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Typology of Drawn Frames in 16th Century
Mang yul Gung thang Xylographs
Abstract: This article presents some preliminary results of the study of the drawn
frames found in the title pages of 16th-century Tibetan xylographs from the kingdom
of Mang yul Gung thang (South-western Tibet). Usually the title pages of Gung
thang prints have very similar and characteristic drawn frames, which are typical
of xylographs printed in this area in the 16th century. They may vary from a simple
to a more elaborated design, which may differ even in xylographs produced at the
same printing house. Title pages have been examined by the authors with the aim
of understanding whether the different designs of drawings could be associated
with a certain artist or a certain printing house. A description of identified types of
drawings and minor variations is provided in the article. An appendix with information on artists working on title frames is also included.

1 Introduction
This essay has the aim of presenting preliminary results on one of the characteristic
stylistic features of 16th-century Tibetan xylographs from Mang yul Gung thang, a
small kingdom that played a significant role in the introduction and spread of printing into Tibet.1 This research was carried out for the project Tibetan Book Evolution
and Technology (TiBET), funded through a Marie Skłodowska Curie Fellowship
granted to Michela Clemente (May 2013–April 2015) and hosted at the University of
Cambridge (Mongolia and Inner Asia Studies Unit). The Project collected and examined more than 200 extant Tibetan 15th- and 16th-century prints coming from the
South-Western area of the country.2 The research mainly focused on 16th-century

||
1 On the Mang yul Gung thang kingdom and its role in the Tibetan printing history, see
Clemente 2016a; Clemente 2017; Diemberger and Clemente 2013; Clemente, Diemberger, Helman-Ważny and Lunardo (forthcoming); Ehrhard 2000a; Ehrhard 2000b; Ehrhard 2000c;
Everding 2000; Everding 2004; Petech 1990, 52.
2 The TiBET Project, in collaboration with a correlated AHRC Project entitled Transforming Technologies and Buddhist Book Culture: The Introduction of Printing and Digital Text Reproduction in
Tibetan Societies (Mongolia and Inner Asia Studies Unit, 2010–2015), developed a database which
contains detailed description of prints, transliteration and mark-up of colophons, entries of personal and place names, and information on paper and pigments, if available. Michela Clemente
https://doi.org/10.1515/9783110543100-010,
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xylographs from Mang yul Gung thang, since the majority of the surviving prints
were produced in this kingdom at that time.
One of the aims of the TiBET Project was the identification of characteristic stylistic features that may help locating the provenance of a certain xylograph, that is
to say the printing house where this was produced. Mang yul Gung thang xylographs are recognisable through at least five distinctive features:
(a) front page (i.e. the drawn frame of the title);
(b) layout;
(c) ductus;
(d) orthographic peculiarities;
(e) woodcut representations. 3
This essay will focus on the drawn frame of title pages which were analysed in collaboration with Filippo Lunardo.4 Usually the title pages of Gung thang prints have
very similar and characteristic drawn frames. They may vary from a simple to a
more elaborated design, which may differ even in xylographs produced at the same
printing house. This drawn frame is typical of xylographs printed in this area in the
16th century, although it is also possible to find Gung thang prints with a simple title
page.

||
wishes to thank Burkhard Quessel, Terry Chilvers, Camillo A. Formigatti, Agnieszka Helman-Ważny,
Filippo Lunardo, Michael Pahlke, Christopher Kaplonski, Fabio Miarelli, Paola Ricciardi and Anuradha Pallipurath for their help and advice.
The Indo-Tibetan Books and Technology (ITBT) database is available at http://booksdb.socanth.
cam.ac.uk:8080/exist/apps/TTBBC/index.html, and also accessible from the website of the TiBET Project at www.tbevoltech.socanth.cam.ac.uk. Michela Clemente would also like to thank all the people
who helped her with the TiBET Project in many ways: Hildegard Diemberger, Libby Peachey, Elena De
Rossi Filibeck, Franz-Karl Ehrhard, Marta Sernesi, Katie Boyle, Alessandro Boesi, Daniel Sterling, and
Bruce Huett. On both the above-mentioned projects, see Clemente 2016a; Clemente 2016b; Clemente
2017; Clemente (in press); Clemente (forthcoming a); Clemente, Diemberger, Helman-Ważny and Lunardo (forthcoming); Diemberger and Clemente 2013.
3 The art of decorating Tibetan books was first employed in manuscripts. All embellishments
made to enrich manuscripts were later presented on xylographs, but, to our knowledge, a study
of title frames in Tibetan manuscripts has not been carried out yet. Our research appears to be
the first on this subject. Since an examination of title frames in Tibetan manuscripts in general,
and a comparison with those produced in the Mang yul Gung thang kingdom in particular, goes
far beyond the aims of the TiBET project, such study remains to be done. For information on the
other characteristic stylistic features, see Clemente 2016b; Clemente 2017; Clemente (forthcoming a).
4 On this subject, see Clemente and Lunardo (forthcoming); Lunardo (forthcoming a); Lunardo
(forthcoming b).
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Title pages of Mang yul Gung thang prints have been examined by the authors
of this essay with the aim of understanding whether the different designs of drawings could be associated with a certain artist or a certain printing house. It seems
that at least two artists were involved in the creation of title frames: the painter,
who depicted the drawing, and the carver, who cut it into the wooden block. Artists
involved in printing projects were often mentioned in Gung thang colophons
and/or signatures placed under the last line of folios, usually on the verso side.5
Craftsmen were in fact allowed to sign their work, a peculiarity that was typical of
the earliest stage of printing.6 By comparing the different signatures and patterns
of carving, writing or drawing, we might learn to distinguish the diverse style of
each artist. This would help us in identifying those who worked on xylographs that
lack signatures and do not mention their names in the colophons. Unfortunately,
colophons never refer to the craftsmen who depicted and carved the title frames.
This might imply that the artists who drew and engraved the illustrations of a certain xylograph were also in charge of its title page. This may be true since each artist
seems to have specialised in only one art, that is to say, calligraphy, drawing, carving of blocks, and carving of illustrations.7 Assuming that the craftsmen who
worked on the illustrations of a certain print were also responsible for its title frame,
by analysing the typology of the drawing and looking for the name of the artists in
the colophon and/or signatures, we might be able to understand whether the style
of a certain drawn frame is associated with the artists who created it. If this is not
the case, we might suppose that the style of title pages is instead a characteristic
feature of a given printing house, which could come from guidelines suggested by
the promotor of the projects of that printery. In order to understand this, it is necessary to examine a certain amount of extant prints and to gather data on printing
projects and their supervisors. This essay presents preliminary results obtained
with the first stage of research. So far we have indeed analysed sixty 16th-century
xylographs from the Mang yul Gung thang area. The research is ongoing, and further results will be provided in due course.

||
5 Only one signature has been found so far above the first line. Cf. NGMPP AT167/5-168/1, fol.
59b. See also Clemente (forthcoming b).
6 See Ehrhard 2000a, 69, 75; Eimer 1996, 12.
7 On this subject, see Clemente 2016b; Clemente 2017.
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2 Typology of title pages
So far we have identified three types of drawings for the title pages. Each type exhibits several minor variations. A description of the types with all variations is provided below.
TYPE 1
General description: title inscribed in a simple rectangular frame:
– Variation 1a: title inscribed in a rectangular frame consisting of two simple
black lines with a simple base of lotus petals;
– Variation 1b: rectangular frame composed by an external thick line and an internal line (see Fig. 1):

Fig. 1: Type 1b: The Eightieth Life-story of Buddha Śākyamuni written by Āryaśūra, Brag dkar rta so
1541 or 1553 (Tucci Tibetan Collection, Vol. 707, IsIAO, Italy). Photograph by L&C Service.

–

–

–

–

Variation 1b1: same features as 1b. Additionally, the frame is inscribed into a
bigger one that almost covers the entire folio. This bigger frame has an external
thick line and an internal line. Both sides of the bigger frame have two columns, the outer one bigger than the inner;
Variation 1b2: same features as 1b and 1b1. Moreover, both sides of the bigger
frame have a column and a floral decoration that covers the four corners of the
internal line;
Variation 1b3: same features as 1b. Additionally, the frame is inscribed into a
bigger one that almost covers the entire folio. This bigger frame has two lines.
Both sides of the bigger frame have two columns, the outer one bigger than the
inner;
Variation 1c: the rectangular frame is composed by an external simple line, an
internal thick one, and another simple line. This frame is inscribed in a rectangular bigger frame that almost covers the entire folio. This bigger frame has an

Typology of Drawn Frames in 16th Century Mang yul Gung thang Xylographs | 291

–
–
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–

external thick line and an internal line. Both sides of the bigger frame have two
columns, the outer one bigger than the inner;
Variation 1d: rectangular frame composed by two lines;
Variation 1d1: rectangular frame composed by two lines. This frame is inscribed into a bigger one composed by a thick line.
Variation 1e: rectangular frame composed by a single thick line. It exhibits an
arch in the middle of the upper side;
Variation 1e1: rectangular frame composed by a thick and a simple line. It exhibits a flame in the middle of the upper side;
Variation 1f: rectangular frame composed by a single thick line.

TYPE 2
General description: title inscribed in a frame that exhibits phytomorphic patterns
and a circular shape in the middle of the upper side, which may have plant elements or jewels surrounded by flames. Both sides of the frame may have two further
decorations (plant elements with different decorations in the centre).
– Variation 2a: inside the floral frame there is a rectangular frame composed by
a thick external line and a double line. A base of lotuses is drawn underneath.
The title frame is inscribed in a rectangular bigger frame that almost covers the
entire folio. This bigger frame has four lines. Both sides of the bigger frame exhibit two columns and a floral decoration that covers the four corners of the
internal line;
– Variation 2a1: inside the floral frame there is a rectangular frame composed
by a thick external line and a simple line. A base of lotuses is drawn underneath. The title frame is inscribed in a rectangular bigger frame that almost covers the entire folio. This bigger frame has double lines. Both sides of the bigger
frame exhibit two columns — the outer one bigger than the inner — and a floral
decoration that covers the four corners of the internal line;
– Variation 2a2: inside the floral frame there is a rectangular frame composed
by two simple lines. A base of lotuses is drawn underneath. The title frame is
inscribed in a rectangular bigger frame that almost covers the entire folio. This
bigger frame has a thick external line and a simple internal one. Both sides of
the bigger frame exhibit a floral decoration that covers the four corners of the
internal line. Leaves are drawn at the bottom of the bigger frame above the internal line;
– Variation 2a3: inside the floral frame there is a rectangular frame composed
by two simple lines. A base of lotuses is drawn underneath. The title frame is
inscribed in a rectangular bigger frame that almost covers the entire folio. This
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bigger frame has a double simple line. Both sides of the bigger frame have a
column;
Variation 2a4: inside the floral frame there is a rectangular frame composed
by a thick external line and a simple line. A base of lotuses is drawn underneath. The title frame is inscribed in a rectangular bigger frame that almost covers the entire folio. This bigger frame has a thick external line and a simple
line. Both sides of the bigger frame exhibit a column and a floral decoration
that covers the four corners of the internal line.
Variation 2b: inside the floral frame there is a rectangular frame composed by a
single thick line;
Variation 2c: it exhibits a double simple line inside the phytomorphic frame;
Variation 2c1: same features as 2c. Additionally, the title frame is inscribed in a
rectangular bigger frame that almost covers the entire folio. This bigger frame has
an external thick line and an internal line. Both sides of the bigger frame have a
column and a floral decoration that covers the four corners of the internal line;
Variation 2c2: same features as 2c. Additionally, the title frame is inscribed in
a rectangular bigger frame that almost covers the entire folio. This bigger frame
has a double line. Both sides of the bigger frame have two columns, the former
of which is bigger than the latter;
Variation 2c3: same features as 2c. Additionally, the title frame is inscribed in
a rectangular bigger frame that almost covers the entire folio. This bigger frame
has a double line. Both sides of the bigger frame have a column and a floral
decoration that covers the four corners of the internal line;
Variation 2c4: same features as 2c. Additionally, the title frame is inscribed in
a rectangular bigger frame that almost covers the entire folio. This bigger frame
has a double line. Both sides of the bigger frame have two columns — the outer
one bigger than the inner — and a floral decoration that covers the four corners
of the internal line;
Variation 2d: it exhibits an external thick line and a simple internal line inside
the floral frame (see Fig. 2). The title frame is inscribed in a rectangular bigger
frame that almost covers the entire folio. This bigger frame has an external
thick line and an internal line. Both sides of the bigger frame have two columns
- the outer one bigger than the inner — and a floral decoration that covers the
four corners of the internal line;
Variation 2d1: it exhibits the same first three features as 2d. However, both
sides of the bigger frame have a column and a floral decoration that covers the
four corners of the internal line;
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Fig. 2: Type 2d: Nam mkha' rdo rje's Spiritual Songs, Glang phug (La 'debs Valley), 1554 (Tucci Tibetan Collection, Vol. 709/3, IsIAO, Italy). Photograph by L&C Service.

–

–

Variation 2e: it exhibits three lines — the central of which is thick — inside
the floral frame. This frame is inscribed in a rectangular bigger one that almost
covers the entire folio. This bigger frame has an external thick line and an internal line. Both sides of the bigger frame have two columns — the former of
which is bigger than the latter - and a floral decoration that covers the four corners of the internal line;
Variation 2e1: it exhibits three lines — the central one thick and split with a
central empty space -—inside the floral frame (see Fig. 3). This frame is inscribed in a rectangular bigger one that almost covers the entire folio. This bigger frame has an external thick line and an internal line. Both sides of the bigger frame have two columns — the outer one bigger than the inner — and a
floral decoration that covers the four corners of the internal line.

Fig. 3: Type 2e1: Nam mkha' rdo rje's Biography, Glang phug (La 'debs Valley), 1554 (Tucci Tibetan
Collection, Vol. 709/2, IsIAO, Italy). Photograph by L&C Service.

TYPE 3
General description: title inscribed in a frame that is similar to the second type but
exhibits fewer plant decorations. This frame is placed upon a throne which is composed by two elements: the upper element presents lotus petals facing down; the
lower element exhibits a sort of frame or platform which may have more or less
elaborated decorations. Both sides of the frame may exhibit two further decorations
(plant elements with different ornaments in the centre). The title frame is inscribed
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in a rectangular bigger frame that almost covers the entire folio. This bigger frame
has an external thick line and an internal line. Both sides of the bigger frame have
a column and a floral decoration that covers the four corners of the internal line.
– Variation 3a: it exhibits three lines — the central one thick — inside the floral
frame (see Fig. 4).

Fig. 4: Type 3a: The Biography of lHa btsun Rin chen rnam rgyal, Brag dkar rta so (Tucci Tibetan
Collection, Vol. 657/6, IsIAO, Italy). Photograph by L&C Service.

3 Examination of drawn frames in 16th-Century
Mang yul Gung thang xylographs
We analysed the sixty xylographs taken into account according to the printing houses
in which they were produced in order to locate the characteristic features that may
help discovering the provenance of each print. We tried to identify the artists who
worked on the title frames, compared their dating and also contrasted these data
against the literary genre to which the works belong. The examined xylographs were
produced in nine printing houses located within the kingdom. The exact location of
most printing houses is still unknown and information on their history is still scarce.
Only two of these printeries seem to have been located near a monastery, but the areas in which they were established appear to have had a direct or close access to materials for book production. We list the printing houses hereafter starting from the
most productive (according to data gathered so far) in descending order:
1) Brag dkar rta so: 24
2) Kun gsal sgang po che: 12
3) rDzong dkar/Khyung rdzong dkar po: 7
4) gNas: 5
5) 'Tsho rkyen: 5
6) Chab rom phug: 3
7) Glang phug (La 'debs Valley): 2
8) Ati sha'i chos 'khor (La 'debs Valley): 1
9) mDzo lhas: 1.
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Fig. 5: Printing houses of the 16th-century Tibetan xylographs from the kingdom of Mang yul
Gung thang (South-western Tibet). © Google Maps.

Brag dkar rta so
We were able to identify twenty-four prints produced at Brag dkar rta so, a printing house located between Mang yul and Gung thang, close to the small monastery with the same name. Both buildings were founded by a bka' brgyud master
called lHa btsun Rin chen rnam rgyal (1473–1557) who established his seat there
in 1525 and, until his death, printed several works associated with his religious
school. His literary activity was mostly sponsored by the Mang yul Gung thang
rulers since he himself was a member of the royal family.8
||
8 On lHa btsun Rin chen rnam rgyal and his activities at Brag dkar rta so, see Clemente 2007;
Clemente 2009; Clemente 2014a; Clemente 2015; Clemente 2016a: 397–98; Clemente 2016c;
Clemente (in press); Diemberger and Clemente 2013; Larsson 2012: 229–76; Schaeffer 2009: 58–
63; Schaeffer 2011; Sernesi 2011; Smith 2001, 73–79.
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Among the examined prints produced at Brag dkar rta so, twelve present a
drawn frame belonging to the second type with ten different variations, namely
2a2, 2a3, 2b, 2c, 2c1, 2c2, 2c3, 2c4 and 2d. The frame of two xylographs, that is to
say NGMPP E2518/119 and L969/4,10 corresponds to variation 2c. The frame of vol.
1089/2 (Tucci Collection, IsIAO Library, Rome)11 and NGMPP E2518/412 matches
with variation 2c1. The drawn frame of two further prints, NGMPP E2517/613 and
L456/14,14 belongs to variation 2c3. Unfortunately, the names of the drawers of
the illustrations in the first four xylographs are not mentioned in colophons or
signatures. We know instead the name of the carver of the blocks of E2517/6
(printed in 1550), which corresponds to the artist who drew and engraved the illustrations of L456/14. This artist is bcu dpon rDo rje rgyal mtshan, who was active in Gung thang at least between 1533 and 1563. According to Clemente’s research, rDo rje rgyal mtshan is one of the few artists who had three speciali-

||
9 On this work, see Clemente 2015, 191; Clemente 2016a, 406; Clemente (in press b); Schaeffer
2011, 473. For a translation, see Stearns 2000. Cf. NGMPP L970/2 and L456/8; dPal brtsegs 2013:
text no. 28. Images and detailed descriptions including the transliteration of colophons and information on people involved in the production of all xylographs cited in this article are available
in the aforementioned database. Cataloguing entries of these prints are also available in the
NGMPP database (Nepal-German Manuscript Preservation Project, 1970–2001, and the Nepalese-German Manuscript Cataloguing Project (NGMCP, 2002–2014, both funded by the German
Research Foundation (DFG)).
10 On this work, see Clemente 2015, 191; Clemente 2016a, 408; Clemente (in press); Schaeffer
2011, 470; Sernesi 2011, 201; Smith 2001, 77. Cf. also NGMPP L194/7 and E2518/2.
11 It is catalogued in De Rossi Filibeck 2003, 394. The IsIAO Library was shut down in 2011, and
the Collection is no longer accessible. Fortunately, these texts were digitised before the closure
thanks to the aforementioned AHRC project and are now available in the above-mentioned database. For the story of this work, cf. vol. 657/6: 22b4. See also Clemente 2007, 124–25, 138;
Clemente 2015, 189; Clemente 2016a, 407; Clemente (in press); Cutillo and Kunga Rinpoche 1978;
Cutillo and Kunga Rinpoche 1986; Diemberger and Clemente 2013, 137; Roberts 2007, 37–38;
Sernesi 2004; Sernesi 2011, 198.
12 On this work, see Clemente 2015, 192; Clemente (in press); Schaeffer 2011, 475; Smith 2001,
77; vol. 657/6: fols 22a5–22b4. Cf. NGMPP L970/5.
13 On this work, see Clemente 2015, 191; Clemente 2016a, 407; Clemente 2016b; Schaeffer 2011,
469; Smith 2001, 76. Cf. NGMPP L1107/4; dPal brtsegs: text no. 32; U rgyan rDo rje 1976, 37–83.
14 On this work, see Clemente 2015, 191; Clemente 2016b; Clemente 2017; Clemente (in press).
See also NGMPP L969/4; dPal brtsegs (text. no 22_1); U rgyan rdo rje 1976, 85–105.
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sations, namely as calligrapher, carver of blocks and carver of illustrations, therefore we may guess that he worked on both the above-mentioned prints as engraver of the title pages.15
The remaining six xylographs that the title frames match with the second
type are NGMPP L512/8,16 L477/14,17 L969/4_1,18 E2518/6,19 L250/8-251/120 and vol.
706.21 We do not have any available data on L477/14. The carvers of the illustrations of vol. 706, which was printed in 1543, are dpon btsun Padma and bcu dpon
rDo rje rgyal mtshan. rDo rje rgyal mtshan is also mentioned as the carver of the
blocks of L250/8-251/1, which was printed in 1555. The same artist is also cited as
carver of E2518/6, while dpon btsun Padma is mentioned as engraver in both
L512/8 (printed in 1561) and L969/4_1.
Ten xylographs from Brag dkar rta so exhibit instead a drawn frame belonging to the first type with four different variations (1a, 1b, 1e1, 1f). In particular, half
of the frames in the xylographs belong to variation 1b. We are referring to vols
657/3,22 707,23 135624 — all preserved in the Tucci Tibetan Collection of the IsIAO

||
15 Detailed files of all the artists mentioned in this article are available in the ITBT database. On
this artist, see also Clemente 2007, 131, 132, 137, 146, 153; Clemente 2016b; Clemente 2017;
Ehrhard 2000a, 73–79; Eimer and Tsering 1990, 71–72; Roesler 2000, 228; Schaeffer 2011, 470.
16 On this work, see Clemente 2015, 193; Clemente 2016a, 408; Clemente (in press); Ehrhard
2004, 593, n. 6; Schaeffer 2011, 476. Cf. NGMPP L194/9, L1219/3, L503/2 and L956/8.
17 On this work, see Clemente 2015, 192; Clemente 2016a, 406; Clemente (in press b); Schaeffer
2011, 471. Cf. NGMPP E1256/1.
18 For a translation of this work, see Guenther 1963. See also Clemente 2015, 190; Clemente
2016a, 406–07; Clemente (in press b); Sernesi 2004, 257; Smith 2001, 76. Cf. NGMPP L36/1;
AT29/5. See also PBP 2007, 346.
19 On this work, see Clemente 2015, 190; Clemente 2016a, 406; Clemente 2016b; Clemente 2017;
Clemente (in press); Diemberger and Clemente 2013, 135; Schaeffer 2011, 472; Smith 2001, 76. Cf.
NGMPP L194/11; L12/1; L581/5.
20 On this work, see Clemente 2016a, 408; Clemente 2016b; Clemente 2017; Diemberger and
Clemente 2013, 135; Eimer 2010; Eimer and Tsering 1990, 71–72; Roesler 2000, 227–229; Schaeffer
2009, 62; Schaeffer 2011, 470; Sernesi 2011, 184, 188–89, 200, 225–26. Cf. BL 19999a3.
21 On this work, see Clemente 2007, 124, 135–37; Clemente 2015, 188; Clemente 2016a, 407;
Clemente 2016b; Clemente (in press); De Rossi Filibeck 2003, 341; Diemberger and Clemente
2013, 134; Larsson 2012; Schaeffer 2011, 474; Vol. 657/5: fols 16a6–16b5.
22 On this work, see Clemente 2007, 125, 142–43; Clemente 2015, 189; Clemente 2016a, 408;
Clemente 2016b; Clemente (in press); De Rossi Filibeck 2003, 330; Diemberger and Clemente
2013, 135; Roberts 2007, 7–9, 37. Cf. NGMPP E2518/3.
23 On this work, see Clemente 2011, 60–61; Clemente 2015, 190; Clemente 2016a, 407; Clemente
2016b; Clemente 2017; Clemente (in press); De Rossi Filibeck 2003, 341.
24 On this work, see Clemente 2007, 125, 141; Clemente 2015, 192; Clemente 2016a, 408;
Clemente (in press); De Rossi Filibeck 2003, 447; Schaeffer 2011, 476. Cf. NGMPP E1784/3; L567/5.
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Library in Rome — and to NGMPP E2518/525 and L569/10.26 By comparing the
known dates of the analysed xylographs, we discovered that most prints with a
drawn frame matching with variation 1b were produced during the last years of
lHa btsun's life. These data can also be cross-checked with the available information about the craftsmen who worked on those prints. The importance of identifying artists involved in the production of 16th-century xylographs for locating
the place of printing of Tibetan works has already been pointed out.27 Unfortunately, the names of the painters and carvers who worked on the illustrations of
the above-mentioned five prints are not cited in colophons and signatures of
those works. We only know the name of the carvers who worked on the blocks of
three of these prints, namely vols 707, 657/3 and NGMPP L569/10. We may therefore suppose that the carvers involved in the engraving of the blocks also worked
on the title frames. As stated above, artists with different specialisations seem to
have been extremely rare, but we know the names of some carvers who used to
work on both blocks and woodcut illustrations. Two of these correspond to the
carvers involved in the production of the above-mentioned three prints. We are
referring to dpon btsun Padma and, again, bcu dpon rDo rje rgyal mtshan. dpon
btsun Padma worked on vol. 707 and L569/10, while rDo rje rgyal mtshan was
employed in the production of vols 657/3 and 707. Both artists were also active
during the years in which the other two xylographs belonging to variation 1b —
E2518/5 and vol. 1356 — were produced, that is to say 1552 and 1556 respectively.
So far we do not have any clues about the drawers of the title frames of the aforementioned four xylographs, but we are currently examining 16th-century Gung
thang illustrations and trying to understand the style of painters, therefore we
hope we will have a clearer picture when this research is completed.28 As for the
genre of the five examined prints, two are hagiographies (rnam thar/rnam mgur),
two are Mahāmudrā instruction manuals, and the last one is a narrative of former
lives (skyes rabs).

||
25 On this work, see Clemente 2015, 191; Clemente 2016a, 407; Clemente (in press); Schaeffer
2011, 472. Cf. NGMPP L194/13; L970/3; E693/4; U rgyan rDo rje 1976, 1–35.
26 On this work, see Clemente 2016a, 407; Clemente (in press); Diemberger and Clemente 2013,
135; Schaeffer 2011, 476.
27 See Clemente 2016b; Clemente 2017. Detailed information on the identified craftsmen is available in the database of the above-mentioned projects. Information on fifteen artists is also provided in the appendix of this essay.
28 On this subject, see Clemente and Lunardo (forthcoming); Lunardo (forthcoming a); Lunardo
(forthcoming b).
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The title frame of three further xylographs associated with the first typology,
that is to say NGMPP E908/3,29 L10/2130 and L10/22,31 matches with variation 1f.
Unfortunately, the last line of the last folio of E908/3 in which the artists’ names
appear is unreadable. Only one name is legible, i.e. Padma. We know the names
of the carvers of the blocks of L10/21 and L10/22; nevertheless, only one carver
mentioned in L10/21 and two cited in L10/22 have the appropriate specialisation,
that is to say is skilled in carving both blocks and illustrations. The artist of the
former print is also one of the two of the latter, namely bcu dpon rDo rje rgyal
mtshan. The other is, once again, dpon btsun Padma.
Lastly, the frame of two xylographs, vols. 657/532 and 657/6,33 belongs to the
third type. We know the name of the drawer of the illustrations of the former
print, namely mkhas pa dPal chen, a famous Gung thang painter.34 The carver of
the illustrations is not specified, but the colophon mentions dpon btsun Padma,
mkhas pa bSod nams bkra shis and bcu dpon rDo rje rgyal mtshan among the
carvers of the blocks. bSod nams bkra shis had two specialisations, as carver of
blocks and carver of illustrations. He actually was a well-known engraver of illustrations and participated in many printing projects in Mang yul Gung thang at
least from 1523 to 1555.35 The drawers of the illustrations of vol. 657/6 are mkhas
pa Don bzang and mkhas pa Dri med,36 both renowned painters associated with
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29 On this work, see Clemente 2015, 195; Clemente 2016a, 407; Clemente (in press).
30 On this work, see Clemente 2015, 193; Clemente (in press); Ehrhard 2000a, 78; Schaeffer 2011,
476.
31 On this work, see Clemente 2015, 193; Clemente 2016a, 408; Clemente 2016b, 78; Clemente
(in press); Roesler 2000; Roesler 2011; Schaeffer 2011, 476. Cf. NGMPP L813/2 and E2617/9.
32 On this work, see Clemente 2007, 124, 130–32; Clemente 2009; Clemente 2014a; Clemente
2015, 187–88; Clemente 2016a, 408; Clemente 2016b; Clemente 2017; Clemente (in press);
Clemente 2016c; De Rossi Filibeck 2003, 331; Diemberger and Clemente 2013. Cf. NGMPP L477/13;
dPal brtsegs, text no. 31.
33 On this work, see Clemente 2007, 124, 130–35; Clemente 2009; Clemente 2014a; Clemente
2015, 188; Clemente 2016a, 408; Clemente 2016b; Clemente 2016c; Clemente 2017; Clemente (in
press); De Rossi Filibeck 2003, 331; Diemberger and Clemente 2013, 123, 130, 131, 134–137. Cf.
NGMPP L456/7.
34 On this master, see also Clemente 2017; Clemente and Lunardo (forthcoming); Ehrhard
2000a, 77, 79; Jackson 1996, 122; Lunardo (forthcoming a).
35 On this artist, see also Clemente 2016b, 87–88; Clemente 2017; Ehrhard 2000a, 71–73, 75, 79.
36 On this master, see Clemente 2016b, 85–87; Ehrhard 2000a, 71, 73-76; Jackson 1996, 122-25;
Lunardo (forthcoming a); Sernesi 2016.
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sman thang pa sMan bla don grub's tradition.37 Again, the carvers of the illustrations are not cited in the colophon, but among the carvers of the blocks we find
bcu dpon rDo rje rgyal mtshan.
To sum up, the Brag dkar rta so prints examined so far exhibit title frames
belonging to all three types. The drawn frames belonging to the first type were
carved by both dpon btsun Padma and rDo rje rgyal mtshan. The frames of the
xylographs associated with the second type were probably carved by bcu dpon
rDo rje rgyal mtshan. Those belonging to the third type are associated with three
famous painters, mkhas pa dPal chen, mkhas pa Dri med and mkhas pa Don
bzang, as well as with three well-known carvers of illustrations, dpon btsun
Padma, rDo rje rgyal mtshan and bSod nams bkra shis. Since we do not know the
name/s of the artist/s who drew the title frames belonging to the first two types,
we can only suggest that the more elaborated drawing of the third type is due to
the involvement of different painters, or else that the innovation might have been
favoured by the collaboration of the painters with bSod nams bkra shis, an artist
who is never mentioned in the colophons and/or signatures of the prints belonging to the first two types.
Kun gsal sGang po che
We were able to locate twelve prints produced at Kun gsal sGang po che, near the
village of gTsang, to the south-east of rDzong dkar, in Gung thang. This hermitage
was one of the residences of bo dong Chos dbang rgyal mtshan (1484–1549),38 a
religious master who promoted many printing projects in the Mang yul Gung thang
kingdom. All projects carried out here but one were supervised by him.
The drawn frame of seven examined xylographs belongs to the first type with
two variations, that is to say 1b and 1c. Six frames match with variation 1c and are
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37 On sman thang pa sMan bla don grub's painting tradition, see Jackson 1996, chapt. 3. See
also Clemente 2009, 3.7; Clemente 2016b, 85–86; Denwood 1996; Lo Bue-Ricca 1990, 27–28.
38 On this master, see Ehrhard 2000a, 23–50.
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those included in vols 361/1_1,39 361/2,40 361/3,41 361/4,42 363/243— preserved in the
Tucci Tibetan Collection — and in NGMPP L560/23.44 The first five were all printed
in 1538–39 (the first four during the same printing project) and belong to the bka'
gdams pa school. According to their colophons and signatures, mkhas pa bSod
nams bkra shis is the carver of the illustrations of vols 361/3 and 363/2. The name
of the artist who drew the illustrations of the former xylograph is not mentioned,
but we know the drawers who worked on vol. 363/2, namely mkhas pa Dri med,
mkhas pa Chos dpal and mkhas pa sMon lam. The colophons and signatures of
other two prints, that is to say, vols 361/1_1 and 361/3, tell us only the name of the
scribe, mkhas pa sKyab pa, an eclectic artist who, according to Clemente’s research, appears to have been trained in several specialisations. He seems to have
worked as a master scribe, draftsman and carver of illustrations, so that he might
have acted as drawer and/or carver of the frames of the above-mentioned xylographs. As for vol. 361/4, we only know the name of the carver of its blocks, namely
bcu dpon rDo rje rgyal mtshan, who might have also been the carver of its title
frame. The sixth xylograph, NGMPP L560/23, was instead printed in an unspecified
Mouse Year, which may correspond to 1516, 1528, 1540, 1552 or 1564. According to
the colophon, the scribe of the xylograph was mkhas pa sKyab pa and the drawer
of illustrations mkhas pa dPal chen. From what Clemente has discovered so far,
mkhas pa sKyab pa was active from 1521 to 1546, whereas mkhas pa dPal chen's
worked as drawer of illustrations from 1546 until after 1555. Information gathered
so far shows that mkhas pa sKyab pa worked as scribe between 1538 and 1540. We
would therefore tend to exclude 1516, 1528 and 1564 as the date of printing of
NGMPP L560/23. This xylograph was likely produced in 1540. As for the artists who
drew and carved the title page, both mkhas pa sKyab pa and mkhas pa dPal chen
could be the draftsmen. The carver may instead have been either mkhas pa sKyab
pa or the carver of the blocks, namely gsol dpon Nam mkha' dkon mchog, but we
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39 On this work, see Clemente 2016a, 410; Clemente (in press).
40 On this work, see Clemente 2016a, 411; Clemente 2017; Clemente (in press); De Rossi Filibeck
2003, 132. Cf. BDRC (= Buddhist Digital Resource Centre): W00KG09688.
41 On this work, see Clemente 2016a: 411; Clemente 2016b; Clemente 2017; Clemente (in press);
De Rossi Filibeck 2003, 132. Cf. BDRC: W00KG09688.
42 On this work, see Clemente 2016a, 411; Clemente 2016b; Clemente (in press); De Rossi Filibeck 2003, 132. Cf. BDRC: W1KG4473.
43 On this work, see Clemente 2016a, 411; Clemente 2016b; Clemente 2017; Clemente (in press);
De Rossi Filibeck 2003, 132; Diemberger and Clemente 2013, 129–130, n. 67; Ehrhard 2000a, 118–
129.
44 On this work, see Clemente (in press).
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do not have any information regarding the work of this latter artists. So far he is
only mentioned as an engraver of NGMPP L560/23.
The frame matching with variation 1b belongs to NGMPP L189/5-190/1. This xylograph was printed in 1531 by Chos dbang rgyal mtshan. We do not have any specific information on the artists who worked on the print. We only know that five
carvers were involved in its production. 45
The frames of the remaining five prints, that is to say NGMPP AT53/17-54/1,46
printed in 1533, vols 286/147 and 286/2,48 produced in 1523–24 (during the same
printing project), NGMPP L66/5,49 printed in 1551, and vol. 363/1,50 produced in
1539–40, belong instead to the second type with four different variations, 2a1, 2c,
2c2 and 2e respectively. The drawer of the illustrations of AT53/17-54/1 and vol.
286/1 is mkhas pa Dri med, while the carver of illustrations is bSod nams bkra shis.
This latter also carved the illustrations of vol. 363/1. We do not have any information on the artists who were involved in the production of vol. 286/2 but they
were probably the same found in the colophon of vol. 286/1. The carver of the illustrations of L66/5 is bcu dpon rDo rje rgyal mtshan. L66/5 is the only one xylograph
which was not produced by Chos dbang rgyal mtshan. This is one of the volumes
included in his Collected works, which were printed after his death51.
To sum up, the frames of the twelve examined xylographs belong to the first and
second types. Five of the seven prints with a first-type frame were produced in 1538–
39. NGMPP L189/5-190/1 was printed in 1531 whereas L560/23 was likely printed in
1540. The drawers of the frames of these six prints were mkhas pa Dri med, sMon lam
and Chos dpal—who worked together—, mkhas pa dPal chen, and mkhas pa sKyab
pa. This latter artist may have acted as both drawer and carver. The frames of the five
remaining xylographs belong to the second type and were drawn by mkhas pa Dri
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45 On the story of the printing, see Ehrhard 2000a, 37.
46 On this work, see Clemente 2016a, 410; Clemente 2016b; Ehrhard 2000c, IX. The printing colophon of this xylograph is provided in Ehrhard 2000a, 104–114. Facsimile edition in Ehrhard
2000c, 1–510. Cf. vol. 743 no. 2 (National Archives, Katmandu); NGMPP L1121/3–L1122/1.
47 On this work, see Clemente 2016a, 410; Clemente 2016b; Clemente 2017; Clemente (in press);
De Rossi Filibeck 2003, 2; Diemberger and Clemente 2013, 131; Ehrhard 2000a, 29–30. Cf. NGMPP
L755/4-L756/1; L211/2.
48 On this work, see Clemente 2016a, 410; Clemente (in press); De Rossi Filibeck 2003, 2. Cf.
NGMPP L755/4-756/1.
49 On this work, see also Clemente 2016a, 411; Clemente 2016b; Clemente 2017; Clemente (in
press). The colophon is provided in Ehrhard 2000a, 165–170.
50 On this work, see Clemente 2016a, 411; Clemente 2016b; Clemente (in press); De Rossi Filibeck 2003, 132; Diemberger and Clemente 2013, 129–130, n. 67.
51 See Ehrhard 2016, 225–228.
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med (in 1523–24 and 1533) and carved by bSod nams bkra shis (in 1523–24, 1533 and
1539–40). The frame of one of the prints was carved by rDo rje rgyal mtshan in 1551.
rDong dkar/Khyung rdzong dkar po
We identified seven xylographs produced in the printing house of rDzong dkar/
Khyung rdzong dkar po, close to the rDzong dkar chos sde monastery, located in
the capital of the Gung thang area. The drawn frame of all these prints but one belongs to the first type with five variations, that is to say 1b, 1b1, 1b3, 1c and 1d. The
frame of vols NGMPP AT61/21_152 and L189/4,53 both preserved at the National Archives of Kathmandu, matches with variation 1b. The former xylograph belongs to
the bo dong pa school and is associated with the Mahāmudrā tradition. It was produced in 1521. The latter print is instead associated with the rnying ma pa school. It
belongs to the literary genre of hagiographies and is later than the bo dong xylograph since it was produced in 1527. Both xylographs were printed by Chos dbang
rgyal mtshan. The name of the artists responsible for the illustrations of these two
prints can be found in the colophons of both texts. mkhas pa Dri med is cited as the
drawer of the illustrations of both works. The carver of the illustrations of AT61/21_1
is not mentioned in the colophon, but we know the names of the carvers who
worked on the blocks. Among these, only bSod nams rnam rgyal seems to have
been trained also as a carver of illustrations, therefore he may be the engraver in
charge of the drawn frame of this print. The name of the carvers of the illustrations
in L189/4 are instead mentioned in the colophon, namely bSod nams bkra shis and
lha ris sKyab pa. lHa ris should be an epithet of mkhas pa sKyab pa.
The other four prints that exhibit a frame matching with type 1 are vol. 671/7,54
NGMPP L143/6-144/1,55 vol. 671/556 and NGMPP E2934/3-2935/1.57 These present the
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52 On this work, see Clemente 2016a, 409; Clemente (in press b); Ehrhard 2000a, 87. This text
is reproduced in Ehrhard 2000b, 349–85. Cf. NGMPP L189/3; L390/4; vol. 754 no. 1 (National
Archives, Kathmandu).
53 On this work, see Clemente 2016a, 409; Clemente 2016b; Ehrhard 2000a, 32–33, 72–73, 101–
103. Cf. dPal brtsegs: text no. 16; NGMPP L9/3.
54 On this work, see Clemente 2016a, 410; Clemente (in press); De Rossi Filibeck 2003, 335–36.
Cf. NGMPP L195/12.
55 The colophon of this work is provided in Ehrhard 2000a, 115–17. See also Clemente (in press);
Ehrhard 2000a, 73.
56 On this work, see Clemente 2016a, 410; Clemente 2016b; Clemente 2017; Clemente (in press);
De Rossi Filibeck 2003, 335. Cf. NGMPP L195/10; L1208/4.
57 On this work, see Clemente 2014b; Clemente 2016a, 409; Ehrhard 2000d; Ehrhard 2013. Cf.
Tibetan 149.
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following variations respectively: 1b1, 1b3, 1c and 1d. We do not have any information on the artists who worked on vol. 671/7; we know instead the name of the
carver of illustration involved in the production of vol. 671/5, namely mkhas pa
bSod nams bkra shis. These two xylographs were printed during the same project
undertaken in 1540 by Nam mkha' rdo rje (1486–1553), a master belonging to the
'ba' ra bka' brgyud sub-school, with the help of Chos dbang rgyal mtshan.58 The
drawer of illustrations of L143/6-144/1, which was printed in 1537, is mkhas pa Dri
med, whereas the carver of illustrations is mkhas pa bSod nams bkra shis. The
drawers of the illustrations of E2934/3-2935/1, which was produced in 1521, are instead mkhas pa Dri med and mkhas pa rDor mgon, while the carvers are Chos
skyabs dpal bzang — a skilled engraver of blocks and also a carver of illustrations
who was active at least from 1514 to 152559 — bSod nams rnam rgyal and mkhas pa
sKyab pa. Both the above mentioned projects were supervised by Chos dbang rgyal
mtshan.
The only print with a frame belonging to the second type, variation 2e, is vol.
671/1, printed in 1540 during the same project of vol. 671/7 and 671/5.60 According
to the signature, the carver of the illustrations is mkhas pa bSod nams bkra shis.
The drawer of the illustrations is not mentioned in the colophon or signatures. However, according to Lunardo’s examination of the style of illustrations, it is possible
that the painter is mkhas pa Dri med.61
To sum up, the drawn frame of six xylographs matches with the first type.
mkhas pa Dri med is the drawer of four of these—associated with rDo rje mgon po
in one of the prints—, bSod nams bkra shis is the carver of three of these, and bSod
nams rnam rgyal and mkhas pa sKyab pa should be the carvers who worked on two
of the frames each. The frame matching with the second type is also associated with
mkhas pa bSod nams bkra shis and, likely, with mkhas pa Dri med.
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58 See Ehrhard 2000a, 55–66.
59 On this artist, see also Ehrhard 2000a, 70.
60 On this work, see Clemente 2016a, 411; Clemente (in press); De Rossi Filibeck 2003, 335;
Ehrhard 2000a, 45 n. 38, 61–63.
61 On this subject, see Clemente and Lunardo (forthcoming); Lunardo (forthcoming a).
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gNas
gNas is located in the vicinity of sKyid grong, in Mang yul, and is the birthplace
of Rab 'byams pa Byams pa phun tshogs (1503–1581), a religious master who undertook many printing projects in the Gung thang kingdom starting from 1555.62
Five examined prints were produced at gNas. The title frame of three of these
works – NGMPP L109/11,63 L535/564 and vol. 135565 – is associated with the first
type, with three different variations, 1b2, 1d1 and 1e respectively. Unfortunately,
we do not have any information about the artists who worked on these prints.
The drawn frame of the remaining two xylographs – vols 58766 and 657/467 –
belongs to the second type and matches with variation 2c1. The drawer of the illustrations of the former print produced in 1561 is mkhas pa Don bzang, while the
carver should be bcu dpon rDo rje rgyal mtshan. The latter xylograph was printed
in 1559, and the carver involved in its production is rDo rje rgyal mtshan.
'Tsho rkyen
Five identified prints were produced at the hermitage of 'Tsho rkyen, which
should be located not far from Chab rom phug, in Mang yul Gung thang.68 The
drawn frame of all but one matches with the first type, variation 1b. The latter,
NGMPP AT 150/7,69 exhibits a frame belonging to the second type, variation 2c.
All these xylographs actually belong to a unique printing project undertaken by
bTsun pa Chos legs in 1514, during which he printed a textbook (yig cha) on
Mahāmudrā he himself had written at Chab rom phug some years earlier, between 1501 and 1504.70
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62 On this master, see in particular Ehrhard 2012.
63 On this work, see Bacot 1954, 292; Clemente 2016a, 412; Clemente (in press); Ehrhard 2012,
173; Schaeffer 2011, 473. Cf. dPal brtsegs: text no. 36; U rgyan rdo rje 1976, 451–501.
64 On this work, see Clemente 2016a, 411; Clemente (in press).
65 On this work, see De Rossi Filibeck 2003, 447.
66 On this work, see Clemente 2016a, 412; Clemente 2016b, 76–80; Clemente 2017; Clemente (in
press); De Rossi Filibeck 2003, 314; Ehrhard 2012, 163.
67 On this work, see Clemente 2007, 125–126, 143–150; Clemente 2016a, 411–12; Clemente 2016b,
79; Clemente (in press); De Rossi Filibeck 2003, 330–331; Ehrhard 2012, 158; Roberts 2007, 40–
47; Smith 2001, 76. Cf. Tibetan 155.1 (Cambridge University Library).
68 See Ehrhard 2000b, XIII–XV. See also Clemente (in press).
69 See Ehrhard 2000b, XIII-XIV. See also Clemente (in press); Ehrhard 2000b, 1–20.
70 See Ehrhard 2000a, 24; Ehrhard 2000b, XIII-XV.
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The four xylographs with the drawn frame matching with the first type,
namely NGMPP AT61/21_2,71 AT61/21_3,72 AT61/21_4,73 AT61/21_5,74 share the
same drawer of illustrations, namely ltas dgaʼ Chos bzang, an artist associated
with the bo dong pa monastery of lTas dgaʼ/rTa sga.75 The carvers of AT 61/21_2
were gnas brtan dge slong Seng ge and dge bshes Chos skyong. The former came
from lHa mdun76 and was active at least between 1514 and 1521;77 the latter was
involved in printing projects from 1514 up to 1555. Unfortunately, so far we have
no evidence that they used to carve illustrations as well. The engravers of AT
61/21_3 were dpon yig dPal ldan rgyal po and bSod nams rnam rgyal. dPal ldan
rgyal po was both a master scribe and an expert carver. He worked as an engraver
at least from 1514 until 1546.78 However, he did not work as a carver of illustrations, thus bSod nams rnam rgyal must have been responsible for the engraving
of the illustrations and, likely, of the title page of AT 61/21_3. The engravers of AT
61/21_4 were instead Chos skyabs dpal bzang and dKon mchog. So far Clemente
has found the latter artist mentioned only in this xylograph, therefore the carver
of the illustrations – and of the drawn frame – was probably Chos skyabs dpal
bzang. The wooden blocks of AT 61/21_5, the last print of this project, were carved
by dpon yig dPal ldan rgyal po and bSod nams rnam rgyal, and the latter probably
engraved the illustrations.
The carvers of the blocks of AT 150/7, which exhibits a frame matching with
the second type, were gnas brtan Seng ge and dpon yig dPal ldan rgyal po. Neither of them seems to have been trained as a carver of illustrations. Since this
xylograph also belongs to the same printing project as the prints described above,
it also shares the same painter of the illustrations, namely Chos bzang.
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71 On this work, see Clemente (in press); Ehrhard 2000a, 70; Ehrhard 2000b, XIV, 21–96. This
work was erroneously identified as a rDzong dkar print in Clemente 2016a, 409.
72 On this work, see Clemente (in press); Ehrhard 2000a, 70; Ehrhard 2000b, XIV, 97–143. This
work was erroneously identified as a rDzong dkar print in Clemente 2016a, 409.
73 On this work, see Ehrhard 2000b, XIV, 145–210. See also Clemente (in press); Ehrhard 2000a,
70. This work was erroneously identified as a rDzong dkar print in Clemente 2016a, 409.
74 On this work, see Ehrhard 2000b, XIV, 211–240. See also Clemente (in press); Ehrhard 2000a,
70. This work was erroneously identified as a rDzong dkar print in Clemente 2016a, 409;
Clemente 2016b, 81.
75 This monastery is located in the Nub ris region, in Mang yul Gung thang. See Ehrhard 2000a,
70.
76 lHa mdun is located in the Nub ris region, in Mang yul Gung thang.
77 On this artist, see also Ehrhard 2000a, 70.
78 On this artist, see also Clemente 2017; Ehrhard 2000a, 70; Ehrhard 2013, 145.
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4 Chab rom phug, Glang phug, A ti sha'i chos
'khor, and mDzo lhas
The number of identified prints from Chab rom phug, mDzo lhas and A ti sha’i
chos 'khor analysed so far is extremely limited, therefore it is not possible to make
significant remarks. However, here we can provide the available data in the hope
of supplementing these with further information in the coming months.
Chab rom phug
Chab rom phug is a hermitage located near the village of Rud, south of Kun gsal
sGang po che and west of rDzong dkar. It was established by bTsun pa Chos legs
as one of his retreat places, therefore the works printed there seem to be associated with the bo dong pa tradition. Chos dbang rgyal mtshan also moved there in
1511.79
So far we have identified three prints from Chab rom phug, vol. 286/3,80
NGMPP AT 61/21_781 and L18/3.82 The drawn frame of all prints belongs to the first
type and to the same variation, 1b. The two first xylographs were printed in 1515
during the same project. The name of the drawer of the illustrations is not cited
in any of these prints. Among the carvers mentioned in vol. 286/3, Chos skyabs
dpal bzang and bSod nams rnam rgyal should be those who engraved the title
frames. The carvers of the blocks of AT 61/21_7 were instead bSam grub seng ge
and dPal ldan rgyal po.83 Unfortunately, so far we have no evidence that they used
to carve illustrations as well. The third xylograph was printed in 1525. The drawer
of the illustrations is dpon chen Grags mgon, whose name appears only in this
print. The carver is again Chos skyabs dpal bzang.
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79 See Ehrhard 2000a, 24.
80 This text is also reproduced in Ehrhard 2000b, 241–321. See also Clemente 2016a, 412;
Clemente 2016b, 81–82; Clemente (in press); De Rossi Filibeck 2003, 2; Ehrhard 2000a, 24, 71;
Ehrhard 2000b, XV.
81 This text is also reproduced in Ehrhard 2000b, 323–47. See also Clemente (in press); Ehrhard
2000a, 71; Ehrhard 2000b, XV.
82 The colophon is transliterated in Ehrhard 2000a, 95–100. See also Clemente 2016a, 412;
Clemente 2016b, 82; Clemente (in press); Ehrhard 2000a, 72.
83 The name of the second carver is found in the biography of bTsun pa Chos legs. Cf. NGMPP
L18/3, fol. 110a5.
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Glang phug
We were able to locate only two prints from Glang phug (La ’de/’debs Valley),
namely vols 709/284 and 709/3,85 both produced in 1554 by Nam mkha' dpal 'byor,
a disciple of Nam mkha' rdo rje. The frame of both xylographs matches with the
second type with two variations, 2e1 and 2d respectively. The carver of the frame
of the former print should be dpon btsun Padma. The drawer of the frame of the
latter xylograph seems to be mkhas pa bSod nams 'od zer, who is actually a renowned scribe.86 The carver is bcu dpon rDo rje rgyal mtshan.
A ti sha'i chos 'khor
So far we have identified only one print from A ti sha'i chos 'khor (La ’de/’debs
Valley), that is to say vol. 1466,87 which was produced in 1546 by Nam mkha' rdo
rje and rtogs ldan dPal mgon. Its frame belongs to the second type, variation 2a.
The drawer of the frame should be mkhas pa sKyab pa and the carver dpon btsun
Padma.
mDzo lhas
mDzo lhas should be situated on the banks of the dPal khud mtsho, not far from
Chos sdings, in Gung thang. So far we have been able to locate only one print
from this place, vol. 671/6,88 which was produced in 1540. Its frame belongs to the
first type, variation 1c. The drawer of the frame should be mkhas pa sKyab pa and
the carver bSod nams bkra shis.
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84 On this work, see Clemente 2016a, 412; Clemente 2017; Clemente (in press); De Rossi Filibeck
2003, 342; Ehrhard 2000a, 55–66; Sernesi 2013, 205.
85 On this work, see Clemente 2016a, 412; De Rossi Filibeck 2003, 342; Ehrhard 2000a, 55–66,
77, 171–75; Sernesi 2013, 205.
86 On this artist, see also Ehrhard 2000a, 73–74, 76–78; Jackson 1996, 122; Roesler 2000, 229.
87 The text is available in U rgyan rdo rje 1976, 381–449. On this work, see also Clemente 2016a,
413; Clemente (in press); De Rossi Filibeck 2003, 458–59; Ehrhard 2000a, 65, 162–64.
88 On this work, see Clemente 2015, 190; Clemente 2016a, 413; Clemente 2016b, 77; Clemente
2017; Clemente (in press); De Rossi Filibeck 2003, 335; Ehrhard 2000a, 75–76, 130–41.

Typology of Drawn Frames in 16th Century Mang yul Gung thang Xylographs | 309

5 Conclusion
This article has been undertaken with the aim of presenting the identified typology
and variations of the drawn frames of 16th-century Mang yul Gung thang xylographs
and making some preliminary remarks on sixty prints that have been examined so
far.
Preliminary results show that the drawn frames matching with the first type
can be found in xylographs produced in all the printing houses except Glang phug
and Ati sha'i chos 'khor, although the number of prints from the latter places is too
limited to provide us with the necessary amount of data. Xylographs with a title
frame belonging to the second type come from all printing houses but Chab rom
phug and mDzo lhas. Unfortunately, we do not have enough specimens even from
the latter places. The third type is only present in prints from Brag dkar rta so, which
is the most productive printing house in the Mang yul Gung thang kingdom.
It seems that the first type of drawn frames goes back to 1514 and is associated
with 'Tsho rkyen. The first variation of this type appears to be 1b. In the following
year a xylograph with the same variation was printed at Chab rom phug. The carvers
of the illustrations seem to have been the same, namely Chos skyabs dpal bzang
and bSod nams rnam rgyal. Both prints were produced by bTsun pa Chos legs. According to our study, the second type appears for the first time in the same year,
1514, at ’Tsho rkyen, during the same printing project of the above-mentioned xylographs under the supervision of bTsun pa Chos legs. The artists are therefore the
same. However, it seems that this type starts to be widely used from 1523-24. It seems
indeed comprehensible that the first type, which exhibits the simplest drawing, was
the first to be adopted. The third type, which is the more elaborated, appears to have
been developed many years later, after 1555; however, we do not have enough examples of this kind of drawn frame to hazard a guess.
While examining the colophons and signatures of these sixty prints, we noticed
that most artists were employed in several printing houses, especially those who
were specialised in two or more tasks. It appears that supervisors of projects used
to summon the same group of artists for all their enterprises. Some of these supervisors, such as bTsun pa Chos legs and Chos dbang rgyal mtshan, had several residences, therefore they organised printing projects in different places. Only fifteen
artists are mentioned as drawers and carvers of illustrations. As explained above,
we think that the same artists were also responsible for the title frames. Among the
fifteen artists, nine acted as draftsmen and five as engravers, only one craftsman
was specialised in both arts. Five of the nine drawers, namely bSod nams 'od zer,
dpon chen Grags mgon, rDo rje mgon po, mkhas pa Chos dpal and mkhas pa sMon
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lam, worked in the production of one xylograph each. Information on the activities
of these artists can be found in the appendix of this essay.
Since this field of research is completely new, at this stage of the research we
are not able to suggest whether the typology of the title pages is associated with the
specific style of a certain printing house or rather with a particular artist. Since the
identification of the provenance of early xylographs was one of the aims of the TiBET project, and the location of characteristic stylistic features is one of the elements that may help discovering the origin of each print, all these features have
been investigated according to place of production. This is also the reason why preliminary results on the study of title frames have been listed according to printing
houses. Although these results seem not to indicate that the style of drawn frames
depends on a certain place of production, the fact that several supervisors organised projects in different printing houses does not allow us to exclude this possibility. It is indeed likely that the style of drawn frames is associated to the guidelines
given by the supervisors of these enterprises, therefore the fact that these organisers
moved from one place to another makes our research much more complicated. This
question will possibly find an answer only when further prints and projects of the
same period and area are analysed. It is our hope to expand this research in the
coming months.

Appendix
A chart with the available information on the activities of the above-mentioned fifteen artists is provided below. Names appear in Tibetan alphabetical order. The
third column shows the printing houses where each artist was employed. Printing
houses are indicated with abbreviations: BK for Brag dkar rta so; KS for Kun gsal
sgang po che; ZK for rDzong dkar; GN for gNas; TK for 'Tsho rkyen; CR for Chab rom
phug; GP for Glang phug; ACK for Ati sha'i chos 'khor; ZH for mDzo lhas. The fourth
column shows the specialisation of each artist. In this chart we only took into account two specialisations, namely drawer and carver of illustrations and title
frames. The specialisations are marked with D and C respectively. In case of an artist
skilled in two tasks, the specialisation for which he is more renowned goes first. The
fifth column indicates the types on which the artist worked.
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Artist’s name

Years of activity

Printing
houses

Specialisa- Typology of drawn
tion
frame

mkhas pa sKyab pa

1521–1546

KS ZK ACK ZH D & C

Type 1 & Type 2

dpon chen Grags mgon

1525

CR

D

Type 1

Chos skyabs dpal bzang 1514–1525

ZK TK CR

C

Type 1

mkhas pa Chos dpal

1538/39

KS

D

Type 1

ltas dga' Chos bzang

1514

TK

D

Type1 & Type 2

mkhas pa Don bzang

After 1557–1561

BK GN

D

Type 2 & Type 3

mkhas pa Dri med

1521–after 1557

BK KS ZK

D

Type1, Type 2 &
Type3

mkhas pa rDo rje mgon
po

1521

ZK

D

Type1

bcu dpon rDo rje rgyal
mtshan

1538/39–1563

BK KS GN GP

C

Type1, Type 2 &
Type3

dpon btsun Padma

153889–1561

BK GP ACK

C

Type1, Type 2 &
Type 3

mkhas pa dPal chen

1540/52–after
155590

BK KS

D

Type 1, Type 3

mkhas pa sMon lam

1538/39

KS

D

Type1

mkhas pa bSod nams
bkra shis

1523/24–after
1555

BK KS ZK ZH

C

Type1, Type 2 &
Type 3

bSod nams rnam rgyal

1514–1521

ZK TK CR

C

Type 1

mkhas pa bSod nams
'od zer

1554

GP

D

Type 2

||
89 dPon btsun Padma started to work as a carver of blocks in 1533. We know that he was responsible for the engraving of the xylograph of Nam mkha' rgyal mtshan's biography, which was
produced in one of the printing houses of the La 'de Valley. Cf. NGMPP L18/14: fol.19b (carver’s
signature at the bottom of the folio) and fol. 48a6.
90 mkhas pa dPal chen also worked as the drawer of illustrations of a xylograph printed at
bTsum in 1546. The data about this xylograph were not included in this essay because prints
produced at bTsum are still under examination.
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