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AnxHOTAIMA

B crarpe amaamsupyercs OyAAmIICKOe H300pasHTEABHOE HCKyccTBO. lloadepkmBaercs
crenuduka THOETCKOrO OYAAM3MAa B CPAaBHEHHH C MCXOAHBIM HHAHHCKAM BapHAHTOM
OYAAHIICKOTO BEPOYYCHHSA, YTO HAAOKHAO OTIIEYATOK KAK HA TEMATHKY IIPOM3BEACHHI, TaK
M Ha XYAOKCCTBCHHOC BOIIAOIIECHHME OCHOBHBIX HMACH u MOTHBOB. [IpmBoamTCs
KAACCH(DUKAIIUA —ITAHTCHCTHYECKON «BCEACHHOM» BaAKPASHCKOIO OYAAHM3MA, ACTAABHO
AHAAUSHPYETCA CHMBOAMKA, KOTOpPas OOpPa3yeT OCHOBY OYAAHICKOIO HMCKYCCTBa (CHMBOAHKA
LIBETA, ’KECTOB-MYAP U T.A.), 4 TAK/KE IIPHHIIAIIE HKOHOAOTHN. AE€AAETCA BEIBOA O TOM, UTO AAf
AACKBATHON OIICHKH 9TOTO MCKYCCTBA BAXKHO IIOHATH €O HHTCAACKTYaABHYIO CYIIHOCTb
M 3HAYNMOCTb €TO CHMBOAHKH, TAK KaK CAMO XYAOJKECTBEHHOE MACTEPCTBO 3ACCH ABAACTCHA
HE CAMOIICABIO, 4 HHCTPYMEHTOM AASl AOCTHKCHHUA AYXOBHOH IICAM.
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Byaamiickoe HCKycCTBO B BBICIIICH CTEIICHH MHCTHYHO 1 AyXOBHO. Ero temarmka, B cBoem
930TE€pPU3ME, YPE3BBIYANHO OOIIMPHA, CAOKHA M 3aIyTAHA N BKAIOYACT BCE IIOCTHKIMBIC
I HEIOCTI/KUMBIE CyIecTBa, (DeHOMEHAABHBIE I HOYMEHAAbHBIE, BO Bcex cepax. Haumboaee
3HAYNMON B  BAAKPAAHCKOM OYAAM3ME  SABASICTCH  €rO  IIAHTCHUCTUYECKAs  CHCTEMA,
paspaboTaHHag AAfl  TOrO, HYTOOBI AATh IOUYAAPHYIO HHTEPIPETAIIUIO PASAHIHBIM
aOCTPAKTHBIM M CAOYKHBIM AOKTPUHAABHBIM KoOHIeHIuAM. C 3TOH LEABIO OBIA pa3paboTaH
CAOKHBIM ~ HEPAPXHYECKHI  pAA DyAA, KOTOpPBIIE  BIIOCAGACTBHM  OBIA  PaCIIHpPEH

148 yCOBCpH_ICHCTBOBaH IIyTEM BKAIOYCHHA B HCIO MHOTIHX MCTaCbI/ISI/I"ICCKI/IX MaHI/I(i)CCTaL[I/H‘/'I
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byaa n mx xeHckmx aHaroroB. Kpome Toro, caeAyer IpHHATH BO BHHMAHHE, 9TO OYAAH3M
BaAH(paHHbIl ACCUMHUAHMPOBAA HEHUCYHUCAUMBIE OOKecTBa KyAbTOB IllmBeI, IIlakTm, a Takixe
APYTHX AO-OYAAMNMCKHX OpaxMaHHYECKHX KYABTOB TmOera, 9TOOBI OTOKACCTBUTH OYAAU3M
C MECTHBIM BEPOYYEHHEM, ACAASl €rO IIPUEMAECMBIM AAfl MUpPAH. Takum oOpasom, THOETCKaA
BEPCHA BAAKPATHCKOTO OYAAM3MA OYCHB CAOMKHA M MOMKET CYIIECTBCHHO OTANYATHCA
OT CBOErO HMHAHMHICKOTO BapPHAHTA, a4 ITAHTCHCTUYCCKAs BCCACHHASA BAAKPASHCKOIO OyAAH3MA
Becbma oOmmpHa. OHA MOKET OBITH IIPEACTABACHA B BHAC CACAVIOIIHX ACCATH KATCTOPHIL:
(1) Manymmu-byaasr, (2) Axumanu-byaasi, (3) HeGecurre bBoaxucarrser, (4) Yeaosedeckue
boaxucarreer, (5) bomxecrBa-Iloseanrean, (6) Axapammasbl — OXpaHAIOIIHE OOKECTBA,
(7) Aaxunm (KeHCKHe OoxpaHsroirme OoxxectBa), (8) bpaxmammueckme OGozxkectsa, (9) Oorm
ceapckux obomuH u (10) amgnsre 6oru. IloapoOHOE 0OCYKACHHE THOETCKOH BAAKPAAHCKON
[TAHTCHCTUYECKON CHCTEMbI OYAAM3MA — IIPEAMET OTACABHBIX HCCAcAOBaHHH. [ToaTomy 3aech
MBI AACM AHIIb KPATKOC BBEACHHE B TEMY.

ByaABr B cBOMX HEHMCYHCAHMBIX POPMAX 3aHUMAIOT CAMOE BEICOKOE MECTO B OYAAHHCKOI
manrencrundeckoin nepapxun. Cpean Hux Axmanu-byaasr u Byaasr Meaunmaer n3o0pazkeHsr
CHAMIIUMH B  6a0JiCpacane, € XapaKTEPHBIMH :xecTtamu (Mmyopamu). OHH IIPEACTABACHBI
B CTPOIHMX MOHAIIECKHX OACKAAX. OAHAKO KOTA2 AxmaHn-ByAAbI H300paKEHBI B COCTOSHHUI
cambxozakas, TO €CTb B TAYOOKOM MEAHTALIMH, TO HA HHX MBI BHAHM IIAPCKHC OACKABL,
APATOILIEHHOCTH, KOPOHHI U T. A.

BoAXmCaTTBBI TAKXKE YKPAIICHBI APArOICHHOCTAMH. byaaa ABasokurTermBapa sBAACTCA
CaMBbIM IIOIYASPHBIM B I'HMaAaiickom (TuOerckom) Oyaamame. Ero msobpakenme 3aHHMaeT
LIEHTPAABHOE MECTO B POCIIHCH XPaMOB 3I0XH PuHYCH 3aHrmno’, To ectv B MOHACTBIPAX,
OCHOBAHHBIX caMuM Punduen 3aHrmo m ero mMaaAmmumu coppemenHumkamu. Ha dppeckax Toit
3II0OXU OH I/I306pa}KeH qupreXI‘/\aBbIM U OAMHHAAIIATUTOAOBBIM, HMCIOIITMM TBICAYM TAA3,
II0 OAHOMY Ha KaKAOH AAAOHH.

Hauboaee «geroBedHBIMI» CpeAn DyAA ABASFOTCH MX 3€MHBIC IIPOSBACHHA — DyAABI
Manyrn, byaasr ITpormasix Omox, mam Tarxararsl. COraacHO MaxasHCKOH TPaAHIIUH,
CYIIIECTBYET ceMb mX mposBAaeHmi: 1) rNam-gzigs (Bumammm), 2) gTsug-gtor-chan (Inxnm),
3) Tam-chad-skyob (Bumsadxy), 4) Khor-wa-hjigs (Kpakyganapa), 5) gSer-thub (Kamaxamynn),
6) Od-sruns (xambana) u 7) Sakya-thub-pa (Illaxesamynn). Bece byaasr Manymmu nso0paskeHsr
B OACKAAX MHAMHCKIX MOHAXOB.

Wuauiicknre cBATBIE, BBIAAIOIIHECA AAMBI U BEAHKHE IIOKPOBHUTEAM OyAaamsma B Tubere
TaKKe OBIAM OOOKECTBACHBI KaK CMEPTHBIC OOAXMCATTBE. CpeAr HHUX ACCATH YICHHUKOB BYyAABI
U BOCCMHAAITIATH cmxaeup3, KOTOPBIE PaCIpOCTpaHAAN AXapMy B PasHBIX CTPAaHAX, ABAAIOTCA
HHAHﬁCKHMH CBATBIMU. MHOFI/IC N3 9TUX CTXaBI/Ip 6I>I/\I/I COBpCMCHHI/IKaMI/I ByAAbI, KOTOpre
AKHAM M ITocAe Hero. Kpome Toro, muorme teopetuku u (PUAOCO@PBI MaXaAHCKOI IIIKOABI
TaKKe OBIAH  OOOKECTBAGHBI Kak OoaxmcartBbl. CpeAnm HHX 0COOO 3HAYMMBI HMEHA
Ammarxorr, Harapakysst, Apesaesst, Acanrn, Bacybamaxy, Axapmaknpru, YaHApakupTH,
[lagrapaxmursr 1 Atummnn. Tem He MeHee, IPEACTABHTEAN TAHTPHYECKOH IITKOABI MAXASHBI
3aHHMaAH OOAEE BBICOKOE MECTO CPEAM CMEPTHBIX OOAxmcarTTB. VX modmrasm kak maxa-
cuooxu®. Kpome Toro, I'ypy IlaamacamOxaBa, BEAMKHI IIPEACTABUTEAB BAAKPATHCKOTO
OyAAm3Ma U ocHOBareAb Oyaau3Mma B Llerrpaspnom TuOere, BOCIPUHUMAACSH BBIIIIE, YEM CAM
byaaa, mocaeaoBareasmu cextsl HpuHrma, Kotopyto oH OCHOBaA. AAA ITIOAYEPKHUBAHUA €TO

BOCPMHUKPATHBIX TAHTPHUICCKUX CIIOCOOHOCTEN €10 TIPCACTABASIAL B I/IKOHOI‘pa(i)I/II/I B BOCbMH
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nposBaeHuAx kax: 1) Iypy Punnoue, Aparonenneiii Yuwureaw, 2) [laomacambxaséa B 1103€
MaxamyApsl, 3) Iypy Ilama I'vAnno, apCTBEHHBIN BAAACAELL TpI/IHI/ITaKI/IS, 4) I'ypy Hopooce
Hono, Aamasueiii 3amumrauk, 5) Nyma Ozer, Cusromee Coanme Towmsr, 6) Shakyasengge,
Bropoit Ilakea, 7) Guru Sengge Dadag Ilpomoseanmk Axapmber u 8) Lodan-Chog-sre,
[TpomoBeAHHK 3HAHUIA.

Cpean 000KECTBAEHHBIX THOETCKHX AAM OCHOBATEAH PA3AMYHBIX CEKT TAK/KE HA3BIBAIOTCSA
boaxmcartBamu. Takmm obOpasom, obOoskectBaeHsl [lomkama Aocanr Apakma, ocHOBaTeAb
cextnl l'eaykira; Mapra u Muaapena, ocaoBarean Karproma; m Caxes [lamamra, m3BecTHBIN
aama cektel Cakpsner. Craryc OoaxmcartBbl Takke ObA mpucymaeH Conrmsny ['ammo,
mMyapoMy mapro TwuOera, Txommm Cam0OXoTa, KOTOPBIH CYHUTAETCA ABTOPOM THOETCKOI
IIICbMEHHOCTH, U 11apio Tuconry Aerany, kotopsii npuraacua I[Taamacam6bxasy B Tuber.

Ase xensl Conrmpna I'ammo — Konr-Ako Benuenr us Kuraa u bxpuxyru uz Herraaa —
TaKKe OBIAM OOOKECTBACHBI KAK OOAXHCATTBBI ’KEHCKOro 1oAa: kKak Dolma Karpo (beaas Tapa)
u Dolma Janguli (3eaenas Tapa). Kcraru, Dolma Janguli (3eaenas Tapa) m Dolma Karpo
(Mapuun Baaxpa-Bapaxm) sBasrorca AByMsA HanOOAee ITOYUTAEMBIMH H3 ABAAIIATH OAHOIO
nposBaeHus Tapsl B TuOerckom 6yasusme. Y Dolma Karpo (Mapuan Baaxpa-Bapaxn) ecrs
IIPEKPACHBIN U OOTraTO BHIPE3AHHBIN APEBHHIT ACPEBAHHBIN XpaM AAfl HEE B TOPOAE Y AafiIrype
B pooanHe Aaxya Hanapabxara mrrata Xumagaa-Ilpaserr (Muans).

Aemonndeckne manndecrarmun byaa u 6oaxucarts — ato Ornekarorue 0oxectBa. Kpome
TOTO, PA3AWYHBIC CEKTHI THOETCKOIO OYAAM3MA TAKKE IIPEACTABASAN CBOUX COOCTBEHHBIX
6osxectB-onekynos. CoorsercrBenno, rDo-rjejigs-byed (Baaxpa bxaiipas) u  bDe-mchog
(CamBapa) — Omexkarorue OoxxectBa cexktol l'eaykma; rDo-rjephur-ba (Baaxpa IlxypOa) —
cexrsl [llaxpama; a Dub-pa-koh-gye — cexter Hennarmara. Apyruvu OnekarormumMu 00zecTBaMI
apadArorcsa Kye-rdo-rje (Xepaaxpa), Sans-gyes-t'od-pa (byasakarrana), gShin-rje (SIma) m 1. A.

Chos-skyong (AxapmaltaAbl, TO €CTh OXpaHAIOIINE OOKECTBA) IMOAYMHEHBI OIIeKaromum
6osxecTBaM. OHI M300paKEHBI B OTTAAKHBAIOIINUX O00pa3ax, HMEIOT APOCTHBIH M HABOAAIINI
y&ac BHA. Dpaxmammuecknmii  3n0Aelt bxaiipas, BO3MOKHO, ITOPOAHMA  KOHIIEHITHIO
AxapMariaAoB, OXpaHAIOIINX OOKECTB, B MAaxXadHCKOM OVAAHM3ME, M OH MOKET OBITH
tpancopmanueii AakmHN (JKEHCKHX OXPAHAIOMIUX OO0KeCTB) M MeTtamMopdo30i OormHu
Kaamn.

MHuorodncAeHHbIE OpaXMaHUYECKHE OOTH TaKiKE OBIAM AOIYIIECHBI B ITAHTEUCTHYECKYIO
CHCTEMY MAaxafHCKOro Oyaamama. OHH MOIYT OBITH VIIPOINEHHO CIPYIIIMPOBAHEI B BOCEMBb
kareropuii: l[ha (AeBara, 6oxectBa), klu (Har mau 3meli), gnod-sbyin (Sxia, nan renunii), dri-za
(ramaxapBa, UAH aHTeA), [ha-ma-yin (Acypa, uau Turan), namk’ah-Idin (I'apyaa, man Penunxc),
mi-ham-chi (Kuaaap man HeOecHbIH 1eBe), to- ‘bye-ch’'en-po (Maxopar, MAM BEAUKHUIT 3MEH) U T.A.

MecrtHble OO U AWYHBIE OOTM B OCHOBHOM HMEIOT IIPOMCXOKACHHE H3 AOOYAAHHCKOIT
peaurnu bon. OHu OBIAM HPHUHATEL B THOETCKHH OYAAM3M B IIPOIIECCE ITAHTEUCTHYECKOTO
CHHKpeTH3Ma. OJTH OOKEeCTBA 3aHHMAIOT IIOAYHMHCHHOE IIOAOKCHHE B ITAHTCHCTHYECKOHN

I/IepapXI/II/I KaK 3aIlITUTHHUKIT Bepr.

HMxoHoAOrna B AYXOBHOM HMCKYCCTBE OyAAM3Ma

byaaniickoe mMCKycCTBO HeE MOKET OBITH IPABHABHO IIOHATO M OIIEHEHO, €CAH HE OYAET
AOAKHBIM OOpPa3sOM ITOCTHTHYTA BHYTPEHHAS IIPHUPOAA CHMBOAOB, KOTOPBIE OOPAa3yIOT €ro
ocHoBy. KanoHmYeckas MHTEpPIpETAHA 9THX CHMBOAOB MOJKET IIOMOYb PACKPBITH CEKPETEL

CAOKHOU 6yAAHi‘ICKof/‘I TAHTPUYIECKOM AOKTPHUHBI: €€ KOCMOAOIHMYECKHE dpeHOMeHH
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1 HyMeHaAbHble aOcTpakmuu. Pakrumueckm BaaKpagHcKH Oyaamsm  Tubera sABAsercs
HACTOABKO TPYAHBIM AAf IIOHHMAHHS BEPOYYCHHEM, 9YTO €rO CAOKHOCTH MOIYT OBITBH
AOAKHBIM OOpPasoM OOBACHEHBI M OIICHEHBI TOABKO IIOCA€ TOTO, KaK OHH IIPEACTABACHBI
B BHAC (POPMAABHEIX (IIOCPEAHHKOB», TO €CThb PA3ANYHBIMU CHMBOAMYCCKIMU CIIOCOOAMI.
BOABIIIMHCTBO 9THX CHMBOAOB, B3ATBIX M3 MHAHICKHX OYAAHICKHX HCTOYHUKOB, IIPETEPIICAO
3HAYUTEABHBII MeTaMOPdU3M U MOAUQHUKAIINIO B TuOeTe B COOTBETCTBHUU C TAHTPHYECKUM
YKAOHOM THOETCKOHM BEPCHH BaAKPAsHCKOTO OyAaamsma. Kpome toro, B Hero OGBIAO BBEACHO
€IIe MHOTO BAKHBIX CHMBOAOB.

Kaxpoe  OOXKeCTBO — BAAKPAAHCKOTO — IIAHTEOHA — M300PAKACTCA  OIPEACACHHBIM
HKOHOTPA(UYECKUM CIIOCOOOM dYepe3 CHUCTEMy CHMBOAOB. /AYXOBHBIE COCTOSHHSA, IIO3BI,
KECTBI PYK (MYOpbl), KOAUHIECTBO AHI[ U PYK, IIBETA, KOCTIOMBI, ATPHOYTEL U T. A. IPEACTABACHBI
B BHAC COOTBETCTBYIOIINX CHMBOAOB, KOTOPBIE HE TOABKO O3HAYAIOT BPOKACHHBIC
AOCTOMHCTBA, CIIOCOOHOCTH H ITOTCHIIMAABHBIC BO3MOKHOCTH PA3ANYHBIX DOKECTB, HO TAKIKE
OIIPEACASIFOT 9TH OOMKECTBA B CHCTEMaxX WX napugap («cemei»). Takum oOpasoM, KamABIHT
SAEMEHT MKOHBI BAKEH M 3HAYHNM B CBOEM CHMBOAMYECKOM 3HAYECHUM; U BCA MKOHA SABAACTCS
BCAMKHM COCTaBHBIM CHMBOAOM, KOTOPBIH MOKET IIPEACTABAATH KOCMHYECKOE SBACHIE,
TAHTPUYECKYIO CUCTEMY, PHAOCOMCKYIO HACIO HAN a0CTPAKTHOE ITIOHATHE.

byaaa wmsobpamaercs B wnKOHOrpadMHM KaKk MOHAX HHINCHCTBYIOIIEIO OPACHA,
OOACYCHHBI B IIPOCTYIO OACKAY M € TOH3Ypoil. Ero oOpas sBAseTcs yHHBEPCAABHBIM
CHMBOAOM MHPA, COCTPAAAHUA U MHAOCEPAHA. OH H300pAKEH CHAAIINM HA AOTOCE, KOTOPBII
CHMBOAHM3HPYET aOCOAIOTHYIO YHCTOTY M OOKECTBEHHOE POKACHHE. BbIpakeHme ero Amia
OTpakaeT OOKECTBEHHOE cammeuueckoe’ criokoiictsme. D0 BEIPAJKCHIE TAK/KE XAPAKTCPHO
AASL DOAXHCATTB — HEOCCHBIX OTPAKECHUH ByAABL.

OAHako, B oTAHYME OT HHUIIETO ByAabl, HEOecHBIE OOAXMCATTBBI H300PAKEHBI KaK FOHBIE
HHAHﬁCKHC HpI/IHHbI. OHI/I N3bICKAHHO OACTHBI nu praLHeHbI TpI/IHaAHaTBIO BUAaAMI
VKPAIIICHUH, CHUMBOAHM3HPYIOIIUX HX HEOCCHBIC KA9ECTBA M pad:»cacmuuecxy;o7 CYIIIHOCTb.
[1pu 5TOM pasAm<us B AYXOBHOM COCTOSHHUM, IIOAOKCHUH, B HAAUYNN TOH UAM HHOU MYOpbl,
B KOCTIOME, ILIBETE, aATPUOYTAX H T.A. MOIYT OAHIETBOPATH PasHEIC POAH OAHOTO H TOTO iK€
oosxecrpa. Hampumep, momyasproe msobOpakeHme OOAXHCATTBBI MaHAXKyIIpH B KadecTBe
COCTPAAAIOIIIEr0  OOKECTBAa, OOAAYEHHOIO B LAPCTBEHHBIC KOCTIOMBI, IIPEACTABAACT
CATTBUYECKUH («MATKUI») aclekT ero npupoasl. Ho ero ke msobpaxenue xax rDo-rjehJhigs-
byed (Baaxpa bxalipaB) mpeACTaBASET €ro TaAMaCTUYECKUH (KECTKUI») ACIIEKT.

TamacTHYecKHI TEMIIEpAMEHT Xapakrepusyer u drag-pas (xectokme Oosxectsa). OHu
caprarorca Oxpanureaamu AOKTPHHBEL IDTH OOKeCTBa HM300pAKAIOTCA B HKOHOTpaduu
C OOABIINMH TOAOBAMH, C TPETBUM IAa30M Ha ADy, C TPOMO3SAKHMH TEAAMH, KOAIOYHUMI
BOAOCAMH, arPECCUBHBIMI JKECTAMH, OKEPEABAMH U3 YCPEIIOB N OTHCHHBIMH fA3BIKamMu. Kpome
TOTO, OHM Ha CBOMX M300PKCHUAX IMOIMHPAIOT HOTAMU YeAoBedeckme cyrrecrsa. Ho, xors
OHI BBITASAAT YIPOJKAIOIIE, HUKTO M3 HUX He fABAAETCA AeMOoHOM. Ha camom aeae, dem
MHAOCTHBEE H COCTPAAATEAbHEE DOKECTBO, TEM DOAEE YCTPAIIIAFOIINM ITOKA3AH €O SPOCTHBII
ACIICKT, TAK KAK YIPOKAFOIIMUI 00pPa3 CHMBOAHMSHPYET HOOEAY HAA CHAAMH, BPaKACOHBIME
Axapwme.

BoxectBa IIPEACTaBACHBI B Pa3HBIX IIOAOKCHHAX, CHAA U CTOf, AAf TOTO YTOOBI
IIOAYCPKHYTb Pa3HbIC AYXOBHBIC COCTOSHNA, AAS YCHACHHSA BBIPAKCHUSA COCTPAAAHHA HAN
nHOTO KadectBa. /KeHckue 00kecTBa OOBIMHO M300pAKAIOTCA C M3THOAMH HA YPOBHE TAAUU

U IIIeH, KOTOPBIE IIPEACTABASIOT dvibhang-mudra (ABaOXaHI-MyApY, O3y ABOMHOIO IIOBOPOTA)
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u tribhang-mudra (rpuOxaHI-mMyApy, II03y TPOMHOIO IIOBOPOTA), YTOOBI €O3AaTh 3dekT
dpuszmgeckoi rpauy U rapMOHHHU. TeM He MeHee, 5TO IIPAaBHAO HAMEPEHHO HE COOAIOAACTCH
IIPH CO3AAHHUH OOPA30B KECTOKUX JKEHCKHX OOKECTB: OHH CACAAHBI TPOTECKHO H JKECTKO,
YTOOBI OAULIETBOPATH Xa0C U OECIIOPAAOK.

Camas mnonyadpHas cuaddas 103a A Byaa — orto rdorjeskyil-drun wam vajrasan
(BaAKpacaHa), TO €CTh «I1032 AAMa3HOM TBEPAOCTH». ByAAa cMANT Ha TECHO CKATEIX KOAECHAX
CO  CTYHIHAMH, Pa3BEPHYTBIMH BBEpX. OTa 11032 CHMBOAH3ZHPYET HEH3MEHHOCTb
1 ycroiumBocTh. KOraa 4YeAOBeK CHAHUT B BaAKpaCaHE C PYKAMH, CBOOOAHO ACIKAIITHMMH
Ha KOACHAX, 103y HA3BIBAIOT dhyanasan, TO eCTb IIO30H MeAauTanuu. BoT HeKoTOpBIE ApyTHE
H3BECTHBIE CHAfYHE II03BI M HX CHMBOAHMYECKOE 3HadeHue: 1) satvasan (carrBacaHa),
CHMBOAH3HPYVIOIIAsA TIEPBEIA YPOBEHb MEAHNTAINH, 2) niyamapalanasan (HusmMaliaAaHacaHa),
IIPEACTABASAIOLIAA BTOPYIO IIOCAE CATTBACAHBI CTAAMIO MeAwTanwu, 3) lalitasan (Anaamracana),
O3HAYAIOINAfl I[APCTBEHHOCTb, OuapoBaHHe U OAaxkeHcTBO u 4) Maitrey’s asan (acaHa
Maiitpeiin), CHMBOAH3HPYIOIIAS BEIHYIO TOTOBHOCTE.

Poab myop, xectoB pyk, ObIAa peIIaromIedl B KadecTBE CIIOCOOA CHMBOAMYECKOTO
BeIpaKeHHA. Pasamdneie (DOPMBI KECTOB IIPEAIMCHIBAIOT BBIPAKATh PA3AMYHBIC AYXOBHBIC
COCTOSIHIA, ACHCTBIA U AOCTIZKEHHA. BOT HEKOTOpPEIE M3 3HAUMMBIX MYApP:

1) Abhay-mudra (AGxali-myApa) CHMBOAH3HPYET CMEAOCTh U Oeccrparne. B aroit myape
IIPUIIOAHATA CACTKA COTHYTasf IpaBas pyka. Pyka HOBepHyTa AAAOHBIO HAPYKY, U BCE ITAABIIBI
BBEITSHYTHL HAa YPOBHE ITACYA. DTAa MYAPaA CBfi3aHA C HEOCCHBIM byaao#t AMOTXacHAAXML.

2) Anjali-mudra (AHAXKAAU-MyAPA) CHMBOAH3HPYET IPHUBETCTBUE HAHM aKT BBIPAKCHUA
rounTaHus. B 91Ol MyApe pyKH HOAHATHI HaA TOAOBOM, AAAOHHU IIOBEPHYTHI BBEPX, 4 ITAABIIBI
BBITAHYTEL. ABAAOKHTEIIIBAPA B CBOEM acIieKTe Dyaasl Ammrabxum m3o0pamaerci € 3TOH
MYAPOZ.

3) Bhootadamar-mudra (bxyraaamap-mMyApa) — myApa, BHyIIaroras crpax. Oba 3arcrbs
CKpEIIeHBl HA IPYAH. PyKHm CBOOOAHBI, AQAOHH HAIIPAaBACHBI HAPYKY. YKa3aTEABHBIH ITaAEIl
U MH3WHEI[ IIPAMBIE, 4 OCTAABHBIE IIAABIIBI CACIKA COTIHYTHL. ODTO MyApa DoOAXHCcaTTBBEI
Baaxparragm.

4) Bhumisparsh-mudra (bxymucraprra-myapa) — HambOAee PacIpOCTPAHEHHAs MYApa
B m3o0OpaxeHuaAx byaapl. B aT0oli Myape AeBag pyka A€KHT Ha KOACHAX AAAOHBIO BBEPX.
[IpaBas pyka AeKHT Ha IIPAaBOM KOAEHE; IIOBEPHYTAasA BHYTPb AAAOHb CBOOOAHO BHCHT, KACaACh
AOTOCA HAU 3€MAH. DTa MYAPa CHMBOAH3HPYeT 1HoOeAy byaasr map Mapoit — AemMOHOM.
C a1tum xecToM m3o0pakaeTca HeOecHbIH byasa AKITOOXBA.

5) Buddhashraman-mudra (byasampaman-mMyApa) o3HadaeT IpHUBETCTBHE. B 2TOM Myape
IIpaBas PyKa, BBITAHYTAs HAPYKY AAAOHBIO H IIAABIIAMH BBEPX, PACIOAOMKEHA Ha YPOBHE
roroBel. boaxmcarrBa Bacyaxapa m OormnA-BoaxmcarrBa VinHwuimaBuaxas H300paKaroTcsa
C 9TOM MYAPOH.

6) Dharmachakrapravartan-mudra (AxapmadakpanpaBapTaH-mMyApa), To ectb «[loBopor
Koaeca 3akona», cumBoamsupyer byaay kak [Ipomoseannxa Axapmer. O6e pyKH ITOAHATHI
Ha YPOBHE I'PYAH, A€Basd PYKa IIPUKPHIBACT IIPABYIO.

7) Karan-mudra (Kapan-myapa) ykaselBaeT Ha 3Able HaMepeHHA. 32 HCKAIOYCHHEM
YKa3aTEABHOIO ITAABIIA, KOTOPBIH BBITAHYT HAPYKY, BCE ITAABIIBI COIHYTHI B KyAak. Myaper

Mapuau n300paxaerTcsa ¢ 9TOH MyAPOIL.
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8) Kshepan-mudra (Kimemam-myapa) O3Ha9aeT pa3OpBISTHBAHHE aAMPUTH (aMOpPO3HUN).
B 1ol MyApe pyKn COEAMHEHBI AAAOHAMH H OOPAIIEHB BHU3, 2 KOHYUKU ITAABIIEB KACAIOTCA
KyOKa aMPHTBHI.

9) Namaskar mudra (Hamackap-myapa) — myapa MoAuTBEL. O0O€ PYKH CAOMKEHBI IIEPEA
rpyabio. byasa ABarokurerBapa u 60r fIma H300pakeHbI ¢ 9TOH MyAPOI.

10) Pashatarjani-mudra (Ilamarapaxanu-myapa) — TO 3Ke camoe, 9UTO tarjani-mudra
(TapA’KaHHU-MYApPQ), HO C ITAABLIAMH, COTHYTBIMH B BHAE Kpyra. bor Asambasa msoOpaxaercs
C 9TOM MYAPOH.

11) Samadhi-mudra (Camaaxu-myapa), uau Dhyan-mudra (AXpSHH-MyApa), HAH MYApa
mepntanuu. CHMBOAU3HPYET CIIOKOMCTBUE U YTAYOACHHOCTD. PyKH A€KaT Ha KOACHAX, IIPaBas
Ha AEBOI, BCE ITAABIIBI BBITAHYTHL, AQAOHH HAIIPABACHBI BBEPX. DTO Myapa layramer Byaasr,
Manaxympu 1 AMUTAOXH.

12)  Sharan-mudra (Illapan-myApa) CHMBOAM3HpPYET AapoBaHme yremenHnd. Ona
HACHTUYHA BAPAA-MYAPE, HO CO CAETKA COTHYTOM PYKOI M AAAOHBIO, BUCAIIIEH BHUS3.

13) Tarjani-mudra (TappsHn-myApa) — KeCT, IPOU3BOAUMBIN YIPOKAIOIIE BBITAHYTBIMI
YKa3aTEABHBIM ITaABIIEM U MU3HHIIEM. OH OTTOHAET 3ABIX AYXOB. DTO MyApa Mapudn.

14) Tarpan-mudra (Tapman-myapa) — mMyapa noureHusa. Pyka mAnm oOe PyKH COTHYTHI
U IIOAHATHL HA YPOBHE IIAeY. /\AAOHN IIOBEPHYTHI BHH3, BBITAHYTBIH ITAACI] HAIIPABACH
K IIACYAM.

15) Uttarabodhi-mudra (YTrapaOOAXU-MyApa) CHMBOAUSHPYET COCTOAHHE BBICIIETO
cosuanusa. HebOecueii byasa Baiipouana wumsoOpamxaerca ¢ 210H Myapoil. Bce maabisr
I AQAOHH COMKHYTBI; OOABIIHE M YKA3aT€ABHBIC ITAABIIBI KACAIOTCH KOHYHUKAMH APYI Apyra
U BBITSHYTHL BBEPX.

16) Vajrahunkar-mudra (Baaxpaxyukapa-myapa) — Myapa Beauxoro Bcesmermenus,
CO CKPEIIEHHBIMU 3AIACTBAMH U PYKAMH, ACPIKAIIUMH CKHIIETP U KOAOKOA. DTO MYyApa
Axbsan Byaa B mosunmm yab-yum co cBonmMu cympyramm.

17) Vajratarjani-mudra (BaaxparapAKaHH-MyApa) — TO K€ CAMOE, UTO U TaPpAKAHU-MYAPA,
HO C 6a0HCPOIL° («yaAapom MOAHHIY®) B pyke. Bapxkparranu nzoOpakaercsa ¢ 9T0H MyAPOIL.

18) Varda-mudra (Bapaa-myapa) cumBoAm3upyer OAaroTBOpuTeAbHOCTh. C 9TOH MyApOIt
nsodpakeHsl HeOecHbIT byasa Parrmacambxasa, ['ayrama byasa, beaas Tapa u 3eaenas Tapa.
Ob6e pykn cBOOOAHO BHCHT, BCE ITAABIIBI BBITAHYTH BHU3, AAAOHD IIOBEPHYTA HAPYIKY.

19) Vitark-mudra (Burapk-mMyApa) — MyApa AOKa3aTE€ABCTBA M OOBACHEHHSA OYAAHICKOIO
YYEHHSA, C TOAHATON PYKOH M COIPHUKACAIOIIIMMUCH YKA3aTEABHBIM 1 OOABIINM ITAABLIAMH.

B xuBonucu n nxoHOTrpadHu AYXOBHBIE HIIOCTACH OOAXHCATTBBI OOBIYHO H300PAKAIOTCA
B BHAEC OOpPa30OB-TOAOB CPEAM IPAAEHl BOAOC Ha ero roaose. OOpa3 MHOIOIOAOBOTO
ABarokuTeIIBape B xpame TpuaokmHaTx B AoAmHEe Aaxya UamapaOxara B mrrate XmMadaa-
[Mpapemr (MuaAms) cAyxut ToMy mpumepom. Tam B BeHIle OOAXHCATTBEL ABAAOKHTCIIBAPHI
ITIOMEIICHO n300pakeHue HebecHOro byaast Amurabxm. To, Kak 9Ta TPAAHIINA BOITAOIIAAACEH
B HMHAYUCTCKOH HKOHOTpadpuH B OOACE IO3AHHH IIEPHOA, MOKHO BHAETH HA KAMCHHBIX
n3oOpakeHnAX B \axamanaaae, B mrrate YrrapakxaHA (MHAmA). DTH AMKH-HIIOCTACH MHOTAA
CHMBOAH3HUPYIOTCA X MUCTHYECKUMU sMOAemamu. Tak, Bafipouana cumBoausupyercs charka
(Auckom); AKmoOxesi — BaAkpoii; ParHacambxaBa — ratna (AparoreHHOCTBIO); Ammrabxa —
rakta-padma (KpacHBIM AOTOCOM) U T. A.

C 10OABEMOM TaHTPHU3MA MaxasHCKHE OVAAHIiCKHE OOKecTBa OBIAM  HAACACHBI

MHOTOYMCACHHBIMI CHOCO6HOCTHMI/I, KOTOPBIC CTAAM BBIPAKATHCHA B YBCAMYCHHUH YHCAA AHIL
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n pyk. Takum oOpasom, pasandHble OOKECTBA CTAAHM H300pPaKATHCA MHOIOIOAOBBIMU
I MHOIOPYKHMH. DoaxmcarrBa ABaAOKHTEIIBApa, HAHOOAEE IIOIYAAPHEIL B THOETCKOM
OYAAHIICKOM BEPOYYCHHUH, IIPEACTAA IETEIPEXTAABBIM U OAMHHAALIATUTOAOBBIM, C THICAYCH PYK
I C TAA30M Ha KaKAOHU AaAOHH. MHOMKECTBO TOAOB ABAAOKHTEIIBAPE CBUACTEABCTBYIOT O €IO
3a00Te¢ O OAArOIIOAYYHMM JKHBBIX CYIIECTB, a TBHICAYH PYK C OTKPBITBIMH TAA3aMH

CUMBOAHU3UPYIOT €ro 6AI/IT6AI~:HOCTI~: %8 AO6pO}K6AaT6AI~:HOCTb.

3HaueHne nBeTa B OyAAUICKOM HCKYyCCTBE

[IBeTa mMErOT DOABIIIOE CHMBOANYECKOE 3HAYEHHE B OYAAHIICKOM HCKycCcTBe. BeAbrit et

IIPEACTABAAECT PAAKACTHYICCKIH  («IIAPCTBEHHBIN») XapaKTep, KEATBHIH — CATTBHYECKOE
(paBHOBECHOE) HACTPOCHHE, a4 KPACHBIM, CHHHM M YEPHBII — TAMACTHYCCKUN (KECTKHIT)
xapakrep. Kak mpaBmao, 60rm mM300paKeHBI OEABIM M KEATBIM; T'OOAMHBI — KPACHBIM,

a4 AEMOHHYECKHE IIEPCOHAKU OKPAIIEHBI B YEPHBIM I[BET. DTa IBETOBAad CHUMBOAMKA OYCHD
OAHM3Ka TPAAUIIMOHHOM HMHAHUNCKOM, 3aPHKCHPOBAHHOI B KAACCHYECKHX Tpakrarax. llBera,
HCIIOAB3YEMbIC IIPH H300PAKEHHH HEOECHBIX DyAA, CHMBOAM3HUPYIOT IIATH KOCMHYECKHX
9AeMEHTOB. TakuM 0Opa3som, OEABIH — 3TO IPOCTPAHCTBO, CUHUN — BO3AYX, KEATBII — 3EMA,
KPACHBII — OTOHb U 3€ACHBIM — BOAQ.

Mmuorue CAOMKHBIE, COCTaBHBIE CHMBOABL, MOHOIPAMMBI M MOTHBBI TaK/KE CTAAH
HCIIOAB30BATBCA  AAfl  IIPEACTABACHHUA PA3AMYHBIX OYAAHHCKHX OOKECTB, COOBITHI,
IIPUYUHHBIX CBA3€H M KAHOHHYECKHX aOCTPAaKIUHi B OYAAHMHCKOM AYXOBHOM HCKYCCTBE.
Aecsars rNam-bcu-dbang-ldan, to ectp Aecats Morymecrsennsix BEAunuIn, ABAaserca OAHON U3
TAKUX COCTaBHBIX MHUCTHYECKHX MOHOTIPAMM, HU300paKaeMbIX Ha cho-pen, «aare yaadm». D1a
MOHOIPAMMa IIPEACTABAACT COOON KOMOMHAILIMIO U3 CEMU OYKB M MOTHBOB AASl AVHBI, COAHIIA
1 mAaMeHH. PasAndHBIE 9aCTH 9TOH MOHOTPAMMBI OKPAIIICHBI B CHHHM, YCPHBIN, 3CACHBIM,

KPACHBIN, OCABII 1 KEATHIH 11BeTa (puc. 1).

il
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Puc. 1. Mucmuueckasn mornozpamima.

Eie oAnH HOIyASPHBIN CAOKHBIH CHMBOA, BOIIAOIIAIOIIHMI BECh CIIEKTP THOETCKHUX
Oyaamiickux Bepoydenuit, — sDon-brTsonDam-pa. B mem B cuMmBoAmYeckoit dopme
IIPEACTABACHBI TPU IIOKPOBHUTEAd peAmrmm: Manakympun — Ooaxucarrsa Myapocrn —

npeacraBaeH Ser-phying-gyi-gLegs-bam (Kuuroit Myapoctn) u ral-gri (ITaamenasim Medom).
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Baaxpamanm — OoaxmcartBa Cumasr — cumBoAmsupyercs ne-1so (ABYTAABBIM 3CACHBIM
rorryraem). ABasokmTermBapa — 6oaxmcartBa CocTpasaHua — mpeAcTaBaeH Ngang-paSer-pa
(AByrAaBOIl OpaHKEBOH yTKOI). D1a «Oyaamiickas Tpounma» Myapocrtu, Cuast u Cocrpasanus
OAHIIETBOPAET CIIOCOOHOCTH ACHCTBOBATH, TOBOPUTH U MBICAHTE. DTOT MOTHB TaK/KE O3HAYACT
5IIOXAABHOE COOBITHE: pacupocTpaHeHue Oyaamsma B TuOere. OkeaH CHMBOAHU3HPYET

9
[[TapTapakimaTy , AOTOC CHMBOAH3HUPYET POKACHHOTO B AoTOCe [TaamacamOxaBy, a «Kuunra-n-

10
Mew» — OaarodectuBoro 1apsa Tpuconra Aerena . AByraaBasg OpaH:KeBas yTKa TaKkKe
CHMBOAH3HPYET HMHAHIICKOTO y4eHOro BumAamMuTpy M €ro ImkoAy. ABYTAaBbIH ITOITyrait

ABAAETCA CHUMBOAOM Baiipowana m Apyrux mepeBoAunkos (puc. 2).

Puc. 2. Byoouiickan « Tpouyan.

Haumboaee 3HauMMON M3 MOHOIPAMM THOETCKOTO OYVAAM3MA fABAfETCA rpadudeckoe
nsoobpakenue Srid-pahi hKhor-lo, 1o ectp «Koaeca xxuszam». OHa ITOMEIIAETCA HA CTEHE PAAOM
C LEHTPAABHBIM BXOAOM B xpam. CoraacHo Tpaanimn, mrepsoe «Koaeco xusHm» nzodbpasna cam
byaaa. Camas paHHAA BepcHs 3TOIO MOTHBA HAHACHA B OAHOH u3 rrerep B Apxante [1, c. 309].
Nuaniicknit monax bamae fmre Baec stor cumsoa B Tuber B VIII Beke mH.3., m300pasus ero
B moHacterpe Campa.  Dra BHyIIHTEABHAas KPyrAas MOHOIPAMMA  CHMBOAH3HPYET
LHUKANYCCKYIO IIPUYMHHYIO CBA3b, KOTOpPas IIPEACTABACHA TIMATEABHO IIPOAYMAHHOMN
MATPULEH CHMBOAHMYECKAX 3HAKOB W MOTHBOB B ABCHAAIIATH OBAABHBIX OIIPaBax ODOAQ.
CumBoAa mGon-poNag-po — Maxakaabna, nan Beamkoe Bpema — mpeacraBaen B «Koaece
7KusHm» Kak BCEIPOHMKAIOIEE UYAOBHINE, Kpemko cxkumarormee kpaii «Koaeca Kwusum»
B CBOMX MOIIHBIX YEAIOCTAX U Aamax. Hed coaepixur meryxa, 3MEIO M CBHHBIO, KAKABIH H3
KOTOPBIX IIBITACTCA IIOTAOTHTB APYIOrO, CHMBOAHU3HPYfA IIOXOTH, PEBHOCTb U KAAHOCTD;
I KaKA2A 13 9TUX (PUIYP OKPAIICHA B KPACHBIHN, 3€ACHBII M YECPHBIN IIBETA COOTBETCTBCHHO.
OCHOBHOE ITOA€ MOHOTIPAMMBI IIPEAHA3HAYCHO CHMBOAHM3HPOBATH IIECTh Cep IKHU3HU,
TO ectb chepy OOroB, cepy deaoBedecTBa, OOUTEAb THTAHOB, chepy HPpHU3pakoB, chpepy asa
u cdepy s3Bepeit. «Koreco 7Kusum» — MOIIHBIIN M IPEKPACHBIE CHMBOA OYAAHIICKOTO

AYXOBHOTO HCKYCCTBA, BEIPQKAFOIIIUI CAMBIE TOHKHE ACIIEKTH OYAAUICKOI hraocodum.
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HNxonorpadusa

WNxonorpacdpus OYAAHHCKOrO AYXOBHOIO HCKyCCTBa OdYeHb CAO)HA. (OcTaBasch
CTAHAAPTH3UPOBAHHOI HA IPOTAKEHUU BEKOB, B YCAOBHAX CTPOrOrO COOAIOACHHS KaHOHOB,
OHA IIPEIATCTBOBAAA AFOOBIM IIOIIBITKAM TEMATHYECKOH HOBH3HBI, HHHOBAIIUNA H TBOPYECKHUX
nckanuii. [Tocae MHOTHX A€T HAIIPAKEHHOTO OOYYEHHSA IIOA PYKOBOACTBOM YUIUTEAA HOBHYOK
OBIA IIOAHOCTBIO TOTOB CACAOBATH IO IIPOTOPEHHOI AOPOIKKe. Takum 0Opa3oM, IPOAOAKAACH
IIPOIIECC HEM3MEHHOTIO BOCIIPOM3BEACHHA BEKOBBIX TeM. AaKe KOrAa HOBUYOK CaM CTAHOBHACSH
MAacTepOM, OH HHKOTAA HE CTPEMHACA OBITH OPUIHHAABHBIM U YAOBAETBOPAACA TEM, UTO
MO’KET BEPHO BOCIPOM3BOAUTH TO, Y€MYy €ro VYHAH. Takum oOpasom, AIOOOE CTpeMAEHHE
K HMHAHBHAYAABHOMY BBIPAKEHHIO ITOAHOCTBIO HCKAIOYAAOCH. TeM He MeHee, XYAOKHUK MOT
IIPHAYMBIBATb M BOIIAOIIATH CBOIO COOCTBEHHYIO, HOBYIO TEMY, €CAHM, KOHEYHO, Y HETO
XBATAAO HHTEAACKTYAABHBIX CIIOCOOHOCTEH AAfA KOHIICITYAAU3AINN H HHTEPIIPETAIINN KAKOM-
An60 cdurocodckoit adbcrpakmuu. OAHAKO AaiKE TOTAA OH AOAMKEH OBIA CTPOTO COOAIOAATH
KAHOHHYECKHE IIPABUAA U IIAPAMETPHI.

CAeAOBaTEABHO, BOIIAOIIEHHE TOI'O MAM HHOIO 0Opa3a OBIAO HE CTOABKO TBOPYECKHM
IIPOIIECCOM XYAOKHHKA, CKOABKO BBICOKOAYXOBHBIM yipaxkuenuem. [lo caosam Mboiitpu
Harxa, oBAaseHme wn300PasSUTEABHBIM HCKYCCTBOM, IIOMHMO AaCTPOAOTHH, MEAHUIIHHEL,
I'PAMMATHKH U PHTOPHUKH, OBIAO OAHOM M3 Ba/KHEHIIIHNX 3aAa9 AAfl PYKOIIOAOKEHHOIO MOHAXA,
IIOCKOABKY «0€3 OBAAACHHA IATBIO OOAACTAMH 3HaHUA Aaxke Boicimme CBATBIE HE CMOIYT
Aoctrdb coctoaaua byaasy [2, c. 60]. DTOT KAHOHMYIECKH YKAOH CAEAAA OYAAUICKOE AYXOBHOE
HCKYCCTBO BBEICOKOHMHTEAAEKTYAABHBIM, HO B TO 7K€ BPEMA AOCTATOYHO CTEPEOTUIIHBIM U MEHEe
screrndHbM.  [loaToMy, d9TOOBI  OIIEHHTH  3TO  HCKYCCTBO, BaKHO  IIOHATH  €rO
HHTEAACKTYAABHYIO CYIIIHOCTb M 3HAYHUMOCTb €IO CHUMBOAHKH, TaK KaK CAMO XYAOKECTBEHHOE
MaCTEPCTBO 3ACCh — HE CAMOIIEAD, 4 HHCTPYMEHT AAfl AOCTHKEHUA AYXOBHOM IIEAM.

B  Bumas-rtmrake | m3AOKEHBI IIOAPOOHBIE ~ HMHCTPYKIIUH  OTHOCHTEABHO  Mep,
KOHCTPYKIHUH 1 (POPM BBIPAKEHUA PAZAUYHBIX IAEMEHTOB B HM300Pa3UTEABHOM HCKYCCTBE.
Ocoboe BHHMaHHE YAGACHO KaHOHHYECKONW TouHOCTH HUIYp byaa, Ooaxmcarrs, Beamkmx
Marepeii, THEBHBIX AKIITH (AYXOB IIPHPOABI) M  APYTHUX  CVIIECTB, OOAAAAFOIIHX
4eAOBEKOIIOAOOHBIME (popmamu. Brawase ukonorpadpudeckas dopmyra AAf IPEACTABACHHUSA
o>TuX (POpM OBIAA OCHOBAaHA HA HHAMICKON cucreme navtal («u3 aAeBAtH Iaei»). CoraacHo
9TOH CHCTEME, HACAABHAS (DUIYPA YEAOBEKA COCTABAACT ACBATDH IIIACH B BBICOTY, IIPH 3TOM IIfAD
— PACCTOSHUE MEXKAY MAKCHMAABHO PAa3ABUHYTBIMH KOHIIAMH OOABIIOTO U YKa3aTEABHOTO
ITAABIIEB. DTO TAKKE PACCTOSHUE MEXAY AHHHEH BOAOC H IOADOPOAKOM. Takum oOpasom,
BBICOTA AHMIIA — OAHA HIAABb. OAHA TISAD paBHA ABEHAAIIATH «AHTYAYCOB» (IMMPHHA IAABIIA),
OAMH «aHIYAYC» PaBeH deThIpeM «daszam», a OAHA «a3a» — ABYM AUMEHHBIM 3€PHAM.

[TockoAabky ata cmcrema Obira BHecena u3 Mmamm B Tuber uepes Hemaa, oma crasa
PaCCMATPUBATBHCA KAK KHEIMAABCKHI CTHAB». COrAaCHO 9TOH CHCTEMe, CTOAIAd YeAOBEYecKas
durypa nmeer AeBATH HAACH B BBICOTY. Kakaas mAAb IpeAcTaBAsier OAMH ypoBeHb Kocmoca.
Takum 0OpasoM, CUUTAETCA, YTO HACAAbHAA (PUIYPA YEAOBEKA U3 ACBATHU IIAACH BOIIAOIIAET
Maxpokocm B mukpoxocme. Ilosromy rupakaya (pynaucafnr)12 byaasr B a1O# cmcreme
CYUTACTCA CUMBOAOM Makpomupa. DTH COOTHOIIEHUA BAKHBI, TAK KAK OHH BOIIAOIIAIOT
dpurocodckuii TPUHINI B3aUMO3ABHUCHMOTO IIPOMCXOMKACHUA CYIIECTB U OOBACHAIOT
KOHIICIIIIMIO HUPBAHBI KaK IIEPEXOAHOM (Pa3bl, IIOCPEACTBOM KOTOPONH KOHEYHOE IIEPEXOAUT

B OECKOHEYHOE.
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Dra MHAHMICKasg CHCTEMa OBbIAA PACIINpPEHA U AOIOAHeHa B TuOere HOA BAHAHHEM
AOKTPHHBI TaHTPBL. [lo3iKe, IIOA KHTAHCKHM BAHAHHEM, AYXOBHOE MCKycCTBO TmOera
IIPETEPIIEAO OIIPEACACHHBIC H3MEHEHHUA, HO OTH H3MEHEHHA OBIAM OTPAHUYEHBI TOABKO
HKOHOTPAUIECKUM IIPEACTABACHUEM OOKECTB MECTHOTO IpoucxoxaeHud. Hecmorps Ha 210,
AAHHAA HMHAMIICKAad CHCTEMa IIPOAOAKAAA IOCTEIICHHO BBITECHATHCA KHMTAHCKOM M MECTHOM
HKOHOTPA(UIECKON IPAKTUKON, IIOKA THOETCKOE AYXOBHOE HCKYCCTBO HE CPOPMHPOBAAO
CBOMX CHEHNU(PHUIECKHX HUYEPT, KOTOPbIE OTAHUYAAH €r0 OT HHAHMCKOTO HAHM KHTaHCKOTO
CTHACH, U HE IIPEBPATHAOCH B OTACABHBIH THOETCKHH CTHAB. Tem He MeHee, MHAUNCKHE
HKOHOTpapUYECKHEe HOPMBI IIPOAOAKAAM — OCTABATBCHA  CTAHAAPTOM  AAfA  HACAABHOIT
YeAOBEYECKON (PUIYPHI. YBEAUYEHHE B M300pakaeMOH (PUIype dTHX HOPM CHMBOAU3HPOBAAO
CBEPXYEAOBEYECKUE CIIOCOOHOCTH, 4 YMEHBIIICHHIE — KHEAOYEAOBEUECKUE» YEPTHI CYObEKTA.

B coorBerctBum ¢ THOETCKON HKOHOTPapHYIECKON CHCTEMOI H300paKEHUA CO3AAFOTCA
C HCIIOAB30BAHHEM PAa3AHMYHBIX EAMHUI] U3MEPEHHUSA, B AUAITA30HE OT ACCATH AO ILIECTH IIAACH
B 3aBUCHMOCTH OT CTaTyca CyOBEKTa B IIAHTEHUCTHYECKOH mepapxuu. Aioboe OTKAOHEHHE
OT 9TOTO IPAaBUAA CUHTACTCA TIPEXOBHBIM HapyleHueM. Takum oOpasom, byaawr,
OOAXHCATTBEL U CBATBIE H300PAKEHBI B ACCATHMEPHOM IIKAA€, HO OAHA IAAb AAA Dyaa
COCTABAfIET ABEHAALIATh C IIOAOBHHOW Sar-mo (AaHI'YAYCOB) IIPOTHB OOBIYHBIX ABEHAALIATH.
Takum 00pa3om, BBICOTA H300paKeHUA DYAABI OT TEMEHH AO IIOAOIIB H IIMHPUHA MEKAY
KOHYHKAMH CPEAHHX ITAABIIEB BBITAHYTBIX PYK OIIMCBIBAIOT KBAAPAT C AAHMHON CTOPOHBI
125 amryaycos. Aas Byaarr, n3o0pakaeMOro B CHAAYEM IIOAOKEHHH, HKOHOTpadudeckue
HOPMBI AAfl BEPXHEH YACTH TEAA AOAMKHBI OBITH TAKHMH K€, KAK U AAA CTOSAIIEH (PUIYPHI, HO
AASl HIDKHEH YaCTH HOPMBI OBIAM IIPEAIIMCAHBI ITYTEM TIIATEABHOIO PacdeTa TaK, YTOOBI
pa3Mep KaKAOM YaCTH TEAd HE ObIA HAPYIIEH.

KanoHBI Mep B TpakTaTax yCTAHABAUBAIOT, YTO BYAABI 1 000KECTBACHHBIE AAMBI AOAZKHBI
O®pTh pazmepom 125 sar-mo (amryaycos); 60AxucaTTBBI, AOKAIIAABI M MECTHBIE OOXKECTBA —
120 amryaycos; xenckue mzooOpamenus — 108 aHIyAycoB; rHEBHBIE OOKECTBA, AXAPMIIAABL,
AKIITH U T. A. — 90 aHI'YAYCOB M KAPAUKOBBIE OOzKecTBa — 72 aHryAycoB (puc. 3 u 4).

Xorsi  KaHOHBI  AAA (POPM  YEAOBEKOIIOAOOHBIX — CYIIECTB ~ OBIAM  JKECTKHMU
I HEIOTPEIIMMBIMH, BCE K€ XYAOKHHUK MOT OTKAOHATHCA OT HHUX IIPU H300paAKECHHHU
npupoArl. OH MOT IIO CBOEMY BKYCY CO3AABATH JKUBOITMCHBIC IIEH3AKH CO CKAAAMH,
BOAOIIAAAMH, CAAAMH, ITAOAOHOCAIIUMH W LBETYIIUMU AEPEBBAMH, KUBOTHBIMH, IITHUIIAMH,
0OAAKAMH M T.A., TaK KaK BCE 9TH JAEMEHTH HMMEIOT HEMHAHICKOE IIPOMCXOMKACHHE U HE
PEIYAHPYIOTCA KAACCHYECKUMU MHAUNCKIMHA HOpMamu. MBI He BCTpeYaeM HHUKAKHX YKA3aHHUIN
B KAQCCHYECKHMX HHAHHCKHX TEKCTaX OTHOCHTEABHO H300paKeHHA 3THX dAeMeHTOB. OHH
IIPOHUKAHT B OYAAHIICKOE UCKYCCTBO THOeTa M3 KUTAHCKOM TPAAULIIH.

YrToOBI 3aBepIINTH HAIle OOCYKACHHE, MBI TEIIEPh KPATKO PACCMOTPUM TEXHHUYECKHE
ACITEKTBI OYAAMIICKOIO HCKYCCTBA. PEMECACHHUKHI U XYAOKHUKH PAa3BUAH U YCOBEPIIIEHCTBOBAAL
PA3AHYHBIE METOABI CO3AAHUA «ABYMEPHBIX» (IIAOCKOCTHBIX) M «TPEXMEPHBIX» (OOBEMHBIX)
n300pakeHUH OyAAMHCKHX OokecTB. AAf IIEpBOTO THIIA, TO €CTb PHCYHKA, XYAOKHHKN
HCIIOAB30BAAM TEXHHKY PpOCIHCH Ha OIITYKATyPEHHBIX CTeHaX. B ocHOBHOM  3aech
YIOTPEOAANCh MHUHEPAABHBIE IIMTMEHTBI PA3HBIX I[BETOB, 4 B HCKAIOYUTEABHBIX CAYYafAX —

30A0TOI HOPOIIOK. PacTUTEeABHBEIE KPACKH HMCIIOAB30BAAUCH PEAKO (pHC. 5).
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(Aadaxx).

B rexmmke cospamms mauka, TO €CTh CBEPHYTBHIX IIEPEHOCHEIX CBHTKOB, HM300paKEHUA
HA TIPYHTOBAHHON XAOIYATOOYMA:KHOM TKAHH TAKKE PHCOBAAM C HCIOAB30OBAHHEM

MHHEPAABHBIX IINIMeHTOB. Ha HIX n3peAka BoIIIIBAANCH OAaroAapHOCTH (puc. 6).

Puc. 6. Xyooowcnux, pucyrowmuii marxa.

EcAu roBOpHUTH O TPEeXMEPHBIX M300paKEHUAX, TO TEXHUKA CO3AAHUA (PUIYP U3 AEpeBa,
BO3MOYKHO, OBIAA CaMOM cTapo#l (puc. 7). 3a Hell ITOCACAOBAAA TEXHHKA CO3AAHHA ACITHBIX
uryp n3 mrrykarypkn. Hekoropsie 3 HUX MOKHO BHAECTH Ha MOHACTEIpe AAdum B Aapaxxe
(Muausa) m Tabo Yoxop B aoamne Crowmru B mrrare Xumadas-lIlpasemr (puc. 8). ®uryper

13 METaAAd OBIAM HE OYEHb IOUYAAPHBI M3-32 HEOAArOUPHUATHBIX TeO(PU3NIECKUX YCAOBHI
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B TpaHCI‘I/IMaAaI‘/'ICKI/IX BBICOTHBIX PEruoOHax. AAH HU3TOTOBACHMSA MOHAIIIECKHUX MY3bIKAAbHBIX

HHCTPYMEHTOB IIPUMEHAAACH TEXHUKA AHCTOBOI IpeccoBKu (puc. 9).

Puc. 7. Apesnee usobpancerue cmonmpezo Byoder co caymeumenamu, us deodapa (us Antiguities of Indian
Tibet, A. H. Francke, T. ).

i i

Puc. 8. Apesnee usobpancerue cmoanpezo Puc. 9. Tladmananu (aumas 6ponsa)
Byoow: co caymcumensmu, us deodapa 6 Ay-Kxcanz monacmeipsa Aanxap.

(us Antiguities of Indian Tibet,
A. H. Francke, T. 1).

231



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

Pesrommpys Bce ckasaHHOE, HOBTOPUM €IIE Pa3 HAIy TAABHYIO MBICAB. Dyaamiickoe
HCKYCCTBO IIPUHIIUIIHAABHO PEAHTHO3HO, 4 TOYHEE — AYXOBHO. DTO O3HAYAET, YTO OHO, KaK U
BCAKOE AYXOBHOE HMCKYCCTBO, AUIIb B MUHHMAABHON CTEIIEHH OBIAO (DOPMOIT CAMOBBIPAIKEHUA
XyAO)KHHKA. Ero 1eap — AOHECTH AO 3pHUTEACH HMCTHHBI OYAAHICKOTO BEPOYUICHHUA
B CHMBOAHYECKOH dhopme, TO eCTh B TOI popMe, B KAaKOI OHU XOTHA OBl OTYACTH CTAHOBATCA
AOCTYITHBIMH PSAAOBBIM AIOAfIM; 3aAaThb MM BBICOKHIT HACTPOH M IPHOOIIHUTHh MX K Brrcrmer
peaapHOCTH. [IpHm 3TOM M caMH CHMBOABI OTHIOAb HE CAYYAHHBI; OHH ABAAIOTCA AACKBATHBIM
BEIPA/KEHUEM PA3AHMYHBIX acIIEeKTOB 3Tol Brrcrre#n peaarnOcTH. [losTomy mHecAywaitmo

B VHANK HCKYCCTBO pacCMAaTPUBAAOCH KaK ACHCTBEHHBII CIIOCOO AYXOBHOTO BOCXOKACHHI.
ITpumeuanua

1. Ba@:)fcpa;i HG — TAHTPUYECKOE HAIIpaBAEHHUE, OOpasoBaBIieecs BHyTpru Maxadusl B V Beke
HAITIEH 3PHL.

2. byaantickuii HacTaBHUK B TuOere, KPYIIHBINA IIEPEBOAYHK C CAHCKpHUTA, X—XI BB. H.9.

3. Cmxasupvr — «crapenmuney; CrxaBupaBasa  (I'xepaBasa), OyKBaAbHO — —
IIPOIIOBEAYIOIIIHE CO CAOB CTAPEHIIINH») — caMas ApeBHAA u3 18 mkoA Oyaausma.

4. TpaAUIIMOHHOE Ha3BaHHUE B MHAYH3ME H OYAAM3ME AIOAEH, AOCTHUITIIHX B IIpOIEcce
IICHXOIIPAKTHK CBEPXCIIOCOOHOCTEH, — CUOOXU.

5. Tpunumaka — cBOA OYAAMICKUX CBAIIEHHBIX TEKCTOB, cO3AaHHBIX B V—III BB. A0 H. 3.
na Ilepsom Byaaniickom cobope.

6. Ot cammea — opAHA U3 OCHOBHBIX I'VH (KadecTB HpupoAbl Kocmoca u geaoseka). Cpean
TpeX IYH — cammeéa, paoddca M mamac — CaTTBa CYNUTAeTCA HAaMOOAEE BBICOKOI, OAaroi
U YUCTOM.

7. I'yaa paooicac (cM. IPEABIAYIIHIT KOMMEHTAPHUNA) OAHIIETBOPACT aKTHBHOCTD, SHEPTHUIO,
cTpacTb. YacTo «paAKaCTHIECKHUI» HHTEPIPETUPYETCH KK «I[APCTBEHHBIIN.

8. Baooicpa — MupOAOTHYIECKOE PUTYAABHOE OPY/KHE B THOETCKOM OYAAH3ME.

9. llanmapaxwuma — xpyrHenmuni oyaaniickuii purocod Muamn u yanreasr VIII Beka,
HACTOATEAB MOHACTHIpA-yHUBepcuTeTa Haramaa.

10. Tpuauare BocbMO# mapp Tubera, mpasusiinii B 755—797 rr. Ceirpaa BaKHYIO POAB
B YCTAHOBACHHH U PA3BUTHU OYAAH3MA B CBOEH CTpaHE.

11. Bunasa-numaxa («KopsmHa AHCIIMIIAMHBEIY) — OYAAHICKOE IIHMCaHUE, II€pBasd U3 TPeX
vacredl Tpururaku, coOpaHus CBAMIEHHBIX OYAAHHCKHX TEKCTOB.

12. Pynakas — B OyAAHIICKOIT MI(POAOTHN MaxXasHBI OAHO U3 «Tpex TeA» (Tpukad) Byaasr.

13. TpaAUIITMOHHBII BUA MyKCKOH OAEKABI, PACIIPOCTpaHEHHBIH B MHANM.
Anreparypa
1. Fergusson, J. F. & Burgess, J. Cave Temples of India. London: W. H. Allen & Co., 1880.
2. Gyatsho, Thubten Legshay. Gateway to the Temple. Kathmandu: Ratna Pustak Bandar,
1979.
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Abstract

The article analyzes Buddhist art. The specificity of Tibetan Buddhism is emphasized
in comparison with the original Indian version of the Buddhist creed, which left its mark
on the themes of the works, as well as on the artistic embodiment of the main ideas and
motives. The pantheistic “universe” of Vajrayan Buddhism is classified, the symbolism that
forms the basis of Buddhist art (symbolism of color, gestures-wise, etc.), as well as
the principles of iconology, are analyzed in detail. The conclusion is made that for
an adequate assessment of this art it is important to understand its intellectual essence and
the significance of its symbolism, since Buddhist art is a tool to achieve a spiritual goal.
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The Buddhist art is highly mystic and essentially ecclesiastic. Its thematic sphere
is extremely vast, complex and abstruse under esotericism, extending over all the conceivable
and unconceivable existences: phenomenal and noumenal in all the spheres. The most
significant aspect of Vajrayan Buddhism is the range of its pantheistic system, evolved to give
popular interpretation to the various abstract and complex doctrinal concepts. To that end,
an eclaborate range of the Buddhas was envisioned and that was enlarged and elaborated
further by the induction of many metaphysical manifestations and their female counterparts.
Besides, admitting innumerable divinities of the Shaiv, Shakta and other Brahminic cults,
the Vajrayan Buddhism also assimilated hosts of pre-Buddhist Bon deities of Tibet
to identify it with the native creed so that it was acceptable to the lay folks. Thus, the Tibetan
version of Vajrayan Buddhism may be significantly different and very complex from its Indian
archetype. Under such inductions, the pantheistic universe of Vajrayan Buddhism is very vast.
That may be broadly grouped into the ten categories. Those are: (1) the Manushi Buddhas,
(2) the Dhyani Buddhas or Jins, (3) the Celestial Boddhisattvas, (4) the Human Boddhisattvas,
(5) the Tutelary deities, (6) the Dharampals — the protective deities, (7) the Dakkinis (the female
protective deities), (8) the Brahminic deities, (9) the local and country gods and (10)
the personal gods. To discuss in detail the Tibetan Vajrayan pantheistic system of Buddhism
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is by itself an exhaustive and independent study. Therefore, only a brief introduction of that
extremely complex subject is intended here.

The Buddhas in their innumerable forms rank the highest in the Buddhist pantheistic
hierarchy. Among those, the Dhyani Buddhas and the Medicine Buddhas are depicted seated
in the vajrasan, describing their characteristic hand gestures. They are represented
in the austere attires of the monks. However, when the Dhyani Buddhas are depicted
in the sambhog-kaya form, i.e., in the refulgent reflex, they are adorned with the royal robes,
jewels, crowns, etc.

The Boddhisattvas are fully adorned and bejewelled. Avalokiteshvar is the most popular
of the category in the Himalayan (Tibetan) Buddhism. One may find him occupying central
position in the murals of Rinchen Zangpo Age establishments, i.e., the monasteries that
Rinchen Zangpo Age and his junior contemporaries founded. In the murals of that age, he is
represented as the four-headed and eleven-headed, having a thousand eyes, one on each palm.

The most human among the Buddhas are their earthly manifestations — the Manushi
Buddhas or the Buddhas of Past Epochs or the Tathagats. According to the Mahayanist
tradition, there are seven such manifestations: (i) ¥Nam-gzigs (Vipashyin), (ii) gTsug-gtor-chan
(Shikhin), (iii) Tam-chad-skyob (Vishvabhu), (iv) Khor-wa-hjigs (Krakuchand), (v) gSer-thub
(Kanakamuni), (vi) Od-sruns (Kashyap), and (vii) Sakya-thub-pa (Shakyamuni). All the Manushi
Buddhas are shown as clad in Indian monk’s garb.

The Indian saints, the apotheosised lamas and the great patrons of Buddhism in Tibet
have also been deified as the mortal Boddhisattvas. Among them, the ten disciples
of the Buddha and the eighteen sthavirs, who propagated the 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 Boddhisattvas. Among those, the names of Ashvaghosh, Nagarjun, Aryadev, Asang,
Vasubandhu, Dharmakirti, Chandrakirti, Shantarakshit and Atish are the significant ones.
However, the Tantric exponents of the Mahayan School earned a higher place among
the mortal Boddhisattvas. They were esteemed as the maha-siddhas. Above all, Guru
Padmasambhav, the great exponent of the Vajrayan Buddhism and the founder of Buddhism
in Central Tibet came to be esteemed even higher to the Buddha himself among the followers
of the Nyingma sect that he founded. To highlight his eight-fold Tantric faculties, he is
represented in iconography in eight manifestations, as (1) the Guru Rinpoche, the Precious
Teacher, (2) the Pamasolwa, Padmasambhav in the mahamudra posture, (3) the Guru Pama
Gyalpo, the king-possessor of the Tripitak, (4) the Guru Dorje Dolo, the Diamond Protector,
(5) the Nyma Ozer, the Radiant Sun of Darkness, (6) the Shakyasengge, the Second Shakya,
(7) the Guru Sengge Dadag, the Propagator of Dharma and (8) the Lodan-Chog-sre,
the Propagator of Knowledge.

Among the apotheosised Tibetan lamas, the founders of different sects are also ranked
as the Boddhisattvas. Thus, Tsongkhapa Lotro Trakpa, the founder of Gelukpa, Marpa and
Milaripa, the founders of Kargyupa and Sakya Pandit, the famous lama of Sakyapa are
apotheosised. The status of Boddhisattva was also conferred upon Songtsen Gampo,
the sagacious king of Tibet, Thomi Sambhot, who introduced script for 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 Boddhisattvas as the 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 twenty-one
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manifestations of Tara in the Tibetan Buddhism. Dolma Pagmo (Marichi Vajra-Varahi) has
a beautiful and richly carves ancient wooden temple to her at Udaipur in the Chandrabhaga
Valley of Lahul in Himachal Pradesh (India).

The demonic manifestations of Buddhas and Boddhisattvas are the tutelary deities.
Besides those, the different sects of Tibetan Buddhism have also envisioned their own
sectarian tutelary deities. Accordingly, rDo-rjejigs-byed (Vajra Bhairav) and bDe-mchog
(Samvar) are the tutelary deities of Gelukpa, rDo-rjephur-ba (Vajra Phurba) is of the Sakyapa;
and Dub-pa-koh-gye is of the Nyingmapa. Other tutelary deities are Kye-rdo-rje (Hevajra),
Sans-gyes-t'od-pa (Buddhakapal), gShin-rje (Yam), etc.

Subordinate to the tutelary deities, are the chos-skyong (the Dharmapals i.c., the protective
deities). They are depicted in the most hideous manner, having the fierce and dreadful
appearance. The Brahminic fiend Bhairav might have given rise to the concept of Dharmapals
—- the protective deities — in the Mahayan Buddhism and so may be the induction of Dakkinis
(the female protective deities), the metamorphoses of the Brahminic goddess Kali.

Numerous Brahminic gods have also been admitted into the Mahayanic Buddhist
pantheistic system. Those may be roughly defined under the eight categories as the lha
(the devata), the klu (Nag or serpent), the gnod-sbyin (Yaksha or genii), the dri-za (Gandharv
or angel), the lha-ma-yin (Asur or titan), the namk’ah-ldin (Garud or phoenix ), the mi-ham-chi
(Kinnar or the celestial singers), to- ‘bye-ch’en-po (Mahorag or the great reptiles), etc.

The local gods and personal gods are mostly of the pre-Buddhist Bon origin. They were
admitted into the Tibetan Buddhism in the process of pantheistic syncretism. These deities
occupy subordinate position in the pantheistic hierarchy as the defenders of faith.

Iconology in the Ecclesiastic Buddhist Art

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

Each deity of the Vajrayan pantheon is given a definite iconographic identity through
the symbolic mode. The moods, attitudes, sitting postures, hand-gestures, number of faces
and arms, colours, costumes, attributes, etc. not only constitute the characterising symbols that
reflect the inherent virtues, faculties and potentialities of different deities, but these also
identify those deities with their respective parivars (families). Thus, each element of an icon
is important and meaningful for its symbolic significance; and the whole icon is a grand
composite symbol that may represent a cosmic phenomenon, a Tantric system, a philosophical
idea or an abstract concept.

The Buddha is depicted in the iconography as a mendicant clad in a most austere manner
and supporting the tonsured hair. This representation is a universal symbol of peace,
compassion and charity. He is depicted seated on a lotus-cushion that symbolises absolute
purity and divine birth. The expression on his face mirrors divine calmness of the ‘mild’ form,
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ie., satvik temperament. This expression is also characteristic of the Boddhisattvas —
the celestial reflexes of the Buddha.

However, unlike the mendicant Buddha, the celestial Boddhisattvas 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 symbolise their celestial regality or
the rajasik temperament. Thus, the variation in mood, attitude, sitting posture, hand-gesture,
costume, colour, attribute, etc. may represent different role of the same deity. For example,
Boddhisattva Manjushri in his popular compassionate disposition, attired in the regal
costumes, is regarded as the satvik (mild) deity, but his portrayal as the rDo-rjehJhigs-byed
(Vajra Bhairav) represents his tamsik (fierce) aspect.

The tamsik temperament characterises the drag-pas (the fierce deities). They are regarded
as the Protectors of the Doctrine. These deities are represented in the iconography with
the large heads, having a third eye on their foreheads, having bulky bodies, thorny hairs,
aggressive gestures, etc.. They are similar to the ‘to-was’, ie., the angry deities. However,
the drag-pas are characterised by the strings of skulls around their ‘flaming tongues’. Further,
the drag-pas are shown trampling the prostrate bodies. Thus, though they may look menacing,
but none of the drag-pas is demonic. In fact, the more merciful and compassionate the deity,
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 and standing attitudes to accentuate
different moods, which mainly serve to 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 dvibhang-mudra (double-twist posture) and tribhang-mudra (triple-twist
posture) to create an effect of physical grace and linear harmony. However, this rule
is deliberately set aside for the figures of fierce female deities; these are made grotesque and
stiff to represent chaos and disorder.

The most favourite sitting posture for the Buddhas in the visual representation is
the rdorjeskyil-drun or the vajrasan, i.e., the diamond or the adamantine or the fixed posture.
It is a well-known Buddha posture, in which the legs are firmly locked with the soles shown
fully upwards. This posture symbolises changelessness. When one sits in the vajrasan with
the unlocked hands loosely resting in the lap, the posture is called dhyanasan, ie.,
the meditational posture. The some other notable sitting postures and their symbolic
significance are (1) the satvasan, symbolising the maiden emergence from meditation,
(2) the niyamapalanasan, representing a meditational stage next to the satvasan,
(3) the lalitasan signifying regality, charm and bliss and (4) the Maitrey’s asan suggests
the ever-preparedness.

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

(1) Abhay-mudra symbolises audacity or fearlessness. In this mudra, the slightly bent right
arm is elevated. The hand, with palm face outwards and all fingers are extended in level with
the shoulder. This mudra is associated with the celestial Buddha Amoghasiddhi.

(2) Anjali-mudra symbolises salutation or an act of honour. In this mudra, the arms are
extended outwards above the head, the palms are turned up and fingers extended.
Avalokiteshvar holding image of Amitabh is depicted in this mudra.
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(3) Bhootadamar-mudra is the awe-inspiring gesture. For this mudra, both the wrists are
crossed against breast. The hands hold nothing and the palms are outwards. Index and little
fingers are straight upwards and the others are slightly bent. This is the hand gesture
of Bhootadamar Vajrapani.

(4) Bhumisparsh-mudra is the most common hand-gesture to represent the Buddha in art
and iconography. In this mudra, the left hand rests on the lap, with palm upward. The right
arm is pendant over the right knee; palm inwards all fingers down, touching the lotus cushion
or earth. This mudra symbolises the Buddha’s victory over Mar — the demon. The celestial
Buddha Akshobhya is depicted in this gesture.

(5) Buddhashraman-mudra signifies greetings. In this mudra, the right hand, stretched
outwards with the palm and fingers facing upwards, is positioned in level with the head.
Vasudhara and Ushnishavijaya are depicted in this mudra.

(6) Dharmachakrapravartan-mudra, i.e., ‘Turning the Wheel of Law’, symbolises
the Buddha as the Preacher of Dharma. In this mudra, both hands are against the breast, left
hand covering the right.

(7) Karan-mudra indicates evil intent. Except the index finger, which is outstretched
pointing outwards, all fingers are doubled into the fist. Marichi is represented in this mudra.

(8) Kshepan-mudra signifies sprinkling of amrit (ambrosia). For this mudra, the hands,
joined palm to palm, are turned downwards with the tips of fingers touching the kalash
(goblet) of amrit.

(9) Namaskar mudra is the gesture of praying. For this mudra, both hands are folded in
front of breast. Avalokiteshvar and Yam are represented in this mudra.

(10) Pashatarjani-mudra is the same as the tarjani-mudra, but with a pash (noose)
in the hand. Jambhal is depicted in this mudra.

(11) Samadhi-mudra or Dhyan-mudra or the meditational gesture symbolises an
equanimous attitude. Hands rest on the lap, right hand on the left hand, with all fingers
extended and palms upwards. This is the mudra of Gautam Buddha, Manjushri and Amitabh.

(12) Sharan-mudra symbolises refuge-giving attitude. This gesture is identical to the varda-
mudra, but with the arm, slightly bent and the palm hanging like a pendant.

(13) Tarjani-mudra is the gesture of warding off the evil spirits with forefinger and little
finger outstretched menacingly. This is the gesture of Marichi.

(14) Tarpan-mudra is the gesture of paying homage. For this gesture, an arm or both arms
are bent and raised at the shoulder level. The palms are turned downwards with
the outstretched finger pointing towards the shoulders.

(15) Uttarabodhi-mudra represents a state of higher consciousness. The celestial Buddha
Vairochan is depicted in this mudra. In this mudra, all fingers and palms are locked; thumbs
and index fingers touch each other at tips and extend upwards.

(16) Vajrahunkar-mudra is the Gesture of Great Embrace with the crossed wrists and
the hands holding a sceptre and bell. This is the mudra of Dhyani Buddhas in the yab-yum
position with their consorts.

(17) Vajratarjani-mudra is the same as the tarjani-mudra, but with a vajra (thunderbolt)
in the hand. Vajrapani is depicted in this mudra.

(18) Varda-mudra symbolises charity. The celestial Buddha Ratnasambhav, Gautam
Buddha, the White Tara and the Green Tara are depicted in this gesture. In this mudra, both
arms are pendant, all fingers extended downwards, palm turned outwards.
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(19) Vitark-mudra is the gesture of argument to explain the Buddhist teachings with
the hand raised and tips of forefinger and thumb touching.

In the art and iconography, the spiritual fathers of the Boddhisattvas are generally shown
seated amidst the locks of hair on the head. The images of Avalokiteshvar in the Trilokinath
temple in Chandrabhaga Valley of Lahul in Himachal Pradesh (India) are the examples
to the point. There, the celestial Buddha Amitabh is depicted in the roundel of the crown
of Boddhisattva Avalokiteshvar. How this formula was adopted into the Hindu iconography
in the later period may best be known from the lifesize stone images of Jay and Vijay
at Lakhamandal in Uttarakhand (India).

The surmounting Jins are at times symbolised by their mystic emblems. Thus, Vairochan
is symbolised by the charka (disc); Akshobhya represented by the vajra (thunderbolt);
Ratnasambhav indicated by the ratna (jewel); Amitabh represented by the rakta-padma (red
lotus) and Amoghasiddhi symbolised by the vishva-vajra (double thunderbolt). These symbols
are shown on the crowns of the respective Boddhisattvas. Sometimes, the Boddhisattvas are
depicted as holding the symbols of their respective spiritual fathers (the Jins) in their hands
as their attributes.

With the rise of Tantrism, the Mahayan Buddhist deities were endowed with
the numerous faculties, which came to be expressed in the art and iconography
by the increased number of faces and arms. Thus, various deities were given multi-headed
and multi-armed forms. The Boddhisattva Avalokiteshvar, the most popular deity
of the Tibetan Buddhist creed, was accorded the most pompous representation as the four-
headed and the eleven-headed forms, with the thousand hands with open palms having
an open eye on each of them. The extra heads of Avalokiteshvar signify his concern for
the welfare of living existence and the thousand hands with the open eyes symbolise his
watchful and benevolent disposition.

Significance of Colours in the Buddhist Art

The colours carry great symbolic significance in the Buddhist ecclesiastic art. White
represents the rajasik (regal) temperament, yellow stand for the satvik (moderate) mood, and
the red, blue and black signify the tamasik (fierce) disposition. As a rule, the gods are depicted
white and yellow; the goblins are represented red and the demonic characters are painted
black. This colour-symbolism is very similar to the traditional Indian concept recorded in
the classical treatises. The colours, when identified with the Jins — the celestial Buddhas —
symbolise five cosmic elements. Thus, the white is for space, the blue for air, the yellow for
carth, the red for fire and the green for water (Fig. 1).

Certain composite symbols, monograms and motifs have also acquired considerable
sanctimonious significance for representing the various Buddhist divinities, events, causal
nexuses and canonical abstractions in the Buddhist ecclesiastic art. The rNam-bcu-dbang-ldan,
i.e., the Ten Mighty Ones is one of such mystic monograms depicted on the cho-pen, i.e.,
the luck-flags. This monogram is a combination of seven letters and motifs for moon, sun
and a flame. Different parts of this monogram are printed blue, black, green, red, white and
yellow.
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(Fig. 1) The Mystic Syllables. (Fig. 2) The Composite symbol representing
the Buddhist Trinaty.

The sDon-brTsonDam-pa is another popular composite motif that epitomises the entire
gamut of Tibetan Buddhist creed. The three patrons of the religion are represented in this
motif in a symbolic manner. Manjushri — the Boddhisattva of Wisdom is represented
by the Ser-phying-gyi-gLegs-bam (the Book of Wisdom) and the ral-gri (the Flaming Sword).
Vajrapani — the Boddhisattva of Power — is symbolised by the ne-Tso (the twin-headed green
parrot). Avalokiteshvar — the Boddhisattva of Compassion is represented by the Ngang-paSer-
pa (the twin-headed orange duck). This ‘Buddhist Trinity’ of Wisdom, Power and Compassion
is invoked for proficiency in action, speech and thought. This motif also signifies the epoch-
making event of the spread of Buddhism in Tibet. The ocean symbolises Shantarakshit,
the lotus is symbolical of the lotus-born Padmasambhav and the Book-and-Sword symbolises
the pious king Trhisong Detsen. The twin-headed orange duck also symbolises the Indian
scholar Vimlamitra and his school. The twin-headed parrot is symbolical of Vairochan and
other translators (Fig. 2).

The most significant of the Tibetan Buddhist monograms is the pictorial representations
of the Srid-pahi hKhor-lo, i.c., the “Wheel of Life’. This grand motif is painted essentiality on
the wall beside the main door of lha-khang (a temple). According to the tradition, the Buddha
himself drew the first “‘Wheel of Life’ with the grains of rice. The earliest version of this motif
appears in one of the caves at Ajanta [1, p. 309]. An Indian monk Bande Yashe introduced
that in Tibet in the CE 8" century at the Samya monastery in Central Tibet. 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-poNag-po —
the Mahakal or the Great Time — is represented in “Wheel of Life’ as an all-pervading terrific
monster who is gripping firmly the rim of the “Wheel of Life’ in his powerful jaws and paws.
The nave contains a cock, a snake and a pig, each attempting to devour the other, symbolising
the rag (lust), the dvesh (jealousy) and the moh (greed); and each of these figures is coloured
red, green and black respectively. The main field is filled to symbolise six spheres of life, i.e.,
the spheres of gods, the sphere of humankind, the abode of titans, the sphere of tantalised
ghosts, the sphere of hell and the sphere of beasts. The ‘Wheel of Life’ is so compendious
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a symbol of the Buddhist ecclesiastic art that it can explain the subtlest aspects
of the Buddhist philosophy in the most appealing and effective manner.

Iconographic Process

The iconographic process of the Buddhist ecclesiastic art is very intricate and complex.
Having remained standardised through ages under its strict adherence to the canons, it has
discouraged any attempt towards thematic novelty, innovation and creative imagery. Through
years of strenuous apprenticeship under a teacher, the novice is fully conditioned to follow
the beaten track. Thus, the process of unaltered reproduction of the age-old themes
continues. Even at a stage, when a novice himself becomes a master, he never aspires to be
original, but feels contented in reproducing faithfully what has been taught to him. Thus, any
effort towards individualistic expression is completely excluded from the ‘work’, which has
to be faithful to the formative and normative canonical requirements. Nevertheless, the artist
is free to ‘create’ his own ‘theme’ if he has attained an intellectual faculty to conceptualise and
interpret the abstraction. However, even then, he has to follow strictly the canonical
regulations and parameters.

Therefore, the formalisation of an image may not be a creative process, but it is a highly
spiritual exercise. According to Maitrey Nath, 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]. That canonical bias of the Buddhist
ecclesiastic art has made it highly intellectual, but also highly stereotyped and rigid and least
aesthetic. Therefore, to appreciate this ‘art’, it is essential to understand its intellectual essence
and the importance of its symbology, because it is not an end by itself, but a ‘tool’ to realise
a spiritual end.

The Vinay prescribes detailed instructions regarding the measures, designs and treatments
of different elements in the representational art. However, great emphasis has been laid on
the canonical accuracy of figures of the Buddhas, Boddhisattvas, Great Mothers, wrathful
Yakshas and other human forms. In the beginning, the iconographic formula for the depiction
of these forms 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, which is the distance between the tip of thumb and the tip of index finger of
the outstretched hand. This is also the distance between the haitline and the chin. Thus,
the face is one span-unit in length. One span-unit is equal to twelve angulis (finger unit
or Bhoti: sar-mo). One anguli is equal to four legs (Bhoti: kang-pa) and one leg equals two
barley grains (Bhoti: ne).

Since that system was introduced from India into Tibet through Nepal, it came to be
regarded as the bal-bris, i.c., 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 nine spans is considered to epitomise
the macrocosm into the microcosmic replica. Therefore, the rupakaya of the Buddha
in the navtal scale is idealised as the symbol of the macrocosm. This relationship is
important, for it follows the philosophical tenet of the interdependent origination of entities,
and explains the concept of nirvan as a transitory phase, through which a finite ‘blows out’

into infinite.
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The Indian navtal system was highly enlarged in Tibet under the Tantric influence. Later,
under the Chinese iconographic influence, the ecclesiastic art of Tibet underwent certain
changes, but those changes remained confined only to the iconographical treatment of
the deities of local origin and landscaping. Even so, the Indian navtal system continued to be
gradually superseded by the Chinese and local iconographic practices until Tibetan ecclesiastic
art developed quintessential qualities that made it look different from the Indian or
the Chinese styles as the dblls-bris, i.c., the Tibetan style of art. Nevertheless, the Indian
iconographic norms continued to be the standard for an ideal human figure. The increase
from those norms signified the superhuman faculties and decrease, the subhuman traits
of the subject.

Under the Tibetan iconographic system, the images are created on the 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 this rule is considered a sinful infringement.
Thus, the Buddhas, Boddhisattvas and saints are depicted in the ten-span measure, but
the one span-unit for the Buddhas measures twelve-and-half sar-mo (angulis or finger-widths)
against the usual twelve finger-widths. Thus, the height of an image of the Buddha from
the topknot to the sole and the width between the tips of the middle fingers of the hands
of the outstretched arms describe a square of 125 finger-widths or the ten spans of twelve-
and-half finger-widths each. For the Buddha portrayed in the 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.

The measurements for the images of different subjects in the treatises provide that
the Buddhas and deified lamas should be 125 sar-mo, the Boddhisattvas, the Lokapals and
local deities 120 sar-mo; the female characters 108 sar-mo; the wrathful deities, Dharmpals,
Yakshas, etc. 96 sar-mo and the dwarfed deities, 72 sar-mo (Fig. 3 and 4).

(Fig. 3) The navtal grid of the seated Buddha
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Although the canons are rigid and infallible for depicting the forms of various figures so
that these should conform to fixed iconographic norms, yet the artists 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, etc. of
his liking. Because, all these non-human pictorial elements are of the non-Indian origin, hence
these are not regulated by the classical Indian norms. In fact, we do not come across any
stipulation in the classical Indian texts about the depiction of these non-figural elements.
These crept into the Buddhist ecclesiastic art of Tibet from the Chinese tradition.

To conclude our discussion, let us now briefly glance over the technical aspects of
the Buddhist ecclesiastic art. The artisans and artists have evolved and perfected various
techniques to make the ‘two-dimensional’ and ‘three-dimensional’ images of the Buddhist
deities and other divinities drawn from the Buddhist lore. For making the two-dimensional
images, the artisans and artists adopted the technique of mural painting on the plastered walls.
The mostly used the mineral pigments of various colours to make wall paintings. However, in
exceptional cases, the artisans and artists also used gold powder. They rarely used vegetal

colours (Fig. 5).
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(Fig. 5) Texctile design (detail) of the dboti of Aualokiteshvar, Mural at Sumisek Lha-kbang at Alchi.

Making thanka, i.c., the rolled-up portable images, painting has been another technique of
making two-dimensional images. In this technique, the images are made on the primed cotton
cloth by painting, using mineral pigments. Embroidered thankas are also made, but such
thankas are very rare (Fig. 6).

(Fig. 6) An artist engrossed in painting thanka.

Among the three-dimensional images, the technique of making of ‘wooden images’ was
perhaps been the oldest (Fig 7). That is followed by the technique of making ‘stucco images’.
Some of the ‘stucco images’ are three storey-tall, Alchi monastery at Alchi in Ladakh (India)
and Tabo Chokhor in Spiti Valley of Himachal Pradesh (India) (Fig. 8). The technique of
making ‘metallic images’ has not been very popular due to the adverse geo-physical conditions
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in the high and trans-Himalayan regions, where the Buddhism has been the way of life.
The sheet-pressing or repoussé technique is adopted for making monastic musical instruments
etc. (Fig. 9).

(Fig. 7) The ancient image of the standing Buddha with attendants made of deodar wood (reproduced from
Antiquities of Indian Tibet by A. H. Francke, 10l. ).

X .. P .:1

(Fig. 8) The ancient image of the standing — (Fig. 9) Padmapani (cast bronze)
Buddha with attendants made of deodar in the Du-khang of Dhankar monastery.
wood (reproduced from Antiquities of

Indian Tibet by A. H. Francke, 170l. 1).
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Summarizing, we repeat once again our main idea. Buddhist art is fundamentally religious,
or rather, spiritual. This means that it, like any spiritual art, was only to a minimum degree
a form of self-expression of the artist. Its purpose is to convey to the audience the truths of
Buddhist dogma in a symbolic form, that is, in the form in which they at least partially become
accessible to ordinary people; introduce them to the Supreme reality. Moreover, the symbols
themselves are by no means random; they are an adequate expression of various aspects of
this Supreme reality. Therefore, in India, art was seen as an effective way of spiritual
development.
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