The Art Of Eurasia Hcxycerso Eppasun
No. 4 (15) @ 2019 o 4 (15) @ 2019 eISSN 2518-7767

7

DOI 10.25712/ASTU.2518-7767.2019.04.008 VAK 75.046:24

OTUKA B BCTETHUKE:
DKOAYXOBHAA CHMMMBOAUMKA B 7JKMBOITMCH TAHKA

ITankaax I'yora

Crapimnii Hay9HBIH COTPYAHUK

MHCTATYT KOMIAEKCHBIX THUMAAANCKIX UCCACAOBAHMII,
Vausepcnrer mrrata Xumadaa-IIpaaerr.

Weams, r. [Hlumaa.

pkpmahajan@gmail.com
ITepeBoa u peaaktuposanne: F1.B. @oruesa.
AnxHOTAIMA

M3yuas ApeBHHE IIUBUAU3AIINAN, MBI BUAUM, YTO IIEPBOOBITHBIH YE€AOBEK KHA B IFAPMOHIH
C IPUPOAOH U yBaKaA ee TBOpeHHA. ZKHUBOIIHCH, CKYABIITYPa, APXUTEKTYPHBIE 9AEMEHTHI H BCE
H30IIpeHHbIe (POPMBI MCKYCCTBA YEPIIAIOT BAOXHOBEHHE U3 IIPUPOABI, BOIIAOIIAIOT AIOOOBB
K Hel, BOCXUIIECHUE €I0 U ITHKY €€ COXPAHEHHA. DKOAYXOBHOCTh BO3HUKAET U3 OCO3HAHUA
KOCMHUYHOCTH MHPa, U €€ IOUYAAPHOCTh CErOAHA PAacTeT B CBA3U C HEOOXOAHMOCTBIO
IIEPECMOTPETh  OTHOILICHHUSA YEAOBEKA C IIPUPOAOH, KOTOpasd ACTPAAHPYET B  XOAE
HAPACTAIOIIEIO 3KOAOIHYECKOTO KPHU3MCA, MU3MEHEHUA KAMMATa, 'AOOAABHOTO IIOTEITACHHA.
byaansm, oAHa M3 ApPEBHEHIIIHX MHPOBBIX PEAHUTHIH, HOAYEPKHBAA ILIEHHOCTb HE TOABKO
AKHBBIX CYIIECTB, HO M WX JKH3HEHHOIO IPOCTpaHCTBA. KapTHHBI TaHKA HCIOAB3YIOTCH AAA
IIPOABIKEHHA U YCBOCHHUA HAEH OYAAM3Ma CPEAM YYEHHKOB M MOHAXOB; AAfl OIIHMCAHUA
HCTOPUYECKUX COOBITHH, HAAIOCTPUPOBAHMA MU(OB, CBA3AHHBEIX C OOKECTBAMU, U OIIMCAHUA
IIOAE3HBIX ~OTHO-OHMOAOIMYECKHX AaCIEKTOB ACKAPCTBEHHBIX PACTEHUH M KHBOTHBIX.
DKOAYXOBHBIE 9AEMEHTBI IIOCTOSHHO IPHUCYICTBOBAAM B KAPTHHAX TaHKA U IITHPOKO
HCIIOAB30BAAKMCh B HHX, YTOOBI IIPUBUTH MBICAb O COXpaHeHHH HPHUPOABL. Ha Tamka mer
BHAUM ACPEBbf, AMAHBI, KYCTBI, TPABBI; MHOKECTBO KHBOTHBIX, TAKHX KaK AOIIAAW, OACHIH,
CAOHBI, ABBBI, THUIPBI, IABAHHBI H T. A. Bce 3TO AeMOHCTPHUpYET IAYOOKHE CBA3H MEKAY
YEAOBEKOM M BCEMH TBOPECHHAMH IIPHPOABI, U IIO9TOMY HOBOE IIPOYTCHHE TaHKA MOIKET
IIOMOYb B BBIABACHHH IIPOOEAOB COBPEMEHHOM YEAOBEYECKON LHMBHUAM3ALHHU. B AaHHOI
CTAaThE PACCMATPHUBAETCA HKOAYXOBHAA CUMBOAHMKA B KAPTUHAX TAHKA.

KaroueBble CAOBa: 9KOAOTHYECKAA AYXOBHOCTB; KapTwHBI Caf; THOETCKHI OYAAH3M;
9KOAOTHYECKAA OITHKA; 3CACHBIM OYAAM3M; CHMBOAHM3M; IIBETOYHBIC 9AEMEHTBI; 9AEMEHTHI

dayHBI; 9AEMEHTBI TIAAHET; AAHAIIAQTHI.
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... Mu1 6ce dopooicum bezmsamedscnocmvio u cmaburvrocmoio. Kozoa
npUxooum @ecHa, OHiU CMAHOBAMCS OIUHHee, ipyue CGemum CoHye, mpasa
u Oepegvs odxcusaiom, u ece 8o3podcoaemcs. Jloou uyecmsyrom cebs
cuacmausvimu. A 0cenvlio 00UH 3a OpYeUM HAYUHAIOM ONA0aAmb JUCTbS,
VMUpAOm 6ce NpeKpacHvle YBemvl, NOKA Mbl He OCmaemcs cpeou
020IeHHbIX ~ 0epesbes U onycmouwlenHou npupoovl. M mwr  yoice
He yyscmgyem cebs padocmuvimu. Iouemy smo? [lomomy umo 6 enydune
Oywu Ml dceraem, 4modwvl ce pocio U pazeuBanioch, He XOmum, Yymoovl
YMo-mo GOKpye HAC paspyulanocs u ymupaio. Kascooe paspywumenvroe
Oeticmeue udem 6paspe3 ¢ Haulell OCHOBHOU RPUpoOol; MOAbKO
CIMPOUMenbCmeo — 4ea08eyeckuti Nymo...

Ero Cearetitrectso Aaaaii-aama, 1992,

Beeaenue

C He3amaMATHBIX BPEMEH YEAOBEK KHA B TaPMOHHU C IIPUPOAOH. DTa TapMOHHUA —
KHU3HEHHO BAXKHBI KOMIIOHEHT AIOOOM KYABTYPBI, PACKPBIBAIOIIHUIICA B Pa3AHYHBIX
TPAAMIIMOHHBIX BepoBaHHAX. [loaTOMy coxpaHeHme IPHPOABI — HE HOBafs HACA. DTO
HEOTBEMAEMAs dYepTa IICUXHKH; 3TO YOEHKACHHOCTb, KOTOpasd IIPOHU3BIBAET BCE ACIIEKTHI
YEAOBEYECKOM KU3HH, OTpakaeTcss B Mudax, POABKAOPE, HCKYCCTBE M AYXOBHBIX IIPAKTHKAX.
7KusHeHHbIE IPUHIIUAIIBI 9KOAOTHH — B3aUMOCBA3h M B3aHMO3aBHCHMOCTb BCErO KHBOIO —
OBIAM AYXOBHO IIPOYYBCTBOBAHBI M HHTEAACKTYAABHO OCMBICAGHBI B APEBHUX ITHCAHUAX.
V' KamAOll HAmMM ecTb TAYOOKO YKOPEHHBIIIHECH TPAAWUIIMH, CBA3AHHBIE C COXPAaHEHHEM
HPHUPOABL FlcTOpus ApeBHUX HHBHUAM3AIMI ITOKA3BIBAECT HAM, KaK AIOAHU KHAHM B TaPMOHHI
C TIPUPOAOH M yBaKaAM ee IposBAeHHA. OTparKeHHE 3TOH AIOOBH U YBA/KEHUA MOMKHO
BHUACTh HAa HACKAABHBIX PHCYHKAaX TBICAYEAETHEH AaBHOCTH B bxmmOerke B Llentpaspnoit
I/IHAI/II/I, Ha KOTOprX I/I306pa}KeHbI ATOAU, }KI/IBYLT_[I/IC B FapMOHI/II/I C IITUIIaM1 1 KUBOTHBIMU.
Packomku nuBuAmsanmu AOAUHBI IHAZ ITOATBEPKAAIOT 3a00TY YEAOBEKA O AHKOH IIPHUPOAE,
YTO MOJKHO YBHAETh Ha II€YATAX C H300pAKEHUAMU KHBOTHBIX. Kpome TOTO, KaKAO€
PEAUTHO3HOE TEYCHUE B MHPE COAEPHKAAO SKOOPHEHTHPOBAHHBIC IIEHHOCTH, YOEKACHUA
1 B3TAAABL /KHBOIINCE, CKYABIITYpa, aPXUTEKTYPa U BCE Apyrue POPMBI HMCKyCCTBA YEPIIAIOT
BAOXHOBEHHE B IIPHPOAE, BOIIAOIIAIOT AIOOOBb K HEH, BOCXHIIEHHE €O U O9THYECKUE
HpI/IHHI/IHbI ce COXpaHeHI/Iﬂ.

C TedeHmMEM BPEMEHH BEKOBOU KYABTYPHBIH 9TOC U TPAAHIIUH, KOTOPBIE ACTAU B OCHOBY
COXpaHEHUA OKPY/KAIOIIEH CPEABI, PA3PYIIHAKUCH, U IIOCAE€ OE3YMHON TOHKHU 32 «Pa3sBUTHEM,
KOTOPOE HapyIIaeT SKOAOTMYECKOE PaBHOBECHE, YEAOBEK 3aHOBO IIPHUIINEA K MBICAH
O  HEOOXOAUMOCTH  YCHMOU4U8020  pa3BuTHA. Dbbiam  oprammszoBanbl  CTOKIOAbMCKas
koudepennusa u  Cammur 3eman. XoTd 9TH ACHCTBUA OBIAM BBI3BAHBI HA3PEBIIHUMHI
CETOAHANTHUMHI IIPOOAEMAMH, HO (DAKT 3aKAIOYAETCA B TOM, 9YTO YEAOBEKY IIPUXOAUTCH
3arAAABIBATG B IIPOIIAOE W  CHHTE3HPOBATH APEBHHE OKOAOTHYECKHE  IIPUHIIHIIBI
C COBPEMEHHOH MBICABIO, YTOOBI HAWTH ACHCTBHTEABHO 3(P(EKTHUBHBIE CPEACTBA AAA
perrenus sKoAormdeckux npooaem. Ero CeareifimmectBo Aaasaii-aama BO BpemsA CaMMHTA
B Puo-ae-7Kaneiipo 1 uronsa 1992 roaa, ckazaa:

«... Sl ybemxaeH, 9r0, AASL TOrO ITOOBI CIIPABUTBHCHA C BBI3OBAMM HAIIIEIO BPEMEHH, AFOAAM
HEOOXOAUMO Pa3BHBATh UYBCTBO BCEOOIIEH OTBETCTBEHHOCTH. KamABIH M3 HAC AOAKEH

Hay4IUTbCA pa6OTaTb HC Ha C€6H, CCMBIO HWAM HAITWUIO, a4 Ha OAAro BCETO YEAOBEYECTBA.
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BceoObimas OTBETCTBEHHOCTh ABAACTCA PEAABHBIM KAIOYOM K BBIKHBAHHIO HYEAOBEKA. DTO
AydIias OCHOBA AAA MHPA. ['AaBHOE 3TO MHpP, CIPABEAAMBOE HCIOAB30BAHUE IIPHPOAHBIX
pecypcoB u 3a00Ta O OYAYIIHX IIOKOACHHUAX, HAAACKAIIIAA 3200Ta OO OKPYKAIOIIEH CPEAE. . .».

IK0Oyx06HOCHb — KAK BBHIPAKCHUE AYXOBHOM CBA3H MEKAY YEAOBEKOM U OKPYKAFOIIIECH
CPEAOH — OOBCAMHACT IKOAOTHIO H AYXOBHOCTB, VCTAHABAHBACT CBA3h MCEKAY PCAHTHCH
1 9KOAOTHYECKOI akTuBHOCTBIO [14]. CoBpeMeHHBIN 3>KOAOIHMYECKHH KPHU3UC IIOOYAHA
YEAOBEKA U3BACYD YPOKH M3 IIPOIIAOTO U, B TOM YHCAE, U3YYUTh SKOAOTHYCCKAN ITOTCHITMAA
HCKYCCTBA U 9CTETHYECCKOH cepbl B IIEAOM, IPHYEM IIOA HEMATEPHUAAUCTHYECKHUM YIAOM
speans  [8; 12; 2]. Dro BBITEKaeT N3 OCO3HAHHA KOCMHUYHOCTH HAIIETO  OBITHA,
13 HEOOXOAMMOCTH 3aHOBO IIEPECMOTPETb IIPHHIIUIIBI CBA3HM YEAOBEKA C IIPUPOAOH,
IIPEHEOPEKEHNE KOTOPBIMH — BBI3BAAO  9KOAOIMYECKHN KPHU3UC, HM3MCHCHHUS KAHMATA,
IrAODAABHOE IIOTEIIACHHE, C KOTOPBIMH HEOOXOAUMO OOPOTBCH.

ByAaamsMm, oAHA B3 APEBHEHIIUX MHUPOBBIX PEAUTHH, ACAAA YIOP HA IIEHHOCTh HE TOABKO
JKHBBIX CYIIECTB, HO M HX KU3HEHHOro mpocrpaHcrBa. CoraacHo OYAAHIICKON AOKTpHHE,
B CBOUX IICPEPOKACHUAX UCAOBEK MOIKET BOIIAOTHTBCA B (POPME KHUBOTHOIO, PACTCHUSA HAT
Aake mMuHepara. CAEAOBATEABHO, OYAAHICKHE BEPOBAHMA ydYaT HE 3arpA3HATH, HE yOHBATDH
M HE BPCAUTb HH OAHOMY U3 IIPOSBACHHH OBITHA; PAa3yMHO HCIIOAB30BATH IIPHUPOAHBIC
Pecypchl, YTOOBI OHHU MOTAH OBITH COXPAHEHBI AAfA OYAVIIIHUX HOKOACHHIL. Aake COBpeMeHHAA
MBICAD IIOAYCPKHBACT B3aMMO3AaBHCHMOCTD OHMOTHYECKHX M aOMOTHYCCKUX KOMIIOHCHTOB
9KOCHCTEMBI M HUX PaBHYIO I[eHHOCTb. COBpeMECHHAs KOHICIINA YCTOHYMBOIO Pa3BUTHA
OIIMpaeTCs Ha Ty JKE€ MBICAb, 9YTO U APECBHHC BEPOBaHUA. DYyAAM3SM IIOAYEPKHBAET
B3aMMO3aBUCHUMOCTb IPUPOAHBIX SAEMEHTOB — KAK B BUAUMOM, TaK M B HEBUAUMOM, AYXOBHOM
cepax: coraacHO OYAARHCKOMY YYECHUIO, 9KOAOTIYCCKUE IIPOOAEMBI B JKHBOM MUPE CBSA3AHBI
C 3arpA3HCHNEM HAIIIETO BHYTPEHHEIO «i».

YeroBedeckas KAAHOCTb OECKOHEYHA, HO OKPYKAIOIIasd CPEAd, B KOTOPON MBI KHBEM,
MMEET CBOHM OIPAHHYCHHUA M IPOIYCKHYIO CIIOCOOHOCTB», N OYAAHMNCKAss MBICAD TOBOPHUT
00 9TOM JKe, IBITAfACh PEIYAHPOBATh HAINM JKEAAHHA M HorpeOHocTu. [Ipmvepom mosxer
CAYKHTb MOHIOABCKHIT OYVAAM3M, KOTOPBIH, IIOAOOHO THOETCKOMY BapHaHTy OYVAAH3MA,
BKAIOYHA B CEOSl MECTHBIC TPAAHIINN, YTBEP/KAAIOIIIE IEHHOCTh IIPUPOABL, IIPU3HABAS TOPHL,
peKI/I AN AaHALHa(i)TbI CBAIICHHBIMU ¢ paSyMHO praBAﬂﬂ M. MI/ICbe’ MOAUTBBL
1 1oBeCTBOBAaHMA B MOHIOAUN AO CHX ITOP TOBOPAT OO OTHOIICHUAX YEAOBEKA C IPUPOAOH.
Bce aaemeHTBI HPHPOABI PacCMATPHUBAIOTCHA KAK YaCTh EAMHOTO OBITHA, A€ IOAyOOEe HEOO
CYUTACTCA OTIOM, a 3eMAA — MaTepbio. CUHTAAOCH, YTO BCE IAEMEHTHI IIPHPOABI HMEIOT
AYXOBHYIO CYIIIHOCTB, X AAf TOTO, 9TOOBI APY’KHO COCYIIECTBOBATH C HUMH, OBIAM IIPHHSATHI
HCKOTOPBIC OFpaHHqI/IBa}OH[I/IC HpI/IHL[I/IHbI n HpaBI/IAa, HaHpI/IMep, I/I36eFaTb 3anH3HCHI/IH peK,
PYOKH AepeBbEB, YHHUYTOKCHHA KOPHEH TpaB, HE HAPYIIATh CPEAY OOHTAHMA >KHBOTHBIX
1 He OXOTHTbcA 0e3 HaroOHOCTH. CUHMTAAOCH, YTO HApPYIIEHHE STHUX IIPABUA MOKET
IIPUBECTH K OEAAM HE TOABKO AAfl CAMOTO HAPVIIHTEAS, HO M €ro KAaHa. MHOTHE M3 Takmx
IIPAKTUK OBIAN YaCTBIO OYAAHHCKUX TPAAHUIIUN, TA€ AYX IIPHUPOABL CBA3AH C Ha2amu (3MEAMH).

byaamsm B  MoOHroAnm He TOABKO KOAH(DHUIMPOBAA 9IKOAOTMYUECKUE TPAAUIIHIH,
npurneamue n3 Muann n TubGera, HO U pa3BHA CBOM COOCTBEHHBIE OOBIYaW. Tak, MOHAXHU
OBIAM OOYYEHBI AIOOUTH U OXpaHATb (Aopy u dayHy u OEpeKHO HCIOAB30BATH
OKPYKAIOIIYIO CpeAy. I'OpEl, peKkn U Aeca CUHTAIOTCHA CBAIIEHHBIMH AHMOO IO TOH IPHYHHE,
YTO OHU ABASIOTCA MECTOM OOHMTaHHA OOKECTBA, AHOO IIOTOMY, YTO OHHU CYHTAIOTCA AOOPOI

dopmoii OGoxecra. Takme TabOy IIOMOTAM COXPAaHUTH CBAIIECHHBIE U 9KOKYABTYPHBIE
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rasAmadTe. CUHTaeTCca, 9TO B HEKOTOPBIX CBAIIEHHBIX AAHAIIA(TAX OOUTAIOT AYXOBHBIE
CYIIIHOCTH, KOTOPBIE, KAK IIOAAraf0T, IPUHUMAIOT (POPMY TOPHI, — Hartpumep, ropa bora Xaan
K fory oT Yaan-baropa umeer dopmy, moaobHyI0 eapyoe, mudnyeckoii mrruie [9, 13]. Touno
TAK JK€ JKUBOTHBIC CYMTAIOTCA CBAIIECHHBIMH HM3-3d HX CBA3SH C 9KOKYABTYPHBIMU
AaHAIATAMA, HAIPUMEP, 3MEHM UM PBIOBI CYUTAIOTCA BOIIAOIICHHUAMH HA208 HAH
HpupoAHBIMA  Ayxamu. CAEAOBATEABHO, OXOTa HA HHX CYHUTAAACh 3AOM. OTH YOEKACHHUA
HE TOABKO IIOMOTAU YTBEPAUTHCHA MBICAH O COXPAHEHHH IIPUPOABI, HO U CO3AAAH PEAABHYIO
3aIIUTy OOraTOro IIPUPOAHOIO PA3HOOOPA3HUA PETHOHA.

KeaaepT BBIACAAET AECATH LIEHHOCTEH-UHAMKATOPOB OTHOIIEHHUA HYEAOBEKA C MHPOM
IIPHPOABL: 3CTETUYECKOE, AOMHHHUPYIOIIIEE, SKOAOTO-HAYIHOE, TYMAHUCTHIECKOE, MOPAABHOE,
HATYPAAUCTUYECKOE,  HETaTUBHCTCKOE, AYXOBHOE, CHMBOAHYECKOE H  YTHAHTAPHOE
OTHOIIEHUA. DCTETHYECKOE OTHOIIEHHUE — 9TO BOCXHUIIEHHE KPACOTOM IIPHPOABI, B TO BpEMS
KaK MOPaAbHOE — 3200Ta O IIPHPOAE, HATYPAAUCTUYUECKOE — PAITHOHAABHOE OCO3HAHHUE CBOECH
BKAIOYECHHOCTH B IIPHUPOAY; AYXOBHOE — UyBCTBO OOKECTBEHHOCTH MHpPa M TAyOOKOe
yBaxxkenne K upupoAe. Kaaccuduxamma Keanepra, duxcupyromas pasAUYHbIE THIIBI
B3aMMO3aBHCHUMOCTEH MEKAY OAArOCOCTOAHHEM YEAOBEKA H 3KOAOIMYECKUMH YCAOBHAMH
1 YHKIHAMH, TTOAC3HA AASl IIOHUMAHHUA BHYTPEHHHX CBA3EH B COIIMAABHO-3KOAOIHMYECKHIX
cucTemMax. D1a KAACCH(UKALNA CBHACTEABCTBYET O TOM, YTO STUYECKHUE HOPMBI B OTHOIIICHIH
OKPY/KAIOIIEH ~ CPEABl ~ OCHOBAaHBI ~ Ha  OHMOAOTHYECKHX  IIOTPEOHOCTAX  YEAOBEKA,
pa3pabaTbBAIOTCA B IIPOIIECCE HMHAMBHAYAABHOTO M KYABTYPHOIO HAYYEHHA U OIIBITA.
[TosroMy MOMKHO AHAAU3HPOBATH PA3AMYHBIC STUYECKHE HOPMBI B OTHOIIECHHH IIPUPOAHBIX
OOBEKTOB HA OCHOBAHUM TOIO, HACKOABKO 3TOT OHOAOTMYECKHH BUA HAU 3KOCHUCTEMA
CUUTACTCA BAKHBIM AAA OTAGABHOTO AHMIIA HAW TPYIIIBL, B TOM YHCAE C 3CTETHYECKOH TOYKH
spenus [6].

[TpuHmunel cOXpaHeHUA IPHPOABI HE TOABKO VIIOMHHAIOTCH B APEBHHX PEAHUTHO3HBIX
TEKCTaX, HO U CTAHOBATCA TEMAMHU PEAMTHO3HBIX IIPOM3BEACHHIN HCKyCCTBA. XOTA OYAAU3M
OptA ocHoBaH B ApeBHer Mmamm mexay VI m IV Bekamm Ao Hammed spbl, HO CErOAHA
OOABIIIMHCTBO OYAAMHCKHX YVYEHBIX, TAAAA HAa 3KOAOIHMYECKHI KPH3UC, PA3BHAHM «3E€ACHBIN
oyaauam» [10]. I'apu Cratiaep, OANH U3 ITHOHEPOB «3€ACHOTO OYAAU3MA», IIPHUAOKHA YCHAH,
YTOOBI COCAHMHUTH OYAAUMCKYIO IIPAKTHKY U 3KOAOIMYECKOE MBIIIIACHHE. XOTA «3EACHBIN
OYAAH3M» HE TOBOPUT O 3arpA3HEHUH BO3AYXd M BOABI, HO OH OIIMPAETCA HA AYXOBHBIC HACH
I IIEHHOCTH, YTOOBI OOAEE IAYOOKO COCPEAOTOYUTBHCHA HA IIOUCKE PEIICHHA COBPEMEHHBIX
9KOAOIHYECKHX HPOOAeM. PeAnurnosHble NHUCAHHA, PEAUTHO3HBIE IIPOMU3BEACHHA HCKYCCTBA,
dpeckn, pesnble (QUIYPKH H PHCOBAHHBIE CBUTKH COACPIKAT H300PAKEHHUA W OIMCAHHA
IIPHUPOAHBIX OOBEKTOB, KOTOPBIE MMEIOT 3KOAYXOBHYIO KOHHOTAIHIO. VIX rayOokmii amasms
IIOMOKET HE TOABKO YCTAHOBHUTH CBA3b MEKAY OSKOAOIHYECKOW M PEAUTHO3HO-AYXOBHOM
IIPOOAEMATHUKOM, HO M U3BACYDb YPOKH AAf PEIICHUsA IIPOOAEM CErOAHAIIHEro AHA [12].

YrtoOBI OCO3HATH CYIIHOCTH 9KOAYXOBHOCTH B IIEAOM H «3EACHOTO OYAAH3MA»

B YAaCTHOCTH, paCCMOTPHUM IKOAYXOBHYIO CHMBOAHKY, CKPBITYIO B KApTHUHAX MAHKA.

TaHKa: ICTOPHUA M XyAOXKECTBEHHBIE IIPUHITAIILI

KapTtuna-cBuTOK, HaspIBaEMAasA MAHKA, — TPAAUIINOHHAA (popMa OYAAHIICKOIO HCKYCCTBA.
Tanka — 3TO PACIHMCHOE ITAHHO HAa TKAHH (Y9ACTO HA ITIEAKE), OOPAMACHHOE ITAAOUKAMU AAfA
CKPYYMBAHHUSA €O B CBUTOK. TaHKA MMEET PEANTHO3HOE M 3KOAYXOBHOE 3HaueHwne. Yarre Bcero

Ha HeH H300paKaroTcsi OCHOBHBIE Oyaamiickume mMoTuBbe: Koaeco Kuzmm, oOpassr bByaasr,
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KU3Hb DyAABI, OyAAHIicKHe OOKECTBA M MaHAAABL. TaHKA — 9TO CAOXKHOE M MAacCIITaOHOE
IIPOU3BEACHHE HCKYCCTBA, B KOTOPOM H300PAKEHHUA PACIIOAATAIOTCA APYI HAA APYTOM,
00pasys CHCTEMATH3MPOBAHHYIO F€OMETPHYECKH BBICTpOEHHYIO ceTKy. Ha cosaanme kaxaoro
H300PAKEHUA YXOAAT HEACAU HAHM AAXKE MECALBL. DTH CBUTKHA-KAPTHHBI UIPAIOT BAKHYIO POAb
B JKH3HH OYAAHICKHX MOHAXOB M IIPAKTHUKYIOIIUX Bpadeil. TaHKa HCIIOAB3yETCH B KAYECTBE
HAAIOCTPALIMH PA3ANYHBIX ACIEKTOB OYAAM3MA AAfl YYCHHKOB M MOHAXOB, AAfl OIMCAHISA
HCTOPUYECKUX COOBITHUH, HAAIOCTPUPOBAHHUA MU(MOB, CBA3AHHBIX C DOKECTBAMHU, A TAKKE AAA
OIINCAHUA ITOAE3HBIX 9THO-OMOAOTHYECKUX CBOHCTB ACKAPCTBCHHBIX PACTCHUH M KUBOTHEBIX.
Tanka Takke BBICTYIIAE€T B KA4eCTBE ITOCPEAHHKA AAA MOAUTBEL. Ho camoe raaBmoe — 1o, 9ro
HCKYCCTBO CO3AAHHUA TaHKA MOKHO PAacCMATPHUBATh Kak (DOPMY MEAHTAIIMU M CBHAETEABCTBO
OOKECTBEHHOTO BAOXHOBEHUS.

TPpaAULIMOHHO CYUTAETCSA, YTO MCKYyCCTBO TaHKa IpuBHeceHO n3 Heraaa u 6BIAO OTKPHITO
Tubery memaAbckoi npuHIleccor bxpukyru, xotopas BbimAa 3amyx 3a Conrmama ['amrro,
OCHOBATEASl THOETCKOH mmirepun, okoAO 620—632 rr. OnHa npuBesAa ¢ cOOONH M300pAKECHHUA
ABaAOKHTEIIBAPBl U Apyrux OoskectB. Bo Bpemsa mpasaenma Comnrmanma I['ammo  Obiao
IIOCTPOEHO MHOIO MOHACTBIpEH 110 Bcemy TmOerckomy maato. [lo mepe pacrnpocrpanenus
OYAAH3Ma BO3HHKAAZ HEOOXOAHMOCTh B CO3AAHUH CBAIIEHHBIX CHMBOAOB U PYKOIIHCEI,
nu XyAO)KHI/IKI/I U MOHaAXU HeHaAa HavYaAT HpI/IBO3I/ITb CKYABHTypr N3 MCTaAAA U pyKOHI/ICI/I
B TubGer. B To ke Bpems mapp mpuraacma xyAo:kHHKOB n3 Hermana aad pocrmcnm xpama
Llyraarxaur B Axace. Vike k IX—X BekaM MeCTHBIE XYAOKHHKH HA9aAH CO3AABATH
COOCTBCHHBIC IIPOM3BCACHNS HA TKAHM, W TaK BO3SHHKAA HOBAf IIKOAA JKHBOIINCH TaHKA.
[TocKOABKY 2TH KapTHHBI MOKHO OBIAO AEIKO II€PEBO3UTH, TO OHH IIOCTEIIEHHO BOIIAU
B IIOBCEAHEBHOE IIOAB30BAHHE MOHAXOB CPEAHEBEKOBOro TnOera, KOTOpPBIE HYACTO E3AMAH
B CEABCKHE OOIIMHBI M MOHACTBIPH, YTOOBI IIPOBOAHUTH AYXOBHBIE OECEABL. DTH KAPTHHBI
AO CHX IIOp HCIIOAB3YIOTCA AAA OOydeHHA U AyXOBHbIX mpaktuk. B XIV-XV Bekax
XYAOKHHUKH HAYAAH HCIIOAB30BATh B CO3AAHUU TaHKa OOAee ApKue 1BeTa. Tuberckue mMacrepa
IIPH  3TOM BAOXHOBASIAUCH TAHTPUYECKHM KYABTOM, pPAa3HbIE JAEMEHTBl KOTOPOTO
3aII€YATACBAANCH B TAHKA C ITOMOIIBIO PA3AHMYIHBIX CHMBOAOB, BKAFOUYAsA IPHPOAHEE [1].

Ecrp ABe kareropum TaHka, a mMeHHO: [lanac — nu300paKeHUA OOKECTB, U MAHOANA,
MHCTHYECKOE, I'€OMETPHUIECKOE H300PaKEHNE CAOKHOIO TEKCTa B BHAE cdpep M KBAAPATOB.
O6pruno Tamka umeer mupuny 60 cm m aamay 90 CM, HO Te, KOTOPBIE HCIIOAB3YIOTCA AAA
PUTYaAOB U MOHACTBIPEH, PUCYIOTCA HA CTEHAX B HATYPAABHYIO BeAmdnHy. OTKAHK, KOTOPBII
BBI3BIBACT B AYIIIE HCKYCCTBO TaHKA, BO3HHKAET OAAroAaps €€ CHMBOAHU3MY, IIPOAYMAHHOCTH
AeTaAell M HAchIIeHHOCTH IBeTa. CAOMKHBIE KOMIIO3HIIMH, AYXOBHBIE MOTHBBI, TOHKHIN
PHUCYHOK M IIBET TaHKa OYAPOBBIBAIOT AIOOHUTEAEH HCKYCCTBAa IO Bcemy Mmupy. B Tanka
HE TOABKO H300PaKarOTCA HPUPOAHBIE OOBEKTBI, HO M HCIIOAB3YIOTCH €CTECTBEHHBIE IIBETA,
MHHEPAABl M IINTMEHTBI, YTOOBI IIPHAATH XYAOMKECTBEHHBIM pPabOTaM KU3HEHHYIO CHAY.
B o101t cTaTthe MBI TTOITBITAEMCA HCCAEAOBATH 9KOAYXOBHBIE ACIIEKTH KAPTUH TaHKA [5].

Ha tanka nmpenmyIecTBeHHO M300paxaroTca OUTyphl OYAAHICKOTO ITAHTEOHA, KOTOPEHIE,
KaK IIOAAraroT, ABAAIOTCH BomAaomeHmamu Abcoarora. CoaAepikaHme TaHKA —IIIHPOKO
BAPBUPYETCA, BKAIOYA PEANTHO3HBIC OOPAABI M IIPA3AHUKHN, CIOKCTHBIC CIICHBI HAM TOPHBIC
rer3akn. OOBIYHO AAA H300PaKEHHA CKAA, ACPEBbEB, HEOA M 3€MAM HCIIOAB3YETCA 3€ACHBII
LBET, 2 AASl DYAABI, ADYIHX CAKPAABHBIX IIEPCOHAKEH HAM AIOACH — TEIIABIC TOHA JKEATOIO
U KpPacHOro. XyAOKHHKH HE TOABKO 3a00TATCA OO OOIINeH KOMIIO3UIIUM KAPTHHBI, HO WU

ACTAABPHO TIPOPHUCOBBIBAIOT KAKAYIO €€ ACTAAB. HaHpHMep, Ha I/I306pa}K€HI/II/I TOPBI KaMHH,
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pPACTEHHUA U APYTHE ACTAAH OOBEAHMHAIOTCA B EAMHOE LIEAOE 32 CUET KOAOPHCTHYECKOM TaMMBL,
C PpasHOOOpPAa3HBIMH OTTEHKAMH. Bce 9TO cO3AaeT BIIEYATACHHE MHOTOCAOMHOCTH
I MHOTOYPOBHEBOCTH KapTHHEL [IpopmcoBKa AMHHIIT — 9TO OCHOBHOM METOA TPAAUITHOHHOM
TAHKA, TA€ 30AO0Taf HUTb HCIIOAB3YETCHA AAA OOPHCOBKH (UIYP U AaHAIIA(TA, HPUYEM
HCIIOAB3YIOTCA AUHHH Pa3HOM TOAIIUHHI [5].

Kpackn, wcrioapsyembie B TPAAMIIMOHHBIX TaHKA, COCTOAT M3 IIOPOIIKOOOPA3HBIX
MHIHEPAAOB M PACTHTEABHBIX ITHTMEHTOB, KOTOPBIE CMEITAHBI C OIPEACACHHOTO BHAQ KAECEM
1 BOAOH. B MHHEpPaABHBEIX KpacKaX HMCIIOAB3YETCA ITOPOIIKOOOPA3HBII YTOAD AAf ITOAYYIECHUA
YEPHOIO IIBETA, AAIHC-AA3YPh AAA TEMHO-CHHETO I[BETA, a3yPUT AAA CBETAO-TOAYOOTO IIBET4,
IIOPOIIKOOOPA3HBII IIHPHUT AAA KEATOTO IIBETA, IOPOIIKOOOPA3HBI I'€MATHT AAA KPAaCHOTO
LIBETA, IIOPOIIKOOOPA3HBIA MAAAXUT AAf 3€ACHOTO IIBETA U IIOPOIITKOOOPA3ZHBIH AMATOMHUT AAS
o6eaoro mBera. OCHOBHBIE PACTUTEABHBIC ITUIMEHTBI BKAIOYAIOT XAOPOMHAA, OeTaAauH,
KaPOTHHOUABl U (DAABOHOHMABI, KOTOPBIE HCIIOAB3YIOTCA AAf IIOAYYEHHUA 3€AE€HOIO, CHHETIO,
OPaHKEBOTO, KPACHOTO, KEATOTO M pPO30BOro IBeToB. lIportecc co3paHmA HATYPAABHBIX
KPaCOK Ha OCHOBE IIMI'MEHTa OYEHb CAOMKEH H BKAIOYAeT B ceOf OIBIT M TPAAUIIMOHHBIC
HABBIKI, KOTOPHIE IIEPEAAFOTCA M3 IOKOACHHA B IMOKOAeHHe. OCHOBY KPAaCKH TPAAHIITHOHHO
HM3rOTABAUBAIOT C HCIIOAB30BAHHUEM KAEH U3 KOXKHU AKa [5].

[TpupoAHBIE CTHXHH YaCTO HM300PAKAIOTCA CHMBOAMYECKH: BO3AYX — IIOAYKPYT CHHEIO
HAH 9EPHOTO IIBETA; OTOHb — KPACHBIN TPEYTOABHHK; BOAA — OCABIH KPyT; 3€MAA — KEATHIIH
KBaApaT. TaHKa  HCIOAB3yeTCA  AAA  MEAUTAIIMA  MOHAXOB, KOTOPBIE  CTPEMATCHA
K camopeaAmsannu. MeAuTanmAs Ha OTACGABHBIX IIBETaX MOKET BECTH K AYXOBHOH
tpancdopmanun. B Ilanua-Bapne yka3aHBI IIATh LBETOB, IIPH 3TOM Ka’KABIH I[BET MMEET CBOE
AYXOBHOE M 3CTETHYECKOE 3HAYECHHE: HAIIPHUMED, YEPHBIN LIBET O3HAYACT I'HEB; OCABIH IIBET
O3HAYAEeT CO3€pIaHMe, W KOHIICHTPAIIMA HAa HEM IIPEBPAIIACT HAAIO3HIO U HEBEKECTBO
B MYAPOCTB; *KEATBI CHMBOAHU3UPYET IIOAAEPIKKY B TPaHCHOPMHPYET TOPAOCTh B OCO3HAHUE
CAMHCTBA C MHPOM; KPACHBIH CHMBOAH3HPYET 3aBOCBAHHE U TPAHCHOPMHPYET AOKHOE
CTPEMAEGHHE K 3aXBATy YEro-AHOO B IIPABUABHOE CYKACHHE O HEIPUBAZAHHOCTH; 3E€ACHBIHN
CHMBOAHU3HPYET 3K30PIIU3M H IIPEBpPaIiacT 3aBUCTb B MYAPOCTb 3aBEPINCHUA; a4 CHHHH

obOparraeT IIOHUMAaHHE.

TaHKa: 3KOAYXOBHBII CHUMBOAU3M

Ha Tamka BcerAa TPHCYICTBOBAAM O3AEMEHTBI, KOTOPBIE MBI OIPEACAHAH  KAK
«IKOAYXOBHBIE» — TOPBI, 00AAKa, IEH3AKM, I[BETH, a4 TAKXKE KUBOTHBIC, TAKHEC KAK AOIIIAAM,
OACHH, CAOHBI, ABbBHI, TI/II‘pr, IIABAMTHBI M T. A. OHU SBHO HAM HEABHO HECAH MBICAD
0 OEpeKHOCTH II0 OTHOIICHHIO K IPHPOAC H H300PAKAAMCH YACTO CHMBOAHYHO, UTO
ABASIETCA OCHOBON OYAAHMMCKOM 9CTETHKH. ODKOAOTM M OOTAHHKH OOCYKAAIOT POAB
OMOpPa3HOOOpa3uA B 9KOCHUCTEMAX, HO €CTb APYIOHM acCIIeKT OHMOpPa3HOOOpasus — €ero
9KOKYABTYpPHAsA U 3CTETUYECKAA IIEHHOCTb.

[Tpupoansie OpMBI U ABACHUSA, N300PAKACMBEIC B TAHKA, CHIMBOAHSHPYIOT Pa3sAHMYIHBIC
AYXOBHBIC IIPEACTABACHUA U MAcH. Hampumep, IBeTHI U pacTeHHS BCETAa HABOAAT HA MBICAD
0 Kpacote Mupa. AOTOC, KaK M3BECTHO, CHMBOAU3HUPYET DOKECTBEHHYIO YHUCTOTY U ITHPOKO

HCIIOAB3YETCA B TAHKA U, B IIEAOM, B OyAAHIiCKOM HckyccTBe (puc. 1).
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Puc. 1. Aomoc. Oourn us «socemu aazopodnsx
cum60106». emounux: i.pinimg.com.

Kopan AoTOCa — B TIPASHOH BOAE, HO €rO IIBETOK BO3HOCHTCA HAA HEH, Kak OB
IIPEOAOAEBAS HECOBEPIICHCTBO HU3IIEIO MHPA. B TaHKAa ITOAHOCTBIO PACHBETIIHI AOTOC
O3HAYACT AOCTHIKCHHUE IIPOCBETACHUSA, 4 OYTOH — CTYICHD IIEPEA HPOCBeTACHHEM. JacTHIHO
pacHBETIINI AOTOC, C €IIe HE PACIYCTHUBIICHCA CEPCANHOMN, VKa3BIBACT HA CKPBITHI
BHYTPCHHHI CBET 32 OOBIACHHOCTBIO Mupa. ['pfA3p, IMUTAIONIad KOPHI AOTOCA, OAHIICTBOPACT
COOOM  CYETAHBYIO H  3aIPOMOJKACHHYIO  YCAOBCUCCKYIO  JKH3HBb, ITOAYNHEHHYIO
MATEPHAABHOMY, — HO HAaA HEH BCETAa MOKHO ITOAHATBCH M «PaCIBECTI». A3SHCKHI CTHX
roBoput: «Aa OyAeM MBI B IPA3HONH BOAC HUHCTEI, KAK AOTOC». BEIXOA H3 IPA3H M pacuBeT
TPeOYIOT BEpPBI; CACAOBATEABHO, IIOMHMO YHCTOTBI M IIPOCBETACHHSA, AOTOC TaKiKe
cumBoAmusupyer Bepy [1]. AoTtoc fABAAETCA OAHHM H3 «BOCBMU OAArOPOAHBIX CHMBOAOBY
OYAAH3MA, 1, COTAACHO ACTCHAE, AO POKACHHA DYAABI €rO MaTepH IIPEACTABHACH OCABIH CAOH
c OeapiMm AoTocomM B xobote. Ha Tamka byaaa m OOAXHCATTBEI 9acTO HM300paKAIOTCA
CHAAIIMMH HAM CTOSIIUMH Ha AOTOCE HAW ACP/KAIIMMH I[BETOK AOTOCA. MaHAKyIIpH,
DOAXHCATTBEL MYAPOCTH, 9aCTO H300PAKAIOTCA B JKEATOM I[BETEC, B IIPABOH PYKEe OHH ACPKAT
Med 3HAHHUSA, CIIOCOOHBIM IIOPA3HTb HEBEKECTBO, a4 B ACBOH — I[BETOK AOTOCA, HA KOTOPOM
3AIICYATACHBL NPAOdCHA napamuma (COBEPIICHCTBO MYAPOCTH): CYTPBl M KOMMCHTAPHHI
K ApesHedmmuM dopmam Oyaamsma Maxasmasr (puc. 2). beaas Tapa, man Tapa c cembro
rAa3aMu, — HanOOAEE IMOYHTAeMas OOTHHA B OYAAMHICKON TpaAunmu MaxasHbl, KOTOpas, Kak
[IOAAraroOT, OBIAQ CO3AAHA U3 CAe3BI ABarokuTernBapsl. Ha oOenx ee pykax u HOTax eCTh rAasa,
KPOME ABYX OOBIYHBIX I'Ad3 M TPETHEro raaza Ha AOy. Deaslil 1BerT ee Teaa CHMBOAHM3HPYET
ApyxkeArobue m OesmATe:kHOCTE. OHA H300pakaeTci C TOAYOBIM I[BETKOM B AEGBOM pYKe,
KOTOPBIN fBAETCA CHMBOAOM Mupa (puc. 3). I'Aasa mHa HOrax m pykax CHMBOAH3HPYIOT
OANTEABHOCTh M OCO3HAHHE HEAOIYCTUMOCTH IPUYHMHCHNSA BPEAA APYIHM, a TPETHH TIAa3

CHMBOAH3HPYET MYAPOCTD.
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Puc. 2. Manowympu, 6odxucammesa mydpocniu, Puc. 3. beaas Tapa, uau Tapa ¢ cemsro enasamu.

deparcum cmebens ysemra A0710¢d, Ha KOmopoM Hemounux: theyoginiproject.org.
3anevam.iervt npaoscia napamuma (cosepulercneo

MYOpocmn): cympsr u KOMMeHMapuy K opesHeuum

Gdopmam 6y0ousma Maxaaner. Hemounux:

mandalas. life.

B Oyaamiicko#t mkoHOTpadmm AakKe IIBET AOTOCA MMEET OIPEACACHHYIO KOHHOTAITHIO,
HAIIPUMEP, CHHIH AOTOC IPEACTaBASET COBEPIIEHCTBO 3HAHMA. TOYHO TaK e 30A0TOH AOTOC
obo3HauvaeT mpocBeTAcHHE Beex byaa (puc. 4), a po3oseii AoToc — camoro byaay Iayramy
u ero mocAepoBareaer (puc. 5, 0). Kpacmbiii AoTtoc cBAzaH ¢ ABaAOKHTEIIBAPO,
OOAXHCATTBOM MHAOCEPAHSA, 2 TAKKE C CEPAIEM M OAArOYECTHBHIM TeMIIEpAMEHTOM. BeAbri
AOTOC O3HAYAET AYXOBHOE COCTOSHHE YMa, CBOOOAHOTO OT AFOOOro «3arpsisHeHHA». B meaowm,
AOTOC KaK CUMBOA 00OO3HAdYaeT ITpeodpasoBanue HeraTupa B mosutus (puc. 7). Aepeso boaxw,
CBAIIEHHAS CMOKOBHHIIA, IIOA KOTOpOM byasa aAoctur mpocseraeHms, TakKe d9acTo
n300paxkaeTca Ha TaHKa (pHuC. 8). DTO AepEBO CHMBOAH3HUPYET yueHHe ByAABr m maero o Towm,
YTO § KAKAOTO €CTh BO3MOXKHOCTH CTaTh IpocBeTAeHHBIM (puc. 9). Tamka «[IpocseTAeHHBIN
byaaa Ilakeamysm» mnsoOpaxaer byaay [llaxpAMyHH  BEAMKOACITHO — BBITHMCAHHBIM,
C MHOKECTBOM TOHKO IIPOPHCOBAHHBEIX ACTAACH, CHAAIIMM IIOA AepeBoM boaxm
U OKpykeHHBIM OokeaHOM Ku3HH. CoraacHo Tpaammun, [IlakpAMyHH MHOrO myTermecTBoBaA
IO BCEMY MHAMHCKOMY CYOKOHTHHEHTY, AGAACH CBOMM AYXOBHBIM 3HAHHEM H OOydYas AFOACH
TEXHHUKE PACKPBITHA AYXOBHOTO IOTEHIHAAA. Fro meApro OBIAO AAQTh BO3MOKHOCTBH BCEMY

YCAOBCYCCTBY AOCTHYD IIPOCBECTACHUS, KOTOPOTO AOCTHUT OH CaM.
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Puc. 4. 3o0moii nomoc o6osnavaenm npocsemaenue  Puc. 5. Pososerii nomoc obosnayvaen byooy u ezo
6cexc byoo. Uemounux: redbubble.com. nocaedosamenet. Vemounux: pinterest.at.

Puc. 6. Aomoc, 0dun us npocmedinux ysemounvix cumeonos Puc. 7. Aomoc maxoce paccmanpusaenica
0Y00uticko20 UcKYccmea, cUMEONUIUPYIOUULL OOAHCCCIBENIYI0  KaK CUMB0, 0003Haarnwuil npeobpasosatiue
wucmony, wupoxo ucnoavsyenia 6 manka. Memounux: neeamusa 6 nosumus. Kpacnwrii nomoc cénsan
shaolinchangijian.com. ¢ Asanoxumemsapoi, bodxucanmeoi

MUN0CEPOUR, a 1maKHce ¢ cepoyem U
0.1G204ecrIUBHIM 111EMNEPAMEHINIOM.
Hemounux: meishu.com.
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Puc. 8. Bydda noo depesom booxu. HC??ZOEMHMK.' Puc. 9. Aepeso Booxu (Ficus religiosa)

- -

dharmashop.com. cumeoausupyem npocsemaenue. Memounux:

dbarmashop.com.

Pacrerma ma TaHKa — 3TO, B OCHOBHOM, AEPEBBA, KYCTBI MAHM IBETHI, HO HE AECA HAH
rmacTOnma. KaxABI OTAGABHBIH AUCT U IIBETOK TIIATEABHO IIPOPHCOBEIBACTCH, H300paKACTCA
APKUM M CBEKHM; OOBIYHO OHH IIOBEPHYTHI K 3PHUTEAIO, 2 OYTOHBI PACIOAArafOTCA COOKY.
CTBOABI ACPEBBEB MOIYT OBITH HAPHUCOBAHBI IPAMBIMA HAM H30THYTBIMH. B Aomoanenme
K pacTEHHAM, OOPA3YIOIIUM AAHAIIADT, H300PAKAIOTCA TaKKE PACTEHHUSA, CBA3AHHEIC
CO CBAIIEHHBEIMU IIEPCOHAKAMHU, KOTOPEIE ACP/KAT IIBETHI MAM HOCAT HX KaK KOPOHBI HMAH
ykpamresua. Bo MHOTHX cAydasx BHABI PACTEHHUI Ha TAaHKA HEY3HABAEMBI, HEKOTOPBIE M3 HUX
MOTYT OBITH IIPOCTO XYAOKECTBEHHBIM BBIMBICAOM, B3AITHIM M3 KHTAMCKOTO HAW MHAHICKOIO
nckyccrBa. LIBeTok AoTOca m3peaxa sameHsercs muoHOM (Paeonia spp.), KOTOPBIA TaKke
ABAACTCA PACHPOCTPAHEHHBIM MOTHBOM B HCKYCCTBE TaHKA. /\CKOPATHUBHBIC ACPEBBA HAH
ACPEBBSl M3 APATOIEHHBIX KaMHCH, YIIOMAHYTHIE B OIIMCAHHAX CBAIICHHBIX AaHAIIA(TOB,
TAK/KE BCTPEYAFOTCA HA TAHKA.

Ha Tamka wacto m300pakaroTcs TakHe pPACTCHHA, KaK 0yp6a (TPaBAHHCTOE PACTCHHE
MHOTOAETHETO THIIA), Ounvéa (ACPEBO C ITAOAAMH, HCIIOAB3YEMBIMH B AFOPBEAHMYECKOI
MEAUIIMHE), CEMEHA TOPYHIE, KHTAHCKHI AyO, uyamnaka (BHA MaTHOAHMH), XPH3aHTEMA,
AypMaH, Xxapumaku (A€PEBO C ITAOAAMH, HCIIOAB3YEMBIMH B AFOPBEANYECKON MEAHIINHE),
TAMApUCK, napuodxcam (BUA KacMmHA) n T. A. Kamkaoe m3 HuX mMeeT CBOM COOCTBEHHEBIN
9KOAYXOBHBIM CMBICA.

B Oyaamiickoit wuxonorpacdpum TpaBa dypea (Poa cynosuroides) CHUMBOAH3HPYET

paBHOBECHC, I CIUTACTCH, ITO FOCHOAB BYAAB. CUACA HA HEU U MCAUTHPOBAA, IIOKA HC AOCTHUT
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npocseTAeHuA. OHA TAKIKE HCIIOAB3YETCA B TAHTPUYIECKUX puTyarax. C 9KOAOTHYECKON TOUKM
spenns Poa cynosuroides msBecTHA CBOEH BBHIHOCAMBOCTBIO. CdUmraercd, 9To 3TO OAHA U3
IIPEBOCXOAHBIX KOPMOBBIX TPaB, KOTOPBIE OCTAIOTCA 3CACHBIMH AKE ACTOM. AypBa MOMKET
pacti B Pa3sHOOOPA3HBIX YCAOBHAX IIOYBBI M BAArW, IIEpeKuBas 3acyxy. Kak moasydee
pacTeHme ¢ AAMHHBIMH OTPOCTKAMH OHA CIIOCOOCTBYET IIPEAOTBPAIICHUIO 3PO3UH IIOYBHL
Takum — 00OpasoM, IIOMHMO CBOEH PEAHUTHO3HOIN  3HAYUMOCTH, OHA HCIOAB3YETCH
B HpI/IFOTOBAeHI/II/I MHOTHUX 3THHYCCKHX AeKapCTB.

[Troa Ounvevr (Aegle marmelos), oaHa U3 «BOCBMH OAATOPOAHBIX (OAATOIIPUATHBIX)
cy6CTaHL{HfI»1, 3aHHMAET O0CO0OE MECTO B OYAAHMMCKON CHMBOAHMKE OAAroAaps CBOEH
ACKAPCTBEHHOMN IIEHHOCTH M AYXOBHOI 3HauUMOCTH. COTrAacHO A€reHAe, OOTHHS ACPEBbEB
AaAa TIAOAB OHABBEL 'ocrioay Byaae Bo Bpems ero meamranun oA Aepesom. Ha tamka GmuabBa
n300paKkaeTcAd Kak IPYIIIa U3 TpexX (DPYKTOB, YTO O3HA4aeT Tpu AparoreHHoctu (puc. 10).

Ee Amcrps TpexdacTHBIE (TPHAMCTHHK) H COAEPAKAT crenuduyaeckoe a(hupHOE MACAO.

Puc. 10. 11200 6unvesr (Aegle marmelos),
00Ha U3 60Co MU ONA0NPUANINBLX CYOCHIA YU
Hemounux: phubdorjiwang.com.

\

'fi.“ U 8 TS P e 1o

Drae MapmeAaAHOe, HAHM aiiBa OceHraabckas (degle marmelos) sABAsieTcd OAHHM U3
CBAIIICHHBIX ACPEBBEB, M €rO BEIPyOKAa CTPOTO 3amperreHa. PasAndHbIE 9aCTH PACTCHUSA,
AHCTBSI, IIAOABI, CEMCHA, OOOTAIIAFOT PAIMOH HYEAOBEKA M HMCIOT OTPOMHOC IIPUMCHCHIE
B MecTHOI MeAannmae. Cospesime (PPyKTH HCIOAB30BAAMCH B KA4eCTBE TOHHU3HPYIOIIEIO
CPEACTBA AAf  CEPAIIA M MO3Ta, a4 TaKKE B Ka4eCTBE BCIIOMOTATEABHOTO CPEACTBA
oT AmseHTepuH. Takum 0OpasoM, IIAOA CHMBOAM3ZHPYET OAATOIPHUATHOCTH MU CIIOCOOHOCTD
Aegutb 60Ae3Hn [4]. CyIecTByIOT MHOIOYHCAEHHBIE ACKAPCTBEHHBIE TPABBEI, KOTOPBIE, KaK
OMABBA, HE TOABKO ODAAQAAIOT ACYEOHBIMH CBOMCTBAMH, HO H HIPAIOT 3HAYHUTEABHYIO POAb
AASL OKPYZKAFOIIIEN CPEABL.

CemMeHA TOPYHIIEI TAKKE BCTPEYAIOTCA B PASAMYHBIX IIPOU3BEACHUAX OYAAHICKOIO

nckyccrBa. Cuwnraerca, yro Baaxkpamanm IpeArOKHA ceMeHa ropuuilel byase, koTopwii
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OAArOCAOBHA HX KaK CBAIIEHHOE CPEACTBO AAA M30ABACHHA OT IIECCHUMH3MA M OT 3ABIX AYXOB.
OOBIYHO OHH HCIIOAB3YIOTCH B TAHTPHUYCCKAX PUTYAAAX H B YCMUPEHUN 3ABIX AYXOB, 4 B OBITY
AAA TOAYYCHHA TOPYHYHOrO wmacAa. CemMeHa TropyYmmbl CHMBOAUBHPYIOT IIPEOAOACHHE
HETATHUBHBIX BAHSAHHUI KaK B MATEPHAABHOM, TaK H B AYXOBHOM MHpE.

AepeBo awoka (Saraca indica) Takxke HMEET CHMBOAHMYECKOE 3HAYCHHE B OYAAH3ME.
Cunraercs, ¥ro mapura Maiis poauaa Byaay B caay moa aepeBom Amroka. CoraacHO 0OBr4aro,
OHA TyASIAA B CaAy, IOKA HE IIPHUIIAA K AIIOKE, 9TOOBI OTAOXHYTH. [Ipu atom AepeBo Armoxa
TAMHCTBEHHO HAKAOHHAOCH K HEH, I OHA YXBATHAACH 32 BETKY. B a10T MOMeHT mosiBuACH Byaaa.

Kurasickuii Ay0 (Quercus variabilis) oaumersopser BeamkoAermme u cuAy. Keayam
KHATAHCKOTO AyOa MCIOAB3YIOTCH B ACIECOHBIX IIEAfIX, 4 €TO AUCTBS CAYIKAT ITHIIECH AAS AUKOTO
IIICAKOIIPAAR.

Aypman (Datura stramonium) UIMEHYIOT «TpyOOIl AHTeAa» M, KaK IIOAATAIOT, OH CIIOCOOCH
BBI3BIBATH THEBHOC OOKECTBO AASL yAaAeHHA AA0B. OH TaKiKe 9aCTO M300PAKCH HA TAHKA.

Tpaanumonnas Ttuberckas MeAnnnasl Amuu, wanm  Cosa-Pucna, pacrnpocTpaHeHa
BO MHOIHX 4acTax 'mmanraeB. DTO OAHA U3 CAMBIX PAHHHUX, CHCTEMATH3HPOBAHHBIX H XOPOIIIO
AOKYMCHTHPOBAHHBIX JKHBBIX ~MCAUIMHCKHX Tpapsuiuid. Cosa-Purmma — 910  «Hayka
00 HCIIeACHHH», IIOCKOABKY OHAa 00AaAdeT OOTATHIM XPAHUAMIIEM 3HAHHN M COYETAeT B ceOe
HAYKY, HCKyccTBO U huaocoduro. B cemmasmarom Bexe TuOer craa CBHACTEAEM pPa3BUTHUA
MEAHULIMHCKUX ~ 3HAHHI, C CO3AAHHEM  MOHACTBIPCKOTO  MCAHIIMHCKOIO  KOAACAKA
U HAIIMCAHHECM MHOTOYHCACHHBIX MCAHIIMHCKHX TEKCTOB, BKAIO4Yas HaOop m3 79 TaHKa.
Tanka, manmcamaele MexAy 1687 m 1703 rosamm, IIPEACTaBAAIOT COOOH IIPOM3BEACHUSA
CXOAACTHYECKOTO HCKYCCTBA, TAC IIEPEIIACTAIOTCH IIPAKTUYCCKHE ACIIEKTBI TEPAIICBTHYCCKOMN
MyApOCTH ¢ OyAAMHPCKHMI TpaAuimamu. Ha oTux TaHka n300pakeHBI COTHH ACKAPCTBEHHBIX
TpaB, APEBO AHATHOCTHKH, CTPYKTypa VA3BAMBIX TOYCK, CXEMBI AHATOMHH YCAOBECKA,
MEAUIIIMHCKIEC HHCTPYMEHTBI, TOYKN IIPIKUTAHUSA U KPOBOIIYCKAHMSA, SMOPHOAOTHA YCAOBECKA,
METOABI ACUCHHUSA, A TaKKe caM Dyaaa BpadeBanmsa. Hamboaee BaKHBIME CpeAn HUX ABASFOTCA
TAHKA C M300PAKCHHEM ACKAPCTBCHHBIX TPaB H ACPEBA AMATHOCTUKH. UTOOBI ITOCTaBHUTH
AMATHO3, Bpad-amuu Habniooaem, BOCHPUHUMAem U CApauiugédaem, 9To M300PAKEHO HA TaHKA
TpeMsA CTBOAAMH AECPEBa, HMMEIOIIETO BOCEMb BETBEH M 38 AMCTBEB, OOO3HAYAFOIIUX YACTH

TeAa, KOTOpbIe HAOAFOAAANUCH U UCCACAOBAAUCH (puc. 11).

Puc. 11. Aepeso ouazrocmuxu, ucnoassyemoe 6 amuu-
meduyue. Memounux: lazgerbhorse.org.
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Hassanus paCTeHI/IfI n nX 3SKOAYXOBHOC 3HAa4YCHHC B HpOI/I3B€A€HI/IHX 6YAAI/II>'ICKOFO

HCKyCCTBA IPEACTABACHBI CACAVIOIINM 00pa3oM (TadA. 1).

Tabauya 1. Hazeanus pacmenutl u ux 3Kk00YX08HOE 3HAYCHUE 8 NPOU3BEOCHUIX 0YOOUUCKO20

ucKyccmea

Ha3zsauua Boranuueckoe DKOAYXOBHBIN CMBICA

pacreHuii HAaUMEHOBaHUE

Arrroka Saraca indica M3o0pakaercs Kak ACPEBO UAU BETBb,
0003HaYATOIAA AKUU, MI(DOAOTUIECKIE
CYIIIECTBA.

HAamenn Hordeum vulgare M3o00pakaercs Kak KOAOC AIMEHS.

buabpa Aegle marmelos OAHA U3 «<BOCBMHU OAATOIIPUATHBIX

Aepeso boaxu
Kuratickuit Ayo

Ficus religiosa
Quercus variabilis

CyOCTAHITHID.
AepeBo, CHMBOAN3HPYIOIIIEE IIPOCBETACHUE.
AepeBo, BOIIAOIIAIOIIEE BEATYIHE U CHAY.

Yammaka Nyctanthes — arbor- 113o0paaercs Kak OCABIIT [IBETOK AT KaK
tristis ACPEBO, MCIIOAHSFOIIICE KEAAHHS. DTO

aTpudbyT byaasr Maiimperiu, o3aagaromuii
AOOPOKEAATEABHOCTD U KPAaCOTY.

Xpusanrema Chrysanthemum [IBeTOK, 0603HAYAOIINI OCEHb U COOP

capOBast morifolium yposkasd. CHMBOA AOCTIKEHUS IIPOCBEIICHIUSA
n MI/Ipa.

[Trrpon Citrus medica DpyKT — CHMBOA yAA4H, yCIIexa 1
IIAOAOPOAHSL.

Kopm, moaesoit Zea mays M300pakaercs Kak ITIOYATOK KyKyPY3BbI.

caAar

Aypman Datura stramonium ~ CHMBOA MHPa U AOOPOKEAATEABHOCT.

Aypsa Poa cynosuroides Tpasa, ABAAIOIIAACA OAHOH U3 «BOCHMH
OAATOIIPHUATHBIX CYOCTAHIIUID.

Aoroc Nelumbo nucifera OAMH 13 «BOCBMH OAATOPOAHBIX CHMBOAOBY.

IN'opuna Brassica nigra Cemena, IBASIOIIHECS OAHOUN U3 «BOCHMU
OAATOIPHUATHBIX CYOCTAHIIUID.

Xapuraku Terminalia chebula N3o0pakaercs kKak PPyKT UAU IBETOK,

Hara, coprt nepra

Magnolia champaca

O3HAYAET XOPOIIIee 3A0pOBbe. byaaa
BPAYCBAHUA ACPIKHUT IIBETYIIICEC PACTCHIE
Xapuraku B AeBoI pyke (puc. 12).

[IBeTOK H300OpaKeH B pPyKax 600Xucammenl

Maiirpeiin.
[Tapuamxar, BHA Nyctanthes  arbor- 11300pakaeTcs Kak NCIIOAHAIOIIEE JKCAAHUSA
JKACMUHA tristis GOKECTBEHHOE ACPEBO C LIBETYIIIUME
BETBAMI.
Tamapuck Tamarix indica @ pykT, HATTOMUHAOIIUI CAUBY,
nsodpazkaercs B pykax oorunu Appu KyHasr
Taper u Bacymaper.
Peanc Raphanus M3o0pakaercs Kak KOpEHb.
raphanistrum
Puc Oryza sativa M3o0pakaercs Kak 3epHO pHCa.
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Puc. 12. Llsemox xapumaxu (Terminalia chebula). Puc. 13. 3oa0meie prrbxu. Vemounux: uihere.com.
Byooa spauesarus deporcum yeenmymee pacmenue

Xapumaru 6 sesot pyxe. Memounux:

meditationonlongisland.org,

Puc. 14. Ilapa son0meix puibox, Puc. 15. Pakosuna daem npobyscoernue om
pacnpocmparenvix 6 6)00utickom ucKyccmee, nesescecméa. Memounux: shaolinchangijian.com.

cumeoausupyon: c60600y. Memounux:

shaolinchangijian.com.
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Ha xaprmHax TaHKAa YacTO BCTPEYAIOTCA M JKUBOTHBIC, KaK IIPaBHUAO, OE3BPEAHBIC
TPaBOSIAHBIE, HAIIPUMEP, KDOAUKH HAH aHTHAOIIBI, XOTA MOKHO YBUAETb M XUITHUKOB. [ITHIIEI
CTOAT HA 3€MAE HAU IIAABAIOT B BOAE. [1apa MOpCKHX MOHCTPOB — CMECh KPOKOAUAA M CAOHA —
OOBIYHO M300pakaeTCA Ha «BOPOTAX» MaHAAABL FIHOrAa Ha KAaCCHYECKHX THOETCKHUX TaHKA
MOKHO YBHAETH APAaKOHOB [4]. CpeAn CHMBOAMYECKHX HM300pAKEHHI KHBOTHBIX HAHMOOAEE
YaCTO BCTPEYAETCA IIapa 30AOTHIX PBIOOK, OAMH H3 «BOCBMH OAarOPOAHBIX CHMBOAOBY,
KOTOpBIE H300paKe€HBI ITAaBarommumu B 1pyay (pumc. 13, 14). ABe 30A0TBHIE PBIOBI
CHMBOAH3HPYIOT CBOOOAY: XOTA OKEAH BEAHMK W HACEACH MHOTHMH CYIIECTBAMH, HO 9TO
HE MEIIaeT pblOaM B HEM IAABATb. 3AECHh ITOAPA3YMEBAETCA, YTO MOKHO MYKECTBEHHO JKHTb
1 CaMOMy BBIOMPATh CBOM IIyTh, AAiKE €CAHM KH3Hb HAIIOAHEHA II€YAABIO U HAAIO3HUAMU.
AHAAOTUYHO PpAKOBHHA, TaKiKE OAHH H3 «BOCBMH OAArOPOAHBIX CHMBOAOB» OYAAHM3Ma,
O3HAYAET IIPU3BIB K IIOCACAOBATEAAM IIPABEAHOCTH IIPOOYAUTHCA OT HebexkecTsa (puc. 15) [1].

Muoraa ma tanka m3oOpaxeHsl cHexHBIE ABBHI (puc. 106). CHeXHBIIN AeB — HeOecHOe
KHBOTHOE, KOTOPOE CHMBOAHM3UPYET T€POU3M, AOCOAIOTHOE CYACTBE, 4 TAK/KE CTUXUIO 3EMAN
I OAHO M3 YETHIPEX OCHOBHBEIX AOCTOHHCTB (puc. 17). PeB ABBa cpaBHHBAETCA C «IPOMOBOI»
HIPpOHOBEABIO /AbBa BYAABI, I caM A€B CUMBOAHM3UPYET CHAY €r0O YYCHHSA U HAIIOMHHAET O €ro
BeAHYHNH. /\eB BCETAA OBIA CBA3AH C IAPCKOM BAACTBIO, C CHAON yMa U € 3ammuToi. B Oyaausme
ABBBI TAaK/K€ BOCIPHHHMAIOTCA Kak OOpa3bl CBIHOBEH DyAABI, OOA2AQIOIIUX BAACTHIO

YMHPOTBOPATE; OHH OOBIYHO H300PaKAFOTCA HA BXOAAX MOHACTEIPEH.

Puc. 16.Crencrvre av6v1, usobpancennsie na Puc. 17. Cuencrwrii ses. Memounux: shambbala.com.

marika. emounur: clipartmax.con.

AparoneHHsbIll CAOH U AOIIaAb BXOAAT B YHMCAO CEMH APATOIIEHHBIX 9MOAEM OYAAHHCKOM
nkoHorpacdpuu. B Oyaaumame cAOH cHMBOAM3HpPYET yMcTBeHHYIO cuAy. HexkonTpoampyewmsrit
HHTEAACKT, IPEOOAAAAFOIINI B HAYAAE IIYTH K CAMOPEAAM3ALIMH, KOTOPBIH MOKET CBEPHYTbH
C IyTH U CAaMOPA3PYIIUTHCA, H300PaKACTCA B BUAE CEpOro cAO0HA. OH AOAKEH OBITH B3AT ITOA
KOHTPOAB € IOMOIIBIO IIPAKTHKH IPaBEAHOCTH. CAOHOBEIE KABIKH TaK/Ke ABAAIOTCA OAHUM 13
O6AaropoaHerx cuMBOAOB [1]. CmAa M HIPEeAaHHOCTB, KaK ITIOAATAIOT, ABAAIOTCA OCHOBHBIMH
YepPTAMH CAOHA; CACAOBATEABHO, OH CTAHOBHUTCA CUMBOAOM (PH3MYECKON M YMCTBEHHOM CHABI,
HAPAAY C OTBETCTBEHHOCTBIO (pHc. 18).

M3o0pakeHne AOIIIAAM CHMBOAH3HPYET OJHEPIHIO M CHAY M CBfA3aHO C IIPaHOI,
KU3HEHHON 3HEPTHEH M, CAGAOBATEABHO, CO CTHUXHEH BO3AYX4, KOTOPHIH KU3HEHHO BAKEH
AASl cymiecTBOBaHHA. /\OIMaAb TaKkKe O3HAYAET IIPEAAHHOCTb, HCKPEHHOCTH H OBICTPOTY

(puc. 19). Pxanne AoOmIaAum CHMBOAU3UPYET CIIOCOOHOCTD ByAABI IPOOYANTE pa3ym.
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Puc. 18. Caon. Hemounux: tr.pinterest.cons. Puc. 19. Aowaods. Hcmounux: in.pinterest.com.

Turp B THOETCKOM OYAAHM3ME ABAACTCA CHMBOAOM HACTOPOKEHHOCTH, COCTPAAAHHA
n yBepeHHoctH. B Tpasunum Baaxpasuaer MmHOTHE 0OKeCTBA M300PAKEHBI BEPXOM Ha THIPE
I CHMBOAHBHPYIOT CHAY IIPEOAOACHHSA yiKaca, 3CMHBIX JKCAAHHH M HEBEKECTBA,
HEOOXOAMMYIO AAfl IPAKTHKH OyAaamama. Ha Tamka gacto m3o0pameH BEAHMKOACITHBIH THIP,

OKPY’KEHHBIII MHOTOLIBETHBIMU AKYHTAAME (puc. 20).

Puc. 20. Tuzp. Uemounux: traditionalartofnepal.com.
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N3o0pakenne maBAHMHOB CBA3aHO ¢ OoAxucarTBamu. Cunraercs, 9YTO IaBAHMHBI OAAPEHBI

CITOCOOHOCTBIO HOTp66AHTb AAOBHUTYIO PaCcTUTCABHOCTD oes KAKHIX-AHOO BpPCAHBIX

IIOCACACTBHIN; TOYHO Tak JK€ OOAXHCATTBA  CIIOCOOCH  IIPEBPATHTb  HEBEKECTBO
B IIPOCBETACHHE, 2 HEHABUCTb — B AFOOOBb. KOraa 94eAOBEK CTAAKHMBACTCH C IIPOCBEIICHHOIT
MBICABIO, €TO Pa3yM PACKPBIBACTCSH, KAK XBOCT IIABAMHA, CO BCEMH €rO LIBETAMU M OTTCHKAMIL
[ToA0OHO maBAMHY, KOTOPBIH IIOTAOIIACT fA, IIPEBPAIas €ro B IIMTAHHUE AAS CBOCTO TEAQ,
OOAXHCATTBA CYOAUMUPYET 3A0 U CTPAAAHHUE B IIyTh AYXOBHOTO BOCXOKACHHS.

Takum 0OpasoM, IHOMHMO CBAIIEHHBIX IIEPCOHAKEH, B TAHKA M300pPAKAIOTCA KUBOTHBIC,
a TaKKe MH(UYECKHE CYIIECTBA, AIOAM N IIOAYOOTH. AIOAM, B OCHOBHOM, ITOKA3aHBI KaK
YYCHUKN IEHTPAABHOIO CBAIIEHHOIO IIEPCOHAKA. PearpHble 1 MI(UICCKIE )KUBOTHEIEC OYCHD
PasHOOOPA3HBL: IOMUMO OTMEYCHHBIX, 3TO OACHH, OYHBOAHL, depemaxu u T. A. Kakaoe m3 Hux

HIMEET CBOM 9KOAYXOBHBIH CMBICA (TA0A. 2).

Tabauya 2. Hazeanus s#cu80MHbIX U UX IKOOYXOBHOE 3HAUCHUE 8 NPOU3BECOCHUSX 0YOOUUCKO20

ucKyccmea
KusorHsie Hayunoe DKOAYXOBHBIH CMBICA
peaAbHBIE HAT HaMEHOBaHHE
MHupHIECKHE
Awnruaora Antilocapra CuMBOAM3BHpPYET HOTY U PaBHOBECHE.
americana
Ob6e3bsana Hominoidea O3mHagaer KaAHOCTb U HEIIOATOTOBACHHOCTD
yMa. B HOAOKHTEABHOM CMBICAE CHMBOAU3UPYET
HACTOWYHUBOCTD.
byiiBoa Bubalus bubalis IIbeaecran Gora SAmer
Bopona Corvus splendens ~ CMBOAM3HPYET HATAOCTb.
Aanp (Orenb) Odocoileus OsnavaeT coayBCTBHE.
virginianus
Cobaka Canis lupus  ATpuOyT TOPAOCTH.
familiaris
Apakon Aerenaapuoe CHMBOAM3HPYET BAACTH, TOCIIOACTBO HaA MOPEM
JKHBOTHOE 1 BOAHYIO cTuxuro (puc. 21).
Caon Elephas maximus ~ CUMBOA CITOKOWCTBHS, BEAUKOACITUS U CHABI

AyXa; 9aCTO H300PAKAFOTCA TOABKO KABIKH,
CHMBOAHM3HUPYIOIINE CAOHA.

3oAoTas peIOKa Mudoarorugeckas OAHH U3 «<BOCBMH OAATOPOAHBIX CHMBOAOBY;
pHIOKa B O3HAYAET IIOTPYKEHHOCTD BCEX KUBBIX CYIIIECTB
OYAAHIICKOIT B MOpPE MATEPHUAABHOI KU3HH.
nkoHorpaduu

I'apyaa AerenpapHad MyApOCTB, KOHTPOAB HAaA HEOOM M CTUXHSA OTHA.
IITHIIA — I1apb
ITTHIL

3asig Lepus spp. Oanm u3 «Yemuipex beccmepmuuix oOpy3etin

(mosicHeHHE CM. HHXKE).

Aormmaap Equus spp. CHMBOAU3SHPYET S9HEPIHIO U CHAY.

Beawtit koub Aerenaaproe CuMBOAM3HpPYET yAQdYy.
JKUBOTHOE

Aes

Panthera leo

Osnavaer CMEAOCTDH, KOHTPOAD HAA BCPITMTHAMNI
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CHEXHBII AEB

Cypox
Har

I[TaBanna

CBUHBA

Kpacubni kopasa

ITpaBosakpydeHHa

A paKOBHHA

ITeryx

3mesn

Aebeab
Turp

UYeperraxa
Boak

Hebecnoe
JKMBOTHOE B
OyAAH3Me
Marmota spp.
Mudnaeckoe
3MEEIIOAODOHOE
CYIIIECTBO

Pavo cristatus
Sus scrofa
domesticus
Corallium

Turbinella pyrum

Gallus Gallus
domesticus
Serpentes

Cygnus spp.
Panthera tigris

Testudines spp.
Canis lupus

U CTUXUIO 3EMAU.
CumBOAM3HpPYET HpUMHpPEHNE KOH(MAUKTOB
1 PA3ZHOTAACHI.

VkaspiBaeT Ha IIEPEPOKACHUE.

Haru — crpaxn Byaast, oaumerBoperne
HIPaBEAHOCTH. B HEraTHBHOM CMBICAE — CIMBOA
CMEPTHBIX, KOTOPHIE PACIIPOCTPAHAIOT OOAC3HH
U HECYT HEBE3EHUE, KOTAA PA3APAIKEHEL.
Osznavaer TpaHcOPMAITUIO 3A2 B AOOPO.
Vkas3piBaeT Ha HEBEKECTBO.

CHMBOA KEPTBBI U CTPEMACHHE K AOCTH/KEHUIO
AyXOBHbIX BBICOT.

OAMH U3 «BOCBMH OAATOPOAHBIX CHMBOAOBY,
O3HAYAET 3BYK yUYeHHUA DyAAsI,
PACIIPOCTPAHAIOIIHIICA IIOBCIOAY CBOOOAHO 1
IIPOOYKAAIOIIUI YIEHUKOB OT CHA HEBEACHHSA
(pmc. 22).

OsnavaeT IPUBA3AHHOCTD U KEAAHHE.

CHuMBOAM3HpPYET OTBpAIlleHUE HAU HEHABHUCTD,
HO TaK)K€ U IOCTIKEHHUE IIATH Byaa, miaTu
SAEMEHTOB U IIATH IIBETOB. 3MEM O3HAYAIOT
JKeAQHUE,

Caazan ¢ boruneii Tapoii.

Tpon MHOTHX OOKECTB, OCOOEHHO TEX, KTO
OOAAAAET THEBHON HMAM

BOMHCTBEHHOI npupoAoil. IIkypa turpa sokpyr
I10fCa O3HAYACT yCTPaHEHNE HEBEPHOTO
yoexaeHunsa. CHMBOAU3HPYET YBEPEHHOCTD,
BAAABIYECTBO HAA AECOM U BO3AYITHOM CTHUXHEH.
CHMBOAM3HPYET BEUHOE OAQKEHCTBO.

CHMBOA 3Bepsi MHOTHX OOKECTB.

Tanxa Aopaxe 'orpab m3oOpaxaer rHeBHOTO rypy, Oora Punmode Aopaxe l'otpada —

MOTYIIIECTBEHHOIO ~ 3aIlUTHHUKA OYAAHM3M4, YHHYTOMKAIOIIETO OOAE3HH M  OSIHACMHHU

1 0COOeHHO moymrTaeMoro B Tpaaunuu Hemuarma. Ha xaprmoe on m3oOpaxkeH Bepxom Ha
AEBATHIAABOM OYIIBOAE, OKPY/KEHHBII OrHeM, ¢ I'apyaoit u Bagkpamanu Hasepxy (puc. 23).
Por HOCOpOTA, KABIKM CAOHA M Pa3BETBACHHBIC KOPAAABI BXOAAT B CEMBb APArOI[CHHBIX
sHakoB  Yakpaaprunaa. [lomyasapusl cumBoAmdeckne 5MOAeMBI, Takue Kak «Ipu
TpuyMaABHBIX CO3AAHHA TIapMOHUM», «YeTeIpe OECCMEPTHBIX Apyra», «IMOAeMa KOAeca
I OACHM» U T. A. DTH HU300PAKEHHUA UMEIOT 9KOAYXOBHOE 3HAYEHHE IIO TOH IPHYHHE, UTO

OHH MMCIOT KaK AYXOBHBIC, TaK M SKOAOI'MYICCKNC SACMCHTHI.

103



The Art Of Eurasia Hcxycerso Eppasun
No. 4 (15) @ 2019 Ne 4 (15) @ 2019 eISSN 2518-7767

Puc. 22. I'1pasocmoponnan paxosuna. HMemounux: — Puc. 23. Tanxa Aopooce I ompab. Hemounux:

tibethouse.us. traditionalartofnepal.com.

CpeAu pasAMYHBIX TEM KAPTHH TaHKA IIOIYAAPHBI HAAFOCTPALIMH AKATAKCKHAX CKa30K
I APYIUX CBAIICHHBIX pykormceil. «HeTspe OecCMEPTHBIX APyra» — 3TO OAHA M3 TAKHX TEM,
IIPEACTABASAIOIIAA COOON MAAIOCTPAIINIO H3BECTHOI CKA3KH, TAC IOKA3aHBI OTHOIIICHHUA MEKAY
YETBIPbMA KHBOTHBIMH: CAOHOM, 00€3bAHOI, KpoAuKOM 1 Irtureii (puc. 24) [11]. Ha xaprune
H300paKEeH CAOH, ITOAACPKHBAIOIINN OOE3bAHY, KOTOPasA, B CBOIO OYEPEAb, ITOAACPIHKHBACT
KPOAMKA, a2 KPOAUK ITOAAEP’KHBAET ITHILY, YTOOBI IIOAYYHTH IIAOABI C Aepesa. Kaprmma
CHMBOAH3HPYET B3aMMO3aBUCUMOCTb, I'APMOHHIO M EAMHCTBO CPEAM JKHBOTHBIX Pa3HOM
BEAUYUHBI U PA3HOH CHABL B 95KOAYXOBHOM KOHTEKCTE II'THIIA CHMBOAH3HUPYET caMOro byaay,
OCTAaABHBIC JKHBOTHBIE — €rO TAABHBIX ydeHHKOB: kpoAauk — [Iapwm Ilyrpy, obespsma —
Mayaraapasny u cAoH — AHanAy. Vcropus gersipex Apyseii, pacckazannaan ['ocioaom byaaoit
CBOMM VYEHHKAM, BBITAAAUT CACAVIOIIIUM OOpPa3OM: OKa3aBIIHCh B AECY, CAOH, KPOAWK,
00e3pAiHA M IITHIA CIIOPHUAU 32 IIPABO BAAACHHA AEPEBOM, IIAOAAMH KOTOPOTO BCE OHH
HamepeBaAnch nnTaTbcA. CAOH YKa3blBaA, YTO OH IIEPBBIM 3aMETHA AepeBo. (ObespsHa
YTBEP’KAAAQ, ITO OHAa BCerAa mmraercad pykramu. KpoAmK yTBep:kAaA, 9TO OH €A AHCTBA

AEpEBa, KOTAA AEPEBO OBIAO emmne MaAeHBKHM. llTmma, koTopas HaOAIOAQAA 32 CITOPOM,

104



The Art Of Eurasia Hcxycerso Eppasun
No. 4 (15) @ 2019 Ne 4 (15) @ 2019 eISSN 2518-7767

CKa3aAa, 9TO ACPEBO IPHHAAACKHT €H, IOTOMY YTO OHO HE BBIPOCAO OBI, €CAM OBI IITHIIA
HE BBIIIACBEIBAAA CEMA M3 CHEACHHBIX ITAOAOB. CAOH, 00€3bfHA M KPOAUK ITOKAOHHAHCH
IOTHIIE W ITIOCYUTAAN €€ CBOHMM CTapIIuM OpaToMm. YeTwIpe KHBOTHBIX CTaAH APY3bAMH

U PEIINAU PA3ACAHUTH ACPEBO, HACAAKAAACH €IO KPACOTOM, apOMaTOM, (PPYKTAMH M TEHBIO.

Cros APyT y ApyTa Ha CIIHHE, OHH AOCTHTAH BEPIITHHEI OaHBAHOBOIO ACPEBA.

Puc. 24. Yemuipe becermepmmvix opyea. Memounux:
roundtheclockstories. blogspot.com.

Cnpasa:
Puc. 25. Camoomeepowennsiii Kpoarux u boe
Hlaxpa. Hemounux: bimalayanart.org.

DTa UCTOPHA TOAYECPKHBACT BAKHOCTb COTPYAHHYECTBA, YTO B OMOAOTHN IIPOABAACTCH,
HanpuMep, B cumOnose. I1o Apyroit Bepcuu B OAHOM H3 IIPEABIAYIIEX BOIIAOIIEeHHH ['ocrmoaa
ByAABr B Aecy KuAH deThIpe OAATOPOAHBIX CYIIIECTBA — IITHIIA, OOE3bAHA, KPOAUK U CAOH.
OAHQKABI OHH PEIIHUAH BBIPA3UTh OAATOAAPHOCTH CTapriemMy n3 HuX. MAaAmmii Berpaman
nourenne Ooaee craprimemy, Hecs ero Ha crmHe. COOTBETCTBEHHO, CAOH IOCTABHA IITHILY
Ha MaKYIIKy TOAOBBI, KDOAHKA Ha IIICIO U O0E3bAHY HA CIIMHY. 3aTEM IITHUIIA HAIIOMHHAQ, 9TO
OHH AOAKHBI COOAIOAATH IIATH OCHOBHBIX AYXOBHBIX AMCIIUIIAMH Ha IIPOTAKEHUHU BCEH CBOCH
xnsHU. [1THIa HagaAa IPAaKTHKOBATH 9TH AHCITHIIANHBL C ITOMOIIBIO CBOUX KPBIABEB, CAOH —
KABIKAMH, KPOAHK — AAIIAMI 1 00€3bAHA — IITKYPOTL.

Coraacuo Axaauny VamkeHny AXaHAyIly, H3BECTHOMY XYVAOKHHKY, KaptuHa «Yernipe
OecCMEPTHBIX APYyra» ITOABUAACH BIEpBbIe B TuOere m mpoHnkAa B byraH, a ee Tema Moraa
BO3HUKHYTbh W3 APEBHHX OVAAuICKuX nwmcanuii Kanoocyp m Tanoocyp. 3aech odeBHAHA
MOpPaAb B3aMMOIIOMOIIM M OTKa3za OT sromsma. Camraercs, 9TO BCAKUI pa3, KOIAd YEAOBEK
CMOTPHUT Ha TAaHKA C N300PaKEHUEM YETHIPEX OECCMEPTHBIX APY3€H, €ro AeCATh AOOPOAETEACH
VKPEIIASFOTCA U YM AOCTUTAET COCTOAHUA PABHOBECHA.

CyrtmecTByer erre pAA IMOIYAAPHBIX HCTOPHI, HAIIIEAIITHX OTPaKeHHE B TaHKa. MHOTrHE 13

HHUX ITOCBAMICHBI BOITAOIICHUAM BBICOKHX CYHICCTB B JKHMBOTHBIX, KaK, HAIIpHUMCP, HUCTOPHSA
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0 OOAXHCATTBE, KOTOPBIH POAUACH KpoAnkoM, u Oore [llakpe (srmrer 6ora Muapsr) (puc. 25).
Aaxxke OYAyIH KPOAHMKOM OOAXHCATTBA OOAAAAA IIPABEAHOCTBIO M JKU3HEHHOW CHAOMN
HACTOABKO, YTO APYIHE JKUBOTHBIE cYuTaAn ero napem. CpeAm ero IpeAaHHBIX Apy3ei
1 YYEHHUKOB OBIAM BBIADA, IIaKaA B 00e3bfAHa. OAHAMKABL OBIAO PEIIEHO, YTO HA CACAYIOIIHIT
AEHD KQKABIM M3 HHUX IIPEAAOKUT KaKoﬁ-HH6yAb IIOAAPOK AIO6OMy, KTO IIPOXOAHUT 9I€PE3 AEC.
Ho y kpoAnka He OBIAO HHYEro, KPOME TPaBBI, I OH PEIIHA IPEAAOKUTH CBOIO COOCTBEHHYIO
IIAOTB. YcAbIas 310, 60r [llakpa OTIPaBUACA HCHBITEIBATH KUBOTHBIX IIOA BHAOM YCTAAOTO
I TOAOAHOTO KOYEBHHKA. BbIiApa mpuHecAa eMy pvIOy, a 00e3pfiHa — crieaoe MaHro. Kpoauk
OOBACHUA, UTO OH IIPEAAOKHT CBOE TE€AO, H HE 3aAyMbIBasch IpbIrHyA B rmaama. Ho Ilakpa
BBITAIIIUA KPOAUKA, 4 3aT€M BO3HEC €ro Ha HeOeca U IIPEACTABHA €r0 APYTHM Ooram. 3aTtemM OH
YVKPAaCHA H300paKEHHEM KPOAHKA CBOI ABOper M AHMK AyHBL. [loproOHBIE wmCTOpHH,
n300payKaeMble Ha TaHKa, IIPUBHBAIOT 3THKY CAMOIIOKEPTBOBAHUA U AOOPOTHI, B TOM HUHCAE
K MI/Ipy HpI/IpOAbI.

MosKHO Takke OTMETHTh OAHY U3 Askarak (KU3HEOIINCAHWH PA3AMYHBIX BOITAOIIEHUIT
byaarr) — Pykkxa Axamma Askaraky, rae IOBECTByeTcA O poOKAeHHUH byaabr aepeBom Caa
(Shorea robusta) B I'mmanasax. Bo Bpemsa npasaenus mapsa Beccasa aepeBo Caa mmpukazaso Bcem
CBOMM pOACTBEHHHKAaM oOHuTarb BMmecTe B Aecy. OAHH A€pEBbA IIOAYHHAAHUCH €TO
HPCAAO}KCHI/I}O, HO ApyrHe, STOMCTHUYHBIC M I/IHAI/IBI/IAyaAI/ICTI/IquIe, HpeAHO‘IAI/I paCTI/I
IIOOAMHOYKE y IIOCEACHHUN, TAE€ AIOAH, KOTOpBIE AIOOHMAM AepeBbsi CaA, HPUHOCHAU UM
BcAdeckue ImoAHomIeHuA. Ho oaAHaxAB Hasereaa Oypsd M CHABHO IIOBPEAHAA 9TH
H30AMPOBAHHBIC ACPEBbf, TOIAA KaK pACTYIIHE B AECYy HE IIOCTPAAAAH. DTa HCTOPHUA
ITOAYEPKHBACT B3aMMO3aBHUCHUMOCTb BCEX JKHBBIX CYIIECTB M IIOPOYHOCTH HHAHBHAYAAH3MA
1 5rOM3Ma, YTO BEChbMa AKTYaABHO B HAIIIE BPEMsA, KOTAA 3TOLEHTPUYHOE 9I0 COBPEMEHHOTO

YCAOBEKaA CTAAO OAHOI>‘I M3 OCHOBHBIX IIPUYWH PaA3PYIICHUS IIPUPOABIL.

Caesa: Puc. 26. Tpu mpuymgansuvix cosdarnus eapmoriu,

cumeonvr sceobuyet arwbsu. Memounux: kagyulibrary.he.

Cnpasa: Puc. 27. Dmbaema Koaeca u oaena. Hemounux:

Sspiritualray.com.

B mudorornn Oyaamsma «rpu TpUYMQAABHBIX CO3AAHHA TAPMOHHI» IIPEACTABAAIOT
cOOOM COYeTAHME IIECTH TPAAUIIMOHHBIX BPArOB — FAPYAB U CHE}KHOTO ABBA, BBIADBI U PHIOHL,
KPOKOAHMAQ M MOPCKOH VAHTKA — TO €CTh TPH CBEPXBECTECTBEHHBIX KOMOMHHPOBAHHBIX
CYIIIECTBA, KOTOPBIE CUMUTAIOTCA CHMBOAAMHU BceoOmer Ar00Bu (puc. 26). KomOuuarms

HpOTI/IBOHOAO}KHOCTCI}‘I IIOPOKAACT YAUBHUTCABHBIC CHMBOABI, TAC MI/Iq)I/I‘ICCKI/IC cymecrBa M3
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KOHKYPHUPYIOIINX I1ap KUBOTHBIX OOBCAMHAIOTCA AAf ACMOHCTPALINN TAPMOHUM, HAIIPHMED,
CHEKHBII ACB M TAPYAA. DTH KOMOMHHPOBAHHBIC CYIIECTBA YaCTO M300PAKAOTCA HA 3HAMEHAX
ITOOEABI, CHMBOAH3HPYS Pa3peIIecHNe KOH(PAUKTOB U IPEOAOACHUE PA3SANYINA.

B «®mbaeme Koaeca m oaema» «Koaeco Axapmb», OAMH 13 BOCBMH OAarOpOAHBIX
CHMBOAOB, OOBIYHO H300PAKACTCA MEKAY ABYMA OACHAMH, YTO HAIIOMHHACT O IIEPBOH
IpoIroBeAn BYAABI B OACHBEM ITapKe, KOTAZ OACHH COOPAAMCH BOKPYI HETO M HACAAKAAAUCH
OokecTBeHHOI Oeceaoil. I3oOpamxenme oaemeir 1mo ob6e croponsl «Koaeca Axapmb
HAIIOMHHAET O TOM, UTO ByAAa meHMA Bcex KUBBIX CYIIIECTB, 2 HE TOABKO AIOAEH (puc. 27).

ApaxkoH, A€B, THIP WU 2apyod, CHMBOAU3HPYIOIINE YCTBHIPE CTOPOHBI CBETA, OKPYKAIOT
4YeThIpe yraa Oyaamiickoro gaara, ¢ «koHeM BeTpa» (OYAAMICKHIT CHMBOA) B IleHTpe hAara.
CHEXHBII ACB H300PaKEH HA BOCTOKE M CHMBOAUZHPYET aDCOAFOTHOE CYACTBE, YHCTHIA yM,
cBOOOAHBIH OT HeAoBepmsA. OH CHMBOAHBHPYET BEAHMKOACIINE, 4 TAK/KE CAMOKOHTPOAD HAA
TEAOM U pa3yMOM. THUrp m300paKeH Ha IOT€ M CUMBOAM3HPYET YBEPEHHOCTb B ceOe, AOOPOTY
1 ckpoMHOCTb. OH CIIOKOEH, OOAAAAET BPOKACHHBIM 9YYBCTBOM YAOBACTBOPECHHOCTH
I CaMOPEAAM3AINH, Y9TO COIYTCTBYET COCTOAHMIO IpocBeTAcHUA. KOHD BeTpa, AereHAapHOE
CYIIIECTBO, OOBEAHHACT CKOPOCTh BETPA M CHAY AOIIAAH H, KAK IIOAATAOT, IIEPCAACT 3CMHEIC
MOAMTBBI HeOECAM. DTOT CHMBOA CBA32H C HMOOEAOH M C KOCMHUYECKMM 3AeMeHTOM. KOoHb
BETPa, HECYIIMHA Ha ceOe JKEMUYKHUHY IIPOCBEIICHUSA, HCIIOAHAIOIIYIO KEAAHHSA, ABAACTCA
OAHHM 13 HanOOAee pPACHPOCTPAHEHHBIX CHMBOAOB Ha MOAHUTBEHHBIX paarax [1].
NsobpaxeHne eapyobl — Iaps ITHI[ — Pa3MEIIACTCA M O3HAYAECT CMEAOCTb M CBODOAY OT
cTpaxoB. ApakoH H300pakaeTcs Ha 3aIIaA€, €rO PEB C HeOeC IIPOOYKAAET YEAOBEKA OT CHA
HEBEKECTBA.

Hexkoropsie KHBOTHBIC, TAKHE KaK ACOCAM, IABAMHBI M OACHH, CYHTAIOTCA Ooramm
M 9acTO HM300PAKAFOTCA HA TaHKA JKUBYIIIUMH B HEOCCHBIX capax. Muorme mudoaormgeckne
CYIIIECTBA, TAKHCE KAK AKIIN M IAHAXAPBEL, )KUBYT B IrOpaxX MAW Ha AepeBbsix. PasHOOOpasHbe
dayHucTHdeckne u HPAOPHUCTHYCCKUE ACKOPATHUBHBIC ACMEHTBI YaCTO YKPAIIAIOT OPYIKHE:
LIBETOYHBIH Y30 HA AYKE U CTPEAAX HAH PYKOATKA MEYa C H300pakeHHeM cKoprnoHa. AoToc,
ACPEBO, UCIIOAHAIOIICE KEAAHUSA, IIEPHS TABAMHA U T.A. — PASAHYHBIC PHTYAABHBIC ATPHOYTHL,
n300payKaeMble Ha TaHKA.

Ha AaHA]’.HaCbTaX TaHKAa MOKHO YBI/IACTI) CHCIXKHDBIC I‘Opr, IIBIIITHBIC 3C€CACHBIC Ayra, pyqu/I
u BoAomaasl (puc. 28). OObBYHO M300paKaeTCA AECTO MAU BECHA, KOTAA CHEI BUAEH TOABKO
Ha BEPINMHAX TOP, XOTHA HM3PEAKA HA TAHKA MOKHO BHACTH TPO3OBBIC TYYH HAW BCIIBIIIIKI
MOAHHUHM U AAACKHH AOKAb. Takum o0OpasoM, MHEeH3KH OTPaKAIOT APKYIO, KHUBYIO,
HICKPAIIYIOCH KPACKAMH IIPUPOAY, KOTOpas CHMBOAU3HPYET IIPOCBETACHNE. MHOTHE TIeH3aKI
ABAAIOTCA BBIMBIIIIACHHBIMHE, CO3AAHHBIMH Ha OCHOBE CBAIIECHHBIX TEKCTOB, HAIIPHUMED,
3amaamsrit Pait — UYmcras 3emas Oyaasl Ammrabxu B OyAamsme Maxasubl, OIIHMCAHHASA
B CykxaBaruBbioxa-cyrpax. B To e Bpemsa OOABIIYIO YaCThb KAPTHHBI OOBIYHO 3aHHUMAIOT
IIEPCOHAKM, U AAS TICH327KA OCTACTCA HEMHOIO MECTA.

3ameuareAbHAs ~KApTHHA, WMCIOINAS SABHBIH O3KOAYXOBHBIH  CMBICA, H300pakacT
«[Tokaonenne O06o», pacupocrpanennoe B Mouroamn (puc. 29). O6o (0BoO) — ApeBHEe
CBATHAMIIIE, CBA3AHHOE C AYXOM TOPBI HAH IIEPEBAAA, KOTOPOMY HAAACKHUT HOKAOHATHCA. DTO,
KaK IIPABHAO, TOpa C HEOOBIMHON (DOPMOMN, C MCTOYHHKAMU BOABI, ITHTAFOIINMHI MECTHOCTD,
PAAOM C KOTOPOH CO3AAIOTCA KAMCHHBIC HACBIIH-CBATHAHINA. [IPOXOAAIIIIE MHMO AIOAT
AeAaroT 1okepTBoBaHHA (00, YTOOBI OAArOCAOBUTH cBOe myrternectsue. Cumraercsa, d9To

AOBOABHBIC AYXH AAPAT ITAOAOPOAHYIO 3CMAIO, XOPOIIHC IIOTOAHBIC YCAOBHA, 3AOPOBBC
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I IPEAOTBpAINAIOT cruxuiinbie OeacTBuA. [lokaonmennme OO0 — 3TO 9KOAYXOBHAsA IIPAKTHKA

B MOHI‘OAI/II/I, KOTOpas 9acTo I/1306p2.}K2.CTC${ Ha TaHKa.

p— NS ST

~

Puc. 28. I Toraunwiil senenviii nedizanc ¢ copami, Puc. 29. I'loxaonernue Obo. Uemounux: arcworld.org.

pexotl, pacmumensocnsio i 004aKaMi.

Puc. 30. Tanxa «beastii comapey» ¢ mpaduyuonmsimu

cumsonamu. Vlemounux: paintingvalley.com.
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[Haraan Osrown, «beAslit crapemn» B MOHTOABCKOM MIU(POAOIUH, TAKKE YACTO H300PaKaeTCA
HAa TAHKA OKPYKEHHBIM IIIECTBIO TPAAHUIIMOHHBIMU CHMBOAAMH: IIEPCUKOBBIM ACPEBOM, CKAAOIT
B (opMe pPaKOBHHBI, KYPABAEM, XPYCTAABHBIMH YETKAMM, YHCTBIM IIOTOKOM, BBIXOAAIIIUM
13 CBAIICHHON CKaAbl, 1 oAeHeM (puc. 30). B tnOerckom Oyaansme OeABIl CTAPHK HM3BECTEH
kak Llepunr Tyk, man G0AXHCATTBA AOATOACTHA, U H300paKaeTcss Ha POHE MHPHOIO IIeiizaxKa
C OACHEM, BOAOH U KypaBAsiMH. VIHOrAa Ha TaHKA ITOKA3aHO KEPTBOIIPUHOIIECHHUE IIOTOKY HAN
xe mmokAoHeHrne OO0 AAfA 3amIuTE rOop. B Apyrux crieHax MOHAXH YMOASIOT AYXOB AEPEBbEB
IIPOIIATH TEX, KTO HX BBIPYOaeT, a ADOBOCEKH IIPHU 9TOM AEMOHCTPHPYVIOT IHOHHMaHUE CBOEI
BUHBIL. Takum 0Opa3oM, 3A€Ch OYEBUACH 9KO-AYXOBHBIM CMBICA KAPTHH.

CHMBOABI AOATOM JKU3HU U IPUPOAHON TapMOHHUH, H300paKaeMble Ha TAHKA:

— nepcuxu (Prunus persica): IAOABI BEYHON KU3HHU, O3HAYAIOIINE H300UANE IIPHPOAHOIO
MHUpa;

— cocHa (Pinus spp.). BeunoseAeHas COCHa CHUMBOAM3BHUPYET AOATYIO KH3HB N HYKAY
YEAOBEKA B PACTCHUAX;

— Boaa. Ymcrad, mpoxaaAHad, neAaeOHaf, Oe3 3amaxa BOAAZ O3HAYaeT BAKHOCTB BCETO
YHICTOrO, HE3aAMYTHEHHOTO KaK B IIOBCEAHEBHOM KH3HH, TAK U B AYXOBHOM IIPAKTHKE;

— kameHb. OH CHMBOAHU3HPYET HEHM3MEHHOCTb M BEAHUYHE IIPUPOABI; ITIOAYEPKHBACT TOT
daxT, ITO YEAOBEK ABAACTCA AUIID HEOOABIINM (DparMeHTOM eAuHON BeeaenHo1;

— sxypaBAu (Grus grus): CAUTAIOTCA HAMOOAEE AOATOMKHBYIITUMH IITUIIAMI;

— oaenb (Odocoileus virginianus). Ha nem muaoraa nsoo6paxkaror Ilaraana Osrona. Oaenp
TAK/KE YaCTO CHMBOAHM3HPYET CBATOTO, TaK KaK CUMUTACTCA, YTO H CBATOM, U OACHB KAKAYIO
HOYB CIIAT B Pa3HBIX MECTaX.

[TpupoAHBIE MOTHBBI TaHKA YTBEPIKAAIOT MBICAB O OEPEKHOM OTHOIIEHHUU K IIPUPOAC;
OYAAHIICKIE CHMBOABI ITOOYKAQIOT Y€AOBEKA OXPAHATH BCe (POPMBI KH3HH Ha 3€MAE.

[Tomumo sTOrO, Ha TAaHKA YAaCTO MOKHO BHAETH COAHIIE, AVHY, PaAyIy, a TaKiKe IIATH
OCHOBHBIX CTHXHN: 3E€MAIO, BOAY, OIOHB, BO3AYX H KOCMOC B IteAoM. CTuxus 3eMAH
CHMBOAH3HPYET TBEPAOCTb, CHAY MaTEPHU. 3eMAfA IIPEACTABACHA HA TAHKA B BHAE 3CACHBIX
XOAMOB, XaPAKTEPHBIX AAf TOPHBIX IIACTOMIN, MAM B BHAE TOP, KOTOPBIE O3HAYAIOT CHAY
KOHIICHTPAIIUN U YCTOWYMBOCTh. Ha kapTmHAX XOAMBI YaCTHYHO 3aT€HEHBI, YTOOBI CO3AATH
TPEXMEPHOE H300paKkeHne, a KOHTYPHI IOp (PparMEHTHPOBAHBI C HEOOABIIUMU IIBETHBIMU
IIATHAMH, H300PaKAIOIIUMU TPABY, KYCTADHUKHI HAHM AAACKHE ACPEBBA TEMHO-3EACHOTO IIBETA
[1]. XyAOKHHKH TaKiKe 9aCTO AIOOAT PUCOBATH 3a0CTPEHHBIC KAMHH C TOAYOBIMH, 3€ACHBIMU
HAM KOPHUYHEBATBIMH OTTEHKAMH IIBET4, OKAMACHHBIE 30AOTBIMH AWHHAMH, HAW IICIIEPHI
C BBIXOAMIIIUMU U3 HUX ncrounnkamu. Ha Beprmmmax ropHoro xpeOra — IaTHa OEAOTO CHera,
a caM IBET I'Op BapbUPYETCA OT OEAOTO AO CBETAO-TOAYOOTO; I'PAHHIIBI CHEI'd BBIACAAIOTCH
TeMHO-CHHHUM IBeTOM. CKaAa ¢ BOAHBIM IIOTOKOM YaCTO O3HAYAET UCTOK OAHOW M3 YETBIPEX
BeAaukux pek: Caraeax, Mua, bpaxmanyrpa u Kapuaau, kotopsie 6epyr cBoe HauaAO Ha rope
Kaiirac. Ha tanmka takke Hepeako msobpaxeHa ropa Mepy — cBAIIEHHAA IIATHBEPIINHHASA
ropa OYAAHNMCKOM KOCMOAOTHMH, KOTOpafd CYHTACTCA IIEHTPOM BCeX (DU3UYECKHX,
MeTaU3NIECKUX H AYXOBHBIX BCEACHHBIX.

Cruxusi BOABI, COTAACHO OYAAHU3MY, O3HAYaeT ABHM/KEHHE, B TO BpEMfA KAK CTHUXUA OIHA
O3HA4YaeT dHEPruro. Boaa m3oOpamxaerca B BUAE PY4IbEB, BOAOIIAAOB H O3€pP M BBIFAAAUT KaK
HEKOE TBEPAOE TEAO, AHIIEHHOE IIPO3PAYHOCTH; YaCTO ACAHTCA HA 30HBI C IIOMOIIIBIO
BOAHHCTBIX OEABIX HAM CHHHX AMHHNA. BoAHOE IpOCTPaHCTBO CHMBOAH3HUPYET HEU3ZMEPUMYIO

rayonny mosHaHuA. Cruxma  BO3AyXa OOO3HA4YaeT MOINb  IHNPHUTATHBAIOIIUX — HAH
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oTTaAKHBarOIuX cuA. Cumraercd, 9TO MATEPHAABHEIN MHUpP — HE YTO HMHOE, KaK COYETAHUA
U IIEPECTAHOBKM 3THX ACMEHTOB. B AOmOAHEHHWE K HUM B OYAAHM3ME TOBOPHUTCA O CTHXHHU
IIPOCTPAHCTBA U 3AeMeHTe co3HaHuA. Hebo Ha TaHka, Kak IIPaBHAO, TOAYOOE, XOTHA MOZKHO
YVBHACTb I ApyTHe IBeTa. Beepxy ero orrenok obsraro Temuee. OCHOBHOI y30p OOAQKOB —

9TO AMHHSA 3aBUTKOB HAU «PYAOH» C TEMHBIM OTBepcTHEM B cepeanne (puc. 31).

Puc. 31. Usobpasenus obnaxos na marixa.

Uemounur: in.pinterest.com.

2
R

[IBeT 0OAAKOB MOKET OBITH TOAYOBIM, CEPBIM MAN 3€ACHBIM, 2 HHOI'AA OHHU MOTYT OBITH
PO30OBBIMH, KEATBIMH UAU OPAHKEBBIMH, AAKE€ KOpUUHEeBATEIMUA. OOAAKO B BUAEC TPHUAUCTHHKA
O3HAYAET TEAO, Pa3yM U pedub DYAABI, B TO BpeMsA KaK IIAABAIOIIHE OOAAKA HAHM TyMaH — 9TO
CHHTE3 COCTPAAAHUA U MYAPOCTH AAf AOCTIZKEHHS caMOpeaAmsanuu. B To ke Bpems oOAaka
YACTO CHMBOAHM3HPYIOT HECOBEPIIIEHCTBO CO3HAHHA: OHHM MOIYT IPHXOAHUTH U YXOAHUTH, KaK
BPEMEHHBIE MBICAH AU 320AY/KACHHSA, KOTOPBIE 3aMyTHAIOT UCTHHHYIO IIPHUPOAY yma. Pasyra
OOBIYHO TIOKA34HA B IMEH3AKAX TAHKA C M3THOAMH HAU TeTAAMH. OHa MOKET COCTOSITH W3
YeTBIPEX IBETOB MAHM AQKE€ MEHBIIIETO YHCAA. PaAyra — sTo BEYHOE IIPEACTABACHHE O BEIHOM
cuactbe. COAHIIE M AyHAa Ha TAHKA IIOMEIIAIOTCA B IIPOTHBOIIOAOKHBIX YTAAX KaPTHHEL
CoAHIIE OKpaIIMBaeTCA B OPAHKEBBIM HMAM KPACHBIN, 4 LIBET AYHBI — OCABIH HAU CBETAO-

cunuii. B 6YAAI/I3M6 COAHIIC CUMBOAMU3HPYCT MYAPOCTh, 4 AYHA — CUMBOA COCTPAaAAHHUA.

3akarouenue

OOpareHne K APEBHHM BHAAM AYXOBHOTO HCKYCCTBA MOKET IIOMOYb B BBIABACHHU
IpOOEAOB M OIMHOOK COBPEMEHHOH HYEAOBEYCCKOM IIMBHAM3ALIMM. DBBIIICH3AOKEHHOE
ITOKA3BIBACT, YTO B APEBHEM HCKYCCTBE 3aAOKEH KOAYXOBHBIH CMBICA, KOTOPHIHA IPAMO HAN
KOCBEHHO CIIOCOOCTBYET COXPAHCHHIO IIPHUPOABL. sKHBOIINCH TaHKA — 9TO IIPOSABACHHIE
AYUIINX KAYECTB AYIIH, €€ I[IOYUTAHHNE BEAHKOACIHA IIPHPOABL, KOTOPOE BBIPAKEHO
B OEPEKHOCTU U TIIATEABHOCTH HM300PaKeHU .

[Ipupoaa Bceraa CTEMyAHPOBaAd 9yBCTBA M Pa3yM UYCAOBCKA, M B XYAOKECTBCHHOM
TBOPYECTBE PASANYHBIMU CIIOCOOAMHU PACKPBIBAAACH CBA3b MEKAY YECAOBEKOM U IIPHPOAHBIM
mupom. V306pasureApHOE HCKYCCTBO APEBHOCTH OTPA3HAO MYAPOCTH YCAOBEKA, €TO TOHKOE

ITOHUMAHHC KpPpaCOThl MHPA. l_IOE)TOM}7 TaHKa TOBOPHUT HE TOABKO O XYAOKCCTBCHHOM
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MACTEPCTBE €€ CO3AATEACH, HO M 00 MX TAYOOKOHM AYXOBHO-3KOAOTHYECKON HAIIPABACHHOCTH.
Ocosnanne cHHTE32 9KOAOTHH, KYABTYPBI H AYXOBHOCTH, COXPAHECHHE ITAMATHHUKOB HCKyCCTBA
I N3BACYCHHE YPOKOB M3 HHX MOKET BHECTH BAKHBIM BKAAA B IIONCK ITyTEH BBIXOAR

13 CETOAHAIIHETO TAOOAABHOTO MUBUAM3AIHOHHOTO KPHU3NCA.
ITpumeuannua

1. Ilpumeuanue nepesoouuxa: «Bocemp OAArOIpPHUATHBIX  CyOCTAHIIMI  (CAHCKP.
ashtamangaladravya, tb. bkra shis rdzas brgyad), mAm «IPHUHOCAIINUX YAA4dy», OOPa3yIOT
BTOPYIO TIPVIINIy PaHHUX OYVAAMMCKHX CHMBOAOB. DTa TIpyIIIa BKAIOYAeT: 1) 3€pKaAo,
2) AparomeHHOE AEKapCTBO, 3) HOIYypPT, HAH CBEPHYBIIIEECA MOAOKO, 4) TpaBy AypBa, 5) dppykT
OuAbBa, 0) OEAVIO PAKOBHHY, 7) KHHOBapPb, HAH IIOPOIIIOK BEPMHUABOHA, 8) cems ropuunsl. Kax
I BOCEMb OAArOIPHATHBIX CHUMBOAOB, 9TH BOCEMb CYOCTaHIIMH, BEPOATHO, TAK/KE HMEIOT
AOOYAAHIICKOE IIPOUCXOKACHUE M OBIAM IPHUHATH B paHHUN OyAAHM3M. OHH IIPEACTABAAIOT
OCOOYIO  TPVIIy IIOAHOIICHHIH, KOTOPBIE OBIAM  AAPOBaHBI DyAAae Kak — CHMBOABI
Bocpmepuunoro 6AaropoAHOrO IyTH MCTHHHOTO BO33PEHUA, HCTHHHOTO MBIIIACHUA, PEUM,
ACHICTBHSA, 00pa3a JKHU3HH, YCHAHA, BHHUMATEABHOCTH M MeAuTamuu. Kak m  Bocemp
OAArOIPHUATHBIX CHMBOAOB, BOCEMb OAArOIPHUATHBIX CyOCTaHIHIT B OyAaamsme Baaxpasmbr
OBIAM BIIOCAEGACTBHH OOOJKECTBAEHBI M OOPAa30BAAM TPYIIY BOCBMH OOIMHB ITOAHOIIICHIID
(Bup P. Tuberckue Gyaaniickne cumBoAbl. CrpaBounuk / mep. ¢ anra. A. ByGenkosoit. — M.:
Opuenraans, 2013. — 336 c. — C. 39. (Opurnaaspusii ucrouanuk: [1])).
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Abstract

The ancient civilizations of the world show how the primitive man lived in harmony with
the nature and respected its elements. Painting, sculpture, architectural adornment, and
the ornate art forms draw inspiration from nature and consequently impersonate love,
admiration, and ethics of conservation. Eco-spirituality emerges from a realization of cosmic
wortld and gaining the popularity owing to a need for reconsidering man’s bond with nature,
which has enfeebled due to growing environmental crisis, climate change, global warming that
need to be handled. Buddhism, one of the ancient religions of the world, laid emphasis not
only for valuing the living beings but also for their living spaces. Thangka are used to instil
aspects of Buddhism among the learners and monks, describe the historical events, illustrate
myths linked with the deities, and depict the useful ethno-biological aspects of medicinal
plants and animals. Eco-spiritual elements remained the theme of Thangka paintings and
are extensively used in these to instil the thought of conservation of ecology. A number
of trees, creepers, shrubs, herbs are painted in Thangka paintings. In addition to this,
the Thangka paintings depict a number of animals like, horses, deer, elephants, lions, tigers,
peacock, etc. Relational values convey the connection between an individual and ecological
attributes and this can help in recognizing the gaps and realizing the faults on the part of
human civilization. The understanding of deep cognitive values hidden in the artwork, when
appreciated and valued can provide an inclusive answer for negotiating suitable outcomes.
This paper examines the eco-spiritual and elemental symbolism in Thangka paintings.

Keywords: ecospirituality; Thangka Paintings; Tibetian Buddhism; environmental ethics;
Green Buddhism; symbolism; floral elements; faunal elements; planetary elements; landscapes.
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...We all cherish tranquillity. For example, when spring comes, the days
grow longer, there is more sunshine, the grass and trees come alive and
everything is fresh. People feel happy. In autumn, one leaf falls, then
another, then all the beautiful flowers die until we are surrounded by bare-
naked plants. We do not feel so joyful. Why is this? Because deep down, we
desire constructive, fruitful growth and dislike things collapsing, dying or
being destroyed. Every destructive action goes against our basic nature;
building, being constructive, is the human way...

His Holiness the Dalai LLama, 1992.

Introduction

From the times of yore, man has lived in harmony with the nature, and this is the vital
component of every culture, which is divulged in diverse conventional beliefs and practices.
At the same time, its conservation is not a new thought, but was an intrinsic feature of psyche
and conviction, which permeates each aspect of life. The protection of nature and its
elements is reflected in the daily lives of human society, valued in myths, folklore, arts, and
ethos. The vital principles of ecology — the inter-relationship and inter-dependence of life —
were theorized in the ethos and revealed in the ancient scriptures. Every nation across
the globe has deep-rooted traditions linked with the conservation. The ancient visual
reflection of man’s love and respect for nature can be seen in thousand years old cave
paintings at Bhimbetka in the Central India portraying human beings living in harmony with
birds and animals. The excavations of the Indus Valley Civilization substantiate man’s concern
for wildlife, which can be seen in the seals exemplifying the symbols of animals. Furthermore,
every religious conviction of the world laid stress on the values, beliefs, and attitudes that
spread cross-cultural reverence for nature and its elements. The art and literary works value
nature and appreciate the ecological balance. Diverse images of nature’s five elements, forests,
plants, animals, landscapes, water bodies, and sky are depicted in the paintings, sculpture,
engravings, and other art works.

With the passage of time, the age-old cultural ethos and traditions, which formed
the basis of ecological conservation faded into oblivion; and after a mad race for
the development, which disturbed the ecological balance, man again thought of going for
sustainable development and organized Stockholm Conference and Earth Summit. Though,
these conventions have become the need of the hour, still the fact is that the man has to peep
into the past for synchronizing the ancient ecological principles with the contemporary
thought to find out means for managing the environmental problems. His Holiness the Dalai
Lama during the Rio Earth Summit in Rio De Janeiro, Brazil on June 1, 1992 said:

“...I believe that to meet the challenge of our times, human beings will have to develop
a greater sense of universal responsibility. Each of us must learn to work not for his or her
self, family or nation, but for the benefit of all mankind. Universal responsibility is the real key
to human survival. It is the best foundation for world. Peace, the equitable use of natural
resources and through concern for the future generations, the proper care of
the environment...”.

Eco-spirituality, an expression of spiritual link between man and environment, unites
ecology and spirituality and establishes an interface between religion and ecological activism
(World Bank, 2006). The contemporary environmental crisis has prompted man to draw
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lessons from the past and look into the ecological implications of art and aesthetics, away
from the materialistic world (Lincoln, 2000, Schalkwyk, 2011, Bonfiglio, 2012).

According to the Buddhist belief, in rebirth, man can be reincarnated in the form of
animal, plant or even the non-living entity. Hence, the Buddhist beliefs taught not to pollute,
kill, or harm any of the elements of life, but to judiciously use the natural resources so that
these can be conserved for the generations to come. Even the contemporary thought,
underlines the interdependence of biotic and abiotic components of ecosystem and
emphasize on equal respect for the two. The modern concept of sustainable development
stresses on the same thought as underlined in the primitive one. Buddhism stresses the link
and interdependence of nature’s elements — both in the visible and the invisible realms.
Buddhist philosophy explains the organic and nonorganic world and the link between the two.
According to the Buddhist perspective, the ecological issues in the organic world are due to
the pollution of the inner-self or the non-organic world. Man’s greed is endless and
the environment we live in has its limitations and carrying capacity, and the Buddhist thought
try to regulate the same. Another instance can be of Mongolian Buddhism, which just like
Tibet merged the indigenous traditions of valuing environment by recognizing mountains,
rivers, or landscapes as sacred, and managing these by preventing the hunting, The myths,
prayers, and narratives of Mongolia still talk about man’s relationship with nature.
All elements of nature are seen as a part of a collective entity, where the blue sky is regarded
as the father and the earth as the mother. It was believed that each element of nature has
a spirit master, and in order to co-exist amicably, some offerings were made and the rules were
to be followed, for instance, avoid digging the earth, polluting rivers, cutting trees, destroying
the roots of grasses, disturbing habitats of the animals or hunting without reason. It was
thought that violation of the rules could bring about calamity to the violator, his clan, and
society. Many such practices had been the part of Buddhist traditions, where the nature’s
spirits are linked with nagas or serpents. While Buddhism in Mongolia codified erstwhile
environmentally sound traditions, it also evolved its own customs. As a matter of fact,
the monks are trained to love and safeguard flora and fauna and use the environment
selflessly. The mountains, rivers, and forests are considered sacred — either for the reason that
these are the dwelling place of a deity or that these are regarded as the benign form of deity.
Such taboos have helped in safeguarding the sacred and eco-cultural landscapes. Some sacred
landscapes are believed to house the spirit masters — who are thought to assume the shape
of mountain, for instance the bird-shaped Bogd Khaan Mountain to the south of Ulaanbaatar,
the capital of Mongolia, has shape similar to that of a garud, the mythical bird
(Monkhsaikhan, 2000 and Sukhbaatar, 2000). Likewise, the animals are considered sacred
for their association with the eco-cultural landscapes, for example, snakes and fish are believed
to be the animals of the nagas, or the nature spirits. Hence, their hunting was considered as
an evil. These beliefs have not only helped in imbibing the thought of conservation, but have
offered protection to the rich floral and faunal diversity of region.

Kellert (2000) categorize ten values that indicate man’s relationship with the natural world;
these are: aesthetic, dominionistic, ecologistic-scientific, humanistic, moralistic, naturalistic,
negativistic, spiritual, symbolic, and utilitarian. Of these, aesthetics is an admiration
of the physical attraction and beauty of nature, while moralistic is ethical concern for nature
and naturalistic is pleasure of being captivated by nature. The spiritual is the feelings of divine
existence and respect for nature and symbolic means drawing philological and meditative
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motivation from nature. In its appreciation of several interdependencies between man’s
welfare and ecological condition and function, Kellert’s categorization is mainly useful for
understanding connection in socio-ecological systems. Kellert’s typology holds that man’s
ethics in relation to the environment are initiated in human biological requirements and are
designed and intervened by individual and cultural learning and experience. By valuing each
assigned ethic, it would be useful to determine why that species or ecosystem is considered
vital to an individual, or group, and to recognize the apprehended or relational values linked
with it. This can be achieved by appreciating the values hidden in the aesthetics and acquiring
knowledge from the same (Jones et al. 2010).

The conservation principles not only find mention in the ancient religious texts but
became the subjects of religious artworks. Even today, the proponents of every religion talk
about the principles of ecological conservation and their artworks have the reflections
of these philosophies (Palmer and Finlay, 2000). Though Buddhism was founded in the
ancient India between the 6th and 4th Century BC, but even today, most Buddhist scholars,
while looking at growing environmental crisis has developed ‘Green Buddhism’. Gary Snyder,
one of the pioneers of ‘Green Buddhism’ made an effort to interweave Buddhist practice and
ecological thinking. Though, ‘Green Buddhism’ has not talked about air and water pollution,
it uses sacredness to focus deeply on finding solution to the contemporary environmental
problems. The religious scriptures, religious artwork, murals, carvings, and scroll paintings
have illustrations of nature’s elements, which have both eco-spiritual connotations. A deep
insight of these will not only help in establishing a link between the two, but in learning the
lessons from the same. In order to realize the essence of eco-spirituality in general and ‘Green
Buddhism’ in particular, there is need of looking at the eco-spiritual and elemental symbolism
hidden in the Thangka paintings (Schalkwyk, 2011).

Thangkas: The Process Involved

Thangka scroll painting, a traditional schematised form of Buddhist art, consisting of
a painted panel enveloped by a textile mantle held by scroll sticks and covered with a silk
cover, has religious and eco-spiritual implication. The mantle of Thangka scroll usually
consists of silk brocade, and the image is generally accomplished in natural colours.
In general, the Thangka portrays significant Buddhist motifs, elements of nature, the Wheel
of Life, images of Lord Buddha, life of Buddha, Buddhist deities and mandalas. Thangka
is intricate and comprehensive artwork, with images inter-woven in a systematized geometric
series of overlying lattices, which take weeks or even months to complete. These paintings
perform important role in the life of Buddhist monks and medicine practitioners. Thangka
also acts as mediums through which the prayers are offered. Most significantly, the Thangka
art is an invaluable meditation tool and is an indication of the divine that is inspiring both
visually and spiritually.

Thangka art is traditionally believed to be a Nepalese innovation brought into the light
to Tibet by Princess Bhrikuti of Nepal who got married to Songtsan Gampo, founder
of the Tibetan empire, around 620-632 CE. She brought with her the images of
Avalokitesvara and other deities. During the reign of Songtsan Gampo many monasteries were
built across the entire Tibetan plateau. When the Buddhism expanded, the need was felt for
the propagation of sacred symbols and manuscripts. Artisans and monks of Nepal started
transferring metal sculptures and manuscripts to Tibet. At the same time, the artists from
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Nepal were invited by the King to paint the murals in Tsuglagkhang temple of Lhasa.
By the 9th — 10th Century, the artisans were able to carry the Thangkas from one monastery
to other and they started creating the artwork on cloth. It was how, a new school of Thangka
painting came into being. Since Thangkas could be easily rolled and transported, these
paintings gradually became common among the monks of medieval Tibet who moved
frequently in the rural communities and monasteries to give divine discourses. These paintings
are still used for teaching and spiritual practices. In the 14th — 15th Century, the artists started
using brighter colours in Thangka paintings. The Tibetan artisans got inspired by the Tantric
cult which was reflected in the Thangkas with a variety of symbols, including the elements
of nature (Beer, 2003). There are two categories of Thangka paintings, viz. Palas,
the descriptive paintings of the deities and Mandala, the mystical images of complex text,
spheres, and squares. Usually, the Thangka is 60 cm wide and 90 cm long but, those used for
rituals and monasteries are painted on walls and are life-sized. The vibrancy of Thangka
paintings lies in the fact that it gives importance to symbolism, accurate specification, bright
colours and intricate illustrations. The complex illustrations, motifs, figures and bright colours
of Thangka paintings have fascinated the art lovers across the globe. Not only the Thangkas
depict the elements of nature, but also make use of natural colours, minerals, and pigments
to impart vitality to the artwork. This paper attempts to examine the eco-spiritual elements
of Thangka paintings (JackSon, and JackSon, 1998).

In distinguishing various masterpieces, Thangka uses the shrines, the palace, buildings,
rocks, clouds, trees, or sharply contrasting colours to differentiate and link the elements.
The Thangkas predominantly depict the figures of Buddhist pantheon, which are believed
to be the embodiments of enlightenment and absolute. The contents of Thangka paintings
range extensively, including religious activities and characters from Buddhism and story scenes
and backgrounds of high plateaus and mountains. Usually, the shimmering greens are used for
rocks, trees, sky, and the ground. Individuals, structures and Buddha are created with warm
tones of yellow and red. The artists not only take care of the overall effect of depiction but
also lay emphasis on the detailed illustration of each image, for example, within each mount,
the natural objects, maybe rocks and plants and other characters are merged using the same
colouring scheme with diverse shades giving a layering impression. Line drawing is the basic
method of traditional Thangka, which use gold threading to outline the figures and landscape
through variable line thickness (JackSon, and JackSon, 1998).

The colours used in the traditional Thangkas comprise of powdered minerals and plant
pigments, which are mixed with a particular glue and water. Mineral based colours make use
of powdered coal for black colour, Lapislazuli for dark blue, Azurite for light blue, powdered
Pyrite for yellow, powdered Hematite for red, powdered Malachite for green and powdered
Diatomite for white. The main plant pigments include Chlorophyll, Betalains, Carotenoids,
and Flavonoids which are used for making green, blue, orange, red, yellow, and pink colours.
The process of making natural pigment-based colours is highly complex and involves
experience and traditional skills, which is passed on from one generation to another. Before
getting the natural colours, a base or substrate is traditionally produced by using yak leather
glue (JackSon, and JackSon, 1998).

The nature’s elements, viz. air, is recognized as blue or black and depicted as semi-
circular; fire, identified as red and portrayed as triangular; water, identified as white
is represented as circular; earth, identified as yellow is shown as square. The Thangkas serve
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the transcendent purpose for monks, who are contemplating for self-realization. Meditation
on individual colours can bring about spiritual transformation. In Pancha-Varna, the five
colours, each colour has its own spiritual and aesthetic significance, for instance, black
signifies wrath; white denotes contemplation and it transforms the illusion of ignorance
to the wisdom of realism; yellow symbolizes nourishment and changes pride to wisdom
of consistency; red represents conquest and transforms the misconception of attachment
to the wisdom of judgement; green symbolizes exorcism and transforms jealousy into
the wisdom of completion; and blue transforms annoyance into mirror like wisdom.

Thangkas: The Eco-Spiritual Symbolism

Thangka, besides depicting the Palas and Mandalas, displays floral and faunal elements,
mountains, clouds, landscapes, and nature’s elements. Portrayal of dense floral and faunal
elements in and around the painting is the remarkable features of Thangka paintings.
Depiction of nature is often symbolic, which is the basis of Buddhist aesthetics. Symbols have
been a part of ancient culture and are used as illustrations and indicators. Symbol is linked
with a particular concept or a thought. Ecologists and botanists around the world
are discussing the significant role of biodiversity in the ecosystems, but, there's a different
aspect of biodiversity, i.e., their eco-cultural and aesthetic value.

Symbol, being the representation of a thought of tangible individuality is used for
portraying nature’s elements; for example, flora appears in almost all the paintings to enhance
its beauty and aesthetics. Lotus, one of the primitive floral symbols of art, which signifies
divine purity, is widely used in the Thangka and Buddhist art (Fig. 1). The roots of lotus are
in filthy water, but its flower arises above the filth and bloom outside. In Thangka, a fully
blossoming lotus denotes enlightenment, whereas its bud signifies a time before the attaining
enlightenment. A partly open flower with hidden centre indicates the enlightenment beyond
usual spectacle. The mud nurturing the roots of lotus epitomizes the cluttered human life, but
despite this, it is amidst the materialistic world that one gets the chance to blossom. According
to a Zen verse it is propounded, ‘May we be in muddy water with chastity, like a lotus’. Coming
out of mud and flowering needs faith; hence, besides purity and enlightenment, a lotus also
symbolizes faith. Lotus is one of the eight auspicious symbols of Buddhism (Beer, 2003).
According to a legend, before the birth of Buddha, his mother visualized a white elephant
holding a white lotus in its trunk. In Thangka paintings, Buddha and Bodhisattvas (persons on
the path towards Buddhahood) are frequently depicted as seated or standing on a lotus
platform or holding a lotus flower as well. Manjusri, the Bodhisattvas of wisdom is often
depicted in yellow colour, holding the sword of knowledge in right hand that can remove
ignorance. In the left hand, he holds a stem of lotus flower on which prajnaparamita
(perfection of wisdom), body of sutras and commentaries on oldest forms of Mahayana
Buddhism is placed (Fig. 2). White Tara or Seven-eyed Tara, the most admired Goddess
in Buddhist Mahayana tradition, believed to be created from the tear of Avalokitesvara
is depicted. Both hands and feet have eyes besides two normal eyes and third eye on
the forehead. White colour of her body symbolizes amity and serenity. She is depicted with
a blue flower in her left hand, which is a symbol of peace (Fig. 3). The eyes in feet and hands
symbolizes alertness for she is always conscious of non-harming others and the third eye
symbolises the wisdom.
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Fig. 1. Lotus. Attribute of Eight Auspicious
symbol. Source: i.pinimg.com.

Fig. 2. Manjusri, the Bodhisattva of wisdom holds — Fig. 3. White Tara or Seven-eyed Tara. Sonrce:
a stem of lotus flower on which prajnaparamita theyoginiproject.org.

(Perfection of Wisdom), body of sutras and their

commentaries that represents the oldest of the

major forms of Mahayana Buddhism is placed.
Source: mandalas.life.
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In Buddhist iconography, even the colour of a lotus has a specific connotation,
for instance, a blue lotus represents the accuracy in knowledge. Likewise, a golden lotus
denotes the enlightenment of all Buddhas (Fig. 4), and a pink lotus denotes the Buddha and
his succession (Fig. 5, 6).

Fig. 4. A golden lotus denotes the illuminatioan of all Fig. 5. A pink lotus denotes the Buddha and
Buddhas. Source: redbubble.com.

Fig. 6. Lotus, one of the primitive floral symbols of Fig. 7. Lotus is also seen as a symbol
Buddhist art, signifying divine purity, is widely used in the connoting conversion of negativity to positivity.
thangka paintings. Source: shaolinchangijian.com. A Red Lotus is linked with Avalokitesvara,

the bodbisattva of benevolence. 1t is also
associated with the heart and pions
temperament. Source: meishu.com.
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A red lotus is linked with Avalokitesvara, the bodhisattva of benevolence. It is also linked
with heart and pious temperament. A white lotus signifies a spiritual mental state free of all
toxins. Lotus as a symbol connotes the conversion of negativity to positivity (Fig. 7). Bodhi
tree, the sacred fig tree under which the Buddha attained enlightenment, is also portrayed in
Thangka painting (Fig. 8). The bodhi tree signifies the teachings of Buddha, and that
everybody has the capability of getting enlightened (Fig. 9). The Thangka ‘Enlightened
Shakyamuni Buddha’ depicts a magnificently detailed Shakyamuni Buddha sitting under a Bodhi
tree surrounded by ocean of life. According to a tradition, Shakyamuni voyaged extensively
throughout the Indian subcontinent sharing his enlightened insight, promoting peace, and
educating people the technique to unleash the potential of life. His thoughtful purpose was
to empower entire human race to attain enlightenment that he had attained.
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Fig. 8. The Buddha under the Bodhi sree. Souree: Fig. 9. Bodhi tree (Ficus religiosa) symbolizing
dharmashop.com. enlightment. Sonrce: dharmashop.com.

Mostly the plants are illustrated as trees, bushes or flowers but not in form of forests
or pastures. Each single leaf and flower is painted separately as fresh, normally all visible
leaves and flowers are facing the observer and the buds are painted in the side view. Tree
trunks may be drawn straight or twisted. In addition to the plants portrayed in the landscape,
the plants are linked with the holy figures, for instance, the figures holding the flowers
or wearing them as crowns or jewellery. The divine figures are shown seated on lotus flower.
The lotus is also depicted with natural leaves and stem in water ponds. In many cases,
the plants species in Thangka are beyond recognition, some of them may be merely artistic,
drawing theme from Chinese or Indian art, while some can be found wild in Himalayan
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region. A lotus flower is rarely substituted by a Peony (Paeonia spp.), which is a common
motif in Thangka art. Jewel-trees or the decorated trees, mentioned in the descriptions
of sacred and eco-cultural landscapes, are also depicted in Thangkas.

The Thangka paintings depicts durva, bilva, mustard seeds, Chinese oak, champak,
chrysanthemum, datura, haritaki, tamarisk fruit, parijat, etc., each having their own eco-spiritual
connotation. In Buddhist iconography, durva (Poa cynosuroides) grass symbolizes stability and
it is believed that Lord Buddha sat on Durva grass and meditated till he got enlightened. It is
also used in tantric rituals. In ecological context, Poa cynosuroides is known for its durability.
It is believed to be one of the useful pasture and superb fodder grasses, which remain green
even during the summers. Durva can grow in diverse ecological settings of soil and moisture,
enduring the drought. Owing to its long runners that originate at nodes, it helps in prevention
of soil erosion and thus stabilizes the soil’s strata. Besides its religious significance, it is used
in number of ethnic medicinal formulations. Thus, it has same ecological and spiritual
connotation, i.e. surviving in all circumstances.

Bilva (degle marmelos) fruit, one of the eight auspicious substances, has a special place
in Buddhist symbolism for its medicinal value and spiritual origin. According to a legend,
a tree goddess is believed to have given the Bilva fruit to Lord Buddha during meditation
under a tree. In Thangka, bilva is depicted as a group of three fruits, signifying three jewels
(Fig. 10). Its leaves are compound, trifoliate with atypical attar. Aegle marmelos is one
of the sacred trees and its felling is strictly forbidden. Various parts of plants, for instance,
leaves, fruits, seeds, provide health and nutrition, enrich the human diet, and have enormous
uses against various physical ailments. The ripened fruit has been used as a tonic for heart and
brain, and as adjuvant cure of dysentery. Thus, the fruit symbolises auspiciousness and
potency of curing diseases (Dutta et al. 2014). Like, Bilva, there are numerous medicinal herbs,
which not only possess the curative properties, but play significant role in purifying
the environment. Mustard seeds are also depicted in various Buddhist artworks. Vajrapani is
believed to have offered the mustard seeds to Buddha, who blessed it as a sacred material
to get rid of pessimism and escape evil-spirits. It is generally used in tantric rituals, exorcism
and suppression. Mustard seed is used for extracting oil and is believed to relieve problems
and defeat evil powers. The portrayal of mustard seeds suggests the removal of negativity,
which has become important both in context of materialistic and spiritual world.

Fig. 10. Bilva (Aegle marmelos) fruit, one of the eight auspicions
substances. Source: phubdorjiwang.com.
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Ashoka (Saraca indica) tree has a symbolic significance in Buddhism. Queen Maya
is believed to have given birth to Buddha under Ashoka tree in a garden. According
to custom, the queen walked in the garden till she came to Ashoka tree to take rest. Then
Ashoka tree mysteriously bent down for her and she gripped a branch. At that moment
the Buddha appeared from her right side.

Chinese Oak (Quercus variabilis) depicted as tree, personifies splendour and power. The
acorns of Chinese Oak are used for curative purpose and its leaves provide food to the wild
silkworm. Datura (Datura stramonium) named as ‘Angel's trumpet’ and believed to invoke
a wrathful deity to remove poisons, is depicted in the Thangka paintings. Amchi System
of Medicine or the Sowa-Rigpa is a traditional system of medicine common in many parts
of the Himalay. It is one of the most primitive, codified and well-documented living medical
traditions. Sowa-Rigpa is the ‘science of healing’ for its rich repository of knowledge, which

combines science, art, and philosophy. In the Seventeenth-century Tibet witnessed

the development of medical knowledge, with the setting-up of a monastic medical college and
the scripting of numerous medical texts including a set of 79 Thangka paintings. Painted
between 1687 and 1703, the Thangka paintings are live pieces of scholastic art that intertwine
the practical aspects of therapeutic wisdom with the Buddhist traditions. The Thangka depict
hundreds of herbs and herbal medications, tree of diagnosis, structure of vulnerable points,
diagrams of human anatomy, medical instruments, moxibustion and bloodletting points,
human embryology, treatment methods and Medicine Buddha. The most important among
these are the Thangkas depicting the medicinal herbs and tree of diagnosis. In order to make
a diagnosis, the amchi physician observes, feels, and enquires, which are depicted in Thangka
by three stems of a tree, which has eight sub-branches and 38 leaves that signify the body

parts which seen, touched, or examined (Fig. 11).

Fig. 11. Haritaki (Terminalia chebula)
flower. Medicine Buddha holds a blooming
Haritaki plant in left hand. Source:

lazerhorse.org.

123



The Art Of Eurasia
No. 4 (15) @ 2019

Hckycctso Espasun
Ne 4 (15) @ 2019 eISSN 2518-7767

The plant attributes and their eco-spiritual connotation in Buddhist artworks is presented

as in Table 1.

Table 1. The plant attributes and their eco-spiritual connotation in Buddhist artworks

Plant
attributes
Ashoka

Barley
Bilva

Bodhi-tree
Chinese Oak

Champak

Chrysanthemum

Citron

Corn
Datura

Durva
Lotus
Mustard
Haritaki
Naga
Parijat
Tamarisk

Radish

Rice

Botanical Name

Saraca indica

Hordeum vulgare
Aegle marmelos

Ficus religiosa
Quercus variabilis

Nyctanthes arbor-
tristis

Chrysanthemum
morifolium

Citrus medica

Zea mays
Datura stramonium

Poa cynosuroides

Nelumbo nucifera

Brassica nigra

Terminalia chebula

Magnolia champaca

Nyctanthes arbor-
tristis

Tamarix indica

Raphanus
raphanistrum
Oryza sativa

Eco-Spiritual connotation

Depicted as tree or branch, connoting Yakshi,
the mythological beings

Shown as ear of barley

Fruit illustrated as one of the eight auspicious
substance

Depicted as tree symbolizing enlightenment
Demonstrated as tree, epitomising majesty and
strength

Illustrated as a white blossoming flower or as
the wish-fulfilling tree. It is
Buddha,
benevolence & beauty

an attribute of
Maitreya convening adoration,
Depicted as flower, denotes autumn & collection
of the harvest. As a symbol of attaining goal of
enlightenment & peace

Illustrated as fruit, symbol of fortune, success and
fertility

Presented as ear of corn

Flower shown as full bloom, symbolic of peace
and benevolence

Represented as grass being one of the eight
auspicious substance

Denoted as flower, attribute of eight auspicious
symbol

Seeds, one of the eight auspicious substance
Portrayed as fruit and flower, connotes good
health. Medicine Buddha holds
Haritaki plant in left hand (Fig. 12).
Flower depicted in the hands of Bodhisattvas

a blooming

Maitreya

Shown as wish-fulfilling or divine tree with
flowering branches

Fruit resembling plum, depicted in the hands
of Goddess Arya Cunda Tara and Vasushara
Depicted as root

Shown as ear of rice
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Fig. 12. Tree of Diagnosis used in Amch Medicine.
Source: meditationonlongisiand.org.

Fig. 14. A couple of goldfish, common in Buddhist — Fig. 15. Conch shell gives an awakening call to
art, are suggestive of free life. Source: wake-up from ignorance. Source:

shaolinchangijian.com. shaolinchangijian.com.

Besides, floral elements, the faunal elements are also seen in Thangka paintings.
The faunal features in Thangkas are harmless herbivores, for instance, rabbits or antelopes,
though flesh-eaters may also be seen along with fuming figures, each having eco-spiritual
significance. Standing or resting birds are portrayed on the ground or swimming in the water.
A pair of sea-monsters with a mixture of crocodile and elephant is normally pictured on
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a Mandala gate. Occasionally, dragons are seen in classical Tibetan Thangkas (Das, 1995).
Symbolic representations of natural animals in a landscape, the most distinct, being a pair of
goldfish, one of the eight auspicious symbols, is shown swimming in a pond (Fig. 13, 14).
The two goldfishes, common in Buddhist art, are suggestive of free life. The ocean is so big
with many creatures, but, the fishes still swim freely. It symbolizes good fortune and implies
that one can live independently courageously in the life filled with sorrow and illusion. Likewise,
the conch shell, one of the eight symbols of Buddhism, depicted in Thangka, gives an awakening
call to the followers of righteousness to wake-up from ignorance (Fig. 15) (Beer, 2003).
Sometimes the snow-lions are depicted in Thangka backgrounds (Fig. 16). Snow lion is
a celestial animal in Thangka art, which symbolizes heroism, absolute happiness, and the earth
element (Fig. 17). It is one of the four dignities. Lion as a symbol compares the Buddha’s
preaching to its roaring. Lion symbolises the power in the teachings of Buddha and reminds
of his majesty. The lion has always been linked with royalty, intellect, and protection.
In Buddhism, lions are perceived as icons of Buddha’s sons, having the power to pacify

everyone and are commonly painted at the entrances of monasteries.

Fig. 16. Snow-lions depicted in Thangka Fig. 17. Snow Lion. Sonrce: shambbala.com.
backgrounds. Source: clipartmax.com.

Precious elephant and horse are among the seven precious jewels depicted
in the Buddhist iconography. In Buddhism, the elephant symbolises mental strength.
The uncontrolled intellect at the starting of one's journey to self-realization, which can turn
wild and finish everything, is represented by a grey elephant. Practising righteousness and
humanizing mind can control it and is denoted by a white elephant. Elephant’s tusks are one
of the seven noble symbols (Beer, 2003). Power and commitment are believed to be the main
features of elephant; hence, it becomes an icon of physical and mental strength, along with
accountability (Fig. 18).

The depiction of horse symbolises energy and strength. It epitomizes the pran (air) which
is vital for life. Horse also signifies devotion, sincerity, speed, and energy. Horse acts as
the means of conveyance. In materialistic world, the man use horse as the means of transport,
for they can run very fast (Fig. 19). The neigh of a horse is symbolic of Buddha’s power
to awaken the mind for practicing righteousness.
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Fig. 18. The elephant. Source: tr.pinterest.com. Fig. 19. The horse. Source: in.pinterest.com.

In Tibetan Buddhism, the Tiger is symbol of alertness, compassion and assurance.
In Vajrayana tradition many deities are shown riding a tiger and symbolize the power
to overcome terror, desire, and ignorance, required for practicing Buddhism. In Thangka
painting, a gorgeous Tiger is depicted enclosed by a colourful jungle (Fig. 20).

Fig. 20. The tiger. Source: traditionalartofnepal.com.
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Portrayal of peacocks is linked with bodhisattvas. Peacocks are believed to be gifted with

the ability to consume the poisonous vegetation without any injurious consequence; likewise,

a bodhisattva is adept of transmuting ignorance into enlightenment, and hatred into positivity.

When one comes across an enlightened thought, the mind unfastens just like the tail of

a peacock that unveils all colours. Like a peacock, which makes use of poison to support his

body, a bodhisattva using pessimism emerges out of materialistic world. Besides holy figures,

there are animals, mythic beings, humans and demigods in a Thangka landscape. Human

beings illustrated in the Thangkas are mainly the disciples of the main figure. The depictions

of other faunal and legendary creatures in Thangka include, deer, water-monster, dragon,

antelopes, buffalo, turtle, etc., each have eco-spiritual connotation, for instance — in Table 2.

Table 2. The depictions of other faunal and legendary creatures in Thangka

Faunal elements/
legendary creatures
Antelope

Ape
Buffalo
Crow
Deer
Dog

Dragon

Elephant

Fish /Golden fishes

Garud

Hare

Horse
Wind-horse
Lion

Snow-lion

Marmot

Naga

Scientific Name
Antilocapra americana

Hominoidea

Bubalus bubalis
Corvus splendens
Odocoileus virginianus
Canis lupus familiaris
Serpent-like legendary
creature

Elephas maximus

Mythological fish in
Buddhist iconography

Legendary bird or bird-like
creature in Buddhist
mythology

Lepus spp.

Equus spp.

Legendary creature
Panthera leo

Celestial animal in
Buddhism

Marmota spp.

Mythical serpent beings

Eco-Spiritual connotation

Symbolises peaceful yoga and
tranquillity

Signifies greed and untrained mind.

In a positive sense it symbolizes
perseverance

Yama's pedestal

Symbolises impudence

Denotes empathy

Attribute of pride

Symbolises power, dominance over
the sea, and water element (Fig. 21)
Symbol of the calm splendour and
strength of mind; elephant tusks
depicted as representative of the entire
animal

One of the eight auspicious symbols;
symbolises that all living beings are
engrossed in the sea of materialistic life
Wisdom, control over the sky, and

the fire element

Part of Four Immortal Friends
Symbolises energy and strength
Signifies good fortune

Denotes courage, control over peaks,
and earth element

Depicts reconciliation of conflict and
differences

Indicates rebirth

Represents guards of Buddha and
righteousness; also icon of mortals that
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spread illness and bad luck when

annoyed.
Peacock Pavo cristatus Signifies positive transformation
Pig Sus scrofa domesticus Indicates ignorance
Red coral Corallium Depicts a symbolic offering and a wish

for achievement; the red coral is used
for ornamentation

Right-turning conch Turbinella pyrum One of the eight auspicious symbols
connoting the resounding words of
righteousness (Fig. 22)

Cockerel or cock Gallus Gallus domesticus Signifies attachment and desire

Snake Serpentes Symbolise abhorrence or hatred, but
also the understanding of five Buddha,
five elements and five colours. The
serpents signify the desire

Swan Cygnus spp. Linked with Goddess Tara

Tiger Panthera tigris Mount of certain deities; skin worn
around waist signifies the removal of
the wrong belief. Connotes
confidence, supremacy over forest, and
air element

Turtle Testudines spp. Shows constant bliss

Wolf Canis lupus Indicative of beast of deities

Dorje Gotrab Thangka depicts the wrathful Guru Rinpoche Dorje Gotrab a powerful
Buddhist protector and deity, especially important in the Nyingma tradition and considered
the destroyer of diseases and epidemics. In the Thangka painting, the deity is presented riding
a nine-headed buffalo and enclosed by flames with Garud and Vajrapani at the top (Fig. 23).

The months in the traditional Tibetan calendar are also represented by hare, dragon,
snake, horse, sheep, ape, bird, dog, pig, mouse, bull and tiger (Das, 1995).

Rhinoceros horn, elephant’s tusks, and branched corals are among the seven jewel insignia
of Chakravartin, where the faunal elements ate used for the illustration of the later.
The symbolic emblems include ‘Three triumphant creatures of harmony’, ‘Four Immortal
Friends’, and ‘Wheel and deer emblem’, etc. These depictions have eco-spiritual significance for
the reason that these have both spiritual and ecological elements.

Of the various themes depicted in Thangka, the illustration of Jatak tales and other
sacred manuscripts is common. ‘Four Immortal Friends’ is one of the unique themes
of Thangka painting which portrays a memorable relationship between four animals, i.e.,
elephant, monkey, rabbit, and bird, which are typically unlike (Fig. 24) (Sahni, 2012).
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Fig. 22. Right-turning Conch. Source: Fig. 23. Dorje Gotrab Thangka. Sonrce:
tibethouse.us. traditionalartofnepal.com.

The painting depicts an elephant supporting a monkey, who in turns supports a rabbit
and the rabbit supports a bird to get fruits from a tree. Painting symbolises interdependence,
harmony, and unity among the animals of different size and strength living in the forests.
It epitomizes bond, collaboration, good relation without judging the order, power, or size.
In eco-spiritual context, it describes bird as Buddha himself, the rabbit as Sheribu (Shari
Putra), the monkey as Mou-Gelgi-Bu (Mugyalyana), and the elephant as Kingau (Ananda).
The painting instils the virtues of reverence for elders, teamwork, and kindness. The story of
the four friends as narrated by Lord Buddha to his disciples goes like:

Once in a forest, four animals, an elephant, a rabbit, a monkey, and a bird debated for

the ownership of a tree where all of them attempted to feed on. The elephant demanded

it for he was the first to spot the tree. The monkey claimed that it was his for he had been
feeding on the fruits. The rabbit appealed that he had been eating the leaves of the tree
when the tree was a small sapling. The bird who was watching the dispute said that the
tree belonged to it because the tree wouldn’t have grown-up if it had not spit the seed
from the fruit it had eaten. The elephant, monkey, and rabbit, paid obeisance to the bird
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and considered it as their elder brother. The four animals became friends and determined

to share the tree together by enjoying its beauty, fragrance, fruits, and shade. Standing

on each other’s’ backs, they reached the banyan tree.

This story highlights the importance of living together which in scientific terms is
the symbiotic relationship, where one organism benefits another. Symbiosis is an ecological
relationship between two species living in close proximity. Organisms in symbiotic association
have developed a mechanism to harness a unique niche that other organism offers. According
to another version:

In one of the previous incarnations of Lord Buddha, in a forest, there lived four noble

beings — a bird, a monkey, a rabbit, and an elephant. One day they resolved to express

gratitude to the eldest among them. The younger expressed reverence for the older
by carrying the older on his back. Accordingly, the four expressed their respect. The
elephant placed the bird on the crown of his head, the rabbit on the neck, and the
monkey on the back. Then, the bird whispered that they must keep the five basic
disciplines throughout their lives. The bird started it with wings, the elephant with tusks,

the rabbit with paws, and the monkey with pelt.

90 Lig. 25. Selfless Rabbit and God Shakra. Source:
Y imalayanart.org.

Fig. 24. Four Immortal Friends. Source:
roundtheclockstories. blogspot.com.

According to Lhadip Ugen Lhundup, a renowned painter, the painting ‘Four Immortal
Friends’ must have originated in Tibet and came to Bhutan and its theme could have derived
from Kanjur and Tenjur, the ancient Buddhist scriptures. This is a story of interdependence,
which enlightens that there is no place for self-appreciation and emphasizes on helping each
other. It is held that whenever the Thangka picture of four animals is exhibited, the ten
virtues increases and the mind attain a state of equilibrium.
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Shakyamuni Buddha, the moral stories drawn from the previous life of Buddha, portrays
harmony in nature and Budhha as animal, who was benevolent, for instance, the story
of bodhisattva who was born as selfless rabbit and God Shakra (Fig. 25).

Even as a rabbit, he has unbelievable quality, righteousness, magnificence, and vitality;

so much so that the other animals regarded him as a king. Among his dedicated admirers,

three animals, viz. an otter, a jackal, and a monkey became his closest disciples and
friends. They forgot their animal instinct and became kind-hearted. Once, it was decided
that the following day, each one of them would offer some gift to anyone who passes
through the forest. Everyone had enough to offer, but the rabbit had nothing except petty
blades of grass; hence, he decided to offer his own flesh to the visitor. Hearing this,

Shakra god, went to test the animals in disguise form as a tired nomad. He was starving

and crying in misery. The four animals ran to help him. The otter was able to provide fish,

the jackal a lizard and some sour milk and the monkey some ripe mangoes. The rabbit
explained that he will offer his body and then, without hesitancy, jumped into flames. But,

Shakra pulled out the rabbit and then lifted him up into heaven and presented him before

other gods.

For being the glorious instance of the animal bodhisattva, Shakra decorated the top of his
palace with an image of a rabbit and festooned the face of the moon with the same image.
This story has been portrayed in the Thangka painting and shows the self-sacrificing nature
of rabbit, the virtue required to be learnt from the animal and adopt the same in the life,
to make the place worth living. In another story, the bodhisattva was portrayed as a baby quail,
which lived in a nest, amidst a dense grove along with his brothers and sisters. He was very
young and his wings had not developed and the limbs were not noticeable. Even as a simple
baby bird, the bodhisattva had not lost his cognizance of right or wrong and refused to feed
on any of the living organisms brought by his parents. He used to feed on vegetable matter
and due to lack of proper diet, he remained weak and small. One day a fire broke up in
the forest and all the forest animals escaped in fear. Immediately, his family also left, except
for the bodhisattva who had not enough strength to leave the nest. He remained in peace.
As the fire approached near his nest, he calmly said, “my feet are not strong and my wings are
not capable of flying. My parents have left and I have nothing to offer you”. Listening this, the fire
turned back. This story is also painted as Thangka and speaks about the virtue of honesty and
truth. In the tale of self-sacrifice, bodhisattva is portrayed as a large elephant, which lived in
a forest with a deep and wide lake surrounded by high mountains. The Elephant lived alone
and sustained his body only on leaves and lotus roots, devoting his time to meditate
on the virtues of satisfaction and equanimity.

One day when he was roving in the forest, he heard the cries of humans. Out of

sympathy, he ran towards them and saw a crowd of men, women, and children, all

virtually dead from hunger. Seeing that they were fearful of him, he in a human voice told
them not to be scared. They told him that they had been exiled by an annoyed king and
that many of them had already died. The kind Elephant realized that the fruit
in the forest would not be sufficient to feed them even for a day. He determined that
he must offer his own flesh as food and his organs and intestines as bags to carry water.

Then, he told them that beyond the lake, they would find the body of an elephant that fell

down from a peak, not revealing that it would be his own body. As they move toward

water, he quickly climbed the mountain through another route and threw himself over
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the edge of the cliff. Meanwhile, the group reached the lake where they found the body

of an elephant. But, they were able to recognize him and seeing his gratitude, they burst

into tears. Some of them decided not to eat the flesh of noble soul but one of them
explained that the right way to respect the elephant would be to eat his flesh as desired by
him. The people ate till they were full, made stacks to hold water, and travelled.

This story depicted in Thangka reveals about the generosity of nature and its elements
and what all it offers to save the life of other beings, without taking care of its own self. While
on the other hand, the man has become so cruel and harsh that he has started disturbing
nature, killing animals for his own pleasure, without comprehending that, he has to survive
on the same earth, which he is destroying to satisfy his greed. Thus, these stories and paintings
serve as source of inspiration for humans to learn lesson. These stories, in which the Buddha
often appears as an animal or tree, instil ethics of self-sacrifice, kindness, morality, and other
moral values (Jones et al. 2016). In these painting, the Buddha is depicted acting with kindness
toward the natural world. These richly portrayed birth paintings are truly like the poetic
indebtedness of nature. These rejoice jungles, water bodies, and living organisms.
In the Rukkha dhamma Jatak, Buddha told a story of his past life as a spirit of a Sal (Shorea
robusta) tree in the Himalay. The story goes like:

During the rule of King Vessay, the trees, shrubs, bushes, and plants were all asked to opt
for a new habitat. The Buddha-tree directed all his relatives to avoid trees that stood alone
and to take up their habitats in the forest. The vegetative spirits obeyed his suggestion,
but the egoistic and irrational ones preferred to live outside hamlets and settlements,
to earn the benefits given by the citizens who adore such trees. They left the jungle and
came to reside huge trees in an open space. One day a storm cleaned over
the countryside. The isolated trees were hurt badly, their branches broken, their trunks
stooped, and they were uprooted. But its fury was in vain in the Sal forest.

This story laid stress to realize the potency of the interdependence of life. Man-centric
ego is often quoted as a reason for environmental degradation. In race for achieving higher
goals, the man has attained this arrogance, which can blur his sense of moral obligation.
The question of the unnecessary use of power by man plays an important role in ecological
debates. Nature acts as a treasured tool for spiritual practice, where nature acts as an educator.
This is commonly mentioned in the Buddhist texts where monks learn about the temporary
aspect of materialistic world from the changes they perceive in nature. Hence in Thangka,
these animals are shown as an illustration of congruence. There are different versions
of story, but all of them have the same moral — respect and love to live amicably. None
of them were concerned with self; rather each one was concerned for helping other rather
than being self-centred. This depiction is truly applicable in the present context, where all
the countries should amicably unite together to find out solution to the present day
environmental problems.

‘Three triumphant creatures of harmony’ represent the pairing of six traditional enemies —
garud and snow lion, otter and fish, crocodile and sea snail — creating the three supernatural
creatures, which are considered as the icons of universal love (Fig. 26). The combination of
contraries give rise to the amazing symbols, where the mythical beings of rival animal pairs are
combined to exemplify harmony, for instance, a snow lion and a garud, usually the worldly
enemies are joined to form an animal with a body of snow lion and head and wings of
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a garud. Likewise, a fish is merged with an otter. The combined organisms are often depicted
on the victory banners symbolising the reconciliation of conflict and differences.

Fig. 26. Three trinmphant creatures
of harmony, which are considered
as the icons of universal love. Source:

kagyulibrary.hk.

Fig. 27. Wheel and deer emblem.
Source: spiritualray.com.

In ‘Wheel and deer emblem’, the ‘Dharma Wheel’, one of the eight auspicious symbols
is usually seen between two deer, which denotes Buddha's first doctrine in a deer park. When
Buddha delivered his first sermon, the deer also gathered around and enjoyed the divine
discourse. Depiction of deer on either sides of a ‘Dharma Wheel’ reminds that Buddha valued
all living beings and not just humans (Fig. 27). Besides being a character of legends and myths,
the deer symbolises personification of virtues and character.

Dragon, lion, tiger and garud, symbolizing four directions are the four supernatural
creatures which surrounds the four corners of Buddhist flag, with wind horse in the middle
of the flag. Snow Lion is portrayed in the East and symbolizes absolute happiness, a clear
mind free from distrust. It synchronizes magnificence and self-esteem of body and mind.
The Snow Lion has vitality of virtuousness and a sense of enjoyment. Tiger is depicted in
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the South, signifying self-confidence, kindness and modesty. It is calm yet motivated and has
an innate sense of contentment and realization, denoting the state of enlightenment. Wind
horse, a legendary creature, unites the speed of wind and strength of horse and is believed
to convey the prayers from earth to heaven. It is linked with victory and space element.
The Wind Horse with the wish fulfilling jewel of enlightenment is one of the most common
symbols of prayer flags. It signifies good fortune. The traditional wind horse prayer flag
depicts wind horse in the centre, and in four corners the four dignities: the garud (wisdom),
the Dragon (gentle power) the Snow Lion (featless joy), and the Tiger (confidence). Besides
various invocations and verses, the eight lucky symbols are presented around the boundary
(Beer, 2003). The garud is brave and shown in the north. With power it rises without holding
back and signifies freedom from fears. It is a potent remedy to the negative influences
of nagas, which results in disease. Displaying a dragon is believed to protect one from
defamation and improves status. The Dragon roars in the sky with benevolence that awakens
one from misunderstanding,

In Thangka and other Buddhist iconography, right-turning conch (Turbinella pyrum) shell
represents the deep, harmonious and pervasive sound of righteousness, which awakens
disciples from the deep sleep of ignorance and encourages them to realize their own welfare
and the wellbeing of others. After experiencing profound and blissful enlightenment, Buddha
remained isolated in the forest in an apprehension that no one would be able to understand
his experience. The heavenly King Indra offered Buddha a white conch shell and asked him
to share his experience and teach righteousness. The Buddha blessed the conch shell
as a symbol of resounding words of dharma.

Some animals are bestowed with the mystic powers and are known as ‘divine or mythical
animals’, on account of their phenomenal birth like that of a demigod. The animals, like
swans, peacocks, and deer are preferred by gods and often symbolized in the celestial gardens,
while the semi-divine beings, like yakshas and gandharvas that live on mountains or trees are
also portrayed. The floral and faunal elements can also be seen in the weapons painted in the
art forms, for instance, flower bow and flower arrow, flower hook and flower noose, tiger-skin
bow case and leopard skin quiver, scorpion-hilted sword, scorpion and serpent snare. Lotus,
wish-granting tree conch shell, wolf, bull, and tiger banner, yak-tail flywhisk, peacock feathers
and peacock-feathered fan, mirror and umbrella are the hand emblems and ritual attributes
are depicted in Thangka paintings.

The landscape elements of Thangka exhibit sights of snowy mountains, lush green
meadows, streams and waterfalls. In principle, the Thangka backgrounds represent pure land
and water. Typical sceneries with perfect backdrop of mountains, green hills and water
are depicted in the Thangkas (Fig. 28). The weather in the paintings seems to be summer
ot spring, with snow only on the mountaintops. Rarely, the thunderclouds or lightning flash
and distant rain are shown. The landscapes are made to match the lively sparkling nature
which reflects the imaginations of embodiments of enlightenment. The landscapes are usually
painted according to the textual sources or based on oral narratives. The most common
are Buddha, Amitabha’s Sukhavati and Guru Padmasambhava’s Mountain. Nevertheless,
the landscapes are eccentric, in most of the paintings, the individual occupy most part of
the painting without much scope for background landscape. Hence, only the thin areas
between the auras and lotus thrones are depicted in the landscapes.
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Fig. 29. Thangka depicting Worship of Ouvoo,
a sacred Mongolian mountain. Source: arcworld.org.

Y 7 %

Fig. 28. Lush Green Landscape with mountains,

Fig. 30. Thangka "White Old Man of Mongolian
mythology" with traditional symbols of endurance.

Source: paintingvalley.com.

A remarkable painting having eco-spiritual connotation is the one depicting ‘Ovoo Worship’
common in Mongolia (Fig. 29). Ovoo, a sacred Mongolian mountain is generally a remarkable
mountain with an unusual shape sustaining flora, fauna, water sources, and ‘Ovoo’, the piles
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of stones, indicating its sacredness. People passing by make offerings to the ‘Ovoo’ to bless
their journey and the contented spirits are believed to confer fertile land, pleasant weather
conditions, health, and prevent natural calamities. ‘Ovoo’ worship is an eco-spiritual practice
in Mongolia and is often depicted in the Thangka paintings.

Tsagaan Uvgun, the ‘White Old Man of Mongolian mythology’, is also portrayed in Thangka
paintings encircled by six traditional symbols of endurance: a divine peach tree, a conch-
shaped rock, a crane, the crystal rosary, a pure stream emerging from a sacred rock, and a deer
— which are believed to be the creatures capable of tracing the plants of immortality (Fig. 30).

In Tibetan Buddhism, the white old man is known as Tsering Tuk or the Bodhisattva
of Longevity and is portrayed in a serene landscape with a deer, water and cranes. Some
of the monks and people are depicted making offering to a stream, while others are shown
adoring a sacred ‘Ovoo’ for protecting the mountains. Some people are shown moving out into
the landscape to perform animal liberating ceremony so that they can move without fear from
human beings. In another scene, monks are shown performing worship and begging the nagas
of the trees to excuse those who cut them down. The tree-cutters are shown declaring guilt.
Thus, the pictorial representation has an eco-spiritual connotation, where on one hand
it depicts the elements of nature beholding life, and on the other hand, it shows the age-old
traditions of worshipping these elements for ensuring happy and prosperous life. The man-
nature interface is significant, because it is the man who is responsible for disturbing
the ecological balance, and once he understands his fault, he makes confession for begetting
nature’s equilibrium. The same understanding has become the need of the hour
in the contemporary scenario and it is the high time, when man has to admit his mistake and
restore back nature’s balance. The symbols of long life and natural harmony depicted
in the painting are:

— Peaches (Prunus persica): The fruits of eternal life, signifying the abundance of natural
world;

— Pine tree (Pinus spp.): Being evergreen symbolises long life and signifies man’s need
and dependence on vegetation;

— Water: With qualities of being pure, cool, curative, odour free, comforting, pleasant,
light and smooth qualities denotes the significance of pure, uncontaminated quality both for
consumption and nurturing life on earth;

— Rock: The rock, which does not change and reveals nature’s magnificence, lay emphasis
on the fact that man is only a small fragment of big universe;

— Cranes (Grus grus): Thought to be the most long-lived birds;

— Deer (Odocoileus virginianus): Vehicle of Tsagaan Uvgun, who is sometimes, presented
riding a stag. Deer, like holy a saint is believed to sleep at a different place every night.

The faunal elements demonstrated in the painting shows that man must show reverence
for the biodiversity, to ensure continuation of life and a place that is harmonious. In order
to conserve biodiversity, man has to stop chopping-off trees, chasing animals and upsetting
their natural habitats. The six symbols motivate man to cherish all life forms on earth. Even
today, the folk beliefs in serpents in the Himalayan region discourage people from polluting
streams for the fear of annoying serpents living in them.

Besides this, the planetary symbols shown in the Thangka include the sun, moon,
rainbow, and five elements , viz. earth, water, fire, air, and space. The earth element represents
the quality of firmness or fascinating energies. Matter with prominent captivating forces
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symbolises earth element. In Thangka art, the earth element or land is described vividly.
The majority of land depicted comprises of green hills, indicative of mountain pastures.
Mountain in the Thangkas depicts the firmness, concentration and stability of subtle form.
To some extent, the hills are shaded to get three-dimensional impression (Beer, 2003).
The outlines of mountains are fragmented by representing rows often positioned as small
spots, which gives an impression of plants, clumps of grass, small bushes, or distant trees with
dark green colour. Besides meadows, the pointed stones with rough and curved edges with
blue, green or brownish shades and bordered with golden lines are depicted. The holes
or caves with an emerging rivulet are shown to enhance the beauty of the painting. Normally,
a mountain range behind green peaks, against the blue sky is painted with snow
The mountaintops often rounded by snow or extremely sharp snowy peaks are well-illustrated.
The colour of mountains varies from white to light blue and the boundaries of enclosing
snow are highlighted with dark blue colour. Rock formation with water emanating from
the mouth is also depicted in the paintings, which represent four great rivers, viz. Sutlej, Indus,
Brahmaputra, and Karnali, which originate in the Mount Kailash. The sources of these rivers
were believed to be the springs originating from the rock formations in the likeness of
the heads of an elephant, lion, horse and peacock respectively. Mount Meru, the sacred five-
peaked mountain of Buddhist cosmology and believed to be the hub of all physical,
metaphysical and spiritual universes, is also portrayed in these paintings.

According to Buddhist belief, water element represents the relative motion, while fire
element signifies the energy and is shown in the Thangkas. The water is portrayed in form of
rivulets, waterfalls and pools that passes through the landscape. The water is shown
in a conventional style and it appears to be some kind of solid body rather than liquid without
transparency or reflection. Water is often divided into zones by rippling white or blue lines.
The water body represents the unfamiliar, immeasurable depth of knowledge. Air or wind
element denotes the value of extension or repulsive forces. Any entity having one or more
of these attributes is known as matter. The materialistic world is believed to be nothing but
a permutation of these attributes arranged in the space. The matter that is perceived in mind
is just a mental interpretation of these qualities. In addition to the four elements,
the Buddhism talks about space and consciousness element, later described as ‘pure and bright’
and used to appreciate the feelings of pleasure, pain and state of equilibrium between the two.

Fig. 31. Clouds in Thangka paintings.
Source: in.pinterest.com.
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In normal vibrant Thangkas, the sky is blue, though other colours may also be seen.
The colour is shadowed so that the hue becomes darker while moving upwards. Mostly, there
are two kinds of clouds in a Thangka landscape, viz. plump cumulus-type and layered stratus-
type. The plump cumulus-type may appear both behind hills and high in the sky, while
the layered stratus-type float just on the upper atmosphere. The basic pattern of clouds
is a line of round lobes or series of lobes rising from behind (Fig. 31).

Often the clouds are portrayed in coil shape with a dark hole in the middle. The colour
of clouds may be light blue, grey or green but they may be pink, yellow or orange, even
brownish. Clouds of different colours and shapes can be seen same painting. The trefoil cloud
signifies the body, mind and speech of Buddha, while floating clouds or mist is the unification
of compassion and wisdom for self-realization. Clouds may come and go, like the temporary
thoughts or misapprehensions, which seem to confuse mind's true nature. Rainbows
are commonly shown in Thangka landscapes with twists or loops. Thangka rainbows may
consist of four colours or even less. The rainbow is eternity’s representation of temporary
happiness. The sun and moon are depicted in the sky of Thangka landscape in two different
corners. The sun is painted in orange or red colour, while the colour of moon is white or light
blue. In Buddhism, the sun symbolizes wisdom, while the moon is a symbol of compassion.

Conclusion

Above discussion, reveals that there is a link between eco-spirituality and art, which
directly or indirectly enables the conservation of environment. Thangka painting
is a manifestation of soul, its reverence for nature’s splendour and personification of its
motivation. It is a gentle expression of colours, fine lines, shapes and figures. Nature stirs
man’s emotional and cognitive behaviour. Aesthetics has always been of interest for it unveils
the bond between nature and man and the changes occurring in the two. Though man
is the integral element of natural environments, his visualization is a reflection of his
thoughts, behaviour and culture. Visual art reflects man’s inner wisdom of beauty in nature
and life. The artwork not only speaks of the artistic skills of artists but about their deep
ecological and spiritual concern for nature and its elements. With growing concern for linking
ecology, culture, and spirituality, conserving the art forms and learning lessons from these,
the scientific community can develop an outlook of sustainability.

Acknowledgement: The source of Thangka Paintings/ Illustrations used in the paper
is duly acknowledged. Some of these have been modified as per the requirement of the theme.
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