VISUAL DHARMA: THE BUDDHIST ART OF TIRET

excgr_p_ted from “Visual Dharma: The Buddhist Art of Tibet” by Chogyam Trungpa Rinpoche,
exhibition catalog published by Shambhala Publications 1975

BACKGROUND AND HISTORY

The art of Tibet is entirely based on the spirituality of Buddhism. The pure native Tibetan art
of the Pon (Tt.: bon)* tradition was lost with the coming of Buddhism to Tibet from India in
the ninth century. The main source of the Tibetan art that has flourished since then is the
iconographical art of India with strong influences from China and Persia.

One of the first examples of Buddhist art in Tibet was produced in the time of King Songtsen
Gampo (Tt.: srong btsan sgam po; reigned 608-649 A.D.), well before Buddhism was generally
known in the country. Songtsen Gampo married Nepalese and Chinese princesses, both
Buddhists. They each brought their family shrines with them to Lhasa, the seat of the mon-
archy, and the king built temples there to house them. These first landmarks of Buddhist
art survive until the present day. It was King Trisong Detsen (Tt.: khri srong lde btsan), the
great-grandson of Songtsen Gampo, who invited to Tibet Padmasambhava (better known as
Guru Rinpoche, “precious guru”) and Santaraksita, the great spiritual masters who con-
verted the Tibetan people, learned and ordinary, and established Buddhism as the national
religion. These two also, with King Trisong Detsen, founded Samyé (Tt.: bsam yas) monastery
(plate 52), Tibet's first, which was to become the fundamental monument of Buddhism in
that country.

In the process of expanding his kingdom in the direction of Persia, Trisong Detsen visited
and sacked a religious establishment there at a place called Batra. From there he brought back
Persian art and ritual objects as well as Persian master craftsmen. Along with the objects came
Pehar, the guardian spirit of the temple at Batra. Pehar (plate 47) was tamed and converted
by Guru Rinpoche and became then the guardian deity of Samyé.

Chinese influence also entered Tibet during this period, especially in the form of Ch’an
Buddhism, the Chinese precursor of Zen. Eighty Ch’an masters came to teach in central Tibet
and attracted many Tibetan disciples. This strongly implanted the influence of Chinese
Buddhist ritual and generally provided inspiration in the newly converted country.

The monasteries which began to be built were modeled on the palaces of Tibetan royalty.

Even the interior designs and seating arrangements were copied from the audience halis of
Tibetan kings. lconographical subjects were painted on the walls as frescoes and three-

dimensional shrines were built and sculptured images of deities placed upon them.

* The text and Catalogue of the Exhibition will use the following abbreviations: Tt.: Tibetan transliteration; T.: Tibetan

pronunciation; S.: Sanskrit.
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igi i irst thangkas origi-

Thangkas or scrollpaintings were, from the first, religious in natu:;je'. Thfr:nﬂsrys,:)wi?]ggthe Woﬁd

nated in India and depicted the Wheel of Life (plate 53), a sort of diagra 8 the word
n their backs and unroiled the

it. Pilerims carried them o . :
e aaaras aloms thets way for use il heir talks on the basic truths of Buddhism.

village squares along their way for use in illustrating t

i large portion
Thangkas developed much wider use in Tibet, a country where for zf Ion§ It;r:; arlUlergs tg o
of the population was nomadic. In nomadic Tibet, it was the practlce(*j(;] e it in great
about their regions setting up their princely camps in various places and holding 3 ’

i . ou

of monks moved over the country, pitching camp in the h]ghlands in s . .
lands in winter. The abbots, as th):eyprode in the caravans, went like kings, wearing h!_gh gold
hats of office and surrounded by attendants carrying banners. The mans were Ign;at in num-
bers and carried with them everything necessary for a full-scale religious esta? ishment. Ac-
cording to the Book of the Crystal Rosary, when the seventh Karmapa, Chotrag Gyamtso
(Tt.: chos grags rgyamtso, 1454-1506) traveled, it required five hundred mules to carry the
Kanjur (Tt.: bka’ ‘gyur; S.: Tripitaka) and other religious books. He was accompanied by. ten
thousand monks with fifteen hundred tents. Portable shrines were brought ar?d full ritual
paraphernalia, so that what amounted to complete monasteries could b‘e set up I'n.the tents.
Thangkas, being portable, were used instead of frescoes. This nomadic monasticism was a
fundamental part of Tibetan spiritual life; one of the Tibetan words for monastery, gar, in use

to this day, means ““camp.”

As the traveling monasteries were offered land and forts by local kings and landowners, they
hung their thangkas in the shrine rooms of the permanent buildings. Ceilings and columns
were painted with decorative work. Manuscripts were illuminated. Large mandalas (plates 48,
49, 50) were painted to place under the shrines. There were also small card paintings to be

used in rituals.

The word thangka comes from the Tibetan thang yig, which means ‘‘annal” or “written
record.” The ending yig, which means “letter’” and carries the sense of “written,” is replaced
by the ordinary substantive ending ka. Thus the word thangka has the sense of a record.

There are three predominant schools of Tibetan thangka painting. The Kadam (Tt.: bka’
gdams), the early classical school (plate 3), shows simplicity, spaciousness and basic richness.
Menri (Tt.: sman ris) the later classical school (plate 30) originated in the fifteenth century
with an artist known as Menla Toéndrup (Tt.: sman bla don grub) from a family of great physi-
cians. lts style maintains the simplicity and spaciousness with a greater emphasis on richness
of detail, there being more Persian influence. New Menri (T.: Mensa; Tt.: sman gsar), a later
development of the Menri School in the late seventeenth century, is quite, one might say,
baroque and overwhelmingly colorful, perhaps intimidatingly rich (plate 17). There is a great
emphasis on curves at the expense of straight lines and very little open space. The third main
school, the Karma Gardri (Tt.: karma sgar bris) School (plate 29) was developed in the six-
teenth century, mainly by the eighth Karmapa, Mikyo Dorjé (Tt.: mibskyod rdo rje, 1507-1554)
This style was further elaborated by the renowned master Chokyi Jungné (Tt.: ch;os' kvi ‘bvun :
gnas, 1700-1774), the eighth Dai Situ (Tt.: Ta'i Situ) and founder of Pepung (Tt . d a}I,’ ¢ g)
fnonastery, at a time when there was a general renaissance in Tibetan Buddhist ;1.rt pa t'spllm%
in the area of rapas (sculptured images). The Karma Gardri style is clear and pre oo Spaciow.
and, in places, rich. It shows marked Chinese influence evidenced b th: e oo
colors and prominent stylized features of landscape. ' Y the use of pastel
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The traditicznal‘support for a thangka is white linen. Silk was used on rar i Thi

cloth, the re shi (Tt.: ras gzhi, “cloth background"), is stretched ona wooder?f(::r(r:]a:ol??‘ th .
prepared with a base of chalk mixed with gum arabic. The first step is a freehand d:Zrccf:l
sketch by the master. The charcoal is made by baking wood of tamarisk in a metal tube. The

master then goes over the sketch in black ink and X i
. marks the various a
colors that are to be put in by the apprentices. reas according to the

Traditionally, blue is made from ground lapis lazuli, red is vermilion from cinnabar; yellow is

made from sulphur, green‘fro-m tailor’s greenstone. Pink is made from flower petals and, more
recently, also from cosmetics imported from China or India.

To make a brush, the tip of a stick, usually tamarisk or bamboo, is dipped in glue. The artist
carefully places the hairs, one by one. Best is the hair of the sable or of a small Himalayan
wildcat called sa (Tt.: gsa’). ldeally, the hair should be pulled from the tail of a live animal,
since thus it remains more resilient. The hairs having been placed on the stick, they are bound
by a silk thread, also dipped in glue.

When the basic colors are filled in by the apprentices, the master goes over the work, shading
with lighter colors derived from flowers and vegetables. Finally he retouches with gold. An
apprentice burnishes the gold with a roundpointed instrument made from an agate.

Traditionally, the eyes of the deities were left for last so they could be painted in at a special
celebration called ““opening the eyes.” ;

When the painting is completed it is mounted on cloth. Originally there were two borders,
one of red brocade, one of blue. Later yellow brocade also became acceptable and the
modern style has three brocade borders, yellow, red and blue. In the cer'lter. of the borders
below the painting is placed a square of particularly elaborate .b.rocadef, which is known as the
“door.” In some sense the brocade borders represent an edifice which houses the world of

the painting. The “door’ provides an entrance into that world.

h red and yellow silk veils, red and yellow being
ha (community of the dharma). Two red ribbons
(Tt.: rlung gnon), “wind holders.”” These
hung in tents and wind required them to
tom of the brocade are finished with gold

The thangkas are covered for protection wit
the colors used for the clothing of the sangha (C
hang over the veils. These are known as lung non
ribbons hark back to the time when thangkas were
be tied against the wall. The rolling sticks at the bot
orsilver knobs.

OCCasionaIIy thangkas were done in silk appliqué (plates 16, 36) or embroidered on silk (plates

31, 34).
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modeled in sealing wax (T.: be; Tt..

nal manner are first lted away. The metal cast in the clay

i i ditio
Sculptured images in the tra ! e wax me f
’bes)? Clay is molded onto a wax tma!géa ?r:ggghs are found to have been cast in bell metal, 3
0

; ilded. Then th
molds is usually pure copper. Very O Once cast, the lmageS' arg glided. ey
i f r, silver and pewterlike alloys. sometimes inlaid with jewels and,
mixture o -COhF:-peht’ed with painted colors. Ornamentsf are or. There is a special ”opening of
azﬁtsf;fer;:éiu;,gthe hair, lips and eyes aré touc;ed :;/]Iéhe(;zs ;;re bainted in. The images are
’ ! X en . -
?he eyes” ceremony, just as with thangkas,c‘g/nsecrated in a ceremony which involves filling

hollow and after the ”eye-openingf" thet)lgzrtc;ottom s sealed, as the very last thing, grains of
i ' antras. Before ‘e ti . Itis on account of this
the:‘] ﬁ;tztgilézsafgiﬂ into the image to add a sensé of b;SlcerLc:rzisgsto find valuable gems.
g::ctli(::e that images have frequently been broken into by thos P
thangka painting. The art
; ing i as much the same as '
ocial phenomenon, making images W : ) culotor and his appren.
:nsdalosre wasppassed down in families and through apprenticeship. /\\Nzre fpewd e g]Ff)tE en.
tices having come to a monastery 10 provide it with a new treasure, ,
paid just as were the thangka painters.

g is a form of meditation. This is not true. Though all

It is widely thought that thangka paintin lay people. As has been

igi i ists were and are
the thangkas have religious subjects, most of the artis /
said, the art is passed down in families. Itis true that a master thangka painter has a knowledge

of iconographical detail that might easily awe a novice monk. Naturally, 5.1[5('), artists have a
sense of reverence for the sacredness of their work. Nevertheless, the pa.lntlng of thangkas
is primarily a craft rather than a religious exercise. One exception is the nyin thang ("one-F{ay
thangka’) practice in which, as part of a particular sadhana, while repeating the appropriate
mantra, uninterruptedly, without sleeping, a monk paints a thangka in one twenty-four hour

period.

Thangkas were painted on commission for noteworthy social occasions; for the welfare of a
newly born infant, for the liberation of one just dead, at the commencement of some new
project. Often artistically inclined gurus or abbots painted thangkas to glorify their lineages
or convey the richness or inspiration of their tradition.

Thangkas are used as objects of adoration, but mainly as a means to refine a meditative
visualization. They are displayed over shrines which are bedecked with butter lamps, incense

Thangkas were never bought or sold, but changed hands only as gift
s.

ELEMENTS OF ICONOGRAPHY

Thangkas and other forms of Tibetan art express the vis;
ion

they depict are definite elements in that view of the world of tantric Buddhism. The subjects
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Thangkas and sculptured images fall into s;
matter: 1) enlightened beings, 2) yidams, 3 <
tions of the teaching, 6) yantras. »3) dharmapalas, 4) mandalas and stupas

The iconography of tantric Buddhism, as all oth

. tan : , er aspect it, is inspi

the f'Ye buddha principles: vajra, ratna, padma, k;)rnfas (i)fultti’dlrsle:ni?red A fE%}Chi“g o

energies present ev.erywhere. 'They are often known as {he buddh fes?'are fac f'.Ve ortic

dlarly associated with a certain ordinary emotion which can be t?a amlllesa inte, & coran
nsmute

definite wisd'om or aspect of the awakened state of mind. The buddh into a certain
sssociated with colors, elements, directions, seasons landsca uddha families are also
phenomenal world. ’ pes—with any aspect of the

As has been said, thangkas are mainly for the pu ‘i I ,
tantric or vaj ra)_/éna meditation techniq):le. The ngr;;’;s: i(;ft;lifltr;xli?g ;/I;s(;lil]lé::no;, which is a
of Buddhist spiritual training. To arrive at this stage, students are expected ﬁ? tanceddIevel
intellectual and meditative training on the hinayana and mahayana levels. in Eﬁn: :E:r? ?;go
must understand the basic truths of egolessness, impermanence and s;,lfferin :s \:ell ?;
practice samatha and vipasyana meditation. In mahayana, a competent mastergmust show
them a different way of seeing reality, from the perspective of $unyata, or emptiness.

At this point, tantric practice begins with the four foundation practices: one hundred thousand
prostrations, one hundred thousand repetitions of the refuge formula, one hundred thousand
repetitions of the one-hundred-syllable Vajrasattva mantra, one hundred thousand presenta-
tions of mandala offerings. Some schools also add one hundred thousand repetitions of the
bodhisattva vow. All of these tantric practices are accompained by a visualization.

Visualization is not a magical practice nor worship of an external deity. It is a process of
identification with a particular principle of inspiration and energy, with conviction in its
presence. The visualization is preceded and terminated by the sunyata experience, which
dissolves the ego’s tendency to hang onto something solid. It has been said that visualizing
without $inyata is dangerous; it accumulates fixed ground for ego and leads to the achieve-

ment of egohood.

There is a progress of sophistication in the practice of visualization as the practitioner develpps
through the tantric levels of teaching. It begins with regarding what is visualized as an object
of devotion; the process then becomes the acknowledgment of a transcendental presence;
finally visualization means unifying with the wisdom-body of a deity.

Enlightened Beings '
Thangkas of buddhas, gurus and bodhisattvas all fall into this category. Such figures are

visualized in order to identify with the lineage of spiritual transmission from teacher t0 dis-
ciple, to surrender and to take refuge.

he notion of an external refuge. Itis often

Takin i i neself from t ,
g refuge is a process of fTe/RE o ake refuge in an external god or In external

said in the Buddhist scriptures thatone should not t I
i th. Instead one
protectors, material or psychological, such as parents, relatives of wee

. H 1 t
should take refuge in the guru-buddha, the embodiment of th‘e ghigﬁ?hwzizt;i);:ﬁynfe;x
of reality itself. Surrendering means becoming an empty vessel, b€ 8

to receive the teaching.
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e three types of buddhas: nirmanakaya buddhas, sambhogakaya b“ddhas

= he “buddhas of the th .98,
> . anakdya buddhas are t ree timeg
has. The M n;;r: phst de, Dipankara; the buddha of the present aei.

: ha of PR 3
(Sgllf)tirrfzjrnithz;(lis;ht:ebl?;c?:a of the future age Maitreys. Thed'r;!rmanﬂikaya buddhas are thOSé
having hun,1an bodies and generaIIY shar.ing the hum.an_ C?n ! ﬁzaitaggr:wea;thg three robeg
of a monk, signifying the complete attainment of discipline, and wisdom. Their
hair is surmounted by an unadorned topknot.

s (see below). There are two dharmakaya buddhas {
aphy. Samantabhadra (T.: Kintu Zangpo; Tt.: kun tu bzang po) noo
bodhisattva of the same name, is the dharmakaya buddha accordint
He is depicted naked, symbolizing the formlessness 3 i
wears the topknot, is dark in color and holds his handsn'
T.: Dorje Chang; Tt.: rdorje chang, plate 6) is the dhal:

makaya buddha according to the New Translation School. He appears wearing sambhogaka

garments and ornaments, the same as those of the peaceful yidams. Samantabhadra ar:/;
Vajradhara are the primordial buddhas, who represent the totally unconditioned quality of
enlightened mind. According to the New Translation School, Sakyamuni took the fornz’ gf

Vajradhara to teach the tantras.

Buddhas. There ar
dharmakaya budd

sambhogakaya buddhas are the yidam

be found in the iconogr
to be confused with the
to the Old Translation School.

simplicity of the dharmakaya. He
the meditation mudra. Vajradhara (

Bodhisattvas. The bodhisattvas depicted in the icono i
' X » graphy are the bodhisattva maha
;the | g'r(;eatlb.odhssattvas. They are disciples of the Buddha Sakyamuni on the sambhosaat}(\{aS’
:i‘sfen, ; eal figures who are the‘ complete expression of bodhisattvahood. Each accorc?i o
: Ok;:]re V\f/orks ce‘aseless.!y to bring enlightenment to all sentient beingé They al "o
af'}e oS Coennfugéc?entler:t belrlzg; to the nirmanakaya buddhas. Often, it is said ser:/tieri?bac_t as
even to seek the teachings; therefore th . ' ’ eings
asking th ; e the bodhisattvas appro
g that they turn the wheel of dharma. They also wear the garments Fz)l?\d ?)(t:':::le b:lddfh?/
ents ot the

peaceful yidams, but in the mann i
, buti er of princes rath i
olates 1316) N the T (pIatespﬂ, s er than kings. Examples are Avalokite$vara

Gurus. The guru than
gkas show the acc i
teachers. For example. G ‘ omplishments, powers and .
clothing. He'wearsghe’ w}l:irt: R'“dPOChe (plate 19) appears wearing sevaettr;bc;“;es of the grex
a hinayana monk. Outsid thun errobe of vajrayana; over that h ral different layers o
vermilion cloak and lotus ; ese he wears a blue kimono-t e wears the three robes of
at. The gown, cloak and hat are theyE§sttguown (fT. :kper; o onting
me of a king representing

the universal mo
A narch of mahavi
yanas and can manifest - ayana. These garments signj
if :
to his students on whichever of tghesz/atlzat re has accomplished allthree
vels is appropriate.

Sa H
Propria‘t)g)::ﬁ;)ate to their lifestyle of yogi, monk or
UUtefS: a gold wheel for power, sword
P tor yogi, etc. The richness of the

. Yldams are S

tiol yidam - the indivi
Identifying with his Yiggsst‘:;ts his part;
’ ere

its distorted
aspects, Thy
* 'Nrough seej

;:;?hogakaya puddhas, particular
cularpsr)]/chologfca[ make-up of the
. means characteristic expression of

. 3 ldent|fymg with his own basic

practitioner, A o
. rac
buddha-nature. Practition

nature, free from
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The student first develops intense devotion to

. . Wards H . -
makes it p0'55|ble f(?r the student to experience an int:-ls, 8Uru. This relationshj
then with his own yidam. itive kinship with the gury

yidams belong to particular buddha famifje _
belongs to the padma family, Vajrabhairava (;-Iat';(;r3examp|e Cakrasamvara (plates 31, 32, 33,
vajrakumara (plate 50) to the karma family. Yida o> 21, 32,

or guardian angels found in the Jewish, Christia
as protectors from danger or saviors. The

basic energy. The student visualizes the outstandin
achieves complete union with him. 5

There are different kinds of yidams. Ther .
semiwrathful yidams. The thrZe mentiOnedeaaggv\gr:::?ia)s]dalms, fpeaceful Vi(_iams and some
yidams are always associated with what is known in tantric terir)nisag“\\f;r‘athfm qu?ms.' Wrathful
without hatred, a dynamic energy which, no matter which of the fivejr\j/iasr::l%er:l.s i\t/at:n? e
is invincible. It is completely indestructible, imperturbable, because it was not c:e;)tr;%sgojt
discovered as an original quality. Wrathful and warlike, it devastates the tendenc towar;s
idiot compassion and cuts through the hesitations that come from disbelievingyin one’s
buddha-nature. Doubt is destroyed and confusion is chopped into pieces. Thus the wrathful
yidams are portrayed treading on the corpse of ego, wearing ornaments of human bones and
skulls, drinking blood, holding lethal weapons of all kinds. !

In general the wrathful figures wear the five-skull crown, the garland of fifty-two heads, the
six bone ornaments, the six jewel ornaments, the five ornaments of the naga castes. The
five-skull crown exhibits the five klesas (emotional hindrances) as ornaments of the dharma.
These are anger, pride, passion, jealousy, stupidity. The garland of fifty-two heads symbolizes
triumph over the fifty-two kinds of neurotic concepts. The six bone ornaments are necklace,
garland, armlets, bracelets, anklets, crossed bands across the torso. The jewel ornaments
double the bone ones. The nagas, snakelike water spirits, represent passion. The naga orna-

ments represent the five levels of the Hindu caste system in the naga world, thus the five

levels of passion. The ornaments are a ribbon in the hair, armlets, bracelets, body .garlar.mds,
anklets. They signify that the passions have been transmuted into attributes of dh:rmui aCtIE'ni ,
Many of the wrathful yidams also wear the tigerskin (mz.ile) or leopardskin (emle:'e) ; :,:l
representing fearlessness, the elephantskin shawl representing strength, the humanskin sha

fepresenting compassion.

' Rather than
on-aggression and gentleness.
’ ﬁiaﬁon with the peaceful yidams awakens
iment of archaic Aryan kings. They wear
en wheel, wish-fulfilling gems,

The peaceful yidams inspire the student’s .
destroying the dullness and hesitation of €go, identi
'tinto openness. The peaceful yidams wear the rain y
crowns and hold scepters and attributes such as the vajra, a go

abowl of amrta (the elixir of immortality), etc. -

th gems in the colors of the five buddha

Peaceful yidams wear a five-medallioned tiara Wi

21



naments of gO'd, diamonds, Iapis IaZU|i

' d anklets, all
. triple topkn s armlets, bracelets an  all of goly
families. They wear a laces, earrings,
. d ribbons. They wear three neck @ lored, pantlike lower garments u'nder a short brocagg
an They wear rainbowco " S’hor’fS'eeved blouse coming just below the Nippleg

and lapis lazuli. .  fo
naked excep he neck.

skirt, The 'l:pp:frl:r?dgr:Ped mantle. Along scarf floats from {

and, overit, a 1

ot adorned with or

shi ma khro) yidams are described as a union of passiop
In visualizing them, the practitioner feels hig basic
d flexibility in that magnetization or destryc.

mind.

The semiwrathful (T.: shimatro; Tt.:

ttract and reject.
anger. They both a

E::?ng egnriched by a sense of resourcefulnesscjmtate "
tion could both be expressions of the awakened s

thful yidam is known as hery
i d female forms. The male wra heruk;
Y|d'arrr115 hz\r/i ?Slt:o;nglsnizr’” he who drinks the blood of ego. The female wrathful yidam i
mgd ?;ékinf. The dakinis are tricky and playful. The male and female of the peaceful yidamg

T H i H 7
are known as bhagavat and bhagavati meaning ‘glorious one.

The male figures signify awakened energy, skillful means, bliss. Tne fernale aspect is compas-
sion, emptiness and intellect (which, as the emptying of confusion, is passive l‘a‘t.her than
active). The emptiness signifies fundamental accommodation and also ultimate fertility in the
sense that emptiness is the mother of form. Through union with the heruka, the dakini can
give birth to enlightenment. The dakinis in general reinforce the nature of their consorts and
the bhagavati has the role of asking the bhagavat on behalf of all sentient beings to proclaim

the teachings.

In general the union of the male and female aspects, known as the yab-yum (“father-mother”)
form, is a symbol that skillful action is impossible without compassion, that energy cannot
be effective without intellect and that bliss is impossible without emptiness. This symbolism
denotes the interaction of these elements as aspects of enlightenment, rather than on the
ordinary confused level of indulgence in passion and aggression.

Dharmapalas

R]Zag:;i?;:inrgfins gduardnan of the tgaching_" The function of the dharmapala is to protect
ground Unhealtr:m; eﬁ?ptlons and sidetracks. If the practitioner ventures onto dangerous
Vio[entI’y_ As the yragtrt' IS progress on the path, the dharmapala principle pulls him back
of the dharama -p| oner becomes, more closely identified with the teaching, the energy

palas begins to fall under hig control. A student cannot, howe\;er, come in

contact with his dharmapj| _ e
his yidam. Pala principle until his guru has brought him into relationship with

The two main t _
Ypes of dharmapala Ska -
hand, and lokapalas on the oﬁmr.S are mahakalas (male) and mahakilis (female), on the one

All 3 : a
zeh“_/rathfm_ The 1= )Wdharmapalas, with the exception of most lokapalas,
aha means “greay ear the ornaments and bear the attributes of herukas.

: ; kala, kali /"
The ¢+ Kalf means bl "
pacifm‘am role.of the mahakalas ig to fulf-”aCk' Thus they are usually black or dark in color.
ying, enriching, magnetizing and Il the four k

g}]t;iacl;nce or physical sickness to subsid
ness; aiso giving physical wealtlh

and powerful re|ati
. ationshij b o
confusion and obstacles Ps which give co

e. Enriching
and long |if
ntrol over gj

Means imbuing experience with a sensé
:3- Magnetlzing means attracting power
uations. Destroying means annihilating
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o mahakalis also wear the bone and

hose saddle hangs a goatskin b i
from W ag of poison whi
e

a mirror of judgm
hey also carry judgment, a snake |
They' destroying whatever obstructs the asso and a bow and arrow

) jewel Oornam
€nts. They Usually ride 4 horse o [
] r mule,
mies of the teaching.

S. They are fierce ang

even o
into samsaric involvements. They can save one from
(he dark agepdlsorder, famine, plague. For the acco
carrying messages and doing services.

confusion or drg

mplished yogi, th § one into the pain of

€Y act as maidservants,

e lokapalas are protectors of the teachin _
TZrt, deities from the pre-Buddhist Pén trad%t;nndoiisf?bzf[ :l}:e have b
guddhist outlook. -Notgble exceptions to this are the guztr:iz\;ebf
preserved fr.om Indian lconogr.aphy. Dhrtarastra (T.: Yukhorkh 05 Orr the fof” directions
is the guardian of the east; he is usually white and plays a lute \}/irng}’]akt“ Tyul khorﬁskyOng)
phags skye.s po), the guardlap of the south, is usually blue z;nd Cérriesa; - Phjkyf{PP;_Tt.:
(T.: Chenmizang; Tt.: spyan mi bzang), the guardian of the west, is red and hs;’:j‘;; s;n\w/;lusg?]!:aa

vaisravana (T.: Namtos€; Tt.: rnams thos sres) is the guardian )
' of the n :
carries a banner. orth; he is yellow and

They are, for the most

t

The adoption of existing national deities by Buddhism is not unique to Tibet but also took
place in China and Japan, where Taoist and Shinto deities were incorporated into the buddha-
dharma. The lokapalas are usually depicted riding a horse, wearing a suit of armor and bear-
ing suitable attributes such as various weapons, pennons and banners, wish-fulfilling gems in
a gold dish, lassos, etc. They are regarded by Buddhism as aspects of the national ego trans-
muted into destroyers of frivolous activities, unacceptable to the teaching.

Mandalas and Stapas
The basic form of a mandala is a palace with a center and four gates in the four directions. It

should be understood that mandala representations are not used as objects of contemplation
in an attempt to bring about certain states of mind. Mandalas are used by pr-actitioners' who
have been introduced into the practice of particular sadhanas as a sort of shrine on which to
place ritual objects. The ritual objects such as vajra, be!l (S.: .ghar_lt.a), s'kullcup,. etc.;‘are
placed on certain parts of the mandala in order to magnetize to it the particular deity whose

attributes the objects are.

s: with colored sand; with five heaps

ing mandala . .
o by casting a three-dimensional

There are four traditional ways of represen as:
of grain for the center and the four directions; by painting;
Mandala in metal.

n practice they have a more per-
If with the deit);]whoshet dr\:\i/;elkl)i:fkplséelgtatv:it:ﬁ
e his front, is right, ck, h ,
dalas are aerial views (plates
530 -dimensional rep7e%” ' and subprinciples
48-50). gﬁetzgef;?gltj} ;Zt(;sdi';nfhe four pril:nary directlons:;:;jlI)r;x;siﬁr;g;:gsht directigns. (Tl?e
of various kinds emanating out from the ce.ntral yand O The mandalas,
eight directions actually stand for ten directions, b P ihe place " irth and death(;
in the case of wrathful yidams, surrounded by a ¢ s, The harnel groun

; innar
recognizable often by depictions of COrPSes: inn

uti
The four directions are called east, south, west and north, b

sonal sense. The practitioner identifies himse

center directions becom
of the mandala and the ntations of man

figure,
by including
arnel groun
ds and severe
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. built. Tt represents the world as a rubbish pile
1S .

Iso represents the a”_per.vas.;iveness (.)f imperman_
ateld. Ift ?I;mes in five colors signifying the five wisdomg
cle o

rea of the mandala.

; la
is the basic earth on which the manda

existence which has been consecr-r
ence. Outside that is a further Ci

This demarcates and keeps safe the a |

S . . hod rten) are three-dimenstional for:ms r;‘:)r:j;n;:g' ﬂt.'e bOdy,
Spas (1 ind of T e Th vary in size from altarpieces tq uge " a SfUC.tures
TP o Bqddha. Thsybi the oldest form of Buddhist art,-t ey arehrep°51t9r|es of
that can b S e and l:)r_oc:ls gf simple, straightforwafd vener.anon for t e teachings of
sacrgﬁ re¥§5 andftgz;ssa:;lg :relienerated by circumambulation, which sometimes may go o,
Buddha. Those o

for days.

sign of stupas. The basic featuTes common to most are,
domelike form; thirteen tapering, round steps; a lotyg
features can be seen as representing the five
Il as various aspects of the Buddhist path

There are many variations in the de

from the bottom: a square base; a
form; a sun held by the crescent moon. These

elements—earth, water, fire, air, space—as we
(see description for plate 51).

llustrations of the Teaching _ )
The main example of this category is the wheel of life (S.: bhavacakra; T.: sipa khorlo; Tt.;

srid pa 'khor lo; plate 53). The wheel of life is unique in that it portrays the totality of the
Buddhist teaching concerning samsara. This is particularly essential in that understanding
the psychological nature of samsara is the working basis of the path, the first step toward
enlightenment. Other forms in this category are sets of symbols of various kinds. The heap of
five sense-organs stands for the five sense-consciousnesses arranged as an offering. The “eight
auspicious symbols” are emblematic of the basic nature of the Buddhist teaching. The orna-
ment of the “triple gem" stands for the buddha, the dharma and the sangha (community of

the teaching). There are many traditional ornaments considered as symbols of the auspicious
and beneficial nature of some aspect of the buddhadharma.

Yantras

Vajra is associated with

. anger ; .
Possessiveness and agg ger, which js

, tl’ansm .
"ession of anger, therg ar- o MO Mirrorlike wisdom

/theleale iti ' r Ucl I i ,
qualltles O b i”iance I i
7

dity, great energy-
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vajra is associated with the element of water. Cloudy, 1y
;ive and aggressive nature of anger. Clear wate sugg’est E ent water s
{ mirrorlike wisdom. The color white, S the sharp, pr

. also assocj . !
a||_pervading ice storm of anger and the bril; Oclated with vajr

) C ant reflectiy .
direction is the east, which is connected with the dispassi::;isc?;rTlrr
1ty

e vajra family is the va.jra (T.: dorje; Tt.: rdo rie |
it:destructibility and precision. J€), the thunderbolt

ymbolizes the defen-
ecise, clear reflective-
a, expresses both the
orlike wisdom. Vajra’s
of dawn. The symbol of
scepter which betokens

tna, when expressed i . .
The energy of ratna, Pressed neurotically, is pride or arro i

‘ . o Ay ance, w -
muted mto‘the W|sci.0r.n of equanimity. Ratna is connected with thegelementh;?r‘tliaar:nsist;alps
to the quality of solidity or s.ubstantlallty. Taking this from the neurotic angle of o
ego, there is the constant anxiety of not bei ° S ar or

ng substantial enough; so one tries to build a

. : : o build a'to

of pride that will 9bwate all c.hallenge. In the enlightened enérgy of the ratna yidam \l;vr?(;
comes in contact with the quality of inexhaustible richness. Seeing this, pride is spontane’ously

transmuted intp th.e wisdom of equanimity. The wisdom of equanimity, imbued with gener-
osity, sees all situations equally as ornaments of basic being.

Ratna is associated with the warmth, full sunshine and lushness of the south. Its color yellow
can express either the putrescence of pride or the richness and well-being of gold. The ratna
family symbol is the jewel which fulfills all wishes.

The energy of the padma family is associated with the element of fire. Distorted by ego, it
expresses itself as passion. Passion can be transmuted into discriminating wisdom. A neurotic
sense of insufficiency creates the ambition to possess particular aspects of the phenomenal
world, to consume like flame their quality of otherness. Through experiencing a sense of
total compassion in the padma yidam, passion is trfmsmuted into an energy of enlightened
relationship, which sees with warmth and clarity precisely what exists to be related to.

Padma is connected with the west and with the brilliant display qf the colorfulftz]ualit.iers] g:
existence expressed in the sunset. Its color red evinces the seduction afnd hleaitsoth;;aizntc;s or
the all-pervading warmth of compassion. The symbol of the padma family

compassion, the purified form of passion.

' awakened level as all-
Karma family energy manifests neurotically as jealousy fan'd é)nw;rci st ot
accomplishing wisdom. It is the energy of the element of Win which e e aware of -
touching all corners of space. Therefore, in the nel-Jr:tl(; :Eat festation, & of. I through
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active in every area of situations, doing whatevern
to the fulfillment of enlightenment. s color s green,
: ity of the nortii. > O
Karma is connected with the cold, stormy energetic qualltyThe karma family symbol is either

i tion. :
rgy of all-pervading ac ! tions.

€xpressing either envy or the ene “Jenote the sulfillment of allac

asword or a double vajra, both of which

25



creates stupidity through the ability to play deas
the low-level stability created by ego. Thjs San; dumy, ang
n order to turn away from it can be stripped of the Uncap,
he insight that comes from relating to the totall e turmng}'
d and stupidity transmuteg into Zhaewa

Wi

The buddha energy is that which
blind to anything that threatens.
ability to be aware of everything |
away or ignoring function. Through the ir
torm of the buddha yidam, ego’s game is expose

of fundamental all-pervading awareness.

ened
SdOm

its element space, which can either pg iu
st d

The buddha family’s color is the blue of
blank or alive with the ubiquity of intelligence. A wheel is the symbol of the buddh
a

indicating all-pervading rule.
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