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B craTpe mpeacTaBACHBI OCHOBHBIE TallBl (POPMUPOBAHUA OYAAHIICKOTO HCKyccTBa B TubOere,
dopmupoBarne OYAAHICKOTO ITaHTEOHA, ero CIelnuKa U BAUAHIE CO CTOPOHBI PAHHUX KYABTOB,
TaHTpu3Ma, HHAyH3Ma. OIHCHBaeTCA HKOHOAOTMYECKAA Hepapxusd OyAAHICKHX 00pa3oB
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[Ipeskae d9eM roBOPHUTH O OYAAHIICKOM HCKYyCCTBE M €rO HKOHOIpadpUYECKUX IIPUHITHIIAX,
BO3MOKHO, OYAET IIEAECOOOPA3HO O3HAKOMHUTBCA C COIMOKYABTYPHOM CTPYKTYPOI HAPOAOB, BEKAMHU
IIPOKUBAIOIMNX B IuTaseAn ['mvanaeB. MoxKHO OOOCHOBAHHO IIPEAIIOAOKHUTH, UTO AO TOIO, KaK
Ooyaamsm mosBuAcs B Tubere B cepeamne VIII Beka, AroAn mpeObIBAAM B TEMHOTE OTHOCHTEABHO
IIPUMHUTHBHBEIX IIPEACTABACHHUH. DTO IIPOU3OIIAO B 747 r. H.3., korAa [TlaamacamOxaBa (717-762 rr.

H.3.), upu ydactun Auapeu [Hanrapaxmmurer (705-762 rr. H.9.), pacupocTparua 0yaausm u3 Muanu
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HAa TEPPUTOPUIO «KPBIIIKU MHPay. ABymMs roAaamMu IIO3AHEE OH OCHOBAA ITEPBBII OYAAHIICKII
moHacTBIph B Cambe B IIeHTPaAbHOH wactu TubOera. B oror mepmoA akmeHT OBIA CACAQH,
B OCHOBHOM, Ha BHEAPCHUH U PACIPOCTPAHCHUH 0XapMsl [3AECH M AAAECE MHOTO3HAYHOE IOHATHE
AXapMa ITOHHMAETCA KaK OYAAMICKOE YYEHHE — #puM. nepes.|, M HE IPEAIPHHUMAAOCH HHUKAKHX
CEPBE3HBIX YCHANN, HAIIPABACHHBIX Ha Pa3spabOTKy apXUTEKTYPHO-XYAOKECTBEHHBEIX ACIICKTOB
MOHACTBIPEH, KOTOPBIE CACAOBAAM HHAHMHCKHM OOpasmaM B HACHHOM, a HE B apPXUTEKTYPHOM
CMBICAE.

[ToABeprafcep KECTOKUM TOHEHHAM, OYAAU3M IIPHUIIEA B IIEPHOA, Koraa Aamaapma (838-842 rr.
H.3.) B3OIIICA HA TPOH B LEHTPaAbHOM TubOere. CAOKUBIIAACA CHTYALHA IPOAOAKAAACH B TCUCHHE
ABYX C IIOAOBHHOH BEKOB AO TE€X IIOp, IIOKa kopoaeBcTBO ['yre B 3amapunom Tubere He craro
OIAOTOM OyAAM3Ma B THOETCKOM MHPE IIOA IIPaBACHHEM MyApOro kopoas Axamen Emre O (967-
1040 rr. m.3.). OH aKTHBHO HOAAEpKHBAA Oyaamsm u napuraacus Amuma (982-1054 rr. w3
noaniickoe uma: Amnankap [purman), Beiaarormeroca teopernka Oyaausma usz Haaamasr, B I'yre,
AAfl TOTO YTOOBI OYHUCTUTH YYECHHE-AXAPMY OT aHHUMHUCTHYECKAX M AEMOHHCTUYECKHX IAEMEHTOB,
koTopeie [TaamacamMOxaBa OCTaBHA B OYAAH3ME C IIEABIO €TO aAAITAIINH AASl IIOHIMAHUA IIPOCTHIMA
ATOABMI.

Eme O obbeaumnna ycuaua ¢ Beankum Aorcadbom Pumgenom 3anrmo (958-1055 rr. Ao H.9.),
YTOOBI ITOAOKHTDh HAYAAO AKTHBHOHM APXHTEKTYPHON H XYAOKECTBEHHOH ACATEABHOCTH B TPAaHC-
3arlaAHOM ['HMaAalickoM permoHe, TA€ B 9TOT IEPHOA BBIACAMACH OKpyr Hrapm (3amasmere
tnOerckme kopoaeBctBa Aapakx u L'yre). Bo Bpemsa cBoero aamreapHOro mpeObBanusa B MHANK
B PA3AMYHBIX MaxXa-6uxapax [6uxapa — OYAAMHMCKHH MOHACTBIPb — #puM. nepes.| Pumden 3anrmo
IIPHOOpPETAA H3 IIEPBBIX YCT 3HAHHUA O ITAAHUPOBOUHBIX PEIICHHUAX HMHAHHCKHX 64Xdp W MHOTOE
y3HaA 00 UX HCKyccTBe 1 apxuTekrype. OH IPUMEHHA 3TH 3HaHHA, HocTpouB He MeHee 108 xpamoB
1 MOHACTHIpell B Hezapu n ykpacuB MX BEAMKOACIHBIMU (PPECKAMU B BBICOKOM HHAHHCKOM CTHAC.
OTUMH 3HOXaABHBIME pedOpMaMU OH OOBEAHMHUA PEAUTHO3HBIE M XYAOKECTBEHHBIE BHABI
ACATEABHOCTH C LEABIO (POPMAAU3AIIIHE PEAUTHO3HOM KYABTYPEL, B KOTOPOM MCKYyCCTBO fABASETCA €e
HEOTHEMAEMOM COCTABAAFOIIEH.

DTH MOHACTBIPU CTAAM HE TOABKO BEAYIIHMH IIEHTPAMU PEAHTHO3HON xus3Hu B Hrapu, Ho BO
MHOTOM M IICHTPAMU XYAOKECTBEHHOH JKHU3HHU, TaK KaK O0XapMa MOKET OBITh IIPEIIOAAHA
HEOOPAa30BAHHOMY HACEACHHUIO TOABKO ITOCPEACTBOM HCKYCCTBA. boabmmuucTBO cTpoenuii Pundena
3aHITIO HE COXPAHHAHCH AO HACTOAINErO BPEMEHH, HO HEKOTOPBIE BCE K€ OCTAAUCH B PaiOHAX
Aapaxxa, Aaxysaa u Courun u B KumHHAaype, n OHH MOIYT IPETEHAOBATb HAa CTATYC CAMBIX CTapPbIX
13 BCE €IIE CYIIECTBYIOIIMX XPAaHHAWII PEAHUTHO3HOTO H  XYAOKECTBEHHOIO  HACACAHSA
ITIMAAAMCKOTO (THOETCKOTO) OYAAU3Ma B MHUpE.

B srom r1BOpYeckomM HaunmHaHmm Pupdyeny 3aHrmo IIOMOraAMm  HE  TOABKO  €ro
COOTEYECTBEHHUKN, HO M MHOTHUE HHAUNCKHE XYAOKHHKI H PEMECACHHUKH. DTO OBIAO BpeMf, KOrAd
pasamdHble  KOpoAeBCTBa VHAO-I'aHICKOII paBHHHBEI PYIIHAHCH IIOA HAIIOPOM MYyCYABMAHCTBA.
Maxa-6uxaps: 1 6uxaps: OBIAE PasrpaOACHBI, a YICHBIE U XYAOKHHUKU IIOABEPTHYTBHI KECTOKHM
msrtkam. Kopoaesctso I'yre npu mpasaennu kopoad Ermre O OBIAO caMBIM ITOAXOAAIINM MECTOM,
I'A€ OHU MOTAH OTBICKATH YOEKHIIE U CACAOBATH CBOEMY IIpU3BaHUIO. Takum oOpasom, B TxoAmHre,
croamure I'yre, Bce OBIAO HAIIPAaBAGHO HA OCYIIECTBACHHE BEAHKOIO 3KCIIEPUMEHTA B HAYKE U
nckyccrBe. Punden 3aHITIO COEAMHHA MECTHBIH KOAOPHUT C TAAAHTOM HHAHHCKHX MacTEPOB, YTOOBI
cpopMUPOBATh HEIIOBTOPUMBIH CTHAB, OTPAKAIOIIUN U CHHTE3UPYIOIIHH CTUAU WHAUMCKHX IITKOA
Kammupa, apeBuero buxapa um 3amaanoii Bemraamm. Asxysemme Tyuum B cBoem Indo-Tibetica

OIIPEAEAAA AAHHBIA CTUAD Kak [ yee-Gpuc man cruan I'yre.
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Apmxenne, Hadatoe PuadeHoM 3aHIIO, IMOAYYHAO IIHPOKOE PACIPOCTPAHEHHE BO BCEM
THOCTCKOM MHPE, H IOCTEIEHHO Iyze-Gpuc CTan HAIMOHAABHBIM CTHAEM TubOera, MMEHyEeMBIH
dbUs-bis, naade roBops, «THOCTCKAM CTHAB HCKycCTBa». VIHTEpbephl MOHACTBIPEH OBIAU BBIITOAHEHBI
B UHCTO HWHAHHCKOM CTHAE, HAIIOMHIHAFOIIICM AA}KaHTy, c OoABIIIMU PHCYHKAMMH,
PACIIOAOKEHHBIMH Ha BCEX BHYTPEHHHX IIOBEPXHOCTAX CTE€H M IIOTOAKOB. Takumm o0Opasom,
MOHACTBIPb KaK OBl COCAHMHAA B CBOEM WHTEPbEpPE 3EMHOIl HAAaH C HeOecHOH cdepoi,
M300paKEHHOH Ha (PpecKax, ITOOB IPEACTABUTh DOAXMCATTBY B apXUTEKTYPHOH HKOHOIrpadpHH.
[IBeTa, HCIIOAB3OBAHHBIC B PAHHHX KOMIIO3HIUAX CTUAS ['yre, OBIAHM IIOAHOCTBIO HHAHHCKHMU,
C OOHAHMEM KPAaCHOIO M KEATOro. AAf TOTO YTOOBI COXPAHUTH OOKECTBEHHBIH XapaKTep (Ppecok,
XYAOKHUK HE 3aIIOAHAA UX (DOH IIeH3aKaMH: IIPOCTPAHCTBO BOKPYI I'AABHBIX (DUIYP OBIAO 3aHATO
MAACHBKUMH (PHIYPKAMH COIIyTCTBYIOIIHX OOKeCTB. VICIIOAHEHHBIE CIIOKOHCTBHA AHMIA OOTOB
C TIOAY3aKPBITBIMH 3aAYMYHBBIMUA TI'AA3aMH, C OYEPUYCHHBIMH B (popMe OaHTa TAA3HBIMU BEKAMH,
OCTPBIMH HOCAMH, TYOAMHU IIPAaBHABHON (DOPMBI U €ABA 3aMETHOH aHICABCKOH YABIOKON HAMEKAAT
Ha TAYOOKOE, OOpPAIEHHOE BOBHYTPH Pa3MBIIIACHHE. AMHUN OBIAN YPE3BBIYANHO CACPIKAHHBIMH,
TaK 9TO (PUIYPHl BCErAd BOCHPUHUMAAACH IPEOBIBAIOIIIMH B CTPOIOM PABHOBECHH.

[Tocae XIV Beka peAHMIHO3HO-KYABTYpHBIE cBA3n Twubera ¢ MatepukoBoil Mmuamei Obian
pasopBaHeL, u cTHAB L'yre OprA mpeaocTaBacH cam cebe A0 XVII Bexa, KOraa OH HCIIBITAA BAUSHIC
co cropousl Kuras. Takum oOpasom, Iyee-Gpuc OBIA TIpeBpaIlieH B 7gya-bris, TO €CTh «KHUTAHCKHUI
CTUAB KHBOIHCH». [1oA aTuM BAmAHHEM (PPECKH CTAAM 3aKAFOYATBCA B PAMKHU, IIEH3aKH CTAAN
OoAee OMKHUBACHHBIMU H JKHBOIIMCHBIMH, CO CKAAAMH, 3aBUXPECHHBIMH OOAAKAMH, IIAAMCHEM
N CTUAM30OBaHHBIMH paCTI/ITCAI)HI)IMI/I N KHUBOTHBIMH JAEMCHTAMMH. AI/IHI/II/I CTaAd 60/\66 KUBBIMI
U IIAACTUYHBIMHU, YTOOBI IIOAYEPKHYTH APaMaTu3M uryp. 3aMBICAOBATBIE ITOBOPOTHI M H3IHOBI
KOHEYHOCTEH, 3aBHUTKH HHCIIAAAIOIINX U IIPOAYMAHHBIX APAIIHPOBOK — BCE OBIAO IIEPEAAHO
OCrABIME AMHUAMA. AKIICHT OBIA CACAQH HA BBIPAKECHHUN ANIA, H30DPAKAEMOIO C KAHHOOOPA3ZHOM
OOpPOAOI, 320CTPEHHBIMH U 3aBUTBIMH YCAMH, IIHPOKO OTKPBITBIMH TIAa3aMH U C AETAABHOI
IpopaboTKOH BoAOC. CHHHI I[BET B €r0 PA3AHYHBIX OTTEHKAX CTAA AFOOHMMBIM IIBETOM XYAOKHHUKOB.
[Toa s1uM BAHAHEEM CTHAB l'yre mocrenmeHHO BOOpaA B ceOf OCOOEHHOCTH KUTAWCKON JKUBOIIHCH
AO TOTO, Kak OOAEe PaHHHUI CTHAb OBIA IIOAHOCTBIO BBITECHEH KHTAHCKOW MaHEPOH H300paKeHUs.
Ha stom Ooaee 1mosaHem srame OyAAHIICKOE HCKycCTBO TmbOera BOOPaAO CTOABKO CTHAEH, 9YTO
MOTAO OBI OBITH AYHYIIIE BCETO OIIPEACACHO KaK THOpHAHAA (pOpMa UCKyCCTBA.

OAHAKO C pacIpPOCTPAHEHHUEM OYAAM3MA U3 MATEPUKOBOH VIHAMH TpaAuInu HMHAHICKOTO
HICKYCCTBA TAK/KE IIIHPOKO PACIPOCTPAHHAUCH B OyAamiickoM Tubere um B AaABHEHIIIEM Pa3BUBAANCDH
1 COBEPIIEHCTBOBAANCH OIBITHBIMU AamMaMd. FIckyccTBo m3oOpaxkenus popmel, AemHUHA, HPECKH
U )KUBOIIUCH /7atKa SBASIOTCS HEKOTOPBIMH U3 TEXHHK, IIPHUIICAIINX U3 COCCAHHX wacTeil VHAmm.
OAHAKO AAHHBIE BHABI HCKYCCTBA B AAABHEHIIIEM OBIAU 3ACCH Pa3BHTBI U YCOBEPIIEHCTBOBAHBI,
IIPUYEM, C TAYOOKHUM PEAUTHO3HBIM PBEHHEM. DTH XYAOKECTBEHHBIE M3ACAUA, HOCAIIHE B BBICIIICH
CTCIICHH PEAUTHO3HBIII U CBAIICHHBIA XapPaKTep, COCTABAAIOT CETOAHA HEOTBEMAEMYIO YaCTh
PEAUTHO3HO-KYABTYPHOR CHCTEMBEI OYAAHCTOB BBICOKOIOPHOTO THMAAAMCKOro permoHa. AAf TOro
YTOOBI HAYYUTBCHA ITO-HACTOAIIEMY BOCXHINATBCA U IIEHUTh TOHKHE HIOAHCHI 3TOTO YHHKAABHOTO
HCKYCCTBA, MBI BBEAEM AAAEE TAKHE €rO IIOHATHA, KAK «TeMaTHIECKHIT POpMAT», KHKOHOAOTUA» H

«I/IKOHOFPQ(I)I/I"ICCKI/H‘/‘I METOA».
Temaruueckuii popmar

Temarudeckuii (opmaT OYAAHMHCKOTO HCKYCCTBA, OCHOBAHHBIH Ha OyAAm3Mme Maxasmel,

t'IpeSBIDI"IfalI‘/'IHO O6H_II/IpCH U CAOXKCH, IOAYHHSAACH 330TCPHUKE, BKAFOYAIOIIEN BCE MBICAMMBIC
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1 HEMBICAIMEIE (DOPMBI ’KU3HH M HOYMEHAABHBIE CYIIHOCTH Bcex cpep. Tem He meHee, mpocTon
U TEMHBIH OYAAMICKHN HAapoOA Kak Ha ceBepo-BocToke CHKKHMA, TaK N Ha CEBEPO-3aIIaAC,
IO IIPUPOAE CBOEH TAyOOKO morpyxeH B Hero. Camoe 3HAYMMOE HAIIPABACHHE B OyAAH3ME
MaxafHBl B BBICOKOTODHOM TIHMAaAalCKOM pPErHOHE — 3TO OyaAm3M Baaxpassbpl, KOTOpPHIT
[TapmacambxaBa yrBepanA B TubOere M B AAABHEHIIEM pPACHPOCTPAHHA B BBICOKOTOPHBIX
IMMAAAMCKHX pPafiOHAX B KAYECTBE TOCIIOACTBYIOIIEH CHCTeMBbI BepoucrosepaHus. [lockoabky
IAABHBIE LIEHTPBI OyAAm3Ma BaakpadHBI cefi9ac pacrioAaraloTcs B BBICOKOTOPHBIX TI'MMaAARCKUX
pafioHax, TO, MOXKET OBITh, YMECTHO Ha3BaTb €ro TUMaAafickuM Oyaamsmom. Hamboaee maTEpEecHBIM
acIeKTOM OyAAM3Ma BaaKpasHBI B KOHTEKCTE HACTOSIIEIO HCCACAOBAHUA ABAACTCA Pa3HOOOpasme
€ro IAHTEUCTUYECKOH CHCTEMBI, KOTOPaf IIPEAAATACT IOUYAAPHYIO HHTEPIIPETAIIHIO PA3AHMIHBIX
CAOKHBIX AOKTPHH. AAA 3TOH IleAn OBIAA TINATEABHO pPa3pabOTaHA KOHLENIHA LEHH DByaA,
IIPEACTABACHHAA B Oyaamame MaxafHbl, KOTOpas B AaAbHEHIIEM OBIAA AOpPa0OTAHA IIyTEM
AOOABAEHHA MHOTHX MeTaPU3MYIECKHX BOIAOINEHUN ByAaa m mx cympyr B Oyaamsme Baamxpasasr —
HACTOABKO, YTO B 3TOHM BEpE CTAAM AOIYCTHMBIMH HE TOABKO OECUHCAEHHBIE OOKECTBA KYABTOB
lueer u Ilakte, HO Aake m OomKecTBa AOOYyAAMIICKOI peamrunm bom, m Oorm Tubera Obian
ACCUMHAHPOBAHBEI C MECTHBIMH BEPOUCIIOBEAAHHAMU, ITO OXOTHO IPHHAA IIPOCTONH HAPOA. Takum
obOpasom, TmmaAarickas (THOeTCKasA) Bepcusa OyAAu3Ma BaAKpasHBI CYIIECTBEHHO OTAMYACTCHA OT €rO
HHAUMCKOTO BapHaHTa.

Tuberckuii manTeoH OyaamsmMa Baakpasdobr MomeT OBITH C YBEPEHHOCTBIO PACIPEACACH Ha
AecATb Kareropuii, a nmeHHo: (1) Manyrma-byaasr, (2) Axmann-Byaast nan Asxuans, (3) HebGecusie
Boaxucarrser, (4) 3emunie boaxucarrser, (5) Maamsr (oxpassromime 6oxectsa), (6) Axapmarrassi,
(7) Aaxunm, (8) bpammaeckue Oowkecta, (9) MecrTHBIE OOMKecTBA M OOXKECTBA CTPAHBI, 4 TAKKE
(10) cemetiable 1 An9HbBIC OOTH.

(1) Manyma-byoow::

CaMbiMu 94€AOBEIHBIMH CpeAu Byaa ABAsroTCA MX 3emubie MaHu@ectamuu — Manyra-byaast,
uaun byaasr Apesrocrtn, man Tarxarater. CoraacHo tpasunnu MaxasHBI, CYIIECTBYET CEMb TaKUX
vanudecranui:  (I)  Bumamewnn, (II) [Hwkxws, (III)  Bumsaoxy, (IV) Kpakyauxanaa,
(V) Kanaxamynn, (VI) Kampama, u (VII) Hlakeamysn. Bce Manymu-Byaasr m3oOpasxensr
OOAQYECHHBIMU B OACKAY HHAHICKAX MOHAXOB.

(2) Axcuanu-byoosr:

Cpean aux Axmanu-bByaast (Axussr) u Byasa Vcreaenus mpeACTaBAGHBI B CTPOIUX OACAHUAX
MOHAXOB, CHAAIIUE B BaAKPACaHE, C XapPAKTEPHBIMH AAfl HHX kecTamu pyk. OAHAKO, KOrAa OHH
n3obpaxarorcss B dopme camOXorakas, TO €CTb B CHAIOIINX OTOAECKAX CBET4, HX YKPAIIalOT
KOPOAEBCKOM MaHTHEI, APArOIIEHHOCTAMUA U KOPOHAMHU.

(3) Hebecrvre Booxucammes::

HebGecubie  BoAxmcaTTBBI  IIOAHOCTBIO — VKPAIIEHBI M VBEINAHBI ~ APArOLEHHOCTAMHU.
ABaAOKHTEIIBAPA — 3TO CAMBIN HOIYAAPHBIH U3 HEOCCHBIX DOAXHCATTB B rHMAAATICKOM (THOETCKOM)
Ooyaamsme. Ero m3o0paxaroT Kak 9YeTBIPEX-, TAK M OAMHHAAIIATUTAABBIM C TBICAYBIO IAa3 — IIO
OAHOMY Ha KaKAON AapOHH. OH 3aHHMAET IEHTPAABHOE MECTO B MOHACTBIPAX, KOTOPBIE OCHOBAA
Purnuen 3anrmo Bmecte O CBOMMH COBPEMEHHHIKAM.

(4) Semmnwie (cmepmmvre) booxucammesr:

Wuaniickue cBATBIE, ODOKECTBACHHBIE AAMBI U BEAHKHE IIOKPOBHTEAH Oyaamsma B Tubere
TAK/KE CTAAH OOBEKTAMH IIOKAOHEHHS — KaK CMEPTHBIC, HAH 3eMHBble boaxwmcarrsel. CpeAnm HHX
ACCATD YYEHUKOB BYAABI M BOCEMHAALIATD (72Xa6Up-YIEHUKOB, KOTOPBIE IIPOIIOBEAOBAAH 0XapMy Ha
PA3AHYHBIX TEPPUTOPHUAX M CTAAU HMHAUNCKAMHE CBATBIMH. Muorme w3  omxasupos ObiAn

COBPCMCHHHUKAMN BYAABI, KOTOPBIC KHAM H IIOCAE HCIO. KpOMC TOro, MHOIHUC TCOPETHUKH
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1 puAOCcOdBI MIKOAB MaxadHBl Takke ObIAL 000MxKECTBACHE Kak BoaxmcaTTBer. CpeAr HHX MOKHO
HA3BATb MMEHA TAKUX BBIAAFOIIUXCH AeATeAeH, kak ArmBarxorma, Harapaxyna, Apesasesa, Acanra,
Bacyb6anaxy, Axaprakupru, Canapakupru, [llantapakmrara u Arurma.

OAHAKO TAHTPHYECKUE IIPEACTABUTCAM IIKOABI MaxafHBI 3aCAYKHAH OOAEE BBICOKOE
ITIOAOKEHHE CPEAH 3eMHBIX boaxmcarts. OHI OBIAM IIOYNTAEMBI KAK Maxact0)xy |[AFOAH, AOCTUTIIIVE
cBepxcHocoOHOCTEN — npum. nepes.]. Ilpexae Bcero, I'ypy I[TaamacambxaBa, BeAUKHI IPEACTABUTEAD
Oyaamsma Baakpadnsl u ocHOBaTeAb OyaAnsma B TuOere, yBaxaem Aaxe OOAbIe, 4eM byaaa, cpean
IIOCACAOBATEACH ero yueHus cexTol Hpmarma. AAs TOro 9ToOBl IIOAYEPKHYTH €rO BOCBMHKPATHEBIN
TAHTPUYECKUI AP, €r0 IIPEACTABAAIOT B HKOHOrpaduu B BOCbMHU IposBAcHUAX, a nMenHO: (I) I'ypy
Pummode (Aparonenusiii YVunreas), (II) Ilamacoasa (ITaamacamOxaBa B IOAOKEHHH MaxXaMyApPBI),
(III) Typy Ilama Isaamo (Kopoaw-Baaseserr Tpumwmrakm), (IV) I'ypy Aopxke Aoao
(bpuaamanropeii 3amurauk), (V) Hbama Oszep (Mcrounmk Csera Bo 1bMe), (VI) Cakpscenrr
(Bropoii Ilakes), (VII) I'ypy Cenr Aaaar (Pacupocrpanuresbp axapmer) u (VIII) Aoaan-Yor-cpe

(PactipocTpanuTeAb 3HAHUIA).

Puc. 1. Iypy Iladmacambxasa — seauxuil npedcmasuniens
6y0ousma Baoscpasnet.

Cpean OOOKECTBAEHHBIX THOETCKUX AaM OCHOBATEAM PA3AWYHBIX YYEHHH OBIAM TaKiKe
upuyaucAeHsl Kk boaxmcarrsam. Takum obOpaszom, Obiam oboxkectBAeHBI [loHKama — ocHOBaTEAB
cextol I'eaykmra, Mapma u Muaapena — ocuoBatean aunun Karpro u Cakes [lananra — 3HAMEHUTBII
arama m3 Cakpsa. Cratyc BoaxucartBer ObiA Takxke npucsoer Conrmsny I'ammo (617-649 rr. m.3.) —
MyApoMmy Kopoaro Tubera u ero muuucTpy Txomm CaMOXOTy, KOTOPBIH C IIOMOIIBIO HHAHICKUX
VYIEHBIX HA OCHOBE IIMCbMa OpPaxXMH CO3AAA THOETCKOE IIMCBbMO, M KOpoAio Tuconry Aemnshy,
koTOpbIi npuraacus ITaamacamOxaBy B Tuber. O6e xennr Conrippaa ['amno — [lpumriiecca Bamb-
uen n3 Kuras n bxpukyrm ms Hemana — Oblam Takke ODOMKECTBACHBI B KAYECTBE KEHCKHX
Boaxwucarts xak Dolma Karpo (beaas Tapa) u Dolma Janguli (3eaenas Tapa) coorsercrBenno. Kerarw,
3eaenaa Tapa u Dolma Pagmo (Mapuun BaaxpaBapaxm) — ABe camble ItounTaembie Tapel u3

ABAALIATH OAHOTO HPOABACHHA Taphl B THOETCKOM OyAAHU3ME.
(5) Hoamwr:
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Aemonndeckue BomaoreHus byaa u BoAxmcaTrB HA3BIBAIOT OXPAHAIOIIUME OOMKECTBAMU, HO
PasAHYHBIC yICHUA THOCTCKOTO OYAAM3MA TAKKE OIIPEACAAAH UX COOCTBEHHBIX ITIOCACAOBATECACH KaK
yi dam lha (fimpam axa). Xora rDo-rje jigs-byed (Bapxpabxaiipasa) m  bDe-mchog (Cambapa) —
oxpansrorue Ooxectsa L'eayrier, yaerue rDo-rje phur-ba (Bapxpanypba) Cakpa u mpodne yaeHns
TOKE HMEIOT CBOUX )7 dam lha (firmaam AXa), KaK APYIHX OXPaHAOIIHX OO0KeCTB — Kye-rdo-rye
(Xesaawkpa), Sans-gyes-t'od-pa (byasxaxamana), gsin-rje (Ama) u T.A.

(6) Axapmananvr:

Ch'os-skyon (AxapMaItaAbl) HAXOAATCHA B IIOAYMHECHUM IIOKPOBHTEABCTBYIOIINX OoxkecTB. OHU
H300paKEHBI CAMBIM ~ OTBPATHTEABHBIM OOpa3oM ¢ APOCTHOM H  Y/KACHOH BHEIIHOCTBIO.
bpaxmanckuit Aemon bxafipaBa, BO3MOKHO, IIOCAYKHA HCTOYHHKOM HACH AXapMaIiaAbl B OyAAH3MeE
Maasmsl.

(7) Aaxunu:

AaxuHE — 910 ABOMHHKH AXapMamaAbl B KEHCKOM oOamumu. IIpeanoaaraercd, uro Aakuuu
SBASIFOTCS BOITAOIIIEHHEM MHANFCKOM Oormuan Kaan.

(8) bpaxcmarickue boscecrméa:

Haamgme OecYHCAEHHOrO KOAMYECTBA OPaXMAHCKHX OOIOB AOIYCTUMO B IIaHTEHCTHYECKOMN
cucreme Maxasasl. OHE MOTYT OBITH IPHMEPHO PACIIPEACACHBI HA BOCEMb KaTeropuii: /ha (Aesara),
kin (Harm mawm smun), gNod-sbyin (Axmm), dri-za (UaaxapBsl mAn aHreasi), /a-ma-yin (Acyper nam
TUTAHbY), #namk'ah-ldin (I'apyaa wmam denukcsy), mi-ham-chi (Kuauapsl mAum HeOECHBIE IIEBIIBI),
to-‘bye-ch’'en-po (Maxoparu MAM I'UTAHTCKHE 3MEH) H T.A.

(9) Mecmmvze Boscecnsa:

Mecrable OOru, B OCHOBHOM, IIPOMCXOAAT H3 AOOYAAHIICKONM peamrnn bon. Onm OnAn
BKAIOYCHEI B THOCTCKUN OYAAM3M B IIPOIIECCE MAHTEUCTHIECKOTO CHHKPETU3MA Kak DoxKecTBa DoAce
HH3KOTO YPOBHAL.

(10) Cemeiirvre u Auunsze Hoeu:

[ToAOOHO MecTHBIM OOKECTBAM, CEMEHHBIC M AMYHBIC OOIHM TAKKE IIOAVIHAU CBOE MECTO
B MAHTEUCTUYIECKON cucTtemMe MaxadaHel. DOABIIMHCTBO M3 HHX ABAAIOTCA MECTHBIMH HAN
AOOYAAHIICKUME KOpEHHBIMH OoxectBamMu boH. OHU IIpH 5TOM ITOAYHMHSAIOTCA ITAHTEHCTHYECKON

nepapxun Kak 3amuTHUKA Beprr.
HxoHoaorusa

Byaaniickoe MCKycCTBO He MOMKET OBITh B AOAKHON Mepe IOHATO HAM OIEHEHO AO TEX IIOp,
ITOKA KAK CACAYET HE OCMBICACHBI 3HAYCHHA €rO0 OCHOBOITOAATAIOIINX CHMBOAOB. VX KaHOHHYECKOE
HICTOAKOBAHHE MOKET PACKPHITh HEKOTOPBIE TAHHBI CAOKHOI'O TAHTPUYECKOIO yueHuA BaAxpadHsr,
KOCMOAOTHYECKHX (DEHOMEHOB M HOYMEHAABHBIX abcTpakiuii. B aAefictBureapHOCTH THOETCKHIT
Oyaam3mM BapxpasHBI — HACTOABKO TI'AYOOKOE M CAOMKHOE BEPOYYEHHE, YTO BCE €ro TOHKOCTH
U HFOAHCBI MOTYT OBITh COOTBETCTBYIOIIIUM OOPa3OM OOBACHEHBI M OI[EHEHBI AUIIb IIOCAE TOTO, KaK
OHH OVAYT HHTEPHPETHPOBAHBI (POPMAABHBIMH CIIOCOOAMHU  ITOCPEACTBOM  Pa3HOOOPA3HBIX
CcHMBOAMYECKUX (POPM. DOABIITHHCTBO M3 9THX CHMBOAOB, 3aMMCTBOBAHHBIX H3 HHAHWCKHX
HCTOYHHUKOB  OyAAm3ma  BapxpasgHbl,  IOABEPraAHCh  CYIIECTBEHHBIM  MeTaMOpdHu3Mam
U U3MEHEHUAM, YTOOBI OTBEYATh TAHTPHYECKON HAIIPABACHHOCTH €ro THOETCKOH Bepcuu. Kpome
TOTO, K HEMY OBIAM AOOABACHBI I MHOTHE APYTHE 3HAYNMBIC CHMBOABL

Kaxxaomy OoskectBy maHTeOHa Bapxpasasl OBIAO IIOCTABAGHO B COOTBETCTBHE OIIPEACACHHOE
nKoHOrpadudeckoe Hn3oOpakeHue, cuMmBoAmdeckad dopma. Hacrpoenmsa, orHomeHus, cuasdne

IIO3BI, KECTBI PYK, KOAHMYCCTBO AHIIT U PYK, OACIKABI, anI/I6yTI/IK9., OoBE€Ta M T.A. — 9TO HE TOABKO
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XaPaKTEPHBIE CUMBOABI CHA, CIIOCOOHOCTEH U IMOTEHIINAABHBIX BO3MOMKHOCTEH PA3AHIHBIX DOMKECTB,
KOTOPEIE OBIAI COOTHECEHBI C HHUMHU ITOCPEACTBOM MHUCTHYECKOH H MEAUTATHBHON IIPAKTHKH, HO
TaKKE M CHMBOAMYECKHE (DOPMBI, OTOKAECTBAAIOINIME HX C TEMH HAU HHBIMH PEAUTHO3HBIMU
rpymnamu  (poAaMun) — zapusapamu. Takum 0Opa3soM, KaKABIL JAEMEHT H300PAKEHUA BAKCH
U MHOTO3HAYCH, HMEET TIAYOOKHH CHMBOAMYECKHI CMBICA, 4 IIEABHOE H300pPAKEHUE — ITO
OOOOIIIEHHEII BEANYECTBEHHBIH CUMBOA OCOOOTO KOCMHYECKOTO ABACHHSA, TAHTPHYECKON CHCTEMBI,
durocodckoit mAEH 1 AOCTPAKTHON KOHIICIIIIHH.

B uxonorpaduu byasa m3oOparaercsa kak HHUIMUA MOHAX C ABICOM IOAOBOM, OACTBHIH CAMBIM
OOBIKHOBEHHBIM 00PasoM B chogyu (Ha cCaHCKpuTe «samghali» — AByX-TPEXMETPOBOE AAMHHOE OACAHHE,
COCTOAINEE U3 ABAAIATH IIATH KYCOYKOB TKAaHM). DTO H300pAKEHHE — YHHBEPCAABHBI CHMBOA
MHPa, COCTPAAAHUA H MHAOCEPAUA. DyAAa IIPEACTABAACTCA CHASAIIEM Ha ITIOAYIIECYKE U3 AOTOCOB,
ABAAFOIIIUXCA CHMBOAOM YHCTOTBI M OOKECTBEHHOIO IIPOMCXOKACHHA. Belpaxkenume ero Amia
OTpaKaeT CIIOKOMCTBHE B MArKOCTh. OHO TaKKe XapaKTepHO AASl BoAxmcaTrB, KOTOpBIE ABAAIOTCA
HeOecupiMu OoOpazamu byaasl. OaHako, B oramune ot Humero byaasl, mebGecubie BoaxmcaTTBhI
IIPEACTABACHBI KaK MOAOABIE HHAHMICKHE HpHHIBL. OHHI OAETBI CaMBIM TINATEABHBIM OOpPasoMm
U VKPAITIEHBl TPHUHAAIIATBIO BHAAMU OPHAMEHTOB, CHMBOAHMSHPYIOIINMU HX BBICOKOE HeOecHoOe
IIOAOKECHHE HAHU KOPOAEBCKUU (rajasik) TemmepameHT. Takum oOpasoMm, pa3sHOOOpa3HbIC BApHAIINN
HACTPOCHHUH, OTHOIICHUN, ITO3BIL, KECTBI PYK, OACHKABI, aTPHOYTHKA K T.A. MOTIYT IIPEACTABAATDH
PasSAHYHBIE POAM OAHOro u TOro e OoxecrBa. Hanpumep, bBoaxmcarrsa Manaxkyripu,
3HAMCHHTBHIH CBOMM MHUPOAIOOHBEIM HPaBOM, OACTBIH B KOPOAEBCKHE OACIKABI, PACCMATPHBACTCA KaK
satvif (cAep:kaHHOE) OOXKECTBO, HO OH wnsoOpakaercs kak rDo-rje hlhigs-byed (Bapxpabxaiipasa)
B CBOEM famsik (ArpECCUBHOM) BBIPA/KEHUU.

ArpecCHBHBIA TEMIICPAMEHT — 3TO XapaKTepHCTHKA drag-pa (Oecrormaauerx Ooxects). OHHI
ABAAIOTCA  3AIMUTHUKAMHI TAaHTPHYECKOTO yYeHHA. B  wumkoHOrpadmm OHH n300paKaroTcs
C OTPOMHBIMH TI'OAOBAMH, TPETBUM I'Aa30M Ha AOy, MAaCCHUBHBIMU TEAAMH, KOAIOYHMH BOAOCAMU,
arpECCUBHBIMH KECTAMHU H T.A. A drag-pa UACHTHYEH #0-wa (3AOMY OOMKECTBY), HO KAKABIH H3 HHUX
PCIPE3CHTUPYETCA BEPECHHUICH YEPEIIOB BOKPYI IIBIAAIOIIEIO A3BIKA» M IIOIMHPACT IIOBEPIKECHHBIC
teAa. HecmoTpsa Ha 3A0Beruil BUA, OHI HE IIPEACTaBASIOT HIHYEro AeMoHmdeckoro. Ha camom aeae,
dgeM OOAEE COCTPAAATEABHO U YYACTAUBO OOKECTBO, TEM DOAEE YCTPAIIAFOIN €r0 BHEIIHUN BHA: OH
IIPU3BAH IIOAYHHUTH U IIOKOPHUTH CHABIL, BpAKACOHBIE dxXapie.

BoecrBa mpeACTaBACHBI B PAa3SAHYHBIX CHAAYNX U CTOAYHX I103aX. ODTH IIO3Bl HY/KHBI, B
OCHOBHOM, AAfl TOIO, YTOOBl IIOAYEPKHYTH PAa3AUYHBIE HACTPOCHHA U YCHAUTE 3ddekr
conepexuannd. /Kenckne OokecTBa OOBIYHO HM300PAKAIOTCA C M3THOAMH TAAMH M IIEH, ITOOBI
BBIPA3UTD I103bI dpi-bhang (ABOHHOH WOBOPOT) ™ #ri-bhang (TPOHHON MOBOPOT), IIEPEAAIOIINE
dusmyuecKoe UBAIMECTBO U FapMOHUIO. B TO ke BpemA 3TUM IPHEMOM CO3HATEABHO IIPEHEOPETaroT
Ipy U300paKeHUN (DUTYP CBHPEIIBIX DOMKECTB, KOTOPBIX IIPEACTABAAIOT IPOTECKHBIMHE, KECTKUMH 1
3AOBEIIIIMI AAS IIEPEAAYN CTPAXa U y/Kaca.

B uxonorpadpun camas AroOumas 1osa cuAfAIIHX DyAA — o0 rdorje skyil-drun, uiau éadncpacara
(OpmaAmaHTOBAaA MAM aAMa3HadA 11032). DTO XOPOIIO U3BECTHAA 11032 BYAABI, B KOTOPOH HOTH TECHO
COCAMHCHBI, C IIOAOIIBAMH, IIOAHOCTBIO HAIIPABACHHBIMH BBEPX. JTa 11032 CHMBOAHU3HPYET
IIOCTOAHCTBO. EcAm Kro-HHUOYAD CHAUT B  6adipacare C PA3SOMKHYTBIMH PYKaMH, CBOOOAHO
ACKAIIUMHU Ha KOACHAX, TO TaKafd I103a HA3BIBACTCA OxbiHacara (MEAUTATHBHAA I103a). Apyrumu
BAKHBIMH ITO3AMH, C UX CHMBOANYCCKHUMY 3HAYCHUAMIU, ABAAIOTCH: (d6acard, O3HAYAIOINAS THCTHIHA
BBIXOA U3 MEAUTAIUU, HUAMandajanacard, CUMBOAUSHPYIOINAS MEAUTATHBHYIO CTAAHMIO, CACAVIOIIIYIO
32 CaBACAHOW, Ja/umacand, IPEACTABAAIOIIAA BO3BBIIICHHOCTb, OYAPOBAHUE U OE3MATCKHOCTD, U

acara MaitrTpen, 03Ha9arOIIAs ITIOCTOAHHYIO TOTOBHOCTD.
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Poap :KecTOB OYeHP Ba)KHA B CHMBOAHYECKOM IHAaHE. Pa3HOOOpasHBIE KECTBI PYK
IIPEAYCMATPHUBAIOT BBIPAKCHUE PA3HBIX HACTPOCHHUM, ACHCTBUM U AocTrmkeHHIT byaasr. Kaxkaoe ero
ABIKEHHE PYKAMH PACCMATPHUBACTCA KaK OOpasell AAfl BBIPAKEHHA TOIO HAWM HHOTO HACTPOEHU,
ACHCTBHSA UAH cHTyarruu. HeKOTOPEIME M3 BO/KHBIX JKECTOB ABASIOTCH:

(1) bxymucnapma-myopa (#KecT «COIPHKOCHOBEHHA C 3eMAeii»). OH ABAAETCA CAMBIM
PACIIPOCTPAHEHHBIM IIpH H300paxeHnn DByAAb B mKoHOrpadmu, BBIPAKAET 3EMHYIO CYIIHOCTD
Oyaamiickoii uaocodpun u cuMmBoAu3upyer modeay byaaer map Mapoii. Hebecubie Axmooxeun
ByAABI H300paKarOTCA UIMEHHO C TAKHM KECTOM.

(2) Camadxu-mydpa (MEAUTATUBHBIN KECT) O3HAYAECT HEBO3MYTUMOCTb.

(3) Ymmapatbooxu-mydpa nipeacraBaser BvICIICe co3HaHME. Pykm HeOecHOTo byaanr Baiipouamna
M300PaKAIOT 3Ty MYADPY.

4 Axapmauaxpa-mydpa uAa  Oxapmuarpanpasapmari-mydpa  CUMBOAUIUPYET byaay  Kak
[IporroBeAHKA AXAPMBI.

(5) Bapada-myopa osHagaer AoOpomeaareabHOCTh. HebOecusiii  byaaa Parmacambxasa
M300PaKAETCH C ITHM KECTOM.

(6) Lllapar-myopa BEIpaKaeT IMOKPOBUTEABCTBEHHOE OTHOIIEHUE. DTOT KECT HACHTUYCH 64pala-
Mydpe, HO B AAHHOM CAy4Yae PyKa HEMHOTO COTHYTa, H AAAOHb HAXOAHUTCSH Ha BECY.

(7) Abxas-myopa cumBoansupyer Oeccrparme. Jra Mydpa accormuupyerca ¢ HebecHbIM byaaoit
AMOTXaCHAAXH.

B uxonorpacdun Axuarnu-bydos: (AyxoBHBIE OTIBI DOAXMCATTB), Kak IPaBHAO, M300PaKAIOTCH
CHAAIIUME HaA TOAOBOH byaasl. MsoOpakenme ABarokuremBapsl B Tpuaokmuate u ['oHAXOAZ
(I'amaxoaa) B AooamHe Yanmapa-bxara B Xumauaa-lIlpaserre ABASFOTCA TOMY IIOATBEPKACHHEM. Tam
HeOecHbll byaaa Ammrabxa msobpaken Ha kopoHe bBoaxmcaTrBer ABasoxkurermBapbl. To, Kax
AaHHAfA PopMyAa ObIAA IPHHATA B MKOHOIpapHUU HHAYHCTOB B OOAEE ITO3AHUH IIEPHOA, MOKET
OBITH AydYIIIE BCErO IIPOAEMOHCTPHUPOBAHO KAMEHHBIMH wn300paxeHuamu Nxad u  Buamasn
B HATypaAbHYIO Beanmuuny B Aakxamaraaae [6, c. 119; c. 106-107].

Nuoraa BermenocHsle AxmaHn-ByaAasl 0003HA9arOTCA € IIOMOINBIO HX COOCTBEHHBIX
MHCTHYECKHX CHMBOAOB. Tak, Balipouana cHMBOAH3HpyeTCA KOAECOM VYUEHHA, HAHM KOAECOM
3akona — charka («Oxapmavaxpa»), AKIIOOXbA MOAHHEH HAH AAMA3HBIM CKHIIETPOM — vdjrd,
ParHacamOxaBa ¢ IOMOIIBIO  7afia — APATOIICHHBIN KAMCHbB, MAM YMHTAMAHU («KAMCHD MCIIOAHCHHUSA
KEAAHHI») AMUTAOXA — AOTOCOM (rakta-padnz), AMOIXaCHAAXU C IIOMOIIBIO Vishwa-vajra, yABOCHHOMN
BAAKPBI [640pa — puTyaAbHOE U MU(OAOIUYECKOE OPYKHE B MHAYH3ME, THOETCKOM OYAAU3ME U
AKATTHU3ME —  7pUM. 7nepes.], TIPEACTABASIOIIEH COOOM ABE CKPEIUBAIOIIUXCA BaAKPBI U
CHMBOAH3HPYIOIIECH BBICOYANINEE ITOHUMAHHE HCTHHBL OTH CHMBOABI H300PaKEHBI HA KOPOHAX
moyuTaeMbix boaxumcarrs. MHOrAa OHH IPEACTABAAIOTCA AEPMKAINMMU 3TH CHMBOABI B KadeCTBE
aTPUOYTHKH.

C  pacuserom  TaHTpH3Ma ~ OyAAmiickme — OomectBa  BaaxpadHel  OBIAM  HAAEACHBI
MHOTOYHCACHHBIMH CIIOCOOHOCTAMH, KOTOPBIE BBIPAKAAUCH B HKOHOIPA(OHU YBEAHYHBAFOIIUIMCH
YHCAOM AHIL U PyK. Takum oOpa3oM, pa3AnYHbBIE DOKECTBA OOPETAAN MHOTOTOAOBBIE H MHOTOPYKHE
dopmer. boaxncarrBa ABasokuTeIIBapa, caMoOe IOIYAAPHOE OOKECTBO I'MMAAAHCKOTO OYAAH3MA,
IIPEACTABACH B YETBIPEX- U OAMHHAAIIATHTOAOBOM BHAE C TBICAYBIO PYK M OTKPBITBIMH AAAOHAMU, Ha
KQKAOH 13 KOTOPBIX H300pPAKEH OTKPBITBIA TAa3. AOIIOAHHUTEABHBIE T'OAOBBI ABAaAOKHTEIIBAPEL
O3HAYAIOT €ro 3a00Ty O OAArOIIOAYYHMH BCETO KHBOTO, 4 THICAYA PYK C OTKPBITBIMHA TAA3aMHU
CHMBOAH3UPYIOT €0 OAUTEABHBIH U AOOPOMKEAATEABHBIH XapaKTep.

[IBeTa B OYAAUIICKOM HCKYCCTBE TaK/KE HMMEIOT OIPOMHOE CHUMBOAHMYECKOE 3HadeHHe. sKeATsrit

CUMBOAHU3UPYET satvik (CACP/KAHHOE) HACTPOCHHUE, 2 KPACHBIN, CHHUN U YE€PHBIN BBIPAKAIOT famasik
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(cBupenioe) mactpoenune. Kak mpaBuao, 6oru n3obpakaroTcss B OEAOM I[BETE, TOOANHBI B KPACHOM
1 ACMOHBI B 9YEPHOM. JTa I[BETOBaA CHMBOAHKA OYCHb OAHM3KA TPAAHIIMOHHON KAACCHYECKOM,
HAPOAHOH HMHAMICKON cuMBoAmke. [Ipera, oroxaectBagembie ¢ Axmanu-byasamum (mebecHbiMup
byasamu) cHMBOAMBHPYIOT IATH KOCMHYECKHX JACMEHTOB: OCABIM — KOCMOC, CHHHH — BO3AVX,
JKEATBIH — 3€MAfA, KPACHBII — OTOHDb U 3€ACHBIN — BOAA.

Hexkoropble MOHOrpaMMBEI M MOTHBBI, BXOAAIIUE B CAOKHBIE MOHOI'PAMMEI, ITIPEACTABASFOIIIIC
Pa3SAHYHBIX OYAAHICKHX OOKECTB, TAK/KE IPHOOPEAN 3HAYUMBIH PEAHTHO3HBIH CMBICA, YTOOBI
CHMBOAH3HUPOBATH BAKHBIC COOBITHSA, IPUIUHHBIE CBA3U U KaHOHmYeckue adcrpakumu. RNawz-bou-
dbang-ldan (Aecarp Bcemorymux) — oAHA M3 TAKHX MHCTHYECKHX MOHOIPAMM, H300PaKEHHBIX HA ¢)o-
pen (3HaMeHAX yAadHM). Takas MOHOIpaMMa IIPEACTABASCT COOOI KOMOMHALIMIO H3 CEMH OYVKB
1 MOTHBOB, HpeACTaBAHI—OL[[I/IX AyHy, COAHIIE MW IIAaAMA OTIHA. PaSAH‘IHbIC qacTu MOHOFpaMMI)I
BBIITOAHEHBI B CHHEM, YEPHOM, 36ACHOM, KPACHOM, OEAOM M KEATOM IIBETE.

SDon-br Tson Dam-pa — OAMH U3 CaMBIX HOHIYAAPHBIX MOTHBOB, KOTOPBII BBIPAKAET IICABIN
CIIEKTP BEPOHCIIOBEAAHHI THMAAAMCKOro OyAAm3Ma B Kpatkoil opme. Hapucosamuerii nanm
HAIICYATAHHBI Ha Oymare MAHM TKAaHH, OH BCTPEYAETCA HE TOABKO B MOHACTBIPAX, HO M BO BCEX
OYAAHICKUX AOMaX. B HEM cHMBOAMYECKH IIPEACTABACHBI TPU IIOKPOBUTEAS peAnruy. MaHAKYIIpH,
bBoaxucarrsa MyApocTu IpeACTaBACH, COOTBETCTBEHHO, Ser-phying-gyi-gl egs-bam (Kuuroit MyapocTn)
u ral-gri (OraeaneiM Medowm). Baakpananun u boaxumcarrsa MoryiectBa cuMBOAU3HpYIOTCA 726-150
(ABYTAQBBIM 3€AEHBIM ITomyraeM). ABaAokurernBapa, boaxumcarra CocrpasaHus, IPEACTABACH
Ngang-pa Ser-pa (AByraaBoii oOpamkeBOH VTIKON). JTa Oyaamiickas «Tpomma» — Myapocts,
Moryrectso n CocTpasaHne IPU3BIBACT K CAHHCTBY ACHCTBHSA, CAOBA M MBICAH.

Apyroii motus, sDon-br Tson Dam-pa, B CBOXO 049epeAb, CHMBOAUZHPYET UCTOPUUECKOE COOBITHE:
pacupocrpanenne Oyaamsma B TuOere. B oroit mMumcrmueckoit momorpamme [lanrapaximmra
IIPEACTABACH KaK OKEaH; AOTOC cuMmBoAm3upyer Lypy IlaamacamOxaBy, «pOKACHHOIO M3 AOTOCAY;
AAUHHAA THOETCKAf KHHIA C MAYOM H300pPaKAET KOPOAA AXapMbl Tuconra AersHa, AByrAaBaf
OpaH)KeBad yTKA CHMBOAH3HPYET BEAMKOIO MHAHMICKOTO MyAperna Bumasamurpa u  Apyrux
UHAUMCKAX YYCHBIX, ABYTAQBBIM 3€ACHBIN IIOIyTall IIPEACTaBAACT BaﬁquaHy U APYIHX YIE€HBIX
IIEPEBOAYUKOB.

Cambre BaKHBIE MOHOTPaMMbI OyAAHM3Ma MaxafHEI — 9TO HAAIOCTPHUPOBAHHBIE H300paKEHUA
Srid-pahi hKhor-lo («Koaeca Kusumy). Haamdame 91010 BasKHOTO MOTHBA Ha CTCHE BO3AE TAABHOIO
BXOAQ B .ixa-kxare (xpam) cumraercs oOssareabHbM. Coraacuno tpasnnmu, Koaeco Kusuu 6n1a0
BIIEPBBIE H300paKeHO ByaAoil ¢ momoripio pucoBeix 3eper. Camblil IIEPBBII €O BAPHAHT HOABUACH
B merepax AaxasTer [1, c. 309]. Ou ObIA BBeA€H B THOCTCKHH OyAAm3M MOHaxoM banae fimeit B
VIII Bexe B momacteipe Cambsa B [lode (memrtpaspssiii Tuber) [5, c. 165-166; 7, c. 108]. Dra
BIICYATAAIOINAS KPYrOBasd MOHOIPAMMA H300PaKAET IUKAHYHOCTh IIPUYUHHBIX CBA3EH ITOCPEACTBOM
TIHATEABHO IIPOPAOOTAHHONW (POPMBI CHMBOAMYECKHAX V30POB M MOTHBOB, H300PaKEHHBIX B
ABEHAALIATH OBAABHBIX pamkax 1o mepumerpy. 7Gon-po Nag-po, To ectp Maxakaaa, nan Beaumkoe
Bpewms, mpeacraBasiercs B 0Opase BCEIPOHHUKAIOIIEIO YKACHOIO MOHCTPA, KPEIIKO OOXBATHBIIIEIO
Kpas dearocTamMu n Aanmamu. Ha mede m3o00paxkeH meryx, 3Mmesd, M KaKABIH IIBITAETCA ITOTAOTHTH
APYIOTO, CHMBOAUSUPYA paca (CTpPacTb), dsea (3aBUCTb) U Moxa (AAIHOCTH) COOTBETCTBEHHO.
M300paxeHnsa BBIIIOAHEHBI B KPAaCHOM, 3CACHOM H YEPHOM  IBeTe. l'AaBHOE IIPOCTPaHCTBO
3AII0AHEHO TAKUM OOPa3OM, YTOOBI CHMBOAH3HUPOBATH IecTh cdep xusHu: cdhepa O6oros, cdepa
YeAOBEUYECTBA, OOUTEAb THTAHOB, chepa AYXOB, cpepa mpeucrnoAHer u cdepa KkuBoTHHX. «Koreco
Kusum» — 3T0 CKATBIH CHMBOA BCETO OYAAHMMCKOIO HCKYCCTBA4, KOTOPBIH CIIOCOOEH IIEPEAATDH

TOHYANIIIIE CMBICABI OYAAHICKOH (pbraocodur B caMOIl BEIPa3UTEABHOMR U ACHOI (popMe.
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Hxonorpacguaeckuii METOA

Mxonorpadudaeckuii METOA B OYAAHICKOM HCKYCCTBE fABAAETCA OYEHb CAOKHBIM. OcTaBasich
HEU3MEHHBIM B TEUCHUE BEKOB, OYAYYH CTPOTO KAHOHH3UPOBAHHBIM, OH OTBEPIacT AFOOBIC ITOIIBITKI
BHECCHHA TEMATUYCCKON HOBH3HBI H TBOPYECKON OOpasHOCTH. /\HIIb CIYCTA TOABI YCEPAHOIO
O0OydueHHus ITOA PYKOBOACTBOM HACTABHHKA HOBHYOK IIOAHOCTBIO TOTOB K TOMY, YTOOBI BOIIAOTHTH
IIOAyYeHHBIE 3HaHUA. [Ipoltecc HEM3MEHHOrO BOCIIPOU3BEACHHA BEKOBBIX KAHOHOB M ACHTMOTHBOB
IIPOAOAKAETCA H3 BeKa B BeK. Aake KOTAA HOBHYOK YK€ CTAHOBUTCH OIBITHBIM, OH HHKOIAA HE
CTpeMHTCA OBITH CBOCOOPA3HBIM, HO BHAHUT I'AABHBIN CMBICA CBOEI'O TBOPYECTBA NMEHHO B BEPHOM
CACAOBAHHUH YiKE IPOAOKEHHBIMH HUyTAMH. Takum 0oOpa3om, Ar0Oas ITOIBITKA HWHAUBHAYAABHOI'O
CAMOBBIPQ/KEHUA ITOAHOCTBIO HCKAIOYAETCHA B pabOTe, KOTOPasd AOAKHA CAEAOBATH KAHOHHYECKHM
TpeOoBaHuAM. TemM He MeHee, XYAOKHHK BOAECH CO3AaBATh COOCTBEHHYIO TEMY, €CAM OH AOCTHT
OIPEACAEHHOIO  AYXOBHOIO W  HHTEAAEKTYAABHOIO  YPOBHA, YTOOBI IIPEACTaBHTH  cede,
KOHIICIITYAAH3HPOBATh M HHTEPIPETHPOBATh HEKYIO aOCTPAKTHYIO (PHAOCO(CKYIO HACIO, HO AAKE
TOTAQ OH AOAMKEH CTPOIO CACAOBATH KAHOHHYECKHIM HOPMAaM.

[TosTomy cozpanme 0Opas3a HE CTAHOBUTCA B IIOAHOI MEpE TBOPUYECKHM IIPOIIECCOM, HO MOKET
CTAThb BBICOKOAYXOBHOM mpaktukoi. Coraacumo Maiitpes-Harxa, HaBblkH B M300pasHTEABHOM
HCKYCCTBE, IIOMHMO AaCTPOAOTHH, MECAUIIMHEI, TPAMMATHKH U OPATOPCKOIO HCKYCCTBA, ABAAFOTCH
HEOOXOAUMBIMH AAfl ITOCBAIIIEHHOIO MOHaXa. BeAb «...0e3 AOCTHMKEHHA  MacTepCcTBa B IIATH
00AACTAX 3HAHUM, Aaxe BoIcITe CBATEIE HE AOCTHTHYT cocToAHuA byaas» [2, c. 60]. Kanonnueckas
HAIIPAaBACHHOCTDh OYAAHFCKOTO HCKYCCTBA CAEAAAQA €O BBICOKO MHTEAACKTYAABHBIM, MEAUTATHBHBIM
U HEIIOKOACOUMEBEIM, HO MEHEE 3CTETHIHBIM. BBHAY 3TOro, AAfl TOro, YTOOBl OIEHHUTH AAHHOE
«HCKYCCTBOY», HEOOXOAHMMO ITOHHMATD €IO AYXOBHYIO CYIIIHOCTh H CHUMBOAHKY, IIOTOMY YTO OHO — HE
yeas KaK TAKOBag, a «OPYAHE», C IIOMOIIBIO KOTOPOIO MOMKHO AOCTHYb AYXOBHBIX II€ACH.
CAeAOBATEABHO, OYAET YMECTHO OIIPEACAHTb €ro KaK «PEIPE3eHTAIIMOHHOE HCKyCCTBOY. Bunas
IIPOIIUCHIBAECT IIOAPOOHBIE YKa3aHUA OTHOCHTEABHO METOAOB H3MEPECHHH, KOHCTPYKIIUA U
BBIITOAHEHHS PA3ANYHBIX €ro 9AeMeHTOB. [Ipnu 9TOM OOABIIIOE BHUMAHHE YACAACTCA KAHOHHYECKON
tTounoctu nzoopakenus guryp byaa, boaxucarrs, Beanknx Marepe#t, raeBubix Sk i Ap.

Brawane muxonorpadpmdueckas dopmysa AAf H300pakeHHA IaHTeOHA Baakpasner Obiaa
OCHOBAHA HA MHAHUMICKOM cHCTeMe Hadamasa (A€BATH AaAOHEH). COrAaacHO AAHHOI CHCTEMe, pasmep
HACAABHOM CTOAIIEH (PUIYPHI — AEBATH AAAOHEH B BBICOTY, €CAU U3MEPATH €€ IO CHCTeMe Zhal-rno
UAHM CHUCTEME 77d./1, B KOTOPOI OCHOBHOI MOAYAB PaBEH OAHOM AQAOHH, TO €CTh PACCTOSHHIO MEKAY
KOHYHUKAMH OOABIIIOTO M YKAa3aTEABHOI'O IAABIIEB BBITAHYTOH PYKH. TaKkKe 5TO PAaCcCTOSHUE MEXKAY
AMHHEH POCTa BOAOC M MOADOPOAKOM. 3 3TOro caeayer, 9To AAMHA AMIIA — OAHA AaAOHB. OHa
paBHA ABEHAAIATH ar2)tam (tmpuHa nasbna). OAUH areys (Ha THOETCKOM: Sar-720) PaBEH YETHIPEM
sezam (Ha THOETCKOM: kang-pa), 2 OAHA Jleza PaBHA ABYM 3€pHAM AYMEHA (Ha THOETCKOM: 72¢).

[Tockoabky a1a cucrema npuinaa B Tuber ns Muann uepes Heman, ee craau HaswBath bal-bris,
TO €CThb HEHmaAbCKUM cTHAb. COraacHO €M, Kak yiKe CKa3aHO, CTOAINas deAoBedeckas durypa
M3MEPACTCA AEBATBIO AAAOHAMH B BHICOTY. Kaxaas AAAOHB ITPEACTABASET OAMH H3 Pa3sACAOB
KocMoca. TakmM 0Opa3oMm, COBEpIIEHHAsA dYeAOBedecKasd (urypa pasMepoM B ACBATb AAAOHEH
CYUTAETCA OAMIIETBOPEHHEM MaKPOKOCMOCAa B MHKPOKOCMHYECKOH MOAeAH. CAEAOBATEABHO,
Pynaxas Byaasr [oaHO m3 «rpex rtea» (Tpuxas) Byaasr — mpum. nepes.| 1o 1mxane wasamana —
HACAABHBI CHMBOA MAaKPOKOCMOCA. DTa B3aHMOCBA3b BaKHA, TAK KaK OHA COOTBETCTBYET
dprrocoOdDCKOMY IPUHITUITY B3AUMOCBA3H IIPOHCXOMKACHHUA BCEIO KUBOIO U OOBACHAET KOHIIEIIIIUIO

Hﬂpé‘dﬂbl KaK HCpCXOAHOfI (1)331)1, ‘ICPCS KOTOpyIO CACAYCT (i)I/IHaAbHBII‘/'I «BBIXOA» B DECKOHEYHOCTD.
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Wuaniickas cucrema #agamaia Osiaa BHeApeHa B Tubere moA BAmAHmeM TaHTpu3Ma. [lo3aHee,
ITOA BAUSHHIEM KHTAHCKON MKOHOTpadHu, OHA IIPETEepIIeAd OIPEACACHHBIE H3MEHEHNA, HO BCE OHH
OTPAHHUYUANCH TOABKO HIOAHCAMH (POPMAABHOI HHTEPIIPETAIINU MECTHHIX OoskecTB. Hecmorps Ha

3TO, rHaéamad TIPOAOAKAAA BBITECHATHCA KHTAWCKOM ¥ MECTHBIMH HKOHOIPadUYeCKUMU

>
[IPAKTUKAMH AO TOH IIOPBL, KOTAa B THOETCKOM HCKyCCTBE C(POPMHPOBAAUCH HAHOOAEE
CYIIECTBEHHBIC IIPU3HAKH, KOTOPBIE CACAAAH €rO OTAHYHBIM OT HHAHICKOTO HAH KHTAHCKOTrO
cruaeii — cozpanu  dbUs-bris, To ecty THOETCKUE CTHAD HCKyccTBa. MHANIICKIE HKOHOrpadHIecKne
HOPMBI IIPOAOANKAIOT OCTABATBHCHA CTAHAAPTOM AASl HMACAABHBIX UYCAOBEYCCKUX Pa3MEPOB AdXKE
B TaKOM cuTyanuu. VX yBeAndeHNEe CUMBOAU3ZHPYET CBEPXUCAOBEUECKHIE KAYECTBA U CIIOCOOHOCTH,
4 YMEHBIIICHUE — HAIIPOTHB, IIPU3HAK AO-9€AOBEUYECKOIO YPOBHH.

CoraacHO THOETCKON HKOHOIPapHYECKOI CHCTEME H300pPAKEHUA CO3AABAAUCH B PA3ANIHBIX
CHCTEMAX H3MEPEHHS B AHAIIA30HE MEIKAY ACCATBIO U IIECTBIO AAAOHAMU B 3aBUCHUMOCTH OT
IIOAOKEHHA CYyOBEKTAa B ITAHTECHUCTUYECKOW mHepapxuu. /\A00Oe OTCTYyIIAEHHE OT 3TOrO IIPaBHAA
camraercs rpexoM. Takum obOpaszom, Byaas, BoAxumcaTTBbl U CBATBIE M300pAKAIOTCA Pa3MEPOM B
AECATH AAAOHEH, HO AAfl BYAABI OAHA AAAOHD paBHAETCH ABEHAAIIATU C IIOAOBUHOMW S§ar-720 (AHIYAQ)
IIPOTHB OOBIYHBIX ABEHAALATH sar-720 (aHIyAa). K13 aToro caeayer, 9To BbicOTa M300pamkeHus ByAAD!
OT TOAOBBI AO IIAT U IIHPHHA MEKAY KOHYHKAMI CPEAHHX ITAABIIEB BEITAHYTEIX PYK AAFOT KBaAPAT H3
125 sar-mo (aHryaa), MAM ACCATH AAAOHEH IIO ABCHAAILATH C IIOAOBHHON sar-mo (aHryAaa). Aas
cuaAIero byaasl nkoHorpadudeckue HOPMBI BEPXHHX IIPOIOPIIUIA AOAKHBI OBITH TOYHO TAKIMU
’Ke, KAK U Y CTOAIICH (PUIYPEL, HO AAA HIDKHEH YACTH Pa3MEPBI TINATCABHO BBIBEPCHBI, TaK UTO

HPOHOPHI/II/I Ka}KAOfI JaCTH TE€AA HE HapymeHbL
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TpeGoBanua AAf H300pPaKEHHH  PA3AUYHBIX  OOMKECTB  IIPEAIIOAATAIOT, YTO  DYAABI
1 0O0KECTBACHHBIE AAMBI AOAKHBI OBITH pasmepom 125 sar-mo (amryaa); Boaxmcartssr, Aoxamasr
u mectable OoxectBa — 120 sar-mo (anryaa); xenckue cduryper — 108 sar-mo (anryaa); rueBHble
oomxecta, Axapmaraasl, Skmm n T.A. — 96 sar-mo (aHryAa) M KapAHKOBBIE OOKecTBA — 72 sar-mo

(amryaa).

Puc. 3. Mxonomempuyecxan mxana
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XoTfi KaHOHBI H300PAKEHHUA UYEAOBEKOOOPA3HBIX (PHUIYP IO HKOHOrpaddHUYECKHM HOPMaM
KECTKH M HEH3MEHHBI, XYAOKHHK MOKET OTXOAUTb OT KAHOHHYECKUX IIPABUA AAA APYIUX
nzoOpakeruil. OH MOXKET CO3AABATh KUBOIIMCHBIE IEH3aKH CO CKAAAMH, YTECAMH, BOAOIIAAAMH,
capamMu, (OPYKTOBBIMU M IIBETYILUME ACPEBBAMH, KHBOTHBIMH, IITULIAMH, OOAAKAMH H T.A. IIO €rO
coOcTBEHHOMY BKycy. Bce 3TO BO3MOXHO IOTOMY, 9YTO AAf H300pPaKEHHA HE CBA3AHHBIX
C Y€AOBEKOM JKHBOIIMCHBIX 9ACMEHTOB HEMHAUNCKOTO IIPOUCXOKACHUA HET KAKUX-AN00 HOpM. OHHI
ITOIIAAH B THIMAAANCKOE (THOETCKOE) OYAANICKOE MCKYCCTBO M3 KUTAWCKHAX MCTOYHHUKOB.

OOcyAnB TemMaTHYECKHE, MKOHOAOIMYECKHE M HMKOHOTPa(UYECKHe ACIEKTH THMAaAaHCKOIro
OYAAHICKOIO HCKyCCTBA, MBI IIOAOIIAH TEIEPb K BH3YAABHBIM H IIAACTHYECKUM MAaTEPHAAAM,
IIOCPEACTBOM KOTOPHIX OHO IpuoOperaer opmasbHOE BbIpaxeHue. CpeAr BH3YaABHBIX (OpM
dpecku ABAAFOTCA OCHOBHBIMU, a 33 HUMH HAYT 7Zatiku. CPeAn TIAACTHIECKUX POPM CaMbIe BAKHEIC

— 9TO CKYABHTYPI)I, a 3aTEM H306pa}KCHI/IH "3 METaAAAQ.
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Dpecku

Wcropusa HacteHHOR XuBOmHCH B OyAaAmiickoM wmupe Tubera OblAa  OTHOCHTEABHO
HEU3YIEHHON 00AaCThIO. TeM He MeHee, €CTh MHOTO CBHACTEABCTB TOMY, YTO HACTCHHAS KHBOIIHICDH
B KA9ECTBE €CTECTBEHHOIO KOMIIOHEHTA MOHACTBIPCKOH KYABTYPBI ITOABHAACH B TuOere u3 Muaun B
magane XVIII Bexka Oaaropapsa bamae flime, mHAMIACKOMYy MOHAXY-XYAOKHHKY, IIO IIPOChOE
[Taamacam6bxaBbr. OH u300pasuA koaoccassuoe Srid-pahi hKhor-lo (<KKoaeco 7Kusum») B BectuOroae
IAABHOIO XpaMa cAeBa OT ABepH B MoHacTeipe Camba [5, ¢.172-173; 7, c. 108]. On Takke mMor ObITH
OAHIM U3 IIEPBBHIX MOHAXOB-apPXHUTEKTOPOB, KOTOPHIH PYKOBOAHMA CTPOHTEABCTBOM MOHACTHIPA
Campsa. C apesueiimux Bpemer «Koaeco 7KuszHm» OBIAO HEOTBEMAECMON YaCTBIO MOHACTHIPEH
B MlHAMH, O YeM CBHAETEABCTBYET OAHA H3 IIeInep AAKAHTBL, IA¢ OHO u300paxeno. Konmemnrms
«Koreca 7Kusum» moAyumaa pasBuTHe B CO3AAHHMH MOHACTBIPEH OOA€E ITO3AHEIO IIEPHOAA
B Bocrouno#t Muann. HemaaoBaHBEIM OOCTOATEABCTBOM B AAHHOM KOHTEKCTE ABASETCA TO, ITO
ugepes3 «Koaeco 7Kusum» MOKHO IIPOCAEAUTD ITOCTEIIEHHOE Pa3BUTHE HCKYCCTBA C CAMOTO PaHHETO,
329aTOYHOIO IIEPHOAA AO €IO KOHCTPYKTUBHON (POPMAAM3AIINH U PA3BUTHE HACTEHHON KUBOIIMCH
KaK HaITMOHAABHOIO HCKycCTBa. Takum 00pazoM, (POPMHPOBAHHE PEAUTHO3ZHON APXHUTEKTYPHI
B TuOere BBIPA3MAOCH HE TOABKO B (POPMAAM3AIMH MHOIUX IIPABHA, METOAOB M KAHOHOB, HO H
B CO3AAHHHU OCOOOIO CTHAfl B HMCKYyCCTBE B BHAEC HACTEHHON »kuBolmch. Bce xpambl, mocTpoeHHbIE
B Oyaamiickom mupe Tubera co Bpemen ocHoBanua Camps, HEYKOCHUTEABHO CAEGAOBAAHM 3TOMN
npaktuke u HanocuAn «Koaeco ZKusum» m Apyrue OyAAHICKHE MOTHBBI HA CTCHBI M ITOTOAKH KaK

HCOTBCMACMYIO U €CTCCTBCHHYIO 9aCTh MOHaCTprCKOfI APXUTCKTYPHI.

Puc. 4. Byoouiicxoe xoseco scusmu.
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Hacrennas »xumBommchp B OyAAHIICKOM permoHe I'mMasaeB BBIIOAHEHA HCKAIOYUTEABHO
B TexHHKE Temrepsl. OAHAKO MOHAXU-XYAOKHHUKH H300PEAU U COOCTBEHHBIC TEXHHKH ITOATOTOBKH
KPACOK U IIOBEPXHOCTH. AAS TOIO YTOOBI IIOATOTOBUTH IIOBEPXHOCTH, OOBITHO MCIIOAB3YIOT TOHKHUIN
CAOH IACTHI U3 THIICA HAU U3BECTH U KACH H3 KOXKH AKOB. B HEKOTOPBIX CAyYafx AasKe IIPUMEHAIOT
CAMBOYHOE MACAO. 3aTE€M IIOBEPXHOCTH IMAHMYIOT AO TEX IIOP, IIOKA OHA HE CTAHET OACCTSAIICH.
DTO ACHCTBHE HYKHO IIOBTOPATH HECKOABKO Pa3, 4TOOBI AOOUTHCA Oe3yrpedHoil raaakocta. [Tocae
9TOTO IIOBEPXHOCTh PA3ACAACTCA HA MOAYABHBIC OAOKH; IIOATOTOBHTEABbHAA PabOTa BBIIIOAHACTCA
KAPAHAAIIIOM HAH YEPHBIMH dYepHHAAMH. JIHOrAa XyAOKHHK €IIE HCIIOAB3YeT Tpadapersr
13 OBEYBCH KOMKH AASL 9aCTO IIOBTOPSAFOIIUXCS CIOKETOB, HO OH PEAKO IIPUMEHSCT UX IIPU CO3AAHUN
dpecok. XyAOKHHKH  3a9aCTYIO HMIIPOBH3HUPYIOT, CO3AaBas KPACKH W3 MHHEPAABHBIX
U PACTUTEABHBIX CPEACTB. lIpym 3TOM B HEKOTOPBIX CAyYafx IPU CO3AAHHU (PPECOK MOKET
HCIIOAB30BATBCA B OOABIINX KOAHYECTBAX AQKE 30A0Tas IIBIAb. Kpome creH, M300pamKeHHAMUI
B MOHACTBIPAX IOKPBIBAAM TAKKE HIUKHUE YaCTU ACPEBAHHBEIX IIOTOAKOB, AEPEBAHHBIX KOAOHH,
Opeser u T.A. OAHAKO B MOHACTBIPAX, IIOCTPOCHHBIX IIO3AHEE C HCIIOAB30BAHHEM COBPEMECHHBIX
MATEPHAAOB, XYAOKHUKHA aKTHBHO HCIIOAB3YIOT I'OTOBBIE HCKYCCTBEHHBIE M XHMHYECKHE KPACKH.
Taxxe OHM ITHECAAM HA OOABIITHX XOACTAX, 3aTEM CBOPAYHBAAM AUCTBI U BBIPE3AAW HY/KHBIH pasmep,
OCAE YEro HAKACHBAAW UX HA CTEHBEL

[Tocae oxxymanmu TubGera Kuraem B 1959 1. m ormpasacuum B cceiaky Aasaii Aamsr XIV
B Makaeos lamke B AapMmcaay MHOTHE MOHACTBIPH, IIPHHAAACKAIINE PASAHYHBIM TEYCHHUAM
THOETCKOTO OYAAH3MA, 1 MOHACTBIPH AOOYAAHIICKOH peAnruu BOH CTaAH ITOABAATBHCA B PA3SANIHBIX
MECTaxX THMAAAMCKOrO PErmoHa. BHyTpm OOABIIMHCTBA ITHX MOHACTBIPEH, IIOCTPOCHHBIX U3
COBPEMEHHBIX MATEPHAAOB, — IIPOCTBIE HHTEPHEPHI, CTEHBl BBIKPAIIEHB OAHOTOHHBIMU
HICKYCCTBCHHBIMH KPACKAMI, B OCHOBHOM, KPACHBIMH I KEATBHIMI. TeM He MeHee, HEKOTOPHIE U3 HUX
MOTIyT OBITH OOraTo VKpAIICHBI HACTCHHOHM JKHBOIIMCBIO, HO HH OAHA HE BBIIOAHCHA
B TPAAUITMOHHOM CTHAE, TAK YTO HE MOKET OBITh KBAAU(HUIIMPOBAHA KaK (ppecka. DTH KapTHHBI,
n300paKEHHBIE HA OIIEMEHTUPOBAHHBIX CTEHAX C HCIIOAB3OBAHHEM MCKYCCTBEHHBIX 3MaAEBBEIX
KPACOK, AOBOABHO Pa3HOOOpPAsHEL B OOPaDOTKE M CTHAC, B OTAHYHNE OT KAACCHYECKUX THOCTCKHX
dpecok. XOTA MOHAXU-XYAOKHHUKH, KOTOPBIE BBITOAHHAH 3TH H300paxeHud, Oepyr Ha cedd
OTBETCTBEHHOCTb 34 COXPAaHEHHE TEMATHYECKOH U CTHAHUCTHYECKOH HEIPHUKOCHOBEHHOCTHU
THOETCKOTO HCKYCCTBA, HO OCKOPOHTEABHO OACCTAIMNA M KPHUYAIIHI KOAOPHUT HCKYCCTBEHHBIX
5MaA€ll M  «PBIHOYHBIN» CTHAb, KOHEYHO, OCKBEPHAIOT BO3BBIIICHHYIO OE3MATEKHOCTD
TPAAUIIMOHHOIO XYAOKECTBEHHOIO CTHUAA. 3ACCh U300paKEHUA, KAK IIPABUAO, IIPEACTABAAIOT COOOM
BCCTO AHIINb PEKAAMHYIO IIAAKATHYIO JKHBOIIMCH, B KOTOPOH OTCYTCTBYET HOCTAABIIYECKOE

OdYapOBaHUE.
Tanka

Tpaaunus nama uumpa (KABOIIUCH IIO TKAHH) fABAACTCA OYECHb ApeBHed B MuAnm
U PACIIPOCTPAHEHHON CPEAM PA3AMYHBIX PEAUTHO3HBIX TEYCHHUI, IAC€ OHA HCIIOAB30BAAACH AAf
IIPOABIZKEHUSA UX BEPOYUECHHUN HATASAHBIMU CpeAcTBamu. CpeAr HUX AMKAMHUCTCKHE U OYAAHUMCKHE
IIPOIIOBEAHUKHU 3aHUMAIOT BHAHOE MecTO. [Ipuuectn ¢ coOOM CBEPHYTYIO 7ama 4urmpy CIHTAAOCDH
BIIOAHE OOBIYHBIM ABAECHHEM CPEAU PEAUTHO3HBEIX IIPOIIOBEAHHKOB BO BPEMCEHA BBIIIOAHEHHUA HX
MHUCCHH.

Byaausm nosBuaca B Tubere Oaaropaps HHAUHACKUM YYIEHBIM-IIPOIIOBEAHHKAM, KOTOPBIE HECAH
nama 4uzpy, TAK ITO OHH MOIAU YIHTh HETPAMOTHBIM HAPOA — BEAb AAfA 3TOro He OBIAO OoAce

3 PEKTUBHOTO M AOCTYITHOTO CPEACTBA B HE3HAKOMOH M 4yxKOH cTpaHe. OUYEBHAHO, UTO nama
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yympa OBIAA EAMHCTBEHHBIM ACHCTBEHHBIM CIIOCOOOM, C IIOMOIIBIO KOTOPOTO OHH MOTAH OBITH
OAmxe Kk HapoAy. OHa, Kak BU3YaABHBIH ITOCPEAHUK, UIPAAd 3HAYUMYIO POAb B PACIPOCTPAHCHIH
OXapmer CPEAr HEOOPA3OBAHHBEIX MACC, TAK KAK AASl HUX HATASIAHOE ITOBECTBOBAHHE IOPa3A0 OoAce
IIPUBACKATEABHO 1 9 PEKTUBHO, YEM YCTHASA IIPOIIOBEAD, KOTOPYIO AFOAI €ABA AU OBIAM CITOCOOHBI
nouATe. Koneuno, u B Tubere nama wumpe nprupsaBasoce 00Apmoe 3HadeHme. OHA ITOCTEIIEHHO
pPa3BUBAAACH B BECHMA YCAOKHEHHYIO (DOPMY, IIOCKOABKY #ZaHKd, TO €CThb «CBEPHyTad B PYAOH»
’KHBOITHCD, BOMpPaAa B ceOf BAUSAHHUA PETHOHAABHBIX HHAHHCKHX XYAOKECTBEHHBIX cTrAeil Hermaaa u
3amaanoit  benraanm. OAHaKO TaHTPUYECKHII YKAOH B OyaAm3Me BaamkpadHBI ITOAHOCTBIO
IpeoOpPa3soBaA BHEIIHUN BHA 7ZaHKl, KOTOpPas B CBOEM BHAOM3MECHEHHOM BAPHAHTE CTOHUT
IIOAHOCTBIO OOOCOOAEHHO OT €€ MHAUNCKOro oopasma. OHa OblAa 3aAyMaHa KaK HACTOAINIAA Maraid
U IO CMBICAY, U IIO METOAAM CO3AQHUSA; €€ IIOATOTOBKA, BBIOOP TEMBI U OCBSAIICHIE PEIYAHPOBAAOCH
KAHOHAMH, YTOOBI CACAATH €€ CaKpPaAbHO AckictBeHHOMH. [To3aHee Ha Hee OKa3aAM 3HAYUTEABHOE
BAUAHHE CTHAb M TEXHHKA KHTAHCKOro HCKyccTBa. [loA €ro BO3AGHCTBUEM mzarKu TAKKE CTAAU
TINATEABHO BBIIIINBATh PA3HOLBETHBIMU ITIEAKOBBIMHU HUTKAMH, 2 CETOAHA B IIPOAQKE CTAHAAPTHBIC
TAHKM, BBIITUTBIE HA IPOrpaMMHpPYEeMOM ImBefiHOW wmarmumuke. OAHAKO celvac AAA HAC BaKeH
TPAAUIIMOHHBIH CIIOCOD €€ CO3AAHMA.

[Ipexae Bcero, BEITAHYTBI KyCOYEK OCAOHM XAOITYATOOYMAKHOM TKAHU ITOAIIHBACTCA BOKPYT
TOHKHX OaMOYKOBBIX PACIIOPOK AAfl CO3AAHMSA MATKOrO HaTsiKeHHA. Aasee paboTa HaTArMBacTcs Ha
IMIIPOBH3UPOBAHHYIO HPAMOYIOABHYIO PaMy TYTOH HHTBIO, HAVIIEH 3HI3arooOpasHo  IIO
IIEPUMETPY XOACTa H pambl.  KOHIIBI HHTH OCTaBASIOT CBOOOAHBIMH, YTOOBI PEIryAHPOBATH
OITUMAABHOE HATSIKEHHE AAf paOOTHL. [locAe 3TOro Ha HATAHYTYIO TKAHb HAHOCAT TOHKHII CAON
CMecH W3 pa30aBAECHHON H3BECTH M KAeH H3 Koxu fika. [lo3AHee ITOBEpXHOCTb AAA PHCOBaHUA

IIOAUPYETCA, YTOOBI CTATh OAECTAIIEH U I'AAAKOM.

Puc. 5. Xyooscnux marxa sa pabomoi.

CHagaAra ITOBEPXHOCTH ACAHTCH HA MOAYAH. 3aT€M KOHTYP (PHIYPHI OTMEYAETCA KAPAHAAIIIOM
AU YEPHBIMHU YepHHAAMH. Koraa roToBO HEOOXOAMMOE KOAHYECTBO PUCYHKOB IIO KOHKPETHOM
TEeMe, HCIOAB3YIOT TpadapeT CO CKBO3HEIMH OTBEPCTHAMH, M OYEPTAHHA HAHOCAT IIyTEM
IIPOCEUBAHNA YIOABHOIO IIOPOIIKA HA IIOBEPXHOCTb XOACTa. Ha aT1OoM aTame  XyAoKHHK
He OECITOKOUTCA O AETAAfX, KOTOPBIE OH IIPOPAOOTAET ITIO3AHEE TOHKOH KHCTBIO. TPaAMIIIOHHO
KICTH HU3TOTABAMBAAMCH XYAOKHHUKAMH CAMOCTOATEABHO U3 AYYIIHUX BOAOCKOB KO3BI M AHKHX

KHBOTHEIX, HO CEHYAC HCITOAB3YIOTCA W OOBIYHEIE KHCTH 13 MarazmHa. OOBIYHO XYAOKHHUK CaM
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CO3A2€T KPACKH IIyTEM H3MEABYCHHUA PA3SANYHBIX PA3HOLBETHBIX KAMHEH, KOTOPBIE MOMKHO AEIKO
HaiTH B AF0OOM Mecte. [Ipu 5TOM HEKOTOpPBIE IBETA AOOBIBAIOT M3 APEBECHBIX MaTepHaAOB. Pambiie
30AOTOH IBET IIOAYYAAH 13 30AOTOH IIBIAH, KOTOPYIO XYAOXKHUKH COOCTBEHHOPYYIHO
moAroraBauBaAn. OAHAKO B ITOCACAHEE BPEMA XYAOKHHKAMU-AAMAMU U MUPCKHMH XYAOKHHKAMI
HCIIOAB3YIOTCS TOTOBBIE ITOAOTHA U AKBAPEAb, U AQKE AKPHAOBBIC KPACKH, YTOOBI JAOBAETBOPHTDH
OBICTPOPACTYIIUI CIIPOC HA TAHKH HE TOABKO Ha CYBEHHPHOM pbiHKe MHAMM, HO Takke m Ha
3apyOEKHOM.

Koraa manxa rotoBa, HyKHO CHATH €€ C PaMbl, Ha KOTOPO¥ OHA ObIAA 3aKPEIIACHA, U yOPAThH
AepeBaHHBIC pacmopku. Ilocae orToro wmeson: (paCIHCAHHBI XOACT) OOINMBAETCA IIBETHON
IIIEAKOBOH MAH ITAPYOBOH ACHTOH CO BCEX CTOPOH. AAf TOTO YTOOBI IIOAOTHO HE CBOPAYHBAAOCH U
Aepxaro popMy, K HEMY KPEIIAT ABE KPYTABIC ACPEBAHHBIC PEHKH — OAHA CBEPXY, HA3BIBACMAS //dte-
wuHe, A APyras CHHU3Y — manz-moe. Tanky Bceraa HEOOXOAHMO CBOPAYMBATH CHH3Y BBepX. Bokpyr
taaku nwmrnerca Hjah-Tshon (paayra), TO ecTb pacHIHCaHHAS IIOBEPXHOCTb, CHMBOAU3HPYIOIIASA
IPAHHUILY MEXKAY CBSAIICHHBIM IIPOCTPAHCTBOM CAMOHI TAHKA M OCKBEDHECHHBIM MHPOM CHAPYIKH,
TOAOOHO  §ima (OTPAKAAIOIIEH CTEHE) BOKPYI MOHACTBIPA. PaAyry OOBIYHO BBIITOAHAIOT B TPEX
[[BETAX: KPACHOM, JKCATOM M CHHEM. B HIDKHEH 9YacTW TAHKM HAa Y9aCTKE H3 IAPYOBOH TKAHI
BBIIIINBACTCA HEOCCHBIH APAKOH, CUMBOAMSHUPYIOIIHUH /7zate-c20 (BXOA) B CBAIICHHYIO 00AACTb. AAs
3AIIUTEl TAHKA OT IIBIAM, ABIMA, IPA3H U T.A. ITOBEPX HEE IPEAYCMATPHUBACTCA 3xa1-xebe (IIIEAKOBAsA
ByaAb). Takum oOpasom, zaika — 3TO IEPEHOCHOE «HEOECHOE IIAPCTBO» C PA3AHYHBIMHE DOMKECTBAMMI

oyaamsma BaaxpasHer
AenHbIe N300parkeHUA

AOTIOAAMHHO HEH3BECTHO, KaK M KOIAd BO3HHKAO HCKYCCTBO CO3AAHHA TPEXMEPHBIX
PEAAUCTHYHBIX H300paKEHUN B THOETCKOM Oyaau3Me. MOKHO 3aKOHOMEPHO IPEATIOAOKUTE, ITO
MOTAH COXPAHHTBCA AOBOABHO APEBHHE IIPAKTUKH H3TOTOBAECHHA HEOOPAOOTAHHBIX TOTEMHBIX
00pa30B M3 KAMHA, A€PEBa M APYIHX OPraHHYECKHX MATEPHUAAOB B COOTBETCTBHH C TPAAULIHAMU
bon, HO HE OAMH N3 HHX HE AOAKEH OBIA BBITAAACTH PEAAUCTHYIHO HAU yCAOKHEHO. OAHAKO
3aPUKCHUPOBAHHBIC IIHMCbMEHHBIE M  BEITIECTBEHHBIE ~AOKA3ATEABCTBA  IIOATBEP/KAAIOT,  YTO
LIEHTPAABHOE THOETCKOE KOPOAEBCTBO IIPH IIPAaBACHHHU MOTIyInecTBeHHOro kopoas Conrmana I'amro
(617-649 rr. H.53.) HCIIBITAAO OAArOIPUATHBIE HAYYHBIE U XYAOMKECTBEHHBIE BAUAHHA CO CTOPOHBI
Karmvmupa, Kuoraa, Henmasa u Muaann. Kopoas mHe ToABKO OTnpaBua Txomm Cambxora B Muanro
gepes Kammvup B 632 1. H.3., 9TOOB IPUHECTH 3HAHHUA CBAIICHHBIX TEKCTOB AAf CBOETO
KOPOAEBCTBA, HO TaK/Ke IIPOABUA TAYOOKHH HHTEPEC K OYAAU3MY OAAroaaps xeHam — bxpukyrn us
Hemaaa u npunrnecce Bamb-uen n3 Kuras. IlosBAeHne MHAMNICKOI XyAOKECTBEHHOH TPAAHIIAN
B Tubere MOKeT OBITh HECOMHEHHO IIPUITHCAHO €rO 3aCAYIAM.

OAHAKO HET KOHKPETHOTO AOKA3aTEABCTBA, YKA3BIBAIOIIEIO HAa CYIIECTBOBAHHE ACITHBIX
n3oOpakeHuii A0 X BEKa, KOTOpble OBIAM OBl OOHApY:KEHBI Ha Teppuropuu Tubera wHAH
OyAAHIickOTO THMaAatickoro peruona. IToa marponaxkem kopoas Axamrena Eie O (967-1040 rr.
H.3.) Beaukuir Aorcab Punuen 3anrmo mpuraacuma TpHAIATh ABa Mactepa u3 Kamvumpa, 91005
VKPAaCHUTh MOHACTBIPU W XPaMbl, KOTOPBIE OH OCHOBaA B PasAHYHBIX MecTax Heapu (3amaamsrit
Tuber). Cpean 9THX MACTEPOB BHIACAACTCSA UMA DXHMANKA KaK OIBITHOTO CIIEIIHMAAMCTA IO CO3AAHIIO
ckyApnTyp. OH TakKe M3BECTCH KaK CO3AATEAb 00pa3a ABaAOKHTEIIBapH AAA Puxdena 3anrmo,
KOTOpEIT ObiA ycraHoBAeH B I'yre B 999 1. m.a. [4, c. 70]. IlpuraameHHbie KaIIMHEPIBI OBIAK
MaCTEPaMH 110 CO3AAHHUIO CKYABIITYP H3 PA3AUYHBIX MATEPHAAOB, TAKHX, KAK KAMEHBb, ACPEBO U T.A.,

HO, AOAKHO OBITh, HM3TOTOBACHHE H300PAKEHUN U3 IIAIIbE-MaIlle OBIAO HMX TIAABHBIM YMEHHEM,
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HACKOABKO MOKHO OO0 9TOM CYAHUTH IIO IIPEOOAAAAHHIO TAKUX CKYABITYP B OOABIIIHHCTBE
mMoHacThIper Toi amoxu. C Apyroit cropomnsl, B I'amaxape — Kammupe Obiaa BekoBas TpaAHUIIHs
CO3AAHHSA BEAHUKOACHHON AeIHUHBL. ['paHAmosHBIE CKyABITYPB Dyaasl B bammame saBasrorcs ee
[IPEKPACHBEIMH OOPAa3IlaMM, IIO3BOASIOIIMMU IIPOCACAUTH, HACKOABKO APEBHAA 9Ta TPAANLIHA
[3, c. 72-74].

Wxonorpadudeckue IpaBuAa AAf IIOATOTOBKH CKYABIITYPHBIX H300paKCHHN HHOYEM HE
OTAMYAIOTCA OT IpaBHUA AAA xuBormcyd. COrAaCHO MOHAIIECKAM KaHOHAM, CKYABIITYPHOE
n300paKeHHE — 3TO KAPTHHA, BEIBEACHHAS B OODBEM, IIPH 3TOM IIEPHUMETP CKYABIITYPHI B TPH pasa
OOABIIIE IITUPUHBI KADTUHBL. DTa HAEA TAYOOKO 3aII€YaTACAACh B CO3HAHNN MOHAXOB; UM HHKOTAA HE
VAABAAOCh AOOHTBCA TAKOTO K€ MACTEPCTBA B CO3BAAHHU ACIIHHUHBI, KaK IIPU CO3AAHHH (PPECOK
u taaku. Co3AaHME IAACTUYHOIO 00pasa TpeOyeT OOABIIHX TEXHUYECKHX HABBIKOB, KOTOPBIE PEAKO
MOTAH OBITh ITOAYYECHBI MOHAXAMH U FAYOOKO BEPYIOIINMH MHPCKHMH PEMECACHHIKAM.

CKYABIITYPBI  BBIIOAHAFOTCA PasAMYHBIMU - criocoOamu.  Cambple HOOYAAPHBIE U3 HUX —
BBIIIOAHEHHBIE B OapeAbede HAM KaK OTAEABHO crosimue ¢urypsl. lsoOpaxkenus MOryT OBITH
MHUHUATIOPHBIMU B OapeAsbede, COOTBETCTIBYA IeAn oOera (fsa-fsd), UAM OTAGABHO CTOSIIIHMH,
TPEXMEPHBIMH, BBIIIOAHEHHBIMU B HATYPAABHYIO BEAHYHUHY U B Pa3AHYHBIX 11032X, B COOTBETCTBUU
C 3aAAHHBIMH IEeAAMH. AAS TOTO 9TOOBI CACAATH M300PAKEHNE, MATEPHUAA, — KOTOPBIM MOKET OBITH
ITarbe-Maire, TAMHA, SYMEHHOE TECTO HMAH OAArOBOHHE, B 3aBUCHMOCTH OT IIEACH, — IIpeccyeTcs
B AUTEHHYIO (DOPMY, U U3 HEE ITOAYYAETCA TOUHBIH OTHEYATOK. 3aTEM €ro Hy:XKHO BhICymuTh. Koraa
OH AOCTATOYHO IIPOCOX, HA HEIrO HAHOCAT TOHKHUI I'PYHTOBOYHBIN CAOH M3 CMECH U3BECTH M KAEA U3
KOXKH fiKa. 3aTeM (POPMY OKpAIIMBAIOT B ApKue IBeTa. AAf CKYABITYp OOABIIHX pPasMepOB
IIOATOTABAUBAIOT KapKaC U3 OaMOYKOBBIX HAHM ACPEBAHHBIX pacIiopok u omopel. Haa stoi
BHYTPCHHEH KOHCTPYKIHEH COOpPHBIC BBIIITYKATYPCHHBIC UYACTH TEAQ AKKYPATHO KPEIATCH
u coeanHsAroTcA. [locae 3TOro rotoBas CKyABIITypa IPYHTYETCH CMECBIO M3 HM3BECTH M KAEH M3 KOXKH
Aka. Koraa oma BeICBIXaeT, ee OOpadATHIBAIOT M KpacAT. DOraryro KOAAEGKITMIO I€pPOHMYECKUX
CKYABIITYP B HATYPAABHYIO BEAWYHHY MOKHO YBHAECTb BO MHOTHX MOHACTBIPAX HAa TEPPUTOPHUU
Oyaamiicknx ['mmanaeB. PuryaspHBIE MACKH, HCIIOAB3YEMBIC B MOHAIIECKHX IIPOIICCCHAX-TAHIIAX,
TOKE M3rOTOBACHBI IIOAOOHBIM OOPa30M H3 ITallbe-Mallle.

Mcmoap3zoBanue AepeBa M KaMHA B KAaYECTBE CKYABIITYPHOIO MaTe€pHaAa HE OBIAO CTOAb
IIONYAAPHO B OYAAMICKOM permoHe ImmasraeB BEPOATHO IIOTOMY, 9TO TaM HE OBIAO HHI
ITOAXOAAIIIEIO KAa9EeCTBEHHOIO AEPEBa, HU TIOAHOIO KAYECTBEHHOIO KaMHA. AHIINb EAMHIYHbIC
LIpUMEPHl  7do-sk#  (KAaMEHHBIE H300paKeHUA) U S§in-Sku  (ACPEBAHHBIE H300paKEHHUA) OBIAK

OOHApYKEHBI B MOHACTBIPAX Ha 9TON TEPPUTOPHUH.
HN300parkeHns u3 MmeTasra

MckyccTBO cO3AaHIA M300PaKEHNI U3 METAAAA OCTACTCA MOHOITIOAHMEH HEBAPCKHX MACTEPOB 13
Hemaaa wu DbByrama. Ownm yHacAeAOBaAM 3TO  HCKYCCTBO OT MACTEPOB  IIO  METAAAY
U METAAAOAHUTEHITHKOB 13 Macrepckoi Ilaaa B Benraamm. TubGerckume macrepa y3Hasnm ob aToM
BHAC HMCKYCCTBA OT HEBAPCKUX M KAIIIMHUPCKUX; YyTh PAHEE MBI YK€ OTMCYAAN BKAAA KAIIIMHPCKUX
TBOPHOB. Takum 00pasoM, 9TO HMCKyCCTBO, IIPOIIBETABIIEE B OyaAmiickom mupe Tubera, coderaer
B ceOe ABe XyAokecTBeHHBIE TpaAuiuu u3 [Taaa u Kammupa.

Camblil pacIpOCTPaHEHHBIH CIIOCOO METAAAUYECKOTO AHTHA B THOETe M B COCEAHHX PErHOHAX
— Madxy wuumma eudxana (UAU cire-perdue, HEUCIUCAUMBINA) — AUTBHE ITO BBIIAABAAEMBIM BOCKOBBIM

MOAEAAM. DTa TeXHOAOTHA uMeeT ABa crrocoba: (I) mycroreaas oramska u (II) cmaomnas orauBxa.
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[lpr mycToTEeAOH OTAMBKE H300pa)KEHHE TINATEABHO IIOKPBIBACTCA ITYCAUHBIM BOCKOM,
KOTOPHIII OYEHBb TOHKHM CAOEM BBIKAGABIBACTCA HAa IAMHAHYIO OCHOBY. Koraa Bce HeoOxoAmMBIE
ACTAAH 00paboTaHbl, (OpPMa IIOKPHIBACTCA AOIOAHHTEABHBIMH TAHHAHBIMA CAOAMH. UTOOBI
PACIIOAOKEHHAsA BHYTPH TAMHAHAS OCHOBA HE CMECTHAACh CO CBOETO IIOAOKCHHSA, KOTAa OyAeT
yOpaH BEPXHHH CAOH M3 BOCKA, B PA3AMYHBIX MECTAX YCTAHABAMBAIOTCA TANHSHBIC KOABIIIIKID.
3arem paboOTy OCTABAAIOT B TEHH AAA BBICHIXaHHA. [locAe TOro kak OHa IOAHOCTBIO BHICOXHET, €€
OCTOPOIKHO HATPEBAIOT, YTOOBI YAAAHTH BOCK YE€PE3 CIIEMAABHO OCTABACHHBIE AASl 9TOIO OTBEPCTHA
B HAPYKHOHW TAMHAHON OOOAOYKE B CAMOM BEPXy. B AaABHEHIIEM CO3AAHHAA TAKHM OOpPasoM
IIOAOCTB OCTOPOKHO 3aIIOAHACTCH PACIHAABACHHOM MEABIO HAM OPOH30H HAH AFOOBIM APYIHM
METaAAOM; paboTa IIPH 3TOM HAXOAHUTCH KBEPXY AHOM TaK, YTOOBI PACIAABACHHBIA METAAA
PACIIPEACAHACA OT OCHOBaHHA K roAoBe. 3atem ¢OpMa OCTBIBAET, IIOCAE HUEr0 CKOPAYIIY
PAa3AAMBIBAIOT M U3BACKAIOT BHYTPEHHIOIO YaCTh.

[Ipu crirormHOM OoTAMBKE (PUIYypa HOAHOCTBIO AGAAETCH M3 ITYEAHMHOIO BOCKA O€3 KaKOH-AHOO
TAMHAHOH OCHOBBI, TAK YTO KOLAa BOCK YyAAAfeTcs C pabOTB, KOPIYC OCTAECTCHA IIOABIM.
[Tocaeayrorye Onepariu CXOKH C TEMH, YTO IIPOAEABIBAIOTCA IIPU IIyCTOTEAOH oTAmBKe. MHOrAa
0CO0O BAKHBIE YACTH, TAKUE, KAaK PYKH, AUIIO U T.A. OTAHBAIOT OTAGABHO H YK€ IIOCAE COECAMHSIOT
C KOPIIyCOM.

[Topoit mpu mOArOTOBKE (DUTYP TAKKE HCIIOAB3YETCA METAAAOIIAACTHKA MAM METOA IIITAMIIOBKH
AuctoB. OAHAKO ee, B OCHOBHOM, HCIIOAB3VIOT IIPH ITOATOTOBKE OCHOBAHHA AAfA CKYABIITYPBI.
MeTaAAOIAACTHKA — HaHOOAEE PACIPOCTPAHCHHAS TEXHUKA AAf  CO3AAHHA —My3BIKAABHBIX
MHCTPYMEHTOB, CBAIIIECHHBIX aPTe(AKTOB, yTBAPH H T.A.

PabGora HAA METAAAMYECKHM CKYABITYPAMH, BBIIIOAHEHHBIMH PAa3AUYHBIMH CIIOCOOaMH,
3aBEPIIACTCA YAAACHHEM IITCH M 3aTEM HAHECCHHEM ITO30AOTHL IIPH HEOOXOAMMOCTH. AAs 3TOro
IIPUMCHSAIOTCA PA3ANYHBIE TEXHHUKH — OT AQKHPOBAHHA AO HCIIOAB30BAHUA amaAbramel. [lpwm
AAKHPOBAHHHU HA M300paKEHUE HAHOCHTCA OYEHb TOHKHH CAOI KPACHOIO AaKa, IIOBEPX KOTOPOTO
HAHOCHTCHA YABTPATOHKHH CAOH 30AOTBIX AHCTKOB. OHH IPHAHIAIOT K METAAAHMYIECKOM
[TIOBEPXHOCTH, AaBasg OOrartoli 3(P@EKT CHAIOIIErO 30A0TA. ACPEBAHHBIC H3ACAHA TOKE MOKHO
IIOKPBIBATE 30AOTOM 110 9TOH MeToAnKe. OAHAKO 3TO IPAKTHKYETCA AOBOABHO peAko. B rmocaeanee
BpEMA CTAA ITOIYASPHBIM XHUMUYECKHI CIOCOO I030AOTHL. lIpu MCIIOAB3OBaHUH 5TOM TEXHOAOTHU
dopmy cHagara 0OPaOATHIBAIOT A30THOHM KHUCAOTOM, 3aTE€M HATPEBAIOT U HATHPAIOT PTYTBIO. DTa
00pabOTKa CO3AAET aMaAbIaMy, IIOBEPX KOTOPOIT PACIIOAArafOT TOHKUN 30A0TONH AUCTHK, a (PUIYPY
IIOABEPTafOT HAIPEBAHHIO IIPU BBHICOKOH TEMIIEPAType, KOTOPasd OKOHYATEABHO 3aKPEIAACT 30AOTON
CAOM. 3aTeM HU3ACAHE IIOAHPYETCH, U IIPOLIECC €Tr0 OOPAOOTKH 3aBEPIIACTCA IIPUAAHUEM OAECKa.

CKyABIITYpa HE MOXKET CIUTATHCH AOCTOMHOM ITOKAOHECHHSA AO TEX IIOP, ITOKA OHA HE OKMBACHA
U HE HAAEACHA AVIION IPH IIOMOIIMH CAOKHOIO puryasa. AAf 3TON IleAn nanyapamna (UATH
OAATOPOAHBIX METAAAOB), OCBSIIECHHBEIC 3€PHA PHCA, CBUTOK, COACPIKAIIUI CBAIICHHYIO (DOPMYAY,
U T.A. IIOMEITIAIOTCA BOBHYTPb (PUIYPHI Yepe3 CIICIMAABHO OCTABACHHOE AAfl 3TOTO OTBEPCTHE
B OCHOBaHUU. BcA mporieAypa BBIIOAHAETCA IIOA PYKOBOACTBOM OIBITHOIO AAMBL. DTO OTBEPCTHE
HA3BIBACTCA 3JH-3)2, TO €CTh BXOA, MAM MeCTO-o0eper. BriocaeAcTBuM 3y1-3y2 IIPOYHO 3aKpHIBACTCA
IIyTEM CBAPKH METAAAMYECKOro Amcra HaA HuM. [Tocae sToro durypa AOCTOHA yCTAaHOBKH Ha
aatape. OHa CcTaAa CHUAIOIIEH U AKHUBOI.

7KuBA B camMOM BO3BBIIICHHOM H B OAHOM M3 CAMBIX CYPOBBIX PaliOHOB Ha 3EMAE, TAEC B
OYKBAABHOM CMBICA€ HHUYEIO HET AAfl KU3HU, KPOME BEPEI, TMMAAAMCKHE OYAAUCTB (DU3UYIECKH,
YMCTBEHHO U AYXOBHO IIOIPY/KCHBI B CAMYIO CYTb 0XapMsl, BBIPAKAIOIIEHCA dYepe3 OYAAHIICKOE
AYXOBHOE HCKYCCTBO H €ro TIAYOOKyIO CHMBOAHKY. [IOA BEANYECTBEHHBIM BAHAHUEM 3TOIO

HCKYCCTBA OHH — CaMble CIIOKOMHBIC, YAOBACTBOPEHHBIC, MHPOAIOOUBBIE, CKPOMHEBIE, DOKECTBEHHO
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OAYXOTBOPEHHBIE U B PAalCKOM CMBICAC HEBHHHBIC AIOAHM HA 3EMAE, HECMOTPSA HA BCE BHEIIIHUE
oeactBuda. Kamkapit us Hux mo-macrosmemy [ Ipomexa-bydda (amausiii byaaa). Orpomuas Bepa oTux
AIOACH B CBAIIEHHOE OYAAMNMCKOE HCKYCCTBO, KOTOPYIO fl OIIYTHA, 3aCTABAACT OIPEACAHUTDH €rO Kak

Kaaccrmaeckoe Hapoanoe byaaniickoe Mckyccrso.
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Before we talk about the Buddhist art and its iconographic principals, it may be desirable
to make ourselves conversant with the sociocultural fabric of the people who have been living in the
Himalayan fastness for the centuries. It may reasonably be assumed that before this area was
galvanised into the Buddhist creed form Tibet since the mid-eighth century, the people had been
living relatively in the primitive darkness. It was in CE 747 that Padmasambhav (Pas-ma-hbyung-
gnas) (c. CE 717-762), assisted by Acharya Shantarakshit (Zi-ba-htsho) (c. CE 705-762), introduced
Buddhism on the ‘roof of world’ from India. Two years later, he founded the first Buddhist
monastery at Samya in the mainland Tibet (the central Tibet). During that period, emphasis was
largely on the introduction and propagation of the dharma, and no serious effort was made for the
architectural and artistic aspects of the monasteries that followed the Indian prototypes as an ideal
concept of monasticism rather than an architectural prototype.

The Buddhism came under severe persecution, when Langdarma (c. CE 838-842) ascended
to the throne in central Tibet. That situation continued for two-and-half centuries until the
kingdom of Guge in western Tibet emerged as the stronghold of Buddhism in the Tibetan world
under its sagacious king Lhachen Yeshe-O (c. CE 967-1040). He vigorously encouraged Buddhist
activities and invited the great Buddhist theoretician of Nalanda, Atish (CE 982-1054) (Indian name:
Dipankar Shrigyan) to Guge to purge the dharma of the animistic and diabolic elements that
Padmasambhav had admitted into Buddhism to make it acceptable to the people.
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Yeshe-O joined hands with the Great Lotsab Rinchen Sangpo (Rin-chen-bZang-po) (CE 958-
1055) to initiate a vigorous movement of the architectural and artistic activities in the trans-western
Himalayan region, which at that age constituted Ngaris (the western Tibetan kingdoms of Ladakh
and Guge). During his long stay in India at various mahavihars, Rinchen Sangpo acquired firsthand
knowledge of the planning concept of Indian vihars and learnt a great deal about the art and
architecture of those establishments. He reproduced that knowledge by founding as many as
108 temples and monasteries in Ngaris and embellished those with the magnificent murals on the
high Indian style. With that epochal reformation, he integrated religious and artistic activities
to formalize a religious culture, of which the art formed an integral component.

Those monasteries not only became the nerve centers of the religious activities in Ngaris, but
more so the nucleus for various art activities, because the dharma could only be popularized among
the illiterate populace through the performing and visual arts that fancied them. Most of
the Rinchen Sangpo foundations are now lost, but a few of those still survive in Ladakh,
Lahul & Spiti and Kinnaur districts, and those can claim to be the oldest and still living repositories
of the religious and artistic heritage of the Himalayan (Tibetan) Buddhism in the world.

In that creative endeavor, Rinchen Sangpo was not only assisted by his compatriots, but many
Indian artists and artisans also joined him. That was the time when the various kingdoms in the
Indo-Gangetic plains were collapsing under the Muslim pressure. The mahavihars and vihars were
being plundered and the scholars and artists brutally tortured. The Guge kingdom under the king
Ye-she-O was the most propitious place for them to seek refuge and pursue their vocations. Thus,
at Tholing, the capital of Guge, all was set for the great experiment in scholarship and art. Rinchen
Sangpo pooled native resources and the Indian talent to evolve a distinct art style that reflected
fusion of the Indian art schools of Kashmir, ancient Bihar and West Bengal. Tucci in his Indo-
Tibetica defined that art-style as the Guge-bris or the Guge style.

The movement started by Rinchen Sangpo had tremendous impact throughout the Tibetan
world, and gradually the Guge-bris became a national style of Tibet as the dbUs-bris, that is,
the Tibetan art style. The interiors of monasteries were painted purely on the Indian style
reminiscent of the Ajanta, with large figures spread over the entire internal surfaces of the walls and
ceilings. Thus, a monastery unified the earthly elements of the structure with the celestial realm
of the murals to envision a veritable Bodhisattva in the architectural iconography. The colors used
in the early formulation of Guge style were purely Indian, with the profusion of reds and yellows.
To maintain the celestial character of the murals, the landscapes were not preferred to fill the
background, but the space around the principal figure was filled with the small figures
of complementary divinities. The serene faces of the divinities, with the half closed dreamy eyes,
having the bow-like dented upper eyelids, sharp noses, shapely lips and the faint seraphic smile
suggested deep introspective meditation. The lines were highly restrained so that the figures were
never out of the poise.

After the 14th century, the religio-cultural contacts of Tibet with the Indian mainland were
disrupted, and the Guge style was left on its own to develop until the 17th century, when it was
overtaken by the Chinese style. Thus, Guge-bris was transformed into rgya-bris, that is, the Chinese
style of painting. Under that influence, murals came to be confined within a frame; the landscapes
became more animated and vivid with cliffs, whirling clouds, flame sand the stylized floral and
faunal elements. The lines became highly volatile and fluent to accentuate the dramatization
of figures. The intricate turns and twists of limbs and the cutls of flowing and elaborate drapery
were all formulated with the linear fluency. Emphasis was laid on the facial formula, characterized
by the goatee beard, pointed and curled moustaches, widely opened eyes and detailed treatment
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of hair. Blue color in its various shades became a favorite of the artists. Under that influence, the
Guge style gradually imbibed the characteristics of Chinese painting until the earlier style was
completely superseded by the Chinese diction in art. At that later stage, the Buddhist art of Tibet
had become stylistically so mixed up that it could at best be described as a hybrid form of art,
in which different strains were integrated.

However, with the spread of Buddhism from the mainland India, the Indian art traditions also
proliferated in the Buddhist Tibet and that was further developed and perfected there by the
accomplished lamas. The art of image casting, stucco making and the mural and thangka painting
are some of the art techniques that came from neighboring parts of India. However, those arts were
further developed and perfected in the host environment with religious zeal. Those art products,
highly religious and venerable as those are, now form an inalienable part of the religio-cultural
system of the Buddhist people of the high Himalayan region. To enjoy the finer nuances of that
unique art, let us have an idea of its ‘thematic format’, ‘iconology’ and the ‘iconographic process’.

Thematic format

The thematic format of Buddhist art based on the Mahayan Buddhism is extremely vast and
equally complex under esotericism, extending over all the conceivable and unconceivable existences
and the phenomenal and noumenal entities of all the spheres. Nevertheless, the simple and sombre
Buddhist folk of the northeast, Sikkim and of the northwest are inherently deep into it. The most
significant sub-school of the Mahayan Buddhism in the high Himalayan region is the Vajrayan
Buddhism, which Padmasambhav popularized in Tibet and subsequently spread in the high
Himalayan interiors as the most dominant faith system. Since the major centers of Vajrayan
Buddhism are now located in the high Himalayan interiors, it may be appropriate to call that the
Himalayan Buddhism. The most interesting aspect of the Vajrayan Buddhism in the context
of present study is the range of its pantheistic system, which has given popular interpretation to the
various complex doctrinal concepts. For that purpose, an elaborate range of Buddhas have been
envisioned in the Mahayanic Buddhism, which was made further elaborate by the addition of many
metaphysical manifestations and their spouses in the Vajrayan Buddhism, so much so that not only
the innumerable divinities of the Shaiv and Shakta cults were admitted into it, but the hosts of pre-
Buddhist Bon deities of Tibet were also assimilated to identify it with the native creeds so that it was
willingly acceptable to the naive masses. Thus, the Himalayan (Tibetan) version of Vajrayan
Buddhism stands significantly different from its Indian archetype.

The Tibetan pantheon of Vajrayan Buddhism may broadly be identified in ten categories, viz.
(1) the Manushi Buddhas, (2) the Dhyani Buddhas or the Jins, (3) the Celestial Bodhisattvas, (4) the
Mortal Bodhisattvas, (5) the Tutelary deities, (6) the Dharampals, (7) the Dakkinis, (8) the Brahminic
deities, (9) the local and country gods and (10) the family and personal gods.

(1) The Manushi Buddhas:

The most human among the Buddhas are their earthly manifestations — the Manushi Buddhas
ot the Buddhas of the Past Epochs (Sans-rgyasdpah-bohiduns) or the Tathagats (De-bzin-gsegs-pa).
According to the Mahayanic tradition, there are seven such manifestations: (I) Vipashyin (rNam-
gzigs), (II) Shikhin (gTsug-gtor-chan), (III) Vishvabhu (Tam-chad-skyob), (IV) Krakuchand (Khot-
wa-hjigs), (V) Kanakamuni (gSer-thub), (VI) Kashyap (Od-sruns), and (VII) (Shakyamuni Sakya-
thub-pa). All the Manushi Buddhas are shown clad in Indian monk’s garb.
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(2) The Dhyani Buddhas:

Among them, the Dhyani Buddhas (the Jins) and the Medicine Buddhas are represented
in austere attires of the monks, seated in the vajrasan, describing their characteristic hand gestures.
However, when they are depicted in the sambhog-kaya form, that is, in the refulgent reflex, they are
adorned with the royal robes, jewels and crowns.

(3) The Celestial Bodhisattvas:

The Celestial Bodhisattvas are fully adorned and bejeweled. Avalokiteshvar (sPyan-ras-gzigs)
is the most popular of the celestial Bodhisattvas in the Himalayan (Tibetan) Buddhism. He
is represented as the four-headed and eleven-headed with the thousand eyes, one on each palm. He
occupies the central position in the monasteries that Rinchen Sangpo and his contemporaries
founded.

(4) The Mortal Bodhisattvas:

The Indian saints, the apotheosized lamas and the great patrons of Buddhism in Tibet have
been deified as the mortal or human Bodhisattvas. Among them, the ten disciples of the Buddha
and the eighteen sthavirs, who propagated dharma in different lands, are the Indian saints. Many of
those sthavirs were the Buddha’s contemporary, who lived after him. Besides, many theoreticians
and philosophers of the Mahayan School were also deified as the Bodhisattvas. Among them, the
names of Ashvaghosh, Nagarjun, Aryadev, Asang, Vasubandhu, Dharmakirti, Chandrakirti,
Shantarakshit and Atish are the significant ones.

However, the tantric exponents of Mahayan School earned a higher place among the mortal
Bodhisattvas. They were esteemed as the maha-siddhas. Above all, Guru Padmasambhav, the great
exponent of Vajrayan Buddhism and the founder of Buddhism in Tibet is esteemed even higher
to the Buddha among his followers of the Nyingmapa sect. To highlight his eightfold tantric faculty,
he is represented in iconography in eight manifestations. These are: (I) the Guru Rimpoche (the
Precious Teacher), (II) the Pamasolwa (Padmasambhav in the mahamudra posture), (III) the Guru
Pama Gyalpo (the King-possessor of the Tripitak), (IV) the Guru Dorje Dolo (the Diamond
Protector), (V) the Nyma Ozer (the Radiant Sun of darkness), (VI) the Shakyasengge (the Second
Shakya), (VII) the Guru Sengge Dadag (the Propagator of dharma) and (VIII) the Lodan-Chog-sre
(the Propagator of Knowledge).

Fig, 1. Guru Padmasambhay —

the great exponent of Vajrayana Buddbism.
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Among the apotheosized Tibetan lamas, the founders of different sects have been ranked as the
Bodhisattvas. Thus, Tsongkhapa — the founder of Gelukpa, Marpa and Milaripa — the founders
of Kargyupa and Sakya Pandit — the famous lama of Sakyapa were deified. The status
of Bodhisattva was also conferred upon Songtsen Gampo (CE 617-649): the sagacious king
of Tibet, Thomi Sambhot, who introduced script for the Tibetan dialect, and the king Trhisong
Detsen, who invited Padmasambhav to Tibet. The two wives of Songtsen Gampo: Kong-jo
Wencheng from China and Bhrikuti from Nepal were also deified as the female Bodhisattvas as
Dolma Karpo (the White Tara) and the Dolma Janguli (the Green Tara) respectively. Incidentally,
the Dolma Janguli (Green Tara) and the Dolma Pagmo (Marichi Vajra Varahi) are the two most
revered of the 21 manifestations of Tara in the Tibetan Buddhism.

(5) The Tutelary Deities:

The demonic manifestations of the Buddhas and Bodhisattvas are defined as the tutelary deities,
but different sects of the Tibetan Buddhism have also envisioned their own sectarian yi dam lha
(tutelary deities). Thus, rDo-rtje jigs-byed (Vajra Bhairv) and bDe-mchog (Samvar) are the tutelary
deities of the Gelukpa, the rDo-rje phur-ba (Vajra Phurba) of the Sakyapa and other sects also have
their own yi dam lha (tutelarydeities), like other tutelary deities are Kye-rdo-rje (Hevajra), Sans-gyes-
t'od-pa (Buddhakapal), gsin-rje (Yam), et cetera.

(6) The Dharmapals:

Subordinate to the tutelary deities are the Ch'os-skyon (the Dharmapals). They are depicted
in the most hideous manner with fierce and dreadful appearance. The Brahminic fiend Bhairav
might have given rise to the concept of Dharmapal in the Mahayan Buddhism.

(7) The Dakkinis:

The Dakkinis are the female counter parts of the Dharmapals. It is presumed that the Dakkinis
are the metamorphosed adaptation of the Hindu goddess Kali.

(8) The Brahminic deities:

Numerous Brahminic gods have also been admitted in the Mahayan pantheistic system. These
may be roughly defined under eight categories as the lha (Devata), the klu (Nag or serpent),
the gNod-sbyin (Yaksh genii), the dri-za(Gandharv or angel),the lha-ma-yin (Asur or titan),
the namk’ah-1din (Garud or phoenix), the mi-ham-chi (Kinnar or the celestial singer), the to-‘bye-
ch’en-po (Mahoragor the great reptiles), et cetera.

(9) The Local Gods:

The local gods are mostly of the pre-Buddhist Bon origin. These were admitted into the Tibetan
Buddhism in the process of pantheistic syncretism as the deities of lower level.

(10) Family and Personal Gods:

Like the local gods, the family and personal gods were also given place in the Mahayan
pantheistic system. Most of these are the pre-Buddhist autochthonous deities of the Bon or local
origin. These deities also occupy subordinate position in the pantheistic hierarchy as the Defenders
of Faith.

Iconology

The Buddhist art cannot be properly understood or appreciated unless the meanings of its
symbols, which form its bedrock, are properly comprehended. The canonical interpretation of these
symbols may unfold the latent secrets of the complex Vajrayanic tantric doctrine, cosmological
phenomena and noumenal abstractions. In fact, the Vajrayan Buddhism of Tibet is so abstruse
a creed that its complexities can only be propetly explained and appreciated after these are rendered
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into the formal mediums through the diverse symbolic modes. Most of these symbols, drawn from
the Indian Vajrayan Buddhist sources, have undergone significant metamorphism and modification
to suit the tantric bias of its Tibetan version. Besides, many more quintessential symbols have been
added to it.

All deities of the Vajrayan pantheon have been given a definite iconographic character through
the symbolic modes. The moods, attitudes, sitting postures, hand gestures, number of faces and
arms, costumes, attributes, colors, et cetera are not only the characterizing symbols of the virtues,
faculties and potentialities conferred on the different deities through the mystic and meditative
processes, but the sesymbolic modes also identify them with their respective parivars (families).
Thus, each element of an icon is important and meaningful for its symbolic value, and the whole
icon is a grand composite symbol of a specific cosmic phenomenon, tantric system, philosophical
idea and an abstract concept.

In iconography, the Buddha is depicted as a mendicant, with the tonsured hair, clad in the most
austere manner in the chogyu (Sanskrit: samghati) (a 2-3 meters long sheet made of 25 pieces
of cloth). This representation is a universal symbol of peace, compassion and charity. He is depicted
seated on a lotus cushion, which symbolizes purity and divine birth. The expression on his face
mirrors divine calmness of the ‘mild’ form. This expression is also characteristic of the Bodhisattvas,
who are the celestial reflexes of the Buddha. However, unlike the mendicant Buddha, the celestial
Bodhisattvas are portrayed like the youthful Indian princes. They are depicted dressed in the most
elaborate manner and bedecked with the thirteen types of ornaments to symbolize their celeste
eminence or the rajasik (royal) temperament. Thus, the variation in mood, attitude, sitting posture,
hand gesture, costume, attribute, et cetera may represent different roles of the same deity. For
example, Bodhisattva Manjushri, in his popular compassionate disposition and attired in the regal
costumes is regarded as a satvik (moderate) deity, but he is portrayed as rDo-rje hJhigs-byed (Vajra
Bhairv) in his tamsik (fierce) aspect.

The tamsik temperament is characteristic of the drag-pa (the fierce deities). They are the
protectors of tantric doctrine. In the iconography, they are represented with large heads, third eye
on the foreheads, bulky bodies, thorny hairs, aggressive gestures, et cetera. A drag-pa is identical
to the to-wa (the angry deity), but each of the former is characterized by a string of skulls around
the ‘flaming tongue’ and is shown trampling on the prostrate body. Although looking menacing,
none of these is demonic. In fact, the more merciful and compassionate the deity is; the more
awesome is his fierce aspect. The awe-inspiring appearance is intended to subdue and vanquish the
forces inimical to the dharma.

The deities are represented in different sitting or standing attitudes. These attitudes mainly serve
to accentuate different moods and amplify the effect of compassion or otherwise of the subject. The
female deities are usually portrayed with the twists at the waist and neck levels to describe the dvi-
bhang (double-twist) and the tri-bhang (triple-twist) postures to impart an effect of physical grace
and linear harmony. However, this rule is deliberately set aside and the figures of fierce deities are
made grotesque, stiff and menacing to represent awe and terror.

The most favorite sitting posture for the Buddhas in iconography is the rdorje skyil-drunor the
vajrasan (the diamond or the adamantine posture). It is a well-known Buddha posture, in which the
legs are firmly locked with the soles shown fully upwards. This posture symbolizes changelessness.
When one sits in vajrasan with the unlocked hands loosely resting in the lap, the posture is called
dhyanasan (the meditative posture). The other notable sitting postures and their symbolic
significance are the satvasan that symbolizes maiden emergence from meditation,
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the nyamapalanasan represents a meditative stage next to satvasan, the lalitasan symbolizes
eminence, charm and bliss, and the Maitrey’s asana suggests ever-preparedness.

The role of hand gestures has been the most important mode of symbolical expression. Various
forms of hand gestures have been prescribed to express different moods, actions and achievements
of the Buddha. Each of his hand gestures has been regarded as a standard mode for expressing
a particular mood, action or situation. Some of the important hand gestures are:

(1) The bhumisparsha-mudra (the ‘earth-touching’ gesture). It is the most common one
to represent the Buddha in iconography. This epitomizes the this-worldly essence of the Buddhs’s
philosophy, and symbolizes his victory over Mar. The celestial Buddha Akshobhya is depicted in this
gesture.

(2) The samadhi-mudra (the meditative gesture) symbolizes an equanimous attitude.

(3) The uttarabodhi-mudra represents higher consciousness. The celestial Buddha Vairochan is
depicted in this mudra.

(4) The dharmchakra-mudra or dharmchakrapravartan-mudra symbolizes the Buddha as the
Preacher of dharma.

(5) The vardahast-mudra symbolizes charity. The celestial Buddha Ratnasambhav is depicted
in this gesture.

(6) The sharan-mudra symbolizes the refuge-giving attitude. This gesture is identical to the
vardahast-mudra, but with the arm slightly bent and the palm pendant.

(7) The abhay mudra symbolizes granting fearlessness. This mudra is associated with the
celestial Buddha Amoghasiddhi.

In iconography, the Jins (the spiritual fathers of Bodhisattvas) are generally shown seated on the
head in the hair. The image of Avalokiteshvar at Trilokinath and Gondhala (Gandhola) in the
Chandra-Bhaga Valley of Himachal Pradesh are examples to the point. There, the celestial Buddha
Amitabh is depicted on the crown of Bodhisattva Avalokiteshvar. How this formula was adopted
into the Hindu iconography in the later period may best be illustrated from the life-size stone
images of Jay and Vijay at Lakhamandal [6, p. 119. pls. 106-107].

At times, the surmounting Jins are symbolized by their mystic emblems. Thus, Vairochan
is symbolized by acharka; Akshobhya by a vajra; Ratnasambhav by a ratna; Amitabh by a rakta-padm
and Amoghasiddhi by a vishwa-vajra. These symbols are shown on the crowns of the respective
Bodhisattvas. Sometimes, the Bodhisattvas are depicted holding those symbols as their attributes.

With the rise of Tantrism, the Vajrayan Buddhist deities were endowed with the numerous
faculties, which came to be expressed in iconography by the increased number of faces and arms.
Thus, various deities were given multi-headed and multi-armed forms. The Bodhisattva
Avalokiteshvar, the most popular deity of the Himalayan Buddhism, has been pompously
represented in the four-headed or eleven-headed form, with thousand hands with open palms,
having an open eye on each. The extra heads of Avalokiteshvar signify his concern for the welfare
of living beings and the thousand hands with open eyes symbolize his watchful and benevolent
disposition.

The colors also carry great symbolic significance in the Buddhist art. Yellow represents a satvik
(moderate) mood and the red, blue and black signifies the tamasik (fierce) mood. As a rule, the gods
are depicted white; the goblins, red and the demonic characters black. This color-symbolism is very
similar to the traditional Indian concept, classical and folk. The colors, when identified with the Jins
(the celestial Buddhas), symbolize five cosmic elements. Thus, white is for space, blue for air, yellow
for earth, red for fire and green for water.
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Certain monograms and motifs, made into the composite monograms to represent different
Buddhist divinities, have also acquired considerable sanctimonious significance to symbolize events,
causal nexuses and canonical abstractions. The rNam-bcu-dbang-ldan (the Ten Mighty Ones) is one
of such mystic monograms depicted on the cho-pen (the luck-flags). This monogram is
a combination of seven letters and motifs to represent moon, sun and a flame. Different parts of the
monogram are printed blue, black, green, red, white and yellow.

The sDon-br TsonDam-pa is one of the most popular composite motifs, which epitomizes the
entire gamut of the Himalayan Buddhist creed. This composite motif, painted or block-printed
on paper or cloth, is not only found in the monasteries, but in all Buddhist houses. In it, the three
patrons of the religion are represented symbolically. Accordingly, Manjushri, the Bodhisattva of
Wisdom is represented by Ser-phying-gyi-glegs-bam (the Book of Wisdom) and ral-gri (the Flaming
Sword). Vajrapani, the Bodhisattva of Power is symbolized by ne-Tso (the twin-headed green
parrot). Avalokiteshvar, the Bodhisattva of Compassion is represented by Ngang-pa Ser-pa (the
twin-headed orange duck). This Buddhist “Trinity’ of the Wisdom, Power and Compassion
is invoked for proficiency in the action, speech and thought.

Another sDon-br Tson Dam-pa also signifies the epoch-making event: the spread of Buddhism
in Tibet. In this mystic monogram, Shantarakshit is represented by an ocean, the lotus symbolises
the ‘lotus-born’ Guru Padmasambhav, the long Tibetan book with a sword represents the Dharma
king Trisong Detsen, the two-headed orange duck is the symbolical of the great Indian sage
Vimlamitra and the other Indianscholars, the two-headed green parrot represents Vairochan and
other learned translators.

The significant-most monograms of the Mahayan Buddhism is the pictorial representation of
the Srid-pahih Khor-lo (the Wheel of Life). This grand motif is regarded mandatory on the wall
beside the main door of the lha-khang (temple). According to the tradition, the Wheel of Life was
first drawn by the Buddha himself with the grains of rice. The earliest version of this motif appears
on one of the caves at Ajanta [1, p. 309]. It was introduced in Tibet by an Indian monk Bande Yashe
in the 8th century at the Samya monastery in Pod (central Tibet) [5, pp. 165-166; 7, p. 108]. This
imposing circular monogram represents the cyclic causal nexus through an elaborate matrix of
symbolic devices and motifs drawn in twelve oval frames of the rim. The mGon-po Nag-po, that is,
the Mahakal or the Great Time, represented as an all-pervading terrific monster, is shown gripping
firmly the rim in his powerful jaws and paws. The nave contains a cock, a snake and a pig, each
attempting to devour the other, symbolizing the rag (lust), the dvesh (jealousy) and the moh (greed)
respectively. Each of these figures is colored red, green and black respectively. The main field is
filled up to symbolize six spheres of life, that is, the spheres of gods, the sphere of humankind, the
abode of titans, the sphere of ghosts, the sphere of hell and the sphere of beasts. The Wheel of Life
is so compendious a symbol of the Buddhist art that it can explain the subtlest aspects of the
Buddhist philosophy in a most appealing and effective manner.

Iconographic process

The iconographic process of Buddhist art is very intricate and complex. Having remained
standardized through ages under strict adherence to the canons, it has discouraged any attempt
towards thematic novelty, innovation and creative imagery. Through years of strenuous
apprenticeship under his master, the novice is fully trained to follow what has been taught to him.
Thus, a process of unaltered reproduction of the age-old themes has continued until date. Even
when a novice himself becomes proficient, he never aspires to be original, but feels content
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to faithfully follow the beaten track. Thus, any effort towards individualistic expression is completely
excluded from the work, which must conform to the formative and normative canonical
requirements. Nevertheless, the artist is free to ‘create’ his own ‘theme’ if he has attained spiritual
and intellectual faculties to envision, conceptualize and interpret an abstraction, but even then,
he has to follow strictly the canonical regulations and parameters.

Therefore, the formalization of an image may not be a creative process, but a highly spiritual
exercise. According to Maitreyanath, proficiency in the representational arts, besides the astrology,
medicines, grammar and rhetoric, is one of the essentialities for an ordained monk. For, ‘without
bringing to mastery the five fields of knowledge even the Supremely Holy Ones will not attain
a State of Buddhahood” [2, p. 60]. The canonical bias of Buddhist art has made it highly
intellectual, meditational and rigid, but least aesthetic. Therefore, to appreciate this ‘art’, it is
essential to understand its spiritual essence and the symbology, because it is not an end by itself, but
a ‘tool’ to realize the spiritual end. Thus, it may aptly be defined as the ‘representational art’. The
Vinay prescribes detailed instructions regarding the measurements, designs and treatment
of different elements in the representational art. Even so, great emphasis is given to the canonical
accuracy of the figures of the Buddhas, Bodhisattvas, Great Mothers, wrathful Yakshas and other
human forms.

In the beginning, the iconographic formula for the depiction of Vajrayanic pantheon was based
on the Indian navtal (nine-span) system. According to that system, an ideal normal standing human
figure is nine spans tall if measured by his own thal-rno, or tal or span-unit, that is, the distance
between the tips of thumb and index finger of an outstretched hand. This also is the distance
between the hairline and chin. Thus, the face is one span-unit in length. One span-unit is equal to
twelve angulis (finger unit). One anguli (Tibetan: sar-mo) is equal to four legs (Tibetan: kang-pa) and
one legequals two barley grains (Tibetan: ne).

Since that system was introduced from India into Tibet through Nepal, it came to be called bal-
bris, thatis, the Nepalese style. According to that system, the standing human figure measures nine
spans in height. Each of these spans represents one division of the cosmos. Thus, a perfect human
figure of the ninemspans is considered to epitomize the macrocosm into a microcosmic replica.
Therefore, the rupakaya of the Buddha in the navtal scale is idealized as the symbol of macrocosm.
This relationship is important, for it follows the philosophical tenet of the interdependent
origination of entities, and explains the concept of nirvana as a transitory phase, through which
a finite ‘blows out’ into infinite.

The Indian navtal system was made elaborate in Tibet under the tantric influence. Later, under
the Chinese iconographic influence, it underwent certain changes, but all those changes remained
confined only to the formal treatment of the deities of local origin. Even so, the Indian navtal
system continued to be superseded by the Chinese and local iconographic practices until Tibetan art
developed quintessential qualities that made it look different from the Indian or the Chinese styles
as the dbUs-bris, that is, the Tibetan art-style. The Indian iconographic norms continued to be the
standard for an ideal human figure even in that situation. The increase from that standard signified
the superhuman faculties and decrease, the subhuman traits of the subject.

Under the Tibetan iconographic system, the images are created on different span-measures,
ranging between ten span and six span units according to the status of the subject in the pantheistic
hierarchy. Any deviation from that rule is considered a sinful infringement. Thus, the Buddhas,
Bodhisattvas and saints are depicted in the ten-span measure, but for the Buddhas, one span-unit
measures twelve-and-half sar-mo against the usual twelve sar-mo. Thus, the height of an image
of the Buddha from the topknot to the sole and the width between the tips of middle fingers of the
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hands of the outstretched arms describe a square of 125 sar-moor the ten spans of the twelve-and-
half sar-mo. For the Buddha portrayed in sitting position, the iconographic norms for the upper
portion shall be the same as for the standing figure, but for the lower part, grids have been
prescribed by meticulous computation of the measurements so that the proportion of each part
of body is not disturbed.

Fig. 2. Iconometric norms
of the Buddha image.
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The measurements for the images of different subjects provide that the Buddhas and deified
lamas should be of the 125 sar-moj; the Bodhisattvas, the Lokapals and local deities of the 120 sar-
mo; the female characters of the 108 sar-mo; the wrathful deities, Dharmpals, Yakshs, et cetera
of the 96 sar-mo and the dwarf deities of the 72 sar-mo.

Although the canons are rigid and infallible about the depiction of figures to the fixed
iconographic norms, yet the artist may deviate from the canonical norms for the non-human
depictions. He may create picturesque landscapes with cliffs, crags, waterfalls, gardens, fruiting and
flowering trees, animals, birds, clouds, et cetera of his liking. Because, all those non-human pictorial
elements are of the non-Indian origin, we do not come across any norm about the depiction
of those elements. Those crept into the Himalayan (Tibetan) Buddhist art from the Chinese sources.
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Having discussed the thematic, iconological and iconographic aspects of the Himalayan
Buddhist art, we now come to the visual and plastic mediums through which it is given the formal
expression. Among the visual mediums, the murals are the foremost, followed by the thangkas.
Among the plastic mediums, the stuccos are the important ones, and then the metallic images.

The murals

The history of mural painting in the Tibetan Buddhist world has been relatively an unexplored
subject. Nevertheless, evidences are there to suggest that the mural painting, as an organic
component of the monastic structure, was introduced into Tibet from India in the early eighth
century by Bande Yeshe, an Indian monk-artist at the instance of Padmasambhav. He painted
a colossal Srid-pahi hKhor-lo (the Wheel of Life) in the vestibule of chief temple to the left of the
door in the Samya monastery [5, pp. 172-173; 7, p. 108]. He also might have been one of the
pioneer monk-architects who supervised construction of the Samya monastery. The Srid-pahi
hKhor-lo was an essential part of the organic whole of a monastery in India since the earliest times,
as is borne out from one of the caves at Ajanta, where this theme is painted. That concept was
continued in the structural monasteries of later period in the eastern India. The important fact in
the present context is that through the ‘Wheel of Life’, a gradual development of art from the
carliest age to its structural formulation can be traced and the development of wall painting as
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a national art-style visualized. Therefore, the development of religious architecture in Tibet was not
only an introduction of a structural concept, but it was also marked the beginning of a distinct art-
style in the form of mural painting. All the temples built in the Tibetan Buddhist world since the
founding of Samya monastery followed that practice scrupulously, and carried the “‘Wheel of Life’
and other Buddhist themes on the walls and ceilings as an integral and organic part of the

monastic architecture.

Fig. 4. The Buddbist wheel
of life.

The wall painting in the Buddhist Himalayan region is exclusively done in the tempera
technique. However, the monk-artists here have been devising their own quintessential technique of
preparing the pigments and surface. To prepare the surface, generally a thin paste of gypsum or lime
and yak-skin glue is applied. In some cases, even butter is used. The surface is then burnished to the
shining finish. That process is repeated several times to ensure flawless smoothness. After that, the
surface is divided into the manageable grids; the drafting work is done with pencil or black ink.
Sometimes, the artist also uses perforated sheepskin stencils for oft-repeated subjects, but use
of stencil is rare for the murals. The artists largely improvise colors from the mineral and vegetable
sources. In certain cases, even gold dust has also been liberally used in the murals. Besides the walls,
painting in the monasteries has also been done on the underside of the wooden ceilings, wooden
pillars, beams, etcetera. However, in the monasteries built lately with the modern construction

materials, the painters have been liberally using readymade synthetic and chemical colors. They have
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also been painting themes on the large canvases and flex sheets cut to size, and pasting those on the
walls.

After the Chinese occupation of Tibet in 1959 and the establishment of the Fourteenth Dalai
Lama’s order-in-exile in 1960 at McLeodganj in Dharmsala, many monasteries belonging to the
different sects of the Tibetan Buddhism and of the pre-Buddhist Bon religion have come upat
various places in the Himalayan region. Most of these monasteries built with the modern
construction materials have plain interiors, with the walls painted in flat synthetic colors, mostly reds
and yellows. Nevertheless, a few of these may be seen profusely embellished with the wall paintings,
but none of these is executed in the traditional style to be defined as the murals. These paintings
executed on the cement-plastered walls with the synthetic enamel colors are widely at variance in
treatment and style from the traditional Tibetan murals. Although, the monk-artists, who executed
these paintings have taken all care to preserve the thematic and stylistic sanctity of the Tibetan art,
yet the offensively glossy and flamboyant effect of the synthetic enamels and the Indian bazaar
style have gravely polluted the sublime serenity of the traditional art style. Under that influence, the
depictions tend to be only the laudatory poster paintings, lacking the nostalgic charm.

The thangkas

The tradition of patta-chitra (cloth painting) has been very ancient in India among different
religious sects for the propagation of their sectarian teachings among the masses through the audile
and visual media. Among those, the Jain and Buddhist preachers figure prominently. It has been
a common practice among the religious preachers to carry rolled up patta-chitra with them on their
missions.

When the Buddhism was introduced in Tibet by the Indian missionary-scholars, they must have
carried the patta-chitra with them so that they could create awareness among the illiterate masses,
because there was no other effective means available to them in that unfamiliar and strange country.
Obviously the patta-chitra was the only effective mode with which they could reach the people.
Therefore, that medium played a very significant role in the spread of dharma among the illiterate
masses, because for them the visual narration was far more appealing and effective than the oral
preaching that they could hardly understand. As expected, great importance was attached in Tibet
to the patta-chitra. That medium gradually developed into a highly sophisticated form as the
thangka, that is, the ‘rolled up’ painting by imbibing influences from the regional Indian art-styles of
Nepal and West Bengal. However, the tantric bias of Vajrayan Buddhism completely transformed
the complexion of thangka, and in its changed version, it stood completely apart from its Indian
archetype. It was conceived to be a veritable mandal by itself and its preparation, selection of theme
and consecration was all regulated by the canons to make it efficacious. Later, the Chinese art-style
and technique also considerably influenced it in various manners. Under that influence, the thangkas
also came to be very meticulously embroidered with the multicolored silken threads, and even the
programmed and machine-embroidered stereotype thangkas are now available. However, what
is relevant for us here is the traditional way of making it.

To start with, an oblong piece of white cotton cloth is hemmed around the thin bamboo struts
to ensure soft stiffening. The ob’ is then stretched on an improvised rectangular frame by a strong
chord running in a zigzag manner around the canvas and the frame. The ends of chord are kept
manipulative to ensure optimum working tension. A thin coat of the mixture of the diluted lime and
yak-skin glue is then applied on the stretched cloth. The surface is later burnished smooth for
drawing,
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Fig. 5. A thangka artist at work.

The canvas is first divided into the grids. The outline of figure is then marked with the pencil
ot black ink. When, a number of copies of a particular theme are required, a perforated stencil
is used and the outlines are made by sifting charcoal powder on to the canvas. The artist does not
bother for the details at this stage, which he attempts later with the delicate brushwork. The brushes
were traditionally made by the artist himself from the fine hairs of goat and wild animals, but now
normal brushes form the market are used. An artist usually makes his own colors by grinding
different kinds of colored stones, which are amply available locally. Some colours are also obtained
from the arboreal sources. The golden color was earlier obtained from the gold dust that the artists
used to prepare themselves. However, of late readymade poster and watercolors, and even the
acrylic paints, are being freely used by the lama painters and the lay artists to meet the booming
demand of the curio-market in India and abroad for the thangkas.

The thangka, when completed, is disengaged from the easel and the strutting removed. The me-
long (painted canvas) is then sewn to a colored silk or brocade ribbon on all sides. In order to
facilitate proper display, two round wooden rods are attached to it, one at the top, called thang-
shing; and the other at the bottom, called thang-thog. The thangka is always required to be rolled
from the bottom upwards. A hJah-Tshon (rainbow) is provided around the thangka proper, that is,
the painted surface, to symbolize a barrier between the sacred realm of the thangka proper and the
profane world outside, similar to the provision of sima (boundary wall) around a monastery. The
rainbow is usually tri-colored: red, yellow and blue. At the bottom of a proper thangka, a brocade
patch, on which sky-dragon is embroidered, is fixed to suggest thang-sgo (an entrance) to the sacred
realm. In order to protect the thangka from the dust, smoke, dirt, et cetera, a zhal-khebs (silken veil)
is provided over it. Thus, a thangka is a veritable portable celestial realm that enshrines different
Vajrayan Buddhist deities.

Stuccoes

How and when did the art of making three-dimensional realistic images develop in the Tibetan
Buddhist world may not be precisely known. It may reasonably be assumed that there might have
remained a very ancient practice of making crude totemic images of stone, wood and other organic
materials under the Bon traditions, but none of those should have been realistic or sophisticated.
However, the recorded literary and tangible evidences confirm that the central Tibetan kingdom
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under its powerful king Songtsen Gampo (CE 617-649) had been receiving wholesome scholastic
and artistic influences from Kashmir, China, Nepal and the Indian mainland. He not only sent
Thomi Sambhot to India through Kashmir in CE 632 to acquire scriptural knowledge for his
kingdom, but also evinced keen interest in the Buddhism through his Nepalese wife Bhrikuti and the
Chinese wife Kong-jo Wencheng. The introduction of the Indian art tradition in Tibet may evidently
be attributed to him.

However, no definite evidence to indicate existence of stucco images prior to the 10th century
is known in Tibet or the rest of Buddhist Himalayan region. Under the patronage of King Lhachen
Yeshe-O (c. CE 967-1040), the Great Lotsab Rinchen Sangpo had invited thirty-two artisans from
Kashmir to embellish the monasteries and temples that he founded at various places in Ngaris
(western Tibet). Among those artisans, the name of one Bhidhik figures prominently
as an accomplished image-maker. He is also known to have made an image of Avalokiteshvar for
Rinchen Sangpo, which the latter installed at Go-khar in Guge in CE 999 [4, p. 70]. Those Kashmiri
artisans were the image-makers in various mediums, like stone, wood, etcetera, but making stuccoes
from papier-maché must have been their forte, as may be revealed from the preponderance
of stuccoes in most of the monasteries of that age. Otherwise, also, Gandhar-Kashmir had age-old
tradition of making the colossal stuccos. The colossal Buddha stuccoes of Bamiyan are the glorious
examples to trace the antiquity of that tradition [3, pp. 72-74].

The iconographic principles for preparing the plastic images are in no way different from the
ones prescribed for painting. According to the monastic canons, a plastic image is a picture
projected in depth so that the circumference of a plastic image measures three times the width
of the painted one. That consideration set deeply in the minds of monks; they have never been able
to reach the level excellence in the plastic images as they did in the murals and thangkas. Image
making in plastic mediums involves greater technical skill, which the monks and the deeply religious
lay artisans have rarely been able to achieve.

The plastic images are made in different ways. The most popular among those are the stuccoes,
made freestanding or in bas relief. The images may be made of the miniature sizes in bas relief for
the votive purpose as the tsa-tsa, or the three-dimensional freestanding of the heroic and life-size
in different postures according to the requirement. To make stucco, the medium, which may be
papier-maché, clay, sattu-dough or dhoop according to the requirement, is pressed into the mould
and the positive impression taken on it. It is then allowed to dry. When sufficiently dry, a thin
priming coat of the mixture of lime and yak-skin glue is applied on it. It is then painted in bright
colors. For the larger stucco, an armature of bamboo or wooden struts and props is prepared. Over
that ‘inner structure’, the precast stuccoed limbs of the body are carefully fixed and jointed. The
complete stucco is then primed with the solution of lime and yak-skin glue. When dry, the stucco is
finished and painted. A rich collection of such heroic and life-size stuccoes may be seen in many
monasteries in the entire Buddhist Himalaya. The ritual masks used in monastic dances are also
made in similar manner in the papier-maché.

The use of wood and stone as the sculptural medium has not been popular in the Buddhist
Himalayan region, possibly because neither the good quality wood nor good quality stone has been
available. Only isolated examples of rdo-sku (stone images) and sin-sku (wooden images) are found
here and there in the monasteries.
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Metallic images

The art of making metal images has remained the monopoly of Newari masters of Nepal and
of the metal image-makers of Bhutan. They inherited this art from the image-makers and metal-
casters of the Pal atelier of Bengal. The Tibetan image-makers learned this art from the Newari and
Kashmiri image-makers. We have already noted the contribution of Kashmiri image-makers a short
while earlier. Thus, the art of image making that flourished in the Tibetan Buddhist world blends
two Indian art traditions: the Pal art traditions and the Kashmiri art traditions.

The most common method of metal casting in Tibet and neighboring regions has been the
madhuchchishtavidhan, that is, the cire-perdue or the lost-wax process. This technique offers two
alternatives: (I) the hollow casting and (II) the solid casting,

For the hollow casting, an image is very carefully shaped in bee-wax, very thinly spread over
the clay core. When all the desired details have been developed on the wax, it is covered with
the successive layers of clay. To ensure that the inner clay-core is not displaced from its position
when the wax is removed, clay ‘pegs’ are inserted at various points. The ‘ob’ is then left to dry in
the shade. After it is completely dry, it is gently heated to extract wax through the holes left for that
purpose in the outer clay-shell at the top-end of the Sob’. Thereafter, the cavity so created
is carefully filled with the molten brass or bronze or any other metal by keeping the ob’ upside
down so that the molten metal may rise from the base towards the head. It is then left to cool, after
which the shell is broken and the core removed.

In case of solid casting, the figure is entirely made of bee-wax without any clay-core so that,
when the bee-wax is extracted from the ‘ob’, the shell is completely hollow. The remaining
operation is similar to the hollow casting. At times, the vital parts, like hands, face, et cetera are cast
separately and later jointed to the main body.

At times, repoussé or the sheet-pressing method is also adopted to prepare figures. However,
this method is mostly employed to prepare pedestals for the images. Repoussé is the most common
technique for making the musical instruments, sacramental artefacts, utensils, et cetera.

The metal images prepared by different methods, are finished by removing blemishes and then
gilded, if desired. For gilding, different techniques have been in use, ranging from the lacquer fixing
to the amalgam technique. In the lacquer fixing technique, a very thin coating of the red lacquer
is applied on the image, over which a micro-thin layer of gold leaf is applied. The gold leaf sticks
to the metal surface giving a rich effect of shining gold. Wooden images have also been given
a golden touch by this technique. However, that practice is rare. Of late, the chemical method of
gilding has become popular. Under this technique, the image is first treated in nitric acid and then
warmed and rubbed over with mercury. This treatment produces an amalgam, over which a thin
gold leaf is spread and the image subjected to high temperature that permanently fixes the gold
layer to the base. Then, the piece is polished and finished to give a bright effect.

No image can be considered worthy of worship unless it is enlivened through an elaborate soul-
infusing ritual. For that purpose, the pancha-ratna (five noble metals), consecrated grains of rice,
a scroll containing the sacred formulae, et cetera are placed inside the image through an opening left
for that purpose at the base. The whole operation has to be accomplished under the supervision of
an accomplished lama. This opening is called the zun-zhug, that is, the entrance or the charm-place.
Thereafter, the zun-zhug is firmly closed by welding a metal sheet over it. After that, the image
is worthy of being installed on the altar. It has become refulgent and alive.
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Fig. 7. White Tara, a thangka painting done by Kelsang
Lodoe at the Namgyal monastery, Dharmsala.
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Fig. 10. Early Buddha image, bronze from Nagar.
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Living in the most elevated and one of the starkest regions on the earth, where literally there
is nothing but faith to live by, the Himalayan Buddhist people are physically, mentally and spiritually
deeply steeped into the essence of dharma expressed through the Buddhist ecclesiastic art and
its deep symbology. Under the sublime influence of that art, they are the most relaxed, contented,
peace-loving, self-effacing, divinely spiritual and paradisiacal innocent people on the earth despite all
biophysical adversities piled against them. FEach of them is truly the Pratyek Buddha (individual
Buddha). It is this overwhelming faith of these people in the Buddhist ecclesiastic art that I feel
impelled to define it as the Buddhist Classic folk Art.
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