyé, drang srong chen
po brgyad; all are emaciated and seated in some form of royal ease
(lalitasana) on a cushion covered by a skin.

150 green; right at chest and left holding fire

151 red; right at chest and left holding lotus blossom

152 yellow; right at side and left holding offering plate

153 dark blue; right holding trident at thigh and left holding book
154 green; right at chest and left holding offering plate at side

155 red; right with axe and left with offering plate

156 dark blue; right at side and left holding offering plate with tri-
angular objects

157 red; right at chest and left holding white lotus blossom

Five of six corpulent goddesses, likely raksasi - Sinmo, srin mo; all
seated with the legs crossed at the ankles on cushions and usually
holding their attribute towards the centre of the mandala.””

158 dark grey; snake held in both hands, the snake-heads on the
palm of the left

159 green; right at thigh and left holding white lotus
grey; left holding ankusa at thigh and right with tarjanimudra

160 *Kali - Nakmo, nag mo: grey; left holding curved knife and left
with severed head

161 yellow; left at thigh and right holding white lotus blossom

162 Yama - Shinjé, gshin rje: dark blue; four-armed and booted,; ro-
sary and yamadanda with fresh head in the inner hands, outer ones
with cymbals and harp; sitting in the posture of royal ease (lalitasa-
na) on a grey water buffalo

One of the six corpulent goddesses, raksasi - Sinmo, srin mo

163 dark grey; left holding axe at thigh, right in fist at thigh

Two of the eight celestial bodies - graha - Zachen, gza' chen

164 Jupiter - Brhaspati - Purbu, phur bu: yellow; seated with legs

crossed at the ankles on cushion; right in tarjanimudra in front of
chest, left holding a book

37 The text names several goddesses associated with Yama, such
as *Vajrakaumari (Dorjé Zhonnuma, rdo rje gzhon nu ma), Nam-
druma (nam gru ma), but except for the one identified below, which
is tentative, it is unclear who of them could be represented by
which deity.

165 Sun - Siirya / Aditya - Nyima, nyi ma: red; seated with legs
crossed at ankles on horse that rests on lotus; right holds sword at
thigh, left holds white lotus

Seven of the twenty-eight lunar mansions - astavimsati naksatra -
Gyukar nyishu tsagyé, rgyu skar nyi shu rtsa brgyad, all of them sit
with their legs crossed at the ankles.

166 Alpha Leonis / Regulus - Magha - Chu, mchu: yellow; seated on
lion; right hand with sword, left holding lotus

167 Delta Leonis - Piirvaphalguni - Dre, gre: white; seated on black
water-buffalo; right in tarjanimudra and left holding red lotus?®

168 Beta Leonis - Uttaraphalguni - Bo, sbo: green; seated in med-
itation on throne

169 Delta Corvi - Hasta - Méshi, me bzhi: yellow; seated on horse;
right with sword at thigh, left with lotus

170 Spica Verginis - Citra - Nakpa, nag pa: green; seated on a pea-
cock; right in tarjanimudra at chest, left holding triple jewel

171 Arcturus - Svati - Sari, sa ri: red; seated on cushion; right with
sword, left holding lotus

172 Alpha Librae - visakha - Saga, sa ga: white; seated on goat;
right with curved knife at thigh, left with severed head

Four of ten demons - raksasa - Sinpo, srin po

173 red; corpulent; seated with legs crossed at ankles on cushion;
holding sword and severed head

174 blue; corpulent; seated with legs crossed at ankles on cushion;
holding sword and lotus

175 white; corpulent; seated with legs crossed at ankles on cush-
ion; holding sword and lotus

176 Ravana - lang ka mgrin bcu: greyish-blue; with nine heads, the
top one of a donkey, the other ones in tiers of three wrathful heads;
dressed and booted; holding sword and shield; seated in the pos-
ture of royal ease (lalitasana) on a throne

WESTERN QUARTER

177 Nairrti - Srinpd Dakpo, srin po'i bdag po: black; four-armed,
dressed and booted; consort on his lap; holding curved sword
and shield, arrow and bow; seated in the posture of royal ease
(lalitasana) on man with the hands joined in veneration gesture
(namaskaramudra)

Six of ten demons - raksasa - Sinpo, srin po

178 grey; with sword and red lotus; seated with legs crossed at an-
kles on cushion

179 green; right at chest as if holding sword, red lotus; seated with
legs crossed at ankles on cushion

180 grey; sword and hand raised at side palm inwards; seated with
legs crossed at ankles on cushion

181 dark blue; sword and hand raised at side palm inwards; seated
with legs crossed at ankles on cushion

182 white; axe and hand on thigh; seated with legs crossed at an-
kles on cushion

183 grey; sword and skull-cup (kapala); seated with legs crossed at
ankles on cushion

Two of the celestial bodies - graha - Zachen, gza' chen

38 Relative to the Dharmadhatu mandala, the iconography of
this and the following lunar mansion is reversed.

184 Moon - Candra - Dawa, zla ba: orange with white head; both
hands in front of chest, no attribute recognisable; seated with legs
crossed at ankles on pair of geese

185 Comet - Ketu - Jukring, mjug rings: dark grey; right at hip, left
raised without attribute (lost); lower as cloud, makara tail

Seven of the twenty-eight lunar mansions - astavimsati naksatra -
Gyukar nyishu tsagyé, rgyu skar nyi shu rtsa brgyad

186 Delta Scorpio - Anuradha - Lhatsam, lha mtshams: repainted,
red; seated with legs crossed at ankles on lotus

187 Antares - Jyestha - N6n, snron: red; right at hip and white lo-
tus; seated on horse

188 Lambda Scorpii - Mila - Nup, snrubs: green; sword and red
lotus; seated on red earless animal

189 Delta Sagittari - Purvasadha - Chutd, chu stod: partially re-
painted, male(?); yellow; right at hip, left new; seated on bird

190 Sigma Sagittari - Uttarasadha - Chumé, chu smad
191 Alpha Aquile - Sravana - Drozhin, gro bzhin

192 Abhijit - Jizhin, byi bzhin

193 Varuna - Chulha, chu lha: repainted; four-armed; spouse on
lap; seated on a makara

Eight great naga

194 Ananta - Tayé, mtha' yas: red

195 Vasuki - Norgyé, nor rgyas: yellow

196 Taksaka - Jokpo, 'jog po: black

197 Karkotaka - Topkyigyii, stobs kyi rgyu: white

198 Padma - Padma, pad+ma: white

199 Mahapadma - Padma Chenpo, pad+ma chen po: black
200 Sankhapala - Dungkyong, dung skyong: white

201 Kulika - Rikden, rigs ldan: yellow

Three male deities

202 dark grey; corpulent; lotus and at hip; seated legs crossed at
the ankles on cushion

203 green; corpulent; flag and gesture of threatening (tar-
Jjanimudra) in front of chest; seated legs crossed at the ankles on
cushion

204 white; corpulent; crescent and at hip; seated legs crossed at
the ankles on cushion

Two demi-gods - asura - Lhamayin, lha ma yin

205 red; corpulent; dressed; sword and in front of chest; seated
legs crossed at the ankles on cushion

206 dark grey; corpulent; dressed; sword(?) and shield; seated legs
crossed at the ankles on cushion

207 Vayu - Lunglha, rlung lha: dark blue; four-armed; consort on
lap; seated on stag

NORTHERN QUARTER

One male deity

208 yellow; corpulent; right holding a wheel and left at thigh; seat-
ed with legs crossed at ankles on cushion

Eight garuda kings in pairs of two side by side
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209-216 human torso on bird body with wings; head and lower
arms dark blue; chest and upper arms red; lower body yellow; feet
white

217 Earth goddess Prthivi / Bhiidevi - Sélhamo, sa'i lha mo: yellow;
only skirt underneath hip; vase raised in right hand, left at hip

Eight Jambhala / yaksa

218 dark blue; corpulent; holding fruit at knee and mongoose bag
at thigh; seated in the posture of royal ease (lalitdsana) on cushion

219 yellow; corpulent; holding fruit at knee and mongoose bag at
thigh; seated in the posture of royal ease (lalitasana) on cushion

220 green; corpulent; holding fruit at knee and mongoose bag at
thigh; seated in the posture of royal ease (lalitasana) on cushion

221 dark blue; corpulent; holding fruit at knee and mongoose bag
at thigh; seated in the posture of royal ease (lalitasana) on cushion

222 red; corpulent; holding fruit at knee and mongoose bag at
thigh; seated in the posture of royal ease (lalitasana) on cushion

223 green; corpulent; holding fruit at knee and mongoose bag at
thigh; seated in the posture of royal ease (lalitasana) on cushion

224 yellow; corpulent; holding fruit at knee and mongoose bag at
thigh; seated in the posture of royal ease (lalitasana) on cushion

225 red; corpulent; holding fruit at knee and mongoose bag at
thigh; seated in the posture of royal ease (lalitasana) on cushion

226 Lord of Wealth - Chungwo Dakpo, 'byung bo'i bdag po = Kubera
- Liingenpo, lus ngan po: yellow; four-armed; one at chest, the oth-
er at hip holding a club, outer hands raised in praise and holding
a ringed mace; consort in local dress on his lap; seated with legs
crossed at the ankles on horse

Two of the eight celestial bodies - graha - Zachen, gza' chen (identi-
fied on basis of text)

227 Saturn - Sanai$cara - Penpa, spen pa: blue; one hand raised
at side the other in front of chest, no attributes; seated with legs
crossed at ankles on lotus

228 Mercury - Budha - Zalak, bza' lhag: red; hands in veneration
gesture (namaskaramudra) in front of chest; seated with knees
raised and legs crossed at ankles on cushion

Seven of the twenty-eight lunar mansions - astavimsati naksatra -
Gyukar nyishu tsagyé, rgyu skar nyi shu rtsa brgyad

229 Beta Delphinum - Dhanistha - Mondru, mon gru: yellow; cor-
pulent; holding lotus in the right, left at hip; seated in the posture
of royal ease (lalitasana) on cushion®

230 Lambda Aquarius - Satabhisa - Méndré, mon gre: blue; corpu-
lent; holding axe at hip and left at side; seated in the posture of
royal ease (lalitasana) on cushion

231 Alpha Pegasi - Piirvabhadrapada - Trumtd, khrums stod: red,;
corpulent; holding skull-cup (kapala) and left at hip; seated with
legs crossed at the ankles on goat

232 Gamma Pegasi - Uttarabhadrapada - Trummé, khrums smad:
yellow; corpulent; holding jewel(?) and left at hip; seated with legs
crossed at the ankles on cushion

233 Zeta Piscum - Revati - Namdru, nam gru: grey; corpulent;

holding vajra and left at hip; seated with legs crossed at the ankles
on horse

39 The identification of smon gru and mon gre is mixed up in the
consulted literature
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234 Beta Arietis - A$vini - Takar, tha skar: green; corpulent; hold-
ing curved knife at hip and skull-cup (kapala) in front of chest;
seated with legs crossed at the ankles on cuckoo (bird with ears)

235 Arietus - Bharani - Dranyé, bra nye: blue; corpulent; stick with
head and gesture of threatening (tarjanimudra); seated with legs
crossed at the ankles on cushion

Eight male deities; these are seated in pairs of two side by side, the
left one being described before the right one.

236 red; hands in front of chest and at side; seated with knees
raised and legs crossed at ankles on cushion

237 yellow; hands holding stick and at chest; seated with one knee
raised and legs crossed at the ankles on lotus

238 red; holding curved knife (kartrka) and severed head; seated
with one knee raised and legs crossed at the ankles on lotus

239 green; holding curved knife (kartrka) and the left arm rests
on the knee; seated with one knee raised and legs crossed at the
ankles on mat

240 yellow; holding curved knife (kartrka) and skull-cup (kapala);
seated with legs crossed at the ankles on mat

241 dark blue; curved knife (kartrka) and skull-cup (kapala); seated
with one knee raised and legs crossed at the ankles on lotus

242 green; hand in front of chest and flag held at hip; seated with
one knee raised and legs crossed at the ankles on lotus

243 red; right raised in the gesture of adoration (vandanamudra)
and left in front of chest; seated with one knee raised and legs
crossed at the ankles on cushion

Two of at least fourteen animal-headed yogini - Nenjorma, rnal
'byor ma

244 dark blue; cow head; skull-cup (kapala) and trident; seated
with legs crossed at the ankles on cushion

245 yellow; canine head; trident and skull-cup (kapala); seated
with legs crossed at the ankles on cushion

Four wrathful gate-keepers

246 Vajranku$a - Dorjé Chakkyu, rdo rje Icags kyu: white krodha,
left stretched with arnkusa

247 Vajrapasa - Dorjé Zhakpa, rdo rje zhags pa: yellow; left leg
stretched (pratyalidha); noose not painted

248 Vajrasphota - Dorjé Chaktrok, rdo rje Icags sgrog: red

149 Vajraghanta - Dorjé Drilbu, rdo rje dril bu: green; right leg
stretched (alidha); hands held as if holding vajra and bell.

DEITIES OF THE SAKYASIMHA MANDALA

While the assembly inside the palaces of this mandala is relative-
ly consistent and thus do not identify a distinct source, the deri-
vation for the outer rim of deities could not be established. Their
identification thus remains tentative. Iconographic details at Alchi
are only reproduced insofar as they can be considered original. Ex-
planations in square brackets are based on NSP 22. The representa-
tion of Prajiiaparamita on the eastern petal of the central lotus is
unique to the Alchi monuments and adds an additional deity to the
core assembly of the mandala.

CENTRAL PALACE

Central eight-petalled lotus

1 Sakyasimha - shakya seng ge: partially repainted; white, red
robes, teaching gesture (dharmacakramudra)

2 Prajfiaparamita - Shérapkyi Par6ltu Chinma, shes rab kyi pha rol
tu phyin ma: on eastern lotus petal: partially repainted; white, four
arms

The eight Usnisa Buddhas on the eight spokes of a wheel. All are
depicted bejewelled and they differ from those in the Dharmadha-
tu mandala. Those in the cardinal directions are seated with legs
fully crossed on lotus and, if preserved, the respective vehicle is
represented behind the legs:

3 Vajrosnisa - Dorjé Tsuktor, rdo rje gtsug tor: damaged; white;
earth touching gesture (bhiamisparsamudra)

4 Ratnosnisa - Rinchen Tsuktor, rin chen gtsug tor: partially re-
painted; blue; gesture of giving (varadamudra); horse vehicle

5 Padmosnisa - Padma Tsuktor, pad+ma gtsug tor: damaged; red,
gesture of meditation (dhyanamudra)

6 Visvosnisa — Natsok Tsuktor, sna tshogs gtsug tor: partially re-
painted; green; gesture of reassurance (abhayamudra); garuda
vehicle

Those in the intermediary directions are seated with legs half
crossed on lotuses, and are listed from the southeast clockwise:

7 Tejosnisa - Tsuktor Ziji, gtsug tor gzi brjid: repainted; red; gesture
of argumentation (vitarkamudra) [supposed to hold a sun]
8 Dhvajosnisa - Tsuktor Gyeltsen, gtsug tor rgyal mtshan: repainted;

red

9 Tiksnosnisa - Tsuktor Nonpo, gtsug tor rnon po: blue; with sword

and book

10 Chattrosnisa - Tsuktor Dukkar, gtsug tor gdugs dkar: white; with
umbrella

Four inner offering goddesses in the corners of the inner palace
listed from the southeast:

11 Lasya - Gekmo, sgeg mo: white; both hands in vajra-fists at hip

12 Mala - Trengwama, phreng ba ma: yellow; garland of jewels
(ratnamala)

13 Gita - Luma, glu ma: repainted; red

14 Nrtya - Garma, gar ma: repainted; white

Four peaceful gate-keepers

15 Vajrankusa - Dorjé Chakkyu, rdo rje Icags kyu: damaged; white
16 Vajrapasa - Dorjé Zhakpa, rdo rje zhags pa: blue; noose held in
both hands, left at hip

17 Vajrasphota - Dorjé Chaktrok, rdo rje Icags sgrog: damaged: red
18 Vajraghanta - Dorjé Drilbu, rdo rje dril bu: lost

SECOND PALACE

Sixteen Bodhisattvas of the fortunate aeon represented in individ-
ual iconography.

East:

19 Maitreya - Jampa, byams pa: repainted: orange, no attributes
[yellow; with nagakesara and flask]

20 Amoghadars$in - Tongwa D6nyd, mthong ba don yod: orange; with
lotus in the right hand, left hand at hip [yellow, lotus with an eye]

21 Apayafijaha - Ngensongchong, ngan song sbyong / Sarvapayafi-
jaha - Ngensong Kiindren, ngan song kun ‘dren / Apayafijaha - Ngen-
songdren, ngan song 'dren: damaged; white, ? [white, holds goad

with both hands]

22 Sarva$okatamonirghatanamati - Nyangen Miinpa Tamché
Ngépar Jompé Lodrd, mya ngan mun pa thams cad nges par 'joms pa'i
blo gros: orange yellow; holding staff, left at hip

South:

23 Gandhahastin - Pokyi Langpo, spos kyi glang po: white with
green shading; holding white conch in the right hand, left hand
at hip

24 Siiramgama - Pawar Drowa, dpa’ bar 'gro ba: white; sword held
upright in the right hand, left hand at hip

25 Gaganagafija - Namkhé Dzo, nam mkha'i mdzod: yellow; holding
casket at thigh; left in the gesture of argumentation (vitarkamudra)

26 Jfianaketu - Yéshé Tok, ye shes tog: blue; right held at side, left
holding banner at hip

West:

27 Amrtaprabha - Diitsid, bdud rtsi 'od: white with orange shading;
bejewelled flask held at the side, left hand at hip

28 Candraprabha - Dawé 0, zla ba'i 'od: repainted; white [lunar orb
on lotus, left at hip]

29 Bhadrapala - Zangskyong, bzang skyong: white, object held at
side; left at hip [flaming jewel]

30 Jaliniprabha - Drabachengyi O, dra ba can gyi 'od: repainted; red
[vajra-cage, left at hip]

North:

31 Vajragarbha - Dorjé Nyingpo, rdo rje snying po: repainted: white
[blue lily (utpala), left at hip]

32 Aksayamati - Lodré Mizépa, blo gros mi bzad pa: repainted; red
[white; holding nectar vessel with both hands]

33 Pratibhanakita - Poppa Tsekpa, spobs pa brtsegs pa: repainted,;
white [red; pile of jewels on lotus, left at hip]

34 Samantabhadra - Kiintu Zangpo, kun tu bzang po: repainted; red
[golden; bouquet of jewels, left at hip]

Four outer offering goddesses
35 Dhiipa - Dukpama, bdug ba ma: white; holding an incense burner

36 Puspa - Métokma, me tog ma: yellow; holding a garland in both
hands (same as Mala)

37 Dipa - Marmema, mar me ma: repainted; red

38 Gandha - Jukpama, byug pa ma: repainted; white

Four peaceful gate-keepers

39 Vajrankusa - Dorjé Chakkyu, rdo rje Icags kyu: damaged; white;
handle of artkusa only

40 Vajrapasa - Dorjé Zhakpa, rdo rje zhags pa: blue; noose held in
both hands, left at hip

41 Vajrasphota - Dorjé Chaktrok, rdo rje lcags sgrog: repainted: red
42 Vajraghanta - Dorjé Drilbu, rdo rje dril bu: repainted; blue

SURROUNDING CIRCLE
Much of this outer circle is lost, but it is certain that it is again or-
ganised around the guardians of the directions (dikpala).
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East

43 Indra, lost

44 lost

45 lost

46 damaged; orange red

47 damaged; male; yellow

48 Soma / Candra - Dawa, zla ba: white; seated on geese
One of three ascetics (rsi)

49 white; emaciated; seated in the posture of royal ease (lalitdsana)
on cushion

Agni triad in the southeast:

50 female; red; holding lotus(?); seated on goat

51 Agni - Melha, me lha: red; four-armed; attributes damaged,;
seated on goat

52 female; yellow; holding staff in the right hand and fire in the
left; seated on goat

Two of three ascetics (rsi)

53 white; emaciated; holding umbrella in the right hand, left palm

up towards mandala; seated in the posture of royal ease (lalitasana)
on cushion

54 yellow; emaciated; holding tridanda in the right hand, left rests
on the knee; seated in the posture of royal ease (lalitasana) on
cushion

One of six demons (raksasa)

55 dark blue; wearing bodice; holding sword in the right hand, left
palm up towards mandala; seated with legs crossed at the ankles
on cushion

Yama triad in the south:

56 female; dark blue; right hand in front of chest, left at hip hold-
ing club with a head attached to its top (yamadanda), seated on
buffalo

57 Yama - Shinjé, gshin rje: dark blue; four-armed; hand in front
of chest as if holding vajra, and stick with head on it, outer hands
with cymbals and gesture of praise (vandanamudra); seated in the
posture of royal ease (lalitasana) on water-buffalo

58 female; red; club with a skull attached to its top (yamadanda)
held at hip, left at side; seated with legs crossed at the ankles on
water buffalo

Three of six demons (raksasa)

59 yellow; booted; holding sword and shield; seated in the posture
of royal ease (lalitasana) on cushion

60 m. red; booted; holding sword and shield; seated in the posture
of royal ease (lalitasana) on cushion

61 m. black; booted; wearing jacket; holding sword and shield,;
seated in the posture of royal ease (lalitasana) on cushion

Nairrti triad in the southwest:

62 female; black; holding sword and shield; seated with the legs
crossed at the ankles on corpse

63 Nairrti - Srinp6 Dakpo, srin po'i bdag po: black; dressed and
booted; holding sword and shield; seated in the posture of royal
ease (lalitdsana) on corpse
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64 female; red; holding sword and shield; seated with the legs
crossed at the ankles on corpse

Two of six demons (raksasa)

65 red; dressed and booted; holding sword and shield; seated in
the posture of royal ease (lalitasana) on cushion

66 yellow; dressed and booted; holding sword and shield; seated in
the posture of royal ease (lalitasana) on cushion

One of at least two snakes (naga)*
67 lost
Varuna triad in the west:

68 partially repainted: female; white; snake hood; right in front of
chest, left at side; seated on white makara

69 Varuna - Chulha, chu lha: white; snake hood; four arms; conch
in lower left hand; seated on white makara

70 female red; snake hood; seated with the legs crossed at the an-
kles on green makara

One of at least two snakes (ndga)
71 white; with snake hood and tail

The remaining deities in the northern half are repainted, and it is
assumed that their number mirrored those on the southern half.
Of the gate-keepers only two are preserved, both of the colour of
the direction, armoured and with the same attributes. It is thus
unclear if they are meant to represent the Four Great Kings, as as-
sumed in the identification below:

95 lost

96 Viruidhaka - Pakkyépo, ‘phags skyes po: blue; armour and boots;
holding sword and shield

97 Virupaksa - Mikmizang, mig mi bzang: red; armour and boots;
holding sword and shield

98 lost

40 This assumes that the previous pattern is followed here too
with one snake before the guardian of the direction and his female
companions and at least one, but presumably more, after.



Notes Choskhor

PREFACE
1 First discussed in Goepper (1990).

2 The full study including the edition of the text will be pub-
lished elsewhere.

3 See also the accompanying inscription in Vitali (2012), p. 131-
133, that makes this continuation explicit.

Tue HisToricAL BACKGROUND

4 The previous version of this his text originally was in the Sum-
tsek volume, but it has been substantially modified. While some
parts of the original text by Roger Goepper and his references
are still contained in this text, it has been necessary to revise it
to a degree that makes it impossible to still retain his name as a
co-author.

5 On the history of Ladakh see Francke (1904, reprint 1981); Pe-
tech (1977).

6 Dolichocephalic skeletons discovered at several different sites
in Ladakh, some near the capital of Leh, were first identified as the
remains of an original Dardic population by Francke (1926, reprint
1972), p. 68-69. Place names of several settlements in Ladakh de-
rive from the Dardic language; ibid., p. 67. See also A. and P. Keil-
hauer (1980), p. 23-25.

7 Konow (1929), p. 79-81. On this short ‘Khalatse Inscription’ and
a full list of references see https://gandhari.org/, #CKI0062 (ac-
cessed May 6, 2020). It is contested if this inscription refers to Vima
Kadphises, the father of Kaniska, but its date implies so.

8 On the shifting trade networks see in particular Neelis (2011).

9 On the Palola Sahi see in particular von Hiniiber (2004) and
numerous subsequent works by this author on additional bronzes.
Neelis (2011), p. 171-179 offers a convenient summery of the impor-
tance of this kingdom.

10 The confederation of several small kingdoms under the name
of Zhangzhung corresponds roughly to western Tibet with Mount
Kailash at its geographical centre, and with the area round Tho-
ling (mtho lding) as its cultural and religious base. It had its own
language and is regarded as a homeland of the Bon religion before
being integrated into the wider Tibetan civilisation during the sev-
enth century CE. See Tucci (1956), p. 71-75; Hoffman (1956), p. 32-33;
Soerensen (1994), p. 453; Kapstein (2006), p. 54-55.

11 Yang et al. (1984), p. 47.

12 Goepper (1996), p. 11, asks the question if the soldiers stationed
were local or foreign, pointing out that Denwood in his analysis of
the inscriptions favoured the second theory (Snellgrove & Skorup-
ski (1980) 2, p. 161-163), but answering this question also depends
on the date assumed for the inscriptions, and those vary. On the
Alchi rock inscriptions, see also Orofino (1990) and in particular

Takeuchi (2013). The latter dates them to both the imperial period
and the time of the west Tibetan kingdom.

Unfortunately many of the inscribed boulders at the Alchi bridge,
easy to reach from the road, have been destroyed in the recent
decades to make building material.

13 Petech (1977), p. 14-16; Jahoda & Kalantari (2015), p. 79-83.
14 Vitali (1996), p. 196-207; Dotson (2012), p. 180-86.

15 SeeJahoda & Papa-Kalantari (2009), the rock engravings at Al-
chi in Takeuchi (2013), as well as the Alchi inscriptions Denwood
(1980).

16 Francke (1972) 2, p. 95 and p. 168-169; Petech (1977), p. 14-24;
Soerensen (1994), p. 451-452; Vitali (1996), p. 196-207; Jahoda &
Kalantari (2015), p. 84-89.

17 Here I follow and simplify the analysis in Jahoda & Kalantari
(2015), p. 84-89.

18 On the different ordinances and decrees of Yéshé O see Kar-
may (2009; 2014, 2014a, 2014b), the latter offering a summary of his
life in a recently discovered text, the Extended Biography of Yéshé O
(ye shes 'od rnam thar rgyas pa).

19 E.g., in the versions published by Tucci (1988) or Snellgrove &
Skorupski (1980) 2, p. 83-116. For a recent reassessment of what we
know about Rinchen Zangpo see van der Kuijp (2018a, 2018b).

20 Devers et.al. (2016), Martin (2018).
21 Vitali (1996), p. 301-316; Karmay (2009a.

22 Chattopadhyaya (1967), Decleer (1996), Eimer (1977, 1979, 2003),
and Gray (2020).

23  Translated in Chattopadhyaya (1967), p. 525-535, Eimer (1978),
Sherburne (1983), Davidson (1995a).

24 Snellgrove (1987), p. 485 ff.; Kapstein (2006), p. 95-100.

25 Well-known examples for early Kadampa art are the Ford Tara
or the so-called Four Kadampa Deities. For examples see Béguin
(1990), no. 3; Kossak & Singer (1998), nos. 3, 5, 11; Jackson (2011), p.
66-79; Durham (2016).

26 The Sanskrit text ed. by Lokesh Chandra, Delhi (1987).
27 Toh. no. 479.

28 Heller & Khacham (2018), p. 539-40 and Heller (2018), p. 403~
404, where this association is even taken as providing an eleventh-
century date for the earliest Alchi monuments (compare the study
of Nils Martin on The Foundation Inscription of the Sumtsek, page
781ff.). On the ruler Bardé/Wangdé and his times see Vitali (1996),
p. 335-345.

29 Here I take a stance that differs from that offered by Martin
in his interpretation of The Foundation Inscription of the Sumtsek,
page 781 ff., who rather tries to reconcile the diverging accounts.

30 Petech (1977), p. 17-21.
31 Goepper & Poncar (1996), p. 14.

32 On the remains of Nyarma see in particular Devers
(forthcoming).

33 Panglung (1983).
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34 On Basgo see Luczanits (2005), p. 70-73; on Leh Choskor, as it
is spelled there, see the yearly reports 2015 to 2017 of the Mission
Archéologique Franco-Indienne au Ladakh (India) (MAFIL) led by
Laurianne Bruneau (www.mafil.org; last accessed May 14, 2020).

35 Petech (1977), p. 18. Interestingly, on the shore of the Indus op-
posite Spituk a burned out cave with the remains of murals of the
early Alchi period has been noticed more recently (see van Ham
2011).

36 Onthe ancient trade routes see Devers (2017).

37 Seein particular inscriptions nos. 1, 2 and 3 in Denwood (1980).
38 This has already been suggested by Goepper (1996), p. 11.

39 See Devers (2017).

40 On Sumda Chung see Luczanits (2004), 175-190, as well as re-
cent restoration reports by NIRLAC and the World Monuments
Fund. On Sumda Chen see Vohra (1993, 2005), whereby the C14 date
of the wooden Maitreya image has been misread, its correct read-
ing aligning with the date of Alchi. Thanks to H. Poell for pointing
this out to me.

41 Onthe diverse monuments of Mangyu see Linrothe (1994, 2011);
Luczanits (2004), p. 155-174; van Ham (2010); Martin (forthcoming).

42 The first study of this text accompanying the lineage in the
Sumtsek is Goepper (1990). A number of subsequent scholars, most
recently Denwood (2014) and Bellini (2019), have doubted that the
inscription is contemporaneous with the monument, but have not
offered viable alternatives considering all aspects of the lineage
and the accompanying text. See also The Sumtsek Lineage Paint-
ings and Their Implications for Dating, page 723 ff.

43 For the inscription in the Great Stiipa or Palden Drepung
Chorten see Goepper (1993), Heller & Khacham (2018), and the reas-
sessment of the entire text in Luczanits (forthcoming), the transla-
tion of which is included in the Appendix (The Pearl Garland Com-
position, page 406 ff.).

44 Here my interpretation of this verse differs from that of Nils
Martin in his translation of the text, which attributes the dedica-
tion to Tsiiltrim O himself.

45 Petech (1978), p. 313-325; Petech (1988a), p. 355-361; Vitali
(2003), p. 70-74.

46 On the destruction of Buddhism in Northeast India see Verar-
di (2011), on Kashmir and the Mongols see Jahn (1956); Jahn (1980),
p. 11, 56; Digby (2007), p. 116; Jackson P. (2017), p. 213-14. Jonaraja
records a Mongol invasion only later, but his account on the early
kings is only focused on their personalities and major intrigues,
see the extremely informative study and translation of Slaje (2014).

47  About the style of the Lhakhang Soma see Singer (1991), p. 131
-135.

48 Inscription no. 10 according to Snellgrove & Skorupski (1980),
1, p. 79-80; 2, p. 149.

49 Petech (1977), p. 26-30.
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THE LAYOUT OF THE SACRED AREA

50 A detailed description of the layout together with plans is
given by Khosla (1979), p. 54-56. See also Klimburg-Salter (1997), p.
64-69, and the detailed documentation on Tabo at https://archre-
search.tugraz.at (accessed June 4, 2020).

51 Even though the Jampel Lhakhang is more directed to the
east than the earlier temples in the complex, its iconographic pro-
gramme implies a southern orientation (see page 297).

52 This description is based on its appearance in the 1990s. More
recent changes to the exterior of the complex have now almost en-
tirely obscured the historical layers of the complex.

53 This concept goes back to the so-called Carya Tantra, and the
three Bodhisattvas represent the Buddha, vajra and lotus families,
that is groups of deities representing the same qualities acting as
antidotes to the three poisons (trivisa, dug gsum), ignorance, desire
and aversion. The older three chérten have recently been replaced
by versions in concrete.

54 This first research travel by Christian Luczanits, Wolfgang
Heusgen, and Holger Neuwirth was made possible by the mediation
of Christian Luczanits and the financing of Edoardo Zentner, who
later founded the Achi Association.

55 Throughout, the fieldwork and research on Buddhist architec-
ture of the western Himalayas at Graz University of Technology
was generously funded by the Austrian Science Fund (FWF) within
the framework of five projects between 1999 and 2019.

THE MAIN TEMPLE
56 Previous studies on the Dukhang include

57 Information on this donor is found in several inscriptions
spread throughout the monument, in particular inscriptions nos.
1,2 and 3 as presented in Denwood (1980). A reassessment of these
inscriptions especially with regard to their religious context is
overdue.

58 On the identification of this Bodhisattva see page 226 ff.

59 To list only the most comprehensive and recent studies on this
subject: for the door of Kojarnath see Luczanits (1996), Neumann &
Neumann (2008); for the door of Udaipur, Lahaul, see Noci 1994; for
the fragmentary door at Lachuse, Ladakh, see Poell, (2013) or Poell
(2014), for the fragmentary door at Nako see Ziegler (2008). Poell
(2005) focuses on doors in Ladakh.

60 Here is a detailed description of the four Bodhisattvas and
the rational for their respective identification: The bottom left
Bodhisattva is white, holds sword and book (on flower) as well as
a bow with one of the left hands (the arrow is missing). These at-
tributes as well as the four goddesses around him identify him as
Namasamgiti Mafjusri. The top left Bodhisattva is white and ex-
cept for the book in his upper left hand none of the attributes are
clear. The one at the breast possibly once held a vajra, and I take
the bottom left attribute as bell (rather than vajra), which makes
Vajrasattva a suitable identification. The Bodhisattva in the top
right is orange and his left attributes are a book and a lotus. These
alone suffice to identify the Bodhisattva as Avalokite§vara whose
upper right hand may have once held a string of beads (mala) while
the lower right in front of the chest is unusual. Finally, the bottom

right Bodhisattva is orange and his bottom left hand is extend-
ed to the side of the knee, once holding a flask, the only clue to
identify him as Maitreya. The club like object held in front of the
chest would then be a nagakesara twig while the fourth attribute is
unclear.

61 The arrangement of the goddesses around Mafijusri appears
to be the same in the Dukhang paintings but differs in the Sum-
tsek, but they may still be the same group. It may well be that the
four goddesses on the Dukhang door have to be read from top to
bottom and left to right, which results in Mala (Puspa), Dhiipa,
Aloka, Gandha, a regular alternative succession of the four outer
offering goddesses in textual sources. See also the section on the
offering goddesses page 754f.

62 For a detailed study of this representation of the Buddha’s life
see Poell (forthcoming).

63 In Taranatha’s rin 'byung this deity is referred to as the Knife
Mahakala in the Tradition of the Great Pandita of Kashmir (mgon po
gri gug ka che pan chen lugs), referring to Sakyaéri. This text is par-
tially translated in Willson & Brauen (2000), no. 371. Indeed a more
rudimentary description of the deity ascribed to Sakyaéri is found
in the Tengyur (nag po chen po'i sgrub thabs), among other sadhana
that describe a four-armed form.

64 Willson & Brauen (2000), p. 354 (no. 371).

65 Notably, the nag po chen po'i sgrub thabs, a much more rudimen-
tary text attributed to Sakyasri (1994), does not attribute the deity
to a Buddha.

66 See the current designs of such an altar in contemporary
manuals such as theg mchog rdo rje & karma byang chub rdo rje
(2012), p. 176, or phun tshogs rdo rje (2009), p. 166.

67 See Nebesky-Wojkowitz (1956), p. 40.

68 Rin 'byung, p. 212-15; Nebesky-Wojkowitz (1956), p. 40; Willson
& Brauen (2000), no. 396.

69 Rin 'byung, p. 216-18; Nebesky-Wojkowitz (1956), p. 32; Willson &
Brauen (2000), no. 398. The identification of the Sumtsek goddesses
has to be revised accordingly, as Goepper unfortunately identified
the peaceful goddess wearing the peacock cape as Remati. Bellini
(2019), p. 250, de-constructs this identification.

70 Additional support for the identification of this goddess as
Remati is given by a caption accompanying a four-armed form of
the goddess holding tantric staff (khatvarga), mirror dagger and
snake (noose) above the door of the Bardzong cave, see Pritzker
(2000) and Zhang Changhong (2016), fig. 24, inscription S8. There
she is followed by the peacock feather cape goddess, which has
lost its caption. At the site of Mangdrak, now destroyed, a similar
four-armed from of Remati, holding sword, mirror, tantric staff
(khatvanga) and snake (noose), follows the peacock cape goddess
and is captioned ma mo srog thig, see Bellezza (2015). Clearly the
identity and iconography of the goddess is still rather fluid.

71 See dpal ldan ye shes (1975-78); Nebesky-Wojkowitz (1956),
p. 36. The identification of the Alchi goddess representing Dorjé
Chenmo is suggested in Vitali (1999), plate 1 with the depiction of
the goddess based on the Alchi Sumtsek, and Bellini (2019) albeit
on the basis of the assumption that the myth of her being Rinchen

Zangpo's tutelary deity has a factual basis, on this see Jahoda
(2006), p. 38-40.

72 The fluidity of the interpretation of the Peacock Cape Lady
is demonstrated by the double caption in the Mangdrak cave,
Bellezza (2015), where she is (first?) called tshe bdag mo as well as
rdo rje chen mo. In this representation she holds a golden vase and a
draped arrow (mda’ dar) in addition to the vajra. This depiction, as
well as the representation of the Tabo Génkhang (see, e.g., Jahoda
(2006), fig. 7 or Bellini (2019), fig. 15) prove, that the Peacock Cape
Lady eventually becomes identified as Dorjé Chenmo. The some-
what artificial name ‘great vajra lady’ also indicates such a deriva-
tion for this goddess.

73 The division of function between the protective goddesses
as it is proposed here can still be recognised at Tabo, see Jahoda
(2006), p. 32-34.

74 Both, the goddess depicted in the Tabo Main Temple—see
Klimburg-Salter (1997), p. 78, fig. 38, 39; and Luczanits (1999), p.
114—and the one converted by Rinchen Zangpo at his birthplace
Radni—see Snellgrove & Skorupski (1980), p. 93, 107—are referred
to as sman mo. On this group of goddesses see Nebesky-Wojkowitz
(1956), p. 198-202.

75 On the Mamo goddesses see Nebesky-Wojkowitz (1956),
269-273.

76 See note 72 above on her association with life, which is also
suggested by the surrounding of the goddess and her retinue. In-
terestingly, a British Library document from Dunhuang, IOL Tib J
716, already records a ma mo chen mo and her retinue in this life
bestowing function (see Dalton & van Schaik (2007), 296, section 3;

http://idp.bl.uk).

77  See Flood (2009) and Papa-Kalantari (2010) for the broader as-
sociations of this image.

78 Papa-Kalantari (2010) identifies the Royal Rider with Pehar. As
in the case of the Peacock Cape Lady, in my opinion this identifi-
cation rather takes away from the unique character of the Alchi
depictions than contributing to its understanding.

79 Nebesky-Wojkowitz (1956), p. 318, beginning his section on
the dgra lha. On the issues with the spelling and meaning of the
term dgra lha/dgra bla/sgra bla see, e.g., Gibson (1985) and Beroun-
sky (2009). The spelling preferred in this publication is supported
by the caption of the first male protector above the door of Bard-
zong cave, which reads dgra bla dmag, see Zhang Changhong (2016),
p. 68 and (2018), p. 593. See also Serensen, Hazod & Gyalbo (2005),
p. 268-279, who document a similar integration of local deities at
Khra 'brug.

80 This is mandala no. 5 in Snellgrove & Skorupski (1977), p. 39-
40, fig. 20.

81 The goddess Prajfiaparamita is prominent among the Alchi
murals. There is an at least partially repainted four-armed form in
the centre of the Sakyasimha Mandala in the Dukhang, while three
more six-armed versions are extent in the courtyard, on the middle
storey of the Sumtsek (685) and in the Tashi Gomang Chdrten. The
variation in the representation of the six-armed Prajfiaparamita
indicates that her iconography does not derive from a canonical
source. Indeed, no six-armed form of the goddess appears to be

431



recorded in the canonical Sanskrit and Tibetan sources, and de-
pictions are restricted to the western Himalayan region only. De
Mallmann (1986), p. 305-307, notes that earlier identifications of
a six-armed goddess as Prajiiaparamita have been erroneous, and
Chandra (2003), p. 2674-2689, has only the ones known from this
region as evidence for South Asian examples. Interestingly, Conze
(2000), p. 90-91, lists two Chinese sources (nos. 39 = T259, and
40 = T1152 in his list) translated around 1000 CE that describe a
golden six-armed form of this goddess. In T259, the goddess does
not teach but holds attributes in all hands, the teaching gesture
(dharmacakramudra) replaced by arrow and bow, and the lower
left hand holds a wish-fulfilling jewel (cintamani), the latter cer-
tainly also a possibility for the Alchi representations. The goddess
of T1152 performs the teaching gesture (dharmacakramudra). Both
are said to be surrounded by Buddhas and Bodhisattvas, which are
listed.

82 The iconographic details of the four Buddhas in monastic
dress in the cardinal directions of the Prajfiaparamita mandala
are as follows: E blue and teaching gesture, S lost, W red, right
hand at hip and left at the side, possibly holding a lotus, N green
with hand in front of the chest, likely in the gesture of reassurance
(abhayamudra).

83 The iconographic details of the four goddesses in the inter-
mediate directions are as follows: SE lost, SW lost, NW red holding
lotus, NE green holding a crossed vajra (visvavajra).

84 The attributes of the Bodhisattvas could not be discerned on
the basis of the available documentation.

85 This mandala has been described as ‘small mandala of
Aksobhya’ in Snellgrove & Skorupski (1977), p. 31, and identified as
a Trailokyavijaya mandala in Linrothe (1999), p. 208-09, on the ba-
sis of a section of the Chinese translation of the STTS by Danapala
that is part of the Trilokavijayamahamandala. Linrothe also di-
rectly compares the eastern circle of the latter with this mandala,
but the deities surrounding Trailokyavijaya there actually differ.
To me, the identification of this mandala is far from straightfor-
ward, as I did not succeed to find a text directly describing it. The
interpretation offered in this publication takes it to represent
the Ekamudra mandala of the entire Trilokavijaya section. In the
STTS its main deity is called Vajrahtimkara (see also Kwon (2002),
185-188, but Trailokyavijaya is preferred here to be able to name
the eastern deity of this mandala Vajrahtimkara and to maintain
consistency with the Trilokavijaya mandala. On the source of this
mandala see Trailokyavijaya Mandala, page 773f.

86 On the Mafijusrinamasamgiti see Wayman (1985), and Davidson
(1981) and (1995).

87 On the diverse commentaries on the Mafijusrindmasamgiti
see Weinberger (2003), p. 159-161. Kimiaki Tanaka (2018), p. 163,
identifies the Alchi mandala as the earliest representation of
*Samksiptakiila Mafjusri mandala as described in the Collection of
All Tantras (rgyud sde kun btus), vol. 6, and depicted as mandala 41A
of the set (e.g., bSod nams rgya mtsho & Tachikawa (1989, 1991)).
However, I prefer a more generic name, as there is no consistency
in this regard, and we do not know how it was called in the twelfth
or thirteenth century.

88 For the lack of iconographic details in commentaries on the
Mafijusrinamasamgiti see, for example, Tribe (2016), chapter 5. The
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commentary that establishes the relationship of the mandala de-
piction in the Alchi Dukhang with the Mafijusrinamasamgiti is Toh
2584 (rgyud ngu 045), the Mafijusrinamasamgitiguhyavadvidhivrtti-
jAanadipa (mtshan brjod gsang ba dang ldan pa’i sgrub pa'i thabs kyi
‘grel ba ye shes gsal ba) by Smrtijfianakirti (late tenth century), who
also translated the text. His description of the mandala differs in
a number of ways from the Alchi depiction, and thus cannot be its
direct source.

89 Other representations of the Buddha’s life to the left of the
entrance are those of the Lhakhang Soma (Life of the Buddha, page
316ff.) and the Sakyamuni Temple at Mangyu, van Ham (2010),
92-95. The other common location, equally accounting for the lim-
inality of the subject, is a frieze along the bottom of the painted
areas.

90 The description of the Buddha’s life in the lower rows is largely
based on notes taken in situ and compared with the photographic
documentation available.

91 See in particular Alafouzo (2008; 2014), Flood (2005; 2009,
Chapter 2; 2017); Papa-Kalantari (2007; 2008; 2010).

92 The hand raised palm up in the direction of the one praised or
adored is particularly popular in the western Himalayas and ap-
pears to derive from Kashmir. A famous example is the mid-ninth-
century royal portrait at the Avantiswami temple, published
among others in Fisher (1989b), figs. 3-5; Siudmak (2013), pl. 208,
209. It is also used for the pan-Indian deities surrounding manda-
las at Alchi

93  Flood (2017), p. 231, 251.

94 1 therefore think the conclusion from the depicted physiog-
nomy that there is a Turk in the Dukhang, as proposed in Alafouzo
(2008, 2014), is far fetched.

95 A khatak, often also simply pronounced kata, is a ceremonial
scarf used across the Himalayas at both secular and religious oc-
casions as a sign of greeting and salutation, and to cover gifts and
offerings. The scarfs may be of different colours, white being most
frequently used, and they are covered with auspicious symbols and
texts.

96 The importance of the yak hunt in the depictions of the Al-
chi group of monuments has first been recognized by Nils Martin
(forthcoming) in his study of the donor depictions at Mangyu.

97 That the yak hunt is allegorically used for warfare is apparent
from Queen Sad mar kar's Songs as they are meticulously analysed in
Uray (1972).

98 Nils Martin (forthcoming) suggested a similar layering on the
basis of his study of the Mangyu donor depiction, but he references
it back to the royal house of west Tibet.

99 See in particular Flood (2009) with chapter 2 using the drink-
ing scene and the Royal Rider at Alchi as examples.

100 Rather than seeing these depictions as an anomaly for the
Alchi group of monuments, it is their absence in the Tabo Main
Temple that is unusual. There this absence reflects the program-
matic nature of the establishment of Buddhist institutions in the
Purang-Guge kingdom by ordained rulers.

101 Thisis mandalano.1in Snellgrove & Skorupski(1977), p. 34-38,
fig. 19, where it is not named as such. The full name of the mandala
is Trilokavijayamahamandala or Trailokyavijayamahamandala,
the latter referencing its main protagonist rather than the activ-
ity represented through this mandala. Thus, the former spelling
is preferred in this publication, also distinguishing this mandala
from the one above the door. This mandala is the equivalent to the
Vajradhatumahamandala in chapter one of the root tantra (STTS).

102 On the subjugation and conversion of Siva in the STTS see in
particular Snellgrove (1981), p. 39-43, and Davidson (1995b).

103 For a study on the role of pan-Indian deities in Buddhism see
Seyfort Ruegg (2008).

104 For the sixteen dance offerings see Kwon (2002), 164-166. Es-
sentially they replicate the actions represented by the Mahabodhi-
sattvas and they may this be considered their consorts.

105 See Nihom (1998).

106 In particular in the Dharmadhatu mandala as presented in
NSP 21, where they are referred to as the Balabhadra group, see
Chandra & Sharma (2015), p. 204.

107 On Bhima see de Mallmann (1986), p. 117, and her depiction
in Lerner (1984), no. 61 (a). Temples dedicated to this goddess are
known from Kashmir (Nilamatapurana) and Pinjore, Haryana.

108 For the Trilokavijaya mandala at Mangyu see van Ham (2010),
p- 98-109. To demonstrate the differences, the iconography of the
deities at Mangyu has been included in the list of Deities of the
Trilokavijaya Mandala, page 410 ff., whenever possible.

109 See Powers (1995), chapter 9. This relationship is tentatively
proposed as the number twenty-two rarely occurs in any other
context in the Tibetan canon.

110 The latest attempt in identifying the goddess is Chandra
(2007), who also summarizes all previous attempts.

111  While I have become aware of this form of Tara through
searching for six-armed forms of the goddess in the ACIP Library
2017, an easier accessible description is found Willson (1986), p.
149-152. Note that the description specifies that the string of beads
are held at the heart and that the flower is a blue lily (utpala) which
is usually associated with green forms of the goddess. In another
description her flask attribute is particularly emphasized and re-
ferred to as ‘white flask’ (Beyer (1978), p. 335, ‘Tara great and calm
...). Elsewhere the flask is said to contain the nectar of immortality
(amrta).

112 The attributes still recognisable are, clockwise from the
bottom right hand, arikusa, arrow, sword, bell(?), bow, gesture of
threatening (tarjanimudra, ?).

113  On this complex issue see Kapstein (2000), chapter 8.

114 This is mandala no. 2 in Snellgrove & Skorupski (1977), p. 38-
39, where it is already identified as such.

115 The depictions at the former three sites have so far been only
partially studied: see in particular Klimburg-Salter (1999), Luczan-
its (2008a), and Wangchuk (2009). On Dunkar and a comparative
discussion of the different representations of this mandala see
Dharmadhatu Mandala, page 765 ff.

116 Mandala no. 21. Chandra & Sharma (2015), p. 179-209, utiliz-
ing the critical edition of the text by Lee (2004), p. 65-78.

117 See Lee (2004), p. xvi-xix. The Dharmadhatuvagisvaramariju-
$rimandalavidhi (DVMV) used is cited under the Tibetan sources in
the bibliography. The alternative name for the text is Gaganamala-
suparisuddhadharmadhatujiianagarbha (nam mkha' dri ma med pa shin
tu yongs su dag pa chos kyi dbyings kyi ye shes kyi snying po).

118 Conceptually, the common set of Yoga Tantra gate-keepers
serves to draw into the mandala rather than protecting it (see page
755).

119 It is unclear if this is the case of the male counterparts also,
as these are mostly depicted on the damaged eastern part of this
circle. At least in some cases there seems to be a curious doubling
of the goddesses, once the goddess is represented immediately to
the side of the god and then she is again depicted among the seven
mothers. This is definitely the case for Brahmani.

120 This is inscription no. 1 in Denwood (1980), where it is tran-
scribed and partially translated.

121 The summary offered here simply follows Denwood, but does
not do justice to the complex nature of this multi-layered poetic
text that would deserve to be restudied.

122 This is inscription no. 4 in Denwood (1980), who just summa-
rizes its content in a paragraph. This edition is superseded by Trop-
per (1996), where it is also compared with the canonical version
and translated.

123 This depiction is studied in Goepper (1999), who also refers to
the accompanying inscriptions and captions. The captions and de-
pictions on the left wall are also studied and described in detail in
Tropper (1996). The summary offered here is based on these sourc-
es as well as on the translation of the Aksobhyavyiihasiitra from the
Chinese in Chang (1983) and its canonical Tibetan version.

124 Goepper (1999), p. 19-20, identifies the central figure as pos-
sibly representing the Bodhisattva Ratnaketu, but cannot explain
his presence in this location.

125 This interpretation derives from the caption immediately
above the scene, which has been misunderstood in Goepper (1999).

126 The distinct colour scheme of the five esoteric Buddhas is
particularly important for the identification of early representa-
tions of the five esoteric Buddhas, which more often than not de-
rive from the Sarvadurgatiparisodhanatantra.

127 The textual situation of the Sarvadurgatiparisodhanatantra is
complex, as two different versions of the root tantra have been
translated at different times and stand side by side in the Tibetan
canon; versions A and B in Skorupski (1983). Tanaka (2018), p. 161-
162, maintains that the earlier version (Toh 483, Q116, Skorupski’s
version A) has the Sarvavid Vairocana mandala as its main manda-
la, while in the later version (Toh 485, Q117, Skorupski’s version B,
which he also translated) it is the Sakyasimha Navosnisa mandala.
This later version was only translated in the mid-13th century (see
Weinberger (2003), p. 145-146), that is after the depiction of both
mandalas at Alchi, but earlier commentaries on the tantra, such as
T 2624 (P 3450) ascribed to Buddhaguhya, include both main man-
dalas. For lists of relevant sources including commentaries see, for
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example, Skorupski (1983) and Weinberger (2003), p. 139-157, and
on its problematic transmission in Tibet van der Kuijp (1992).
Skorupski’s seminal study demonstrates the diversity of the texts
and the variety of interpretation in terms of the mandalas deriving
from it, but does not cover all the iconographic variations. For this
study most of the texts listed in Weinberger have been explored
with regard to heir iconographic details.

128 The exception is the outer circle of pan-Indian deities in the
outer circle of the Sakyasimha mandala, which is too damaged to
be reconstructed in its entirety.

129 This is mandala no. 3 in Snellgrove & Skorupski (1977), p. 39,
where it is already identified.

130 This is text T 2630 (P3457): Ngan song thams cad yongs su sbyong
ba'i dkyil 'khor chen po'i sgrub thabs, Sarvadurgatiparisodhanamaha-
mandalasadhana, ascribed to Anandagarbha and translated by
Smrtijianakirti, who flourished in the late tenth century and is
credited with numerous translations.

131 There are two main versions of the five esoteric Buddhas in
the Sarvavid mandala described in the canonical sources, one in
which all Buddhas sit in meditation and hold the attribute of their
respective family and the other with all Buddhas performing dis-
tinct gestures. The vehicles and other details are only occasionally
described. The Liturgy of the Great Mandala (T 2630) counts among
the latter and here, too, conforms to the Dukhang depiction.

132 All canonical sources consulted which describe iconographic
details specify that Tara holds a blue lily (utpala), but the Liturgy of
the Great Mandala (T 2630) simply states that the four goddess have
the iconography of their family (p. 117B). Anandagarbha also refers
to them as ‘mothers of the families’ (p. 113B).

133 The wrathful deities can either be read in pairs by direction,
a reading the Liturgy of the Great Mandala (T 2630) implies, or with
the first four occupying the gates and the second four the corners,
which conforms better to the names and to later Tibetan inter-
pretations. However, in both cases this results in rather unusual
individual iconographies for some of the deities. In the reading
adopted, for example, Acala is in the northwestern corner, but this
deity is red instead of the usual blue.

For their identification I used the text of the Liturgy of the Great Man-
dala (T 2630), p. 114B-115A, but employed the distribution of dei-
ties as it is common in later depictions. The text describes the dei-
ties in pairs flanking each of the doors and thus distributes them
differently.

134 The celestial bodies and constellations are listed by direction
in the Liturgy of the Great Mandala (T 2630), p. 115B-116A.

135 In the Liturgy of the Great Mandala (T 2630), p. 115B, these are
summarily referred to as matrka (Mamo, ma mo).

136 The names of these goddesses provided in the Liturgy of the
Great Mandala (T 2630), p. 115A, are Dorjé Zhénnuma (rdo rje gzhon
nu ma; *Vajrakaumari), Namdruma (nam gru ma), Nakmo (nag mo;
*Kali), and Dorjé Lugugyii (rdo rje lu gu rgyud) who begin a longer
list. The same set of goddesses also appears in the Mahamantranu-
dharanisitra-$atasahasratika (gsang sngags chen mo rjes su 'dzin ma'i
mdo'i 'bum ‘grel; T 2692), p. 2504, in the retinue of Yama. This text
was included in an early set of scriptures dedicated to the Five Pro-
tective Goddesses (Paficaraksa; see Hidas (2012), p. 24, n. 16), and
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also shows other parallels to the deity lists in the Liturgy of the Great
Mandala.

137 In the Trilokavijaya mandala Vajrakaumari (Dorjé Zhon-
numa, rdo rje gzhon nu ma) is the name taken on by the six-head-
ed Sasthi (Drukdenma, drug ldan ma) after her conversion to
Buddhism.

138 For one account of the different forms of awakening see Less-
ing & Wayman (1968), chapter one.

139 For a broad discussion of this stupa-type including a relevant
Harwan tile see Fisher (1989).

140 See the detailed discussion in von Schroeder (2001), 100-105,
as well as the two Palola/Patola Sahi bronzes in which a Buddha
is flanked by two stupa (ibid., 114-15 (22A-B) and the Rockefeller
bronze in the Asia Society, New York, Buddha of Samkarasena (von
Hiniiber (2004), Nr. 15, Abb. 6 and Linrothe (2014), fig. 1.28 for the
most recent publications).

141 See Luczanits (2004), 246-47.

142 At Alchi, the four goddesses are represented with Mafjusri
on the Dukhang door, and in the courtyard, with the main repre-
sentations of this Bodhisattva in the Sumtsek, both in painting and
sculpture, and with the painted representation on the back wall of
the Jampel Lhakhang. The beautiful depiction of this Bodhisattva
on the left wall of the Sakyamuni Temple at Mangyu (van Ham
(2010), p. 79), in contrast, does not have these goddesses.

143 On the Mafijusrinamasamgiti see Wayman (1985) as well as
Davidson (1981) and (1995), the quote being from Davidson (1981),
verse 150, which is X.8 in the much less convincing translation of
Wayman.

144 Chandra (1999-2005), p. 2219-2221, no. 66, lists the four-
armed form of Sadhanamala 82 as Namasamgiti Mafijusri, where
he is described red. This is, thus, an alternative form to the orange
one at Alchi and a red form is also represented in the Lhakhang
Soma. For the three-headed form of Namasamgiti Mafiju$ri see de
Mallmann (1986), p. 254, Bithnemann (2003), no. LC 64, and Chandra
(1999-2005), p. 2220-2222, no. 67. For a peculiar Newar form also
called Namasamgiti but associated with Vairocana, rather than
Mafijusri see Pal (1985), no. P5c, Chandra (1999-2005), p. 2405-2406,
no. 66, Bithnemann (2012), no. 220. On Himalayan Art Resources
(http://www.himalayanart.org/) this deity is associated with the
Mayajalatantra and designated as ‘Manjushri, Mayajala Tantra’ (ac-
cessed July 13, 2020).

145 This identification is based on notes taken in situ: accord-
ingly, the right hands hold a string of beads (mala) and perform
the gesture of giving (varadamudra), while the left hands appear
to hold stiipa and flask respectively. The height of this medallion
is 17.5 cm.

146 For the upper left hand I have noted down that it may hold
abowl.

147 This is mandala no. 4 in Snellgrove & Skorupski (1977), p. 39.

148 For the description of this mandala as it occurs in one version
of the tantra see Skorupski (1983), 19-31. In the Nispannayogavali
(NSP 22), it is this mandala that stands for the Tantra for the Purifica-
tion of All Bad Transmigrations (SarvadurgatipariSodhanatantra), and it

is simply called the DurgatipariSodhana mandala, and the central
Buddha is referred to as Sakyasimha Mahavairocana. The alter
Tibetan tradition commonly calls this the Navosnisa mandala, re-
ferring to the nine Buddhas in the centre (no. 39 among the Ngor
mandalas). See also note 127.

149 Tanaka (2018), p. 162-63, takes her as consort to Sakyasimha.

150 For a detailed account on the Usnisa Buddhas see Tanaka
(2018), p. 36-37.

151 In this reading the male deity before the triad of Yama is in-
terpreted as another demon (raksasa). It could equally be a male
attendant to Yama.

152 This number assumes a symmetrical composition between
the southern half and the northern half, which is largely lost.

Tue PALDEN DREPUNG CHORTEN

153 Originally this text was planned to be fully based on Goepper
(1993) and co-authored by him, to acknowledge his pioneering con-
tribution. However, the length of the original study and the consid-
erable progress in research since then, including his own work on
the Sumtsek, made this unfeasible, and the text has been rewritten
almost in its entirety. However, Goepper’s work is still very much
integrated into the text including a good part of his references.
The stupa is numbered J1 by Snellgrove & Skorupski (1977), 1, 77-
78, and called Chéten 3 in Khosla’s 1979 plan. It is about 37 m south-
west of the Sumtsek and 33 m west of the two smaller entrance
chdrtens set up as twins marking the western most end of the more
tightly clustered early buildings in the sacred area.

154 Khosla (1979), 54.
155 Khosla (1979), pl. 24, shows the state before restoration.

156 Goepper (1993), p. 118. This idea was shared was shared with
Goepper by the late Johanna van Lohuizen-de Leeuw after exam-
ining the stupa. Anyhow, similar temple buildings appear in the
painting adorning the dhoti of the colossal Avalokite$vara in the
left niche of the Sumtsek. This is also reflected in one of the names
for the stupa provided by Alchi monks: mgo Inga mchod rten, ‘stupa
with five spires’, corresponding to a Sanskrit paficasiras.

157 With these words Kak (1971), p. 113, describes the ceiling of
the small masonry temple in Pandrethan.

158 The inscriptions were discovered in 1983 by Jaroslav Poncar
while photographing the interior of the stupa and were subse-
quently copied by Konchok Panday. Goepper (1993) published the
first part only, while Heller & Khacham (2018) published its second
part. A major misreading in the original copy of the text and a lack
of consideration for the text’s structure in the latter study made
a new edition and translation indispensable (Luczanits forthcom-
ing). For the reassessment of the inscription the original reading
by Konchok Panday published in Goepper (1993) has been compared
with more recent photographs. Particularly helpful were infrared
photographs of the inscription made by Sreekumar Menon in 2016.

159 There may actually have been three separate inscriptions on
the northern beam, the middle part of which has lost all traces as
it has been used to hang kha btags. On the left are the remains of
two inscriptions, a mantra written in dbu can beginning with the
introductory phrase 6m kra' shis par gyur of which only eight more

syllables can be read after a gap. It is doubtful that it can still be
recognised. The second inscription is written in four regular lines
of the same semi-cursive dbu med that is used throughout the early
inscriptions.

160 The same name is used in the Sumtsek inscription no. 7 as
presented in Snellgrove & Skorupski (1980), 2, p. 138, 148.

161 Stanza 13: sku'i rten du bzhengs pa ni // lha gang rin cen brtsegs
pa bzhengs // drin la lan gyis blan pa’i phyir // rin po che la rdung khang
bzhengs //

162 On this stupa see Hahlweg (1965) and in particular the de-
tailed study by MacDonald (1970). Goepper, referencing Bareau
(1967, 1967a), noted already that this may be an allusion to the
famous stupa in Amaravati or another sacred spot further to the
north popular with Tibetan pilgrims.

163 Stanza 23-25: thugs kyi brtend tu bzhengs pa ni // 23 rgya gar dbus
na bzhugs pa yi // rang 'byung dpal ldan 'bras phung gi // de'i dpe' la byas
nas ni // mchod rten dpal ldan 'bras phungs bzhengs // 24 sprul sku bla
ma rin po ches //bkra shis sgo mangs bzhengs pa yin // de yi dpe' la byas
nas ni // 'bum ther kra shis sgo mangs bzhengs // 25 - ‘As for the erec-
tions of supports for the mind, taking as a model the Svayambhi-
Sri-Dhanyakataka stupa, as it exists in Central India, I made the
chérten Palden Drepung/Sri-Dhanyakataka. Taking as a model the
Tashi Gomang made by the incarnate jewel teacher, I made a Tashi
Gomang of one-hundred-thousand [doors]”

164 Stanza 4: dus gsum sangs rgyas thams cad kyi // sras mchog bla
ma rin po che // 'phrin las lhun grub rdzogs mdzad pa'i // rje ['bri] 'qung
ba la phyag 'tshal bstod // ‘Superior son of the Buddhas of the Three
Times, Jewel Teacher, who accomplished the spontaneous exist-
ence of awakened activities, Lord Drigungpa I pay homage to and
praise.

Curiously this verse has been misread when the inscription was
copied and published first, but both the context and the rje begin-
ning the fourth verse (ignored in the original copy) in this stanza
as well as the remaining traces of the second syllable make the
reading secure. Nils Martin, who studied the inscription indepen-
dently, also recognised the mention of Drigungpa here.

165 Originally expressed in Goepper (1990).

166 See, for example, the summaries in Czaja (2010), p. 199-200, or
Czaja (2013), p. 83-85. In this connection I contest on iconographic
grounds the direct link Czaja makes between this stupa and a cata-
logue of the imagery on such a stupa that fully aligns with later
monuments at Densatil; see Luczanits (2010).

167 In the dedicatory inscription Tsiiltrim O explicitly states that
he made ten thousand images of this Buddha, thereby giving this
Buddha a prominent position. Also in the Sumtsek the western
wall of the ground floor is covered with Aksobhya images.

168 In the conception proposed here the base for identification is
the Compendium of Principles of All Tathagatas Tantra (Sarvatathdgatat
attvasamgrahatantra). Apparently due to their irregular succession
Goepper only noticed four of the five Bodhisattvas, not mention-
ing the ratnakula. He used the individual descriptions in Bhatta-
charyya (1968), p. 51, 53, 55, 73, 74, for their identification, where
also this distinctive form of Samantabhadra that epitomises the
Buddhas of the STTS is recorded.
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169 Goepper (1993), p. 137, already proposed to read the ceiling as
amandala, but did not analyse its deities on the vertical surfaces.

170 Kak (1971), pl. 66; Fisher (1989a), figs. 9, 14. Also the Kashmir
influenced temples of neighbouring regions show this motif; see
for example Postel, Neven & Mankodi (1985), figs. 39, 46.

171 Gopper (1993a), p. 137, describes the two textile patterns at
level six and seven as heraldic flowers and a pattern of dots, pos-
sibly imitate the dyeing technique of plangi.

172  Goepper(1993), p. 137, records a fragment of corner section
with the small head of the Buddha from the top layer and compares
those to Mangyu, referencing Matsunaga and Katg, op. cit., pl. V-2.
This would indicate that four Buddhas surrounded the central Vai-
rocana in the top panel, which is quite possible as the central Bud-
dha would have to be directed towards a cardinal direction and
the opening remaining in the ceiling today is oriented towards the
intermediary directions (348). In any case, these Buddha represen-
tations would not be part of the mandala deities, but they would
rather emphasize the cosmic character of Vairocana and the man-
dala more broadly, as is the case in the Tashi Gomang Chérten.

173 An exception is the eastern gate, which is painted white.
However, since the southern gate is yellow this cannot be taken as
a hint towards a direct link with rituals of Tantra for the Purification
of All Bad Migrations (Sarvadurgatiparisodhanatantra).

174 Repeated accidental whitewashing has done considerable
damage to the paintings. Goepper (1993), p. 137, notes that it may
also be partly hollow in its upper part.

175 On the international reoccurrence of this motif see Crowden
(2016).

176 Inhis article on the Great Stiipa, Goepper (1993), 138, followed
the traditional identification of the Tibetan teacher as Rinchen
Zangpo (in reference to Snellgrove & Skorupski 1977, p. 79) and
suggests the mahdasiddha to be identified as Naropa, as according to
legend he was also a teacher of Rinchen Zangpo.

177 1t is the latter aspect, the relationship of the Alchi group of
monuments to the general development of Tibetan Buddhism that
is entirely ignored by the those promoting an eleventh-century
date for the Alchi monuments.

178 Previously published in Snellgrove & Skorupski (1977), pl. XI;
Goepper, Poncar-Lutterbeck & Poncar (1984), pl. 8.

179 The identification has been suggested in Linrothe (2006), p.
364-366, Linrothe (2007), and Linrothe (2008), p. 97-99, purely on
visual grounds. On the variations in depictions of Padampa Sang-
gyé see, for example, Linrothe (2006), p. 362-366, and Martin (2006).

180 On the mahasiddha representation at Alchi Shangrong see
Luczanits (2015), p. 247-250.

181 On the Bardzong cave see Pritzker (2000), Tsering Gyalpo
(2014), and Zhang Changhong (2016, 2018), the latter two also pub-
lishing its inscriptions.

182 This identification has already been suggested on the basis
of the depiction in the Tashi Gomang Chérten (previously Small
Stiipa) and other evidence; see in particular Luczanits (2006b) and
(2014).
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183 Goepper (1993), p. 140-41, specifically refers to Tapa Sard-
ar in Ghazni, datable to the eighth century CE. as a more direct
predecessor.

184 Alchi also preserves a small wooden chérten of this form, see
Snellgrove & Skorupski (1977), p. 43, fig. 26.

THE TasHI GOMANG CHORTEN

185 The double structure consists of Khosla’s Chéten 1 and 2;
Snellgrove & Skorupski’s J 2 and 3. On the teacher depiction in this
chérten see Luczanits (2006b).

186 The last of these repairs have been done by the Save Alchi
Project (see preface) and the Archaeological Survey of India.

187 The fragmentary text has been identified and studied in de-
tail in Tropper (2010).

188 1 calculated altogether 986 representations of Buddha
Aksobhya on the four walls: 272 Buddhas on the northwest wall
with the Prajfiaparamita mandala, 226 Buddhas on the northeast
wall, which also has three windows, 228 on the southeast wall
with the Avalokite§vara mandala, and 260 on the southwest wall.
Since the lower level of the lantern ceiling also contains images of
Aksobhya, presumably nine on all four sides, they easily reach one
thousand representations.

189 Despite the absence of a lotus, there are good reasons to iden-
tify this figure as a form of Avalokite$vara, such as the white col-
our, the gesture of giving (varadamudra), and most importantly the
assembly around him, which has its closest parallels in diverse as-
semblies of Amoghapasa. In addition, a very similar form holding
a lotus in the fourth hand instead of the branch in the vase occurs
as the 159th deity among the 360 deities (see Chandra and Bunce
(2002), no. 159; Chandra (1999-2005), p. 454-55, no. 56) and is called
of Padmavikasana Avalokita (spyan ras gzigs padma dbang 'byed). 1
take the Alchi representation as a variant of this deity but do not
use this name in the main text as I could not trace it anywhere else,
neither in its Tibetan nor in its Sanskrit form. At Alchi, the same
deity is first represented on the bottom left of the Maitreya niche
in the Alchi Sumtsek, Sadaksara-Loke$vara being represented on
the bottom right.

190 Here is a description of the four deities based on their ap-
pearance in the mandala only: The eastern deity, Amoghapasa, is
standing in alidha, is pinkish in colour, holds a noose in the main
hands, and a vajra and weapon ring (disk?) in the outer ones. The
deity in the south, usually Hayagriva, also stands in alidha and is
pinkish, but has a strong red shading that largely is lost today. He
holds sword and vajra topped staff in the right hands and gesture
of threatening (tarjanimudrd) and noose in the left. The dark blue
deity identified as Ekajata occupies the west, stands in pratyalidha.
She holds a curved knife (concluded from the position, as the at-
tribute is lost or never has been drawn) and skull-cup (kapala)
in the main hands, and sword and utpala in the other two. I first
thought, this deity has erroneously been shown male, as there is
no trace of breasts, but the fall of the necklace shows that those
must have been there once. The goddess in the north also stands
in pratyalidha. She is of greenish grey colour, with red shading,
and plays vina with the main arms, shooting an arrow with the
other two. The latter is usually Bhrkuti, but nothing about her

iconography is known from other depictions or descriptions of this
goddess.

191 The four outer offering goddesses are Dhiipa/bDug ba ma of-
fering incense, Puspa/Me tog ma) offering flower blossoms, Dipa/
Mar me ma offering light, and Gandha/Byug pa ma offering per-
fume. The four gate-keepers are Vajrankusa/rDo rje Icags kyu,
Vajrapa$a/rDo rje zhags pa, Vajrasphota/rDo rje Icags sgrog, and
Vajrave$a/rDo rje 'bebs pa.

192 For a detailed study of this particular form of Prajfiaparamita
see Luczanits (2016).

193 On the innermost level or top layer of the lantern ceiling the
knot, fish and umbrella can be recognised. The level underneath is
much better preserved and each of the goddesses is flanked by two
symbols each:

East: goddess with wheel flanked by wheel and queen.

South: yellow goddess flanked by horse and general.

West: white goddess flanked by umbrella and triple jewel.

North: yellow goddess with conch flanked by elephant and minister.

194 The deities of this level are distributed as follows:

East: Tejosnisa, red with disk; teaching Buddha; Vajrosnisa, white
and earth-touching on elephant.

South: Dhvajosnisa, white with banner; teaching Buddha;
Ratnosnisa, blue with the gesture of giving (varadamudra) on horse.
West: Tiksnosnisa, red with sword; teaching Buddha; Padmosnisa,
red, mediating on peacock

North: Chatrosnisa, blue with banner; teaching Buddha; Vi$vosnisa,
dark with the gesture of reassurance (abhayamudra) on garuda.

195 The inner place of the mandala is concluded with peaceful
gate-keepers flanked by two of the offering goddess each:

East: Nrtya; eastern gate with Vajrankusa; Gandha.

South: Puspa; blue gate-keeper Vajrapasa; Mala.

West: Gita; red gate-keeper with chain, Vajrasphota; Dipa.

North: Dhiipa; blue-green gate-keeper with bell, Vajravesa; Lasya.
The outer palace features the deities in the following succession:
East: Sarva$okatamonirghatanamati, orange with red shading
and a stick in the hand; Apayajaha, white, with anku$a; gate-
keeper Vajrankusa; Amoghadarsin, orange-red, with white lotus;
Maitreya, orange-red with twig; only on this side the deities are
arranged right to left.

South: Gandhahastin, dark green with conch; Stiramgama; orange-
red with vase; blue gate-keeper with noose, Vajrapasa; Gagana-
gafija, red with box; Jianaketu, blue with banner.

West: Amrtaprabha, white with flask held at side; Candraprabha,
white with crescent on lotus; red gate-keeper with chain, Vajra-
sphota; Bhadrapala, red with jewel; Jaliniprabha, red with blue
cloth; Vajragarbha, green with crossed-vajra; Aksayamati, white,
holding vase with both hands; green gate-keeper with hand at side
(bell?), Vajravesa; Pratibhanakiita, orange-red with jewel; Samant-
abhadra, orange-red holding twig with jewels.

196 Read clockwise from the entrance in the west there are a
pair of lions for Vairocana on the west side, a pair of garuda for
Amoghasiddhi in the north, a pair of elephants for Aksobhya in
the east, and a pair of horses for Ratnasambhava in the south. The
dedication of the inner chérten to Amitabha is surprising and may
be related to the representation of the Amoghapasa mandala on
the south wall of the outer chamber.

197 The measurements at the bottom of the painted chamber are
60, 65, 62, and 65 cm measured from the side on which Drigungpa
is represented clockwise.

198 This relationship is discussed in detail in Luczanits (2006b)
and in its broader context in Luczanits (2006a) and (2011).

199 This blue Buddha appears to be performing the gesture of
argumentation (vitarkamudra) with the right hand and holding
a begging-bowl in the left just beneath the other hand. That the
Buddha may represent the Medicine Buddha is indicated through
the gesture and the comparison to other early Drigung paintings,
where this Buddha appears most often in this very position.

200 Tilopa holds a fish and Naropa a skull-cup, the iconography
of them largely conforming to that of the Sumtsek lineage (766).

201 Regardless of how one reads the lineage the last figure is one
of the two mahasiddha. Thus, a mahasiddha must be considered as
the immediate teacher of the central image, and it could well be
that this lineage also refers to Padampa Sanggyé.

202 The triad probably represents what is today called ‘The Line-
age of Profound View, which passed from the Buddha Sakyamuni
to Nagarjuna and eventually entered Tibet with Ati$a, the eminent
Indian scholar who went to Tibet in the middle of the eleventh cen-
tury and had a wide-ranging influence on Buddhism there. For a
more comprehensive discussion of the iconography of the siddhas
see Luczanits (2006c).

THE JAMPEL LHAKHANG

203 This temple has previously been studied in Khosla (1979), p.
59, 65-68; Snellgrove & Skorupski (1979), p. 71-76; Pal & Fournier
(1982), plates ML1-4; Luczanits (2004), p. 148-154.

204 See the detailed discussion of the Bodhisattva’s colours in
Luczanits (2004), 150.

205 See the excellent translation of the Litany of Names of Mafijusri
(Mafijusrinamasamgiti) in Davidson (1995) and the partially trans-
lated commentary by Vilasavajra in Tribe (2016), p. 47-49, and 137
specifically discussing Mafijuéri Jiianasattva.

Tue LHAKHANG SoMA

206 This name has been used in all more detailed pioneering
studies of the monuments, such as Khosla (1979), p. 54-57, 63-64;
Snellgrove & Skorupski (1979), p. 64-70, and Pal & Fournier (1982),
p. 56-59, plates LS1-37. Exceptionally, a board documented in 2010
to the side of the temple’s door called it Kagyur (Kanjur) Lhakhang
(dka' ‘gyur lha khang), and at that time books were indeed stored
there. Usually this name is used for the building in front of it.

207 This attribution follows the chronology as proposed in in
Luczanits (2015), in particular p. 244-246.

208 While in a presentation of the main monuments the change
appears sudden, a much more gradual development of economic
and religious change is recognisable through the consideration of
a number of chérten added to the complex in the interims peri-
od. This is outlined in the chapter The Development of the Sacred
Area, page 345ff.
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209 Early studies utilizing the evidence of the Lhakhang Soma
extensively are Pal & Fournier (1982) and Béguin & Fournier (1986).
The relationship of the Ladakhi paintings to central Tibetan
bronzes of the thirteenth and fourteenth century led scholars to
first attribute such bronzes to the western Himalayan region, an
attribution still occasionally found today.

210 This situation may also have a political and sectarian con-
notation, as in the case of the Lhakhang Soma the Kagyii school af-
filiation of the murals cannot be denied at all (see the Introduction
on the present management situation of the monastic complex).

211 The mutilation of Mahakala’s face apparently meant that
hardly anyone appears to have photographed the deity with pub-
lishing in mind.

212 The most important comparisons used to interpret this
depiction of the Buddha’s life are: an excellent study on an in-
scribed version of the Buddhas Life in the Lhato Lhakhang (lha
tho lha khang) in Alchi Tsatsapuri, which in part copies that of the
Lhakhang Soma in Martin (2011), and a captioned Guge painting
already published by Tucci (1949), 11, p. 351-359, and 111, pl. 24-26,
and today in a private collection.

213 Martin (2011), scene IL.1.; I, p. 38, 53; I, fig. 15, p. 47-48, iden-
tifies the scene as representing the adoption of the newly born by
Mahaprajapati, both protagonists represented twice, the inscrip-
tions accompanying the representation not helping much. I rather
see it as a more generic scene in which the newly born is received
by the nurses, the second one holding a child merely indicating
their profession. See also Tucci (1949), 11, 352, 7 b.

214 The standard reading that the deity is inside the temple and
the Bodhisattva outside, used by Martin (2011), scene IIL2., is con-
tradicted by the fact that the figure outside is sitting on a human
figure, a fact that cannot be simply explained away as representing
a deity accompanying the Bodhisattva.

215 On this scene see Martin (2011), scene VL5., 1, p. 40-41.

216 See Martin (2011), scene VL6, I p. 41, for two possible inter-
pretations of this depiction. It is the teaching gesture that is most
puzzling here.

217 The clue to this interpretation is in a caption cited in Tucci
(1949), 11, p. 353, no. 41, which Tucci did not take as a reference to
the other vehicles.

218 In Gandharan parinirvana scenes this meditating monk is
commonly identified as Subhadra, the Buddha’s last convert, and
he is depicted facing different directions. See, for example, Zwalf
(1996), nos. 230, 231 (with excellent summary of the different iden-
tifications in the description of 230); Bhattacharyya (2002), nos.
114, 263, 311, 365, 456, 508, 545; Luczanits (2008b), Abb. 9, nos. 178,
192.

219 1am listing these here, as they can be read as concluding the
central square, which usually is drawn as a palace and has four
separate gate-keepers.

220 Naming the lokottara mandalas of this cycle beyond the main
ones is far from straightforward, as it is not clear which commen-
tarial tradition is being followed in the Lhakhang Soma. There are
considerable deviations in the commentaries which also result in
quite different versions of the respective mandala in the different
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traditions, the Amitayus mandala being one example for that. For
comparable depictions of this mandala see, for example, HAR no.
979; bSod nams rgya mtsho & Tachikawa (1991), no. 30. See also
Skorupski (1983), p. 63-68, for the description in one version of the
root text. I do not provide the Sanskrit for mandala names based
on deity names, as with the exception for the diacritics it would be
identical to the English version.

221 For descriptions of these two mandalas in the root text see
Skorupski (1983), p. 42-49, 74-75. They conform to bSod nams rgya
mtsho & Tachikawa (1991), nos. 29 and 31.

222 This mandala conforms to bSod nams rgya mtsho & Tachi-
kawa (1991), no. 32.

223 The names of the laukika mandalas are straightforward as
they are often listed in the commentaries. Here the most generic
variants have been chosen, usually without the numbers of deities
of the group as these may vary in some cases, as with the guard-
ians of the directions (dikpala) or the Bhairava, a group of fierce
divinities ultimately referencing Siva. These mandalas conform to
bSod nams rgya mtsho & Tachikawa (1991), nos. 33-38.

224 Red forms of Mafijusri beyond those multiple coloured ones
at Alchi are rare. The two-armed form of Sadhanamala 57 has a blue
lily (utpala) only, and the three-faced Namasamgiti form has the
same attributes and can be either orange or red (SM 82).

225 For an in depth discussion of this theme see Luczanits (2015),
p- 250-55. On Drigungpa and the seven Tara see Kénchog Gyaltsen
(1986), p. 33-34, 66-67, or Chenga Sherab Jungne (2014), p. 105, the
actual prayer being available online.

226 See in particular Czaja (2013).

227 See, for example, Kossak & Singer (1998), nos. 32, and Czaja &
Proser (2014), nos. 20-23.

THE DEVELOPMENT OF THE SACRED AREA

228 This chapter is based on Luczanits & Neuwirth (2010) but ex-
pands it greatly in terms of the art historical analysis of each of the
monuments and their interrelationship. It includes many in situ ob-
servations made during diverse research visits to Alchi monastery
and comparative sites done in cooperation with architects of the
University of Technology in Graz, Austria, led by Holger Neuwirth,
a teamwork that started with a first visit to the region in 1998.

229 Khosla (1979).

230 Both monuments are not yet sufficiently studied. For Man-
gyu see Snellgrove & Skorupski (1977), p. 22, Linrothe (1994), Luc-
zanits (2004), p. 155-174, van Ham (2010), and Linrothe (2011). For
Sumda Chung see Snellgrove & Skorupski (1980), p. 61-69; Luczan-
its (2004), p. 175-190, and Wangchuk (2009).

231 Some of the relevant chérten are the focus of Luczanits
(1998), other are referenced below when they are included into the
discussion.

232 See Klimburg-Salter (1997), fig. 51 and Luczanits (2004), fig.
239.

233 See, for example, Vitali (1996), p. 110-111, 116-17.

234 See the section on Speech Supports, page 407f., in the Pearl
Garland Composition of the Palden Drepung Chorten, and the men-
tion of texts in The Foundation Inscription of the Sumtsek, page
781ff.

235 See Luczanits (2004), p. 175-90.

236 See, for example, Klimburg-Salter (1989), figs. 62-64, 89, 90,
92, 97, 101, 104, 105; Whitfield (1996), figs. 4, 345 (cave 272), 23 (cave
249, painted only), 49 (cave 428, painted only), and many more
painted examples throughout. Note that in caves the lantern is of-
ten made to look like receding but actually does not recede much
as in the case of a construction in wood.

237 See, for example, Pandrethan: Fisher (1989a), fig. 9;
Laksanadevi temple, Bharmaur: Postel, Neven & Mankodi (1985),
fig. 39. Examples for early wooden mosques are found in Noci (2006).

238  See Poell (2014), fig. 8.23.

239 For example, in 1994 these spaces were actually empty, and
in 1998 we documented the Avalokite$vara deposited with other
wooden sculpture fragments at a different location.

240 See Faccenna & Filigenzi (2007), pl. 61, for the different brack-
et types used in Gandharan architecture.

241 The apotheosis of Sakyamuni, summarising his entire teach-
ing career, is described in the final two chapters of the Lalitavistara
(chapters 26-27). A visual comparison to this scene that clearly
makes that link concludes the Ldlitavistara section in the depiction
of the Buddha’s life in the Tabo Assembly Hall. Of course, such de-
pictions are rarely specific enough that they can be directly linked
to a particular textual source, and any major teaching scene will
resonate with this depiction as well.

242 Mafijusri Adibuddha, with four heads and eight arms and
holding four swords and four books, is described in diverse com-
mentaries to the Litany of Names of Mafijusri (Mafijusrinamasamgiti).
As in Vilasavajra’s commentary translated in Tribe (2016), 134-135,
he is most often described with the directional faces in the colours,
but there are also descriptions that described him white only. At
times a horse head is described to top the central head, which I
take as a misunderstanding resulting from the explanation that
the fifth head should sit on top like the horse head of Hayagriva.
See also Tribe (2020).

243  We do not have publishable details of these but they are de-
picted in van Ham (2018), p. 237.

244 The colouring of the heads may well be misconceived. The
heads should be coloured according to the directions of the five es-
oteric Buddhas, and the central Buddha’s face should top the lower
four. With the back head represented on top of the main head, as
common in western Himalayan art, a blue front face should be
flanked by yellow and green. The red back head would then be on
top of the main face, itself topped by the white Adibuddha head.

245 The symbolic associations of the deities in the inscription
only partially fit this analysis, which I attribute to the poetic na-
ture of the inscription the main purpose of which is to elevate the
work of the founder in religious terms. Thus, in contrast to the Pal-
den Drepung Chorten inscription, this one is not authored by the
temples founder. For images of the secondary sculptures see Luc-
zanits (2004), p. 137-148, or www.luczanits.net.

246 On this point see in particular example 1 in Luczanits (2003)
or Luczanits (2011).

247 The rather confusing order prevented Goepper (1993), p. 136,
from recognizing that all five Buddha families are represented
here. It also does not allow to decide on the primary Bodhisattva
of the group.

248 Goepper (1993), p. 137 and n. 55, assumed that on the outside
of the stupa the same vehicles were represented as on the Tashi
Gomang Chorten.

249 The term ‘kankani chérten’ has puzzled Goepper (1993), p.
140, and led to a range of terminological speculation subsequently
clarified in Linrothe (2006a).

250 On the programme of the Densatil stupas see Czaja (2010 &
2013), Czaja & Proser (2014) and Luczanits (2010).

251 Onthe Gyantsé Kumbum see, e.g., Tucci (1932-41), 1V, 1, 169 ff.;
Lo Bue & Ricca (1990); Ricca & Lo Bue (1993).

252  The detailed study by MacDonald (1970) collects the diverse
accounts in their relation to the Kalacakra transmission.

253 In a photograph of Francke (1914), pl. XXXI-b, the dome has a
more ancient shape, but even that does not appear to be the origi-
nal one.

254 The fragmentary images are interpreted in accordance with
the Sumtsek, where Vajrapani is twice paired with Acala (335, 336),
but the latter cannot be identified with certainty.

255 Tam referring to this particular textual source, as only in the
version of this text the frame story around Mahasattva offering his
body to the tigress conforms with the Alchi depiction, and also the
second story conforms perfectly. Given that I could not identify the
stories on the north side on the basis of the same source, I do not
consider it absolutely certain that this is what the Alchi painters
have used. While found in the Kanjur today, this text is unusual as
it is translated from the Chinese, where it has a long history. For
a translation of a Mongolian version of the text see Frye (1981), p.
13-19, 142-154; for its early history in China see Mair (1993).

256 For the Tabo Entry Hall depictions see, e.g., Klimburg-Salter
(1997), p. 77-89, for those of the Dungpu/Pedongpo cave see Neu-
mann (2002).

257 On this temple see Khosla (1979), p. 59-60, 64-65; Snellgrove
& Skorupski (1979), p. 74-75; Pal & Fournier (1982), p. 60-61, plates
LL1-6.

258 There is no pilaster on this side in 1998. The current pilaster
has most likely been added by the Archaeological Survey of India
during their cleaning, repainting and resetting work of all wooden
verandas across the complex, which has taken place in 2004.

259 The lineage in this representation compares best to that of
the Koelz collection thangka in the University of Michigan Museum,
which has tentatively been attributed to the third quarter of the
thirteenth century (see Luczanits (2015), fig. 11.14).

260 See inscription 11 in Denwood (1980), p. 143, who refers to the
fragmentary nature of the inscription (p. 122) and offers a transla-
tion of the first four verses (p. 150).
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261 For the full argument in much of its complexity see Luczanits
(2015), p. 214-233.

262 Except for the images on my website (www.luczanits.net),
this structure has not been published previously.

263 See Martin (2001), p. 149-50.
264 See Luczanits (2015), p. 222-230.

265 Except for the article cited below discussing one of its mu-
rals, this chorten has not been paid attention to previously.

266 The goddesses in the cardinal direction are on the upper of
the lower two ceiling levels, those in the intermediate directions
are on the lowest level. The available documentation does not per-
mit the individual identification of the goddesses, but they can be
described as follows. They are listed here from the east clockwise:
in the east, a white goddess paying a string instrument(?); in the
southeast a yellow goddess possibly holding a garland string of
beads (Mala?); in the south an orange goddesses, attribute unclear;
in the southwest a white goddess holding a cone-shaped object;
in the west a yellow goddess with her right arm raised above her
head, a gesture usually indicating dance; in the northwest a white
goddess with her hands at the hips, a gesture usually associated
with Lasya; in the north a red goddess that appears to hold a scarf
(touch?); in the northeast a red goddess holding an offering plate.
Both the colouring and the scarf held in the hands of one of the
goddesses makes clear that this is not the common set of offering
goddesses described in Table 7 on page 754 even if their present
position would have been mixed up in a historic restoration (for
which there is no indication). Also an identification as personifica-
tions of the eight auspicious symbols can be excluded if the above
observations are correct. Clearly, it would be worth to document
this monument in greater detail.

267 In the most common form of Aksobhya’s mandala he is sur-
rounded by eight goddesses personifying the eight auspicious sym-
bols (see, e.g., nos. 14 and 15 of the Ngor mandalas, bSod nams rgya
mtsho et al. (1989 and 1991)). Other common representations show
him with the other four esoteric Buddhas, their consorts and four
offering goddesses. More research is necessary to look into other
variations of Aksobhya’s mandala.

268 Representations of Aksobhya in white are commonly found
in contexts in which the Sarvadurgatiparisodhanatantra or one of its
commentaries have been the iconographic source, and the usage of
these texts indicates a funerary or commemorative context.

269 The painting of Ratnasambhava in this stupa has been dis-
cussed in detail in Broeskamp (2014) where she focuses on the Pala
components visible in this painting.

270 For the gateway chorten of Alchi Shangrong, see Luczanits
(1998) and the picture gallery on www.luczanits.net.

271 For a justification of this chronology see Luczanits (2015), p.
238-47.

272 There are a number of relevant teaching transmission that
relate to this transmission, the most likely of them being Génpo
Jarok Mingchen (mgon po bya rog ming can), the transmission of Ra-
ven-headed Mahakala in the Dakpo Kayii and Drigung traditions.
As the name implies, the main deity is raven-headed only in name
(see Czaja (2010), p. 239-42) and holds sword and tantric-staff in
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the outer arms, as is the case in the Lhakhang Soma. Other rel-
evant transmissions are those of Jfiana Mahakala (ye shes mgon po)
and Dégon (bde mgon), the combined practice of Cakrasamvara and
Mahakala. An example that combines several of the features is
Pakmodrupa Dorjé Gyelpo (2003), which combines several of these
features. See Czaja (2013) for the relevance of these ritual tradi-
tions within the contemporaneous Pakdru context.

273 See the detailed discussion of this depiction in Luczanits
(2015), p. 247-50.

274  See Kozicz (2007), who unfortunately published some of these
after learning from me about them. I have been aware of a num-
ber of these chérten throughout Upper Ladakh since the 1990s,
documenting those in the Tiksé and Nyarma area in 1994, but
refrained from publishing them to avoid that they become an at-
traction of both tourists and looters. I did however show them to
my colleagues of Graz University during field research in 2000, in
which Gerald Kozicz participated. Of course, these are neither ‘the
last surviving murals of Nyarma’, as Nyarma is further away from
these chérten than Tiksé, nor do I agree with the assessment that
they predate the Alchi murals. They also would need to be assessed
in terms of their inner chronology.

275 The inscription is published in Denwood (1980), as inscrip-
tion 10. His assessment that it ‘seems clear that the temple [i.e.,
the Sumtsek] was extensively restored’ is not really supported by
its content. This assessment may well have triggered some of the
speculations offered on restorations in the literature on Alchi, e.g.,
Pal & Fournier (1982), p. 33, or Bellini (2019), p. 249 and figs. 11, 12.

276 Snellgrove & Skorupski (1977), p. 42.

277 Given the experience with the work undertaken at Tabo,
the ASI offices do not have accessible records of the work under-
taken, neither for their architectural work nor for the painting
conservation.
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Preface

Given that Roger Goepper was neither a specialist in Himalayan art nor had he worked much
in this area before being confronted with Alchi, the achievement of his writing in the original
Sumtsek book is remarkable. With the exceptions of minor details his analysis is still to the
point and it was a primary goal of this volume to preserve his text as much as possible.

Thus, the discussion of the Sumtsek in this volume is still Roger Goepper’s work, since
most of his original text is preserved in it. However, the publication of this volume together
with one dedicated to the other temples within the Alchi Choskhor (Volume I) and additional
research since the publication of the original Sumtsek volume necessitated some adjustments
to the original texts. Major changes had to be made to the introduction. Its first more general
historical part has been rewritten and became part of the respective chapter in Volume I
(The Historical Background, page 19ff.), while this volume contains the parts dedicated to
the Sumtsek temple itself (The Sumtsek, page 451 ff.).

Otherwise, changes to this volume are either due to the different format of the publication
or editorial.””® Even though the current format is based on the original publication, simply
reducing its size, it has turned out to be impossible to replicate those pages in which main
text has been provided in caption areas only. This particularly concerned sections of the
middle storey, where the images are now spread over additional pages.

For consistency across the publication, the succession of the presentation of the monu-
ment’s walls has been altered as well. Goepper presented each floor from the entry wall to the
back wall, discussing the left wall before the right. Instead, they are now simply presented
clockwise, the direction of circumambulation, beginning with the entry wall and ending with
the right side wall, just as one would see the murals and sculpture when visiting the temple
following the local tradition. An exception is the middle storey, where the separation of the
discussion of the central panels above the niches and the ten mandalas has been retained. All
architectural plans and diagrams have been replaced by new ones and additional drawings
and images have been added where appropriate.

To ease referencing figure numbers have been introduced throughout the two volumes.
These proved to be a particular challenge for Goepper’s image captions, which often discuss
multiple images at once. To maintain the original flow of his text, captions have only been
divided up according to the images they discuss where this could be done with ease. The
introduction of figure numbers also enabled referencing the images throughout the two vol-
umes. Thus, references have been added where appropriate.

Occasionally, subsequent research contradicts Goepper’s original text. In cases this
resulted in content changes of his text, his original opinion has been preserved in the foot-
notes. Clear misunderstandings or minor misinterpretations have also been corrected. In
three cases, discussed in greater detail in the introduction to Volume I (page 16), Gopper’s
original opinion has been retained despite contradicting later research and the discussion of
other monuments, as changing these would have amounted to rewriting:

1. Goepper’s identification of the two goddesses accompanying Mahakala above the

entrance of the Sumtsek (page 465 ff.) cannot be maintained. It is the wrathful god-
dess that is to be identified as Remati, Goepper refers to her as Sridevi (Penden Lhamo),
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494 Previous double page: Elephant
throne of Buddha Aksobhya and
worshippers to his feet. Particularly
noteworthy is the lively depiction of
dancers and musicians at the bottom
of the panel.

and the goddess wearing a peacock feather coat, which Goepper calls Remati, cannot
be identified as such. I prefer to simply call her the Peacock Cape Lady, emphasising
that her representation predates her adoption into the Tibetan pantheon as Dorjé
Chenmo (see page 53ff.).

2. The famous six-armed Green Tara on the left side wall of the Avalokite$vara niche
(page 511ff.) can now be identified as an independent form of Mahasanti Tara (see
page 126 ft.).

3. The dark-skinned mahasiddha in the bottom centre of Mafijusri’s dhoti, which Goepper
identifies as Naropa (page 572ff.), is to be identified as a representation of Padampa
Sanggyé (pha dam pa sangs rgyas; see page 259).

All changes and diverging interpretations are documented in additional notes. Occasionally,
notes and paragraphs within notes have also been introduced to provide additional refer-
ences or alternative opinions. These and new captions are marked with my initials at their
end.

Christian Luczanits
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495 The front of the three-storeyed
Sumtsek clearly shows the eclectic
character of the architecture at
Alchi. The overall structure of the
building with its flat roofs and the
heavy whitewashed walls corre-
sponds fully to the Tibetan tradi-
tion, whereas the wooden elements
of the open porch added to the front
are clearly derived from Kashmiri
prototypes and most probably were
executed by workmen from the
Kashmir valley.

496 Seated Bodhisattva, presumably
Avalokite$vara with his identifying
attribute lost, carved in wood. The
sculptures placed into the triangu-
lar gables of the Sumtsek facade are
not original to these spaces. (I

The Sumtsek

BY ROGER GOEPPER

Sumtsek (gsum brtsegs), the name used for the building today (495), may be translated as
‘three-tiered’ or ‘three-storeyed’ and may correspond to a Sanskrit triparkti or trikiita.””” The
original name is perhaps conserved by the inscriptions of the founder of the temple, the
priest Tsiiltrim O (tshul khrims 'od), where he says that he has erected ‘this pile of jewels’ (rin
chen brtsegs pa), together with a tomb for Drigungpa®° and about ten larger and smaller tem-
ples as a symbol of the body (sku rten) for the sake of his parents and for the accumulation of
merit for himself.?® Structurally and aesthetically, this building, which is the subject of this
volume, is without any doubt the most interesting and impressive example of the architec-
ture in Alchi.

It is difficult to ascertain its original function within the sacred area (chos 'khor). Perhaps
it served the same purpose as its historical predecessor, the Golden Temple (Serkhang, gser
khang) in Tholing, one of the undisputed foundations of Rinchen Zangpo in Guge during the
early eleventh century CE,?? which functioned as an initiation hall (dkyil khang). Decorated
with mandalas, similar to those at the Sumtsek, it was well equipped for such Esoteric Bud-
dhist ceremonies. But apart from their having three storeys in common, the two halls differ
considerably in their structure.

The building as such is a strange and fascinating mixture of Tibetan and Kashmiri ele-
ments. The wall structure of loam and natural stones and the basic architectural forms clearly
follow the autochthonous Tibetan building tradition. On the other hand, all the woodwork
added to the facade and the interior is so thoroughly Kashmiri that it may be ascribed to
Kashmiri workmen employed by the local priesthood and nobility.

OUTWARD APPEARANCE

The overall width at the base measures about 11.40 metres, the height being nearly the same.
The ground floor (‘og khang) has an open porch added to its front and projecting niches on
the other three sides. Each of the three storeys has its own roof (thog) constructed of layers
of willow sticks covered by cob and accentuated underneath the roof parapets by reddish
bands. The uppermost roof is bordered by a low wall (nya rgyab) and has a small mud dome in
its centre. Rainwater is drained by wooden pipes (wa).

Viewed from the front, the whole building exhibits a certain lightness brought about by
the open porches in front of the ground floor and the middle storey together with the roof
which protects the window in the top storey (504). The horizontal division is furthermore
accentuated by the addition of an open architrave above the pillars of the ground floor and
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clearly visible reddish-brown bands (spen chung) bordered by slightly projecting roof ele-
ments at the upper end of each storey (497). Whether the wooden parts of the porch were
originally painted with brilliant colours, thereby contrasting to the shining white of the walls,
can no longer be verified in the present state of preservation, but it seems highly probable
considering the colourful brilliance of the entire interior of the building. The unprotected
surface of all wooden elements has been eroded by exposure, whereas the whitewash of the
walls is renewed each year by the villagers of Alchi.

Seen from the back, especially from the other side of the shallow ravine behind the sacred
area (chos 'khor), the cubic Himalayan structure of the building with its whitewashed walls is
obvious, but again structurally enriched by the horizontal brownish bands and the roofs of
the projecting niches on three sides with their small half-cupolas and the central small dome
of the upper storey (9). Viewed from the side, the porch is clearly accentuated by a slightly
lower roof-tier and by the separation of the flanking side-walls in the middle storey from the
block of the main building (504).

FronT PorcH

The front porch is 3 metres deep and 8.70 metres wide; it has solid side-walls and is divided by
fluted wooden columns (ka ba) into three intercolumnia. The capitals (ka gzhu) have ‘lonian’
volutes richly decorated with carved scrollwork and small figures of protective deities (512).
Although such capitals seem to have been rather uncommon in the medieval architecture of
Kashmir, they are used already in buildings of the Gandharan area. They appear, for instance,
in the Jandial temple of Taxila, but in a rather simple and more classical formulation and
without the rich decoration of the Alchi versions.?** They support an ornamented architrave
in two layers, the open space between these layers being spanned by groups of three com-
bined pillars (513) and triangular pediments with trefoil arches containing wooden sculp-
tures of the Buddha Aksobhya in the central arch (510), Vajrasattva in the left (511) and
another Bodhisattva in the right arch (496).%*

These framings for icons are a well-known element in medieval Kashmiri architecture
between the eighth and tenth century®, for instance in the Avantisvamin temple*° and the
small Siva temple of Pandrethan.””” It was also used in small wooden shrines of the eighth
century which contained ivory sculptures.’® The projecting ends of the beams supporting
the ceiling of the ground floor are carved into the heads and front parts of lions, the precur-
sors of which may be traced back to Gandhara (Takht-i-Bahi), and with intermediate stages
evident in Kashmir.?®

Tue GrouND FLOOR

The ground floor (‘og khang) is entered through a low wooden doorway. The room inside meas-
ures 5.40 by 5.80 metres, the height to the ceilings is 3.50 metres. Apart from the entrance
wall, all other walls open into niches of about 2.10 to 2.70 metres which house the colossal
clay sculptures of Bodhisattvas (503). The ceiling has a square opening in the centre of 2.40
metres, the four corners of which are supported by wooden columns. Like their counterparts
at the entrance porch, they are fluted and have richly decorated capitals with central panels

452

497 Reconstruction of the original
outward appearance of the Sumtsek.
As apparent from the articulation of
the front side the structure is clearly
divided into three levels of porch
decoration, from the uppermost of
which only the posts that once held
the veranda roof are preserved.
Considering the interior decora-
tion as well, we may speak of three
superimposed temples, each with a
complete iconographic programme
that can be read independent of the
whole. This conception may also
explain why there are a number

of apparent inconsistencies in the
overall programme, with the walls
at the different levels emphasising
similar topics at different sides of
the structure. cl

Plan: Neuwirth & Auer, TU Graz 2020
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containing auspicious symbols such as the vase, the jewel-in its typical Alchi version appear-
ing as a flower—a pair of fishes, a lotus, and also the ‘endless knot’ (516). The scrollwork on
both sides of the capitals ends again in volutes which might be distant derivatives of ‘lonian’
capitals. The centre of the ground floor beneath the square opening in the ceiling is occupied
by a large clay stupa which, in view of its form, seems to be later than the building.

MIDDLE STOREY

The middle storey (bar khang, ‘intermediate hall’) is reached by a notched trunk functioning
as ladder in the right corner of the porch. The low entrance is also sheltered by a porch with
woodcarvings. The inner space is about 8.70 metres wide and the gabled ceilings of the niches
reach into this floor so that the heads of the Bodhisattva sculptures are visible. The wooden
boards forming the ceiling of the ground floor are covered with a thick layer of earth. Again
four columns at the corners of the central opening in the floor support the next ceiling. Their
capitals are adorned with figures of four Tathagata (Aksobhya, Amitabha, Amoghasiddhi,
Ratnasambhava) and their symbols (visvavajra, padma, chattra, mani).>*
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498 Top left: Roof plan of the Sum-
tsek with the different roof areas
and parapets.

499 Top right: Plan of the floor-less
top storey with the four corner col-
umns and the reconstruction of the
former canopy.

500 Middle left: Floor plan of the
middle storey with the central
wooden construction of the open
area and the gable construction of
the figure niches.

501 Middle right: The position of the
beams on the middle storey and its
veranda.

502 Bottom left: Ground floor
plan with the main columns of the
wooden construction, the three
figure niches and the veranda.

503 Bottom right: Ceiling construc-
tion above the ground floor and the
veranda.

504 Overleaf top: front and side
view of the building as documented.

505 Overleaf left: Cross section of
the central area of the Sumtsek
showing the spatial development of
the three-storeyed interior with the
side niches that reach into the upper
floor and the central area that opens
up to the lantern.

506 Overleaf right: The longitudinal
section illustrates the height gradu-
ation along the central axis between
the verandas and the main niche,

as well as the lantern level whose
roof area with a parapet allows to be
circled.

All plans Neuwirth & Auer, TU Graz 2020
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ARCHITECTURE

The three-storeyed Sumtsek is 0.75 metres above the level of
the Main Temple, and it is the highest building of the ensem-
ble (9). The structural concept of this central-plan building
can be clearly understood both in the ground plan (502) and
in the section (505). The floor plan is based on a square inte-
rior to which a multi-storey veranda is attached in the south-
east. Three figure niches are disposed centrally on each of the
three side walls. Nearly all the interior surfaces are painted,
the open space in the centre (500, 507, 774) enables visual
relationships to all storeys.

The floor level on the ground floor of the veranda is
now slightly higher than that of the outdoor area (506). The
wooden construction of the veranda divides the fagade into
three sections (504). The ground floor is subdivided by two

central wooden columns and two pilasters on the side walls.
Above the first crossbeam there are three carved gables
with figural representations and decorative elements. The
supporting structure is continued by two three-part central
columns and side columns. A main beam bears the transver-
sal beams of the Veranda ceiling, which end in lion heads.
The entrance portal to the ground floor with its quadruple
stepped frame construction is located in the middle of the
wall with a passage height of 1.22 metres.

The ground floor is approximately square, with
slightly different lengths and angles of the side walls (502).
The length of the wall in the southeast - where the entrance
is located - is 5.93 metres, the southwest wall of the left side
niche is 5.87 metres long, the northwest wall with the niche
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of the main figure is 5.97 metres long and the northwest
wall with the right side niche is 5.95 metres long. Thus, the
biggest difference between the lengths is 15 centimetres.
The room height measures 4.15 metres from the floor level
up to the lower edge of the ceiling. Four wooden columns in
the centre bear the main beams of the ceiling and form the
inner square of the room with a side length of 2.43 metres
(509). This inner square is kept without ceiling and, one floor
higher, opens up into the lantern. In the centre of the square
stands a stupa on a pedestal with a side length of 1.33 metres

Three figure niches reaching to the upper floor are dis-
posed centrally in the side walls. The left hand side niche
on the southwest side is 2.28 metres wide and 1.66 metres
deep, the opposite right side niche is 2.09 metres wide and
1.29 metres deep. The main niche opposite to the entrance
is larger than the side niches with a width of 2.54 metres and
a depth of 1.95 metres. Its total height, measured from the
floor level to the ridge of its ceiling construction, amounts to
6.62 metres; the height of the side niches is 5.65 metres.

The tripartition of the room structure can also be dis-
cerned in the height development. In the upper floor the

456

veranda corresponds structurally to that of the ground floor,
the peculiarity on this level is the raised middle part of the
roof construction (504). Above the main beam and two fur-
ther central columns, there are smaller double columns bear-
ing the central roof, which is 0.84 metres higher than the lat-
eral roof areas.

On the southeastern wall, an entrance door with a height
of 1.34 metres leads to the interior of the upper floor, where
four central columns delimit the open space from which one
can look down to the ground floor. This gallery with a room
height of 3.27 metres can be used to circumambulate the
open area. On the northwestern side, an auxiliary construc-
tion of diagonally placed round logs was inserted between
the columns to support the upper ceiling beam (507). On the
middle storey, the heads of the three figures are visible in the
niches. From this floor level the height of the openings up to
the ridge is 1.70 metres in the main niche and 1.00 metres in
the side niches. The roof of the niches consists of a wooden
rafter construction inclined at 48° and with more elaborate
and decorative design of the main figure niche than above
the side figures.

507 Overleaf left: The spatial sec-
tions show the structuring of the
interior on all three floors. The cross
section through the side niches
shows the construction of the lan-
tern, and the main niche in the back
of the temple.
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508 Overleaf right: The longitudinal
section along the central axis shows
the constructions in the lantern

and in the side niches as well as the
veranda constructions on each level.

509 Right: The spatial view of the
interior shows the four columns on
the ground floor and the first floor
which define the central open space
inside the Sumtsek housing the
central stupa.

All plans Neuwirth & Auer, TU Graz 2020

The top storey, too, can only be accessed via the roof. It has
a circumferential parapet and can be circumambulated on
the outside. This floor was formerly equipped with a canopy,
the two wooden front columns of which and two half columns
on the southeastern wall are preserved. In the middle of this
wall there is an opening with an internally 1.34 metres high
wooden construction that can be opened to provide light for
the interior. The clay layer on the roof is 0.56 metres higher
than the wooden threshold of the opening today, reducing
the opening accordingly (760). The interior can be seen, but
not entered, as there is no floor. The side walls of the square
lantern measure 2.56 metres and have a height of 3.07 metres.
Consequently the total room height of the central open space
of the temple is 10.90 metres from the upper edge of the floor
covering on the ground floor. The four wooden square edged
pillars on simple wooden bases in the corners of the lantern
are equipped with cube-shaped capitals and cross consoles.
The lantern roof construction rests on a circumferential
wooden frame and consists of six layers of boards.

The dimensional deviations in the structural execu-
tion of the niches and the inner wall surfaces, which can be
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determined on the basis of the as-built documentation, as

well as the deviations of the geometry from the orthogonal

angle clearly recognizable in the plans, can be interpreted as

typical for this building technique. Massive walls with multi-

ple plaster layers do not permit the same structural precision

as, for example masonry construction with hewn stones.
Holger Neuwirth & Carmen Auer
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Top STOREY

The top storey (steng, ‘top’) is inaccessible since it has no floor at all. A window with a wooden
shutter allows ventilation and the influx of light. The interior space is a square of about
3.50 metres, the straight walls being covered by paintings and the ceiling having the lantern
structure applied also in the Palden Drepung Chérten and the other gateway chorten, as
also in the Four Image Chorten in Mangyu.”” It consists of six layers of beams, each placed
diagonally across the corners of the lower tier, the resulting triangles being closed by boards.
These form ‘overlapping squares, each of which cuts off the angles of the square below it,
and thus reduces the extent of the square to be covered’.?”® This element was transferred
from Kashmir where it was used in square masonry buildings of medieval architecture as in,
for instance, the small Siva temple of Pandrethan near Srinagar®* and the temple in Payar
(eleventh century). This kind of false cupola, the structure of which probably has its roots
in wooden architecture, possibly originated in Iran and spread over wide areas of the Asian
continent.”” We find it in the cave temples of Bamiyan (fifth to seventh centuries), in the
grottoes of Kizil (sixth to seventh century) and in the cave temples of Dunhuang at the west-
ern border of China.
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510 Above: The central of the three
triangular pediments integrated
into the architrave of the Sum-
tsek’s facade contains the Buddha
Aksobhya. He is placed clearly into
an axis with other representations
of the same Buddha in murals at
the inside of the building on the
entrance and the back wall, stress-
ing the importance of this figure for
the iconographic programme of the
Sumtsek and also accentuating the
‘orientation’ of the building towards
the east. Here he is placed inside a
trilobed frame typical of Kashmiri
architecture and sculpture.

511 Right: Wooden sculpture of the
Bodhisattva Vajrasattva in the left
pediment of the architrave.?”
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On entering the building through the simple wooden door and having become accustomed
to the comparatively dark interior, the viewer is overwhelmed by the richness of colourful
paintings covering practically every square centimetre of all walls and ceiling panels, in an
incredible horror vacui. Although the murals appear superficially to have been untouched
down the centuries —the temples in Alchi did indeed soon fall out of use—there are in fact
crude repaintings in some areas and later ‘accentuations’ by retracing contour lines and by
retouching coloured areas. Cracks and blisters in the coating of the walls which serves as a
ground for the murals are signals of a most precarious state that urgently calls for corrective
and conservation measures.
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512 The two columns supporting the architrave of the facade are also
crowned by capitals ending in volutes at both sides. Since these columns
directly flank the entrance into the building, the capitals have sculp-
tures of wrathful deities protecting the portal against evil influences s 5 el Sl g
(see also 335, 336). The figure above, considerably weathered and par- . . W = e
tially covered with plaster, most probably represents Vajrapani. c
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513 Between the pediments with wooden sculptures on the facade of the
Sumtsek, groups of three pillars support the upper layer of the archi-
trave below the short roof of the porch. Also in this case, practically all
of the ornamental details can be traced back to Kashmiri predecessors
where some of them appear on pilasters framing sculptured panels, for
instance in Avant