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This volume is a major breakthrough for
the history of the Sa-skya period of Tibet,
the art treasures of the Gyantse region, and
the evolution of a distinctive Tibetan style
from the multiple strands of Indian iconog-
raphic elements, Chinese tendencies in
larger compositions and the . Khotanese
manner in statuary. '

So far it had been held that Buddhism
went to Tibet through Nepal and Kashmir,
but this volume points out for the first time
how it also traversed the Sikkim-Gyantse
way. It details the historical monasteries on
the road to and in the city of Gyantse,
~ which are of unique value for the develop-

ment of the Tibetan visual arts. The small
temple of Bsam-grub lha-khan near Phari
has frescoes of the XV century and a statue
of Avalokitesvara and two book covers of
possible Indian origin. This book treats of
the extraordinary flourishing of art due to
the . enlightened  patronage of the
Sa-skya-pas during the long tenure of their
power. The princes of Zhalu and Gyantse
followed their example. Chinese influences
came to be felt during the hegemony of the
Sa-skyas who maintained cultural and polit-
ical relations with China for two centuries.

The volume reviews the disappearance of
ancient historical records because of the
suppression of all rivals by the emerging
Gelukpa sect. The Myan-chun chronicles
and the Eulogy of Nenying monastery,
which have escaped, are unique sources for
the "history of the artistic heritage of the
‘region. Along with them, historical geog-
raphy, the chronologies of the Sa-skya
abbots and of the princes of Zhalu and of
Gyantse, and their relations with the Mon-
gol court are discussed.

The monastery of Kyangphu at Samada
was founded in the XI century, but was
restored in the XIV under the Sa-skyas. It
has statues and stapas of Indian origin. Its
surviving murals betray Central Asian style.
Several mandalas of Vairocana from diffe-

rent tantras are dealt with.



The Gyani monastery in the Salu village
has capitals of the XIV century. The
monastery at Iwang was constructed before
the arrival of Sakyasri the Great Pandit of
Kashmir in the XIII century. An inscrip-
tion on its mural says that it was painted in
Indian style. Another inscription points out
that Amitayus was done in the Khotanese
way. The ancient monasteries of Shonang
and Nenying have been restored and
repainted, though at Nenying splendid
fragments of the best epoch of
Indo-Nepalese art survive.

The superb monastery of Gyantse is
described in all scientific details for the first
time in this book. The most outstanding
monument of the region is the Kumbum of
Gyantse, also known:  as Dpal-hkhor
chos-sde, important both for its architec-
ture and for its paintings. It is a gigantic
complex of several mandalas, a veritable
summa of tantric revelations. The inscrip-
tions name its painters and sculptors:
unique in the history of Tibetan art. They
give summary descriptions of the frescoes
which serve as remarkable iconographic
guides. The paintings can be dated to a
well-determined period, 'namely the XV
century, when an independent idiora of
Tibetan art developed.

Part 1 details the iconography of the
Kumbum which is an architectonic mandala,
where progressive ascending from one
floor to the other corresponds to an ascen-
sion from a lesser order of tantras to ever
higher ones. The 73 major temples and
minor chapels on its four floors and dome
are described at length. An astounding
number of 27,529 deities are represented
in the Kumbum. This book is a mine of
information and perceptions of 'the great
master Giuseppe Tucci, and invites. further
researches on the vast tantric iconography
and its symbolism detailed herein. Part 2
gives the text and translation of the, inscrip-
tions in the temples and chapels of the vari-
ous monasteries. Part 3 is devoted to the
mural paintings in them.
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FOREWORD

The transmission of Buddhism to Tibet had so far been held
to be through Nepal and Kashmir, but this volume points out
that it had also traversed the Sikkim-Gyantse way. Near Phari is
a small temple Bsam-grub lha-khan which has frescoes of the
XV century and a statue of Avalokite$vara and two book covers
of possible Indian origin.

The most outstanding monument of the region is the Kum-
bum of Gyantse, also known, as Dpal-hkhor chos-sde, important
both for its architecture and for its paintings. It is a gigantic
complex of several mandalas, a veritable summa of tantric reve-
lations, compiled in encyclopaedic works like the Sgrub-thabs-
rgya-misho or Sgrub-thabs-kun-btus. The inscriptions name the
painters and the sculptors who are unique for the history of
Tibetan art. They give summary descriptions of the frescoes
which serve as remarkable iconographic guides. The paintings
can be dated to a well-determined period, namely, the XV
century when an independent idiom of Tibetan art developed.
Chinese influences can he felt during the Sa-skya hegemony,
who maintained cultural and political relations with China for
two centuries. The Chinese manner is evident in scenes of
paradise, landscapes, palaces, floral plays, clouds hanging in
the air. The Indian style is strong in. the mandalas. Central
Asian style from Khotan, the Li-lugs, is evident in the statues of
Iwang. The Indian elements in the iconography and the
Chinese tendencies in the larger compositions mature into a
Tibetan aesthetic sensibility.

The flourishing of art was due to the enlightened patronage
of the Sa-skya-pa during the long tenure of their power. The
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princes of Gyantse followed their example. In course of time,
the Dge-lugs-pa sect became predominant. The chronicles of
the earlier rival sects and of families in whom these lands
vested, disappeared gradually. The Dge-lugs-pa suppressed the
historic works that were not to their liking. Thus the Eulogy of
Gnas-rinin has survived only in personal libraries, and the
Myan-chun annals are very hard to find. Both these texts pro-
vide precious and extensive data on the monuments at Gyantse.
The chapels are described in detail; all the books and statues in
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the disposition of figures in the mandala. This Tibetan word is
an equivalent of vyiha in the Mahavyutpatti. It occurs as early
as the Sukhavati-vyiha which may be assigned to the first cen-
tury A.D. The concept of vyiha or a large number of
Tathagatas and beings in the congregation of the main deity is
an ancient idea. In the smaller Sukhavati-vyiha, in the east are
other blessed Buddhas, led by the Tathagata Aksobhya, the
Tathagata Merudhvaja, the Tathagata Mahameru, the
Tathagata Meruprabhasa, and the Tathagata Manjudhvaja. In
the south are: the Tathagata Candrastryapradipa, the
Tathagata Yasahprabha, the Tathagata Maharciskandha, the
Tathagata Merupradipa, the Tathagata Anantavirya. In the
west: the Tathagata Amitayus, the Tathagata Amitaskandha,
the Tathagata Amitadhvaja, the Tathagata Mahaprabha, the
Tathagata Maharatnaketu, the Tathagata Suddharasmiprabha.
In the north: Tathagata Maharciskandha, the Tathagata Vais-
vanara-nirghosa, the Tathagata Dundubhisvara-nirghosa, the
Tathagata Duspradharsa, the Tathagata Adityasambhava, the
Tathagata Jaleniprabha (Jvaliniprabha 7?), the Tathagata
Prabhakara. In the nadir: Tathagata Simha, the Tathagata
Yasas, the Tathagata Yasahprabhava, the Tathagata Dharma,
the Tathagata Dharmadhara, the Tathagata Dharmadhvaja. In
the zenith: Tathagata Brahmaghosa, the Tathagata Naksat-
rardja, the Tathagata Indraketudhvajaraja, the Tathagata Gan-
dhottama, the Tathagata Gandhaprabhas, the Tathagata
Maharciskandha, the Tathagata Ratnakusuma-sampuspita-
gatra, the Tathagata Salendra-raja, the Tathagata Ratnot-
palasri, the Tathagata Sarvarthadarsa, the Tathagata
Sumerukalpa (Max Miiller, SBE.49, 1894: 100-101). The vyitha
is the initial stage in the emergence of the mandala.



THE TEMPLES OF SAMADA

Two monasteries of Kyangphu and Riku situated at Samada
deserve notice. The first monastery is famous in tradition as
the oldest. The present structures however date to the XIV
century. Entering through a narrow gate we we see small cellas,
one is the mgon-khan and the other on the right is dedicated to
Lha-mo. In the court the first chapel is Sakyamuni’s victory
over Mara. In the atrium of the main temple are frescoes that
remind of the style of India. The temple was founded by
Chos-kyi-blo-gros, a disciple of Rin-chen-bzan-po. The first
chapel of the main temple is called the southern chapel. Its
altar has statues of Indian origin (p.100). The magnificent
stupa behind the altar is of gilded bronze with the Vaj-
radhatu-mandala in high.relief. Executed with extreme finesse
it can be a work of the late Pala period. The other chapel to the
left 1s the big northern chapel which has statues of the Bud-
dhas of the past, future and present: Dipankara, Maitreya and
Sakyamuni. The most important objects herein are the pedi-
ments of three statues of the three protectors: Avalokite$vara,
Vajrapani and Manjughosa. The extant image of Avalokites-
vara is of Indian origin. The metrical inscription indicates that
it was ordered by Chos-kyi-blo-gros, a disciple of
Rin-chen-bzan-po. He in fact was the founder of the Kyangphu
monastery in the XI century but it was restored during the
Sa-skya period in the XIV century. On the first floor there are
two chapels. The right chapel is dedicated to Sarvavid Vai-
rocana (p. 106). Professor Tucci dilates upon the several cycles
of Vairocana to determine the mandala in this chapel. He
comes to three main figurations of the mandala of Vairocana,
based on the Tattva-sangraha, Vairocanabhisambodhi and Dur-
gati-pariSodhana. The mandala in the right chapel is derived
from the Tattva-sangraha. To the left is the chapel of Praj-
naparamitd (p. 120). To the left of the door is the image of
Hayagriva and to the right that of Acala (p. 121). The mural



paintings surviving here and there on the second floor betray
Central Asian style.

Leaving the village of Samada, half a kilometer down, is the
monastery of Riku or Dregun. Some of the paintings can be as-
cribed to the XVI century. Its most ancient part is the
Mgon-khan, with Gur mgon the protective deity of - the
Sa-skya-pas, surrounded by the divinities of his cycle, Pu-tra
min-srin (p. 123).

Prof. Tucci details the various mandalas of Vairocana from
seven texts. He begins with the Tattva-sangraha, whose first
section pertaining to abhisamaya has six mandalas classified as:
(1) detailed, (2) intermediate, and (3) concise. There are four
detailed mandalas, and one mandala in each of the other two.
The intermediate caturmudra-mandala is one cycle with Vai-
rocana in the centre and the four Tathagatas in the four cardi-
nal- points. The four Tathagatas are not accompanied by other
deities. Tucci assigns a mandala to each of them (6-9) which
has to be corrected.

The first four mandalas are :

1. Mahamandala : Vairocana in bodhyagri-mudra, paré and
crowned, sits on seven lions, Gobu 1.

2. Guhya-dharani-mandala with figures, or samaya-mandala
with emblems : Vairocana is replaced by Vajrini or Vaj-
radhatvisvari, crowned, seated on a lotus, holds a caitya on a
pediment, Gobu 39.

3. Dharma-mandala, or saksma-mandala, Vairocana in
bodhyagri-mudra, paré and crowned, addorsed by vajras,
sits on a lotus, Gobu 72.

4. Karma-puja-mandala, Vairocana as a monk (neither paré
nor crowned), sits on a lotus, Gobu 105.

In these four mandalas, the attributes of the 37 deities change

and also their names. For a detailed study the introduction to

my edition of the Sarva-tathagata-tattva-sangraha (STTS) has to
be consulted, in conjunction with my A Ninth Century Scroll of
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the Vajradhatu-mandala. The latter work illustrates the six
mandalas of the first abhisamaya section of the STTS by Sub-
hakarasimha (A.D. 637-735) in a scroll termed Gobu-shinkan.
The central deity of the first four mandalas is reproduced
here from this scroll to show the vanation pattern.

All the mandalas enumerated by Prof. Tucci from the STTS
and other texts have to be re-defined, and their entourage
clearly enumerated from the original tantra, from Classical
commentaries, and from later reworkings. Thus, the nos. 15-19
is one caturmudra-mandala and has to be assigned one
number.

GYANI MONASTERY IN THE SALU VILLAGE

The GyaniVRgya-gnas monastery was controlled by the
Sa-skya-pas. Capitals in its atrium belong to the XIV century.

MONASTERY OF IWANG

The monastery at Iwang is one of the important monuments
of the region, as it had been constructed by Chos-byan a
pre-incarnation of Sakyasri the Great Pandita from Kashmir
who arrived here in the XIII century. It is divided into three
chapels. The central chapel is dominated by Amoghadarsin,
flanked by six Tathagatas, constituting the Seven Bud-
dhas/Rabs-bdun. The mural paintings have preserved an in-
scription which says that Rgyal-mtshan-grags has painted in the
Indian manner. The right chapel has Amitayus, with ten
statues around. From the dresses, ornaments and shoes to the
delicate colours, techniques of drawing and painting, all re-
mind of Central Asia. The whole cycle has been transported
from there. An inscription confirms that it has been done in
the Khotanese way (Li-lugs). The left chapel represents the as-
sault of demons on meditating Sakyamuni (p. 139). These
works of art predate the emergence of the Tibetan style which
can be seen at Kumbum with the most extensive pictorial
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panels of the XV century.
MONASTERY OF SHONANG

The local chronicles speak of it as one of the most ancient
monasteries of the area. It has been restored and repainted. It
has two floors : the lower chapel has nothing of interest. The
upper chapel has the Seven Buddhas/Rabs-bdun, of impressive

grandeur.
MONASTERY OF NENYING/GNAS-RNIN

It is one of the oldest monasteries founded by Rgya Hjam-
dpal-gsan-ba, royal chaplain to King Khri-Ral-pa-can. It has
been hailed as the Bodhgaya of Tibet whence Buddhism
spread to the entire country. It was destroyed in the
Anglo-Tibetan War and has been rebuilt thereafter. Splendid
fragments of Indo-Nepalese art of the best epoch survive.

THE GREAT MONASTERY OF GYANTSE (p. 146f.)

The great monastery to the north of the bazar and the Kum-
bum within its sacred precincts are superb monuments, nowa-
days known by the name of Dpal-hkhor chos-sde ‘the Sricakra
monastery; and as Dpal-hkhor bde-chen in the Myan-chun
chronicles. On the lower floor is the hall of congregation with
three minor chapels that open on the back and the two sides.
An immense statue of the Buddha 'dominates the hall. It rep-
resents the Jo-bo of Lhasa. It is flanked by the images of
Manjughosa and Avalokite§vara, as well as Dipankara and
Maitreya of the past and of the future.

The left chapel is dedicated to the Vajradhatu-mahamandala.
The statues are of painted stucco, jutting out from the wall
They are works made during the highest flourishing of Tibe-
tan art, with echoes of the Indian tradition. This chapel was
ouilt during the time of Chos-rgyal Hphags-pa-dpal-bzan-po. It
has a superb copy of the Astasahasrika in golden letters on in-



—XIX—

digo-paper. The walls are covered with the Thousand Buddhas:

249 figures white Vajrasattva
249 figures red Vajraratna
249 figures red Vajradharma
249 figures greed Vajrakarma
996

Alongwith the four Tathagatas of the pentad, they make a
Thousand Buddhas. This is a very important observation of
Prof. Tucci. It helps us to identify the 504 statues at the
Barabudur as the Thousand Buddhas (504 x 2 = 1008).

The right chapel is dedicated to Maitreya. In ancient times
the central deity was Eleven-headed Avalokite$vara according
to the system of Nagarjuna. He is flanked by statues of stucco
with an admirable realism. On his right are Manjughosa, Pad-
masambhava, Kamalasila and Atisa. On his left are the three
great kings of Tibet: Sron-btsan-sgam-po, Khri-sron-lde-btsan,
and Ral-pa-can.

On top of the congregation hall, the upper floor is a vast
courtyard. To its left and right open two chapels and at the back
is the central chapel (dbu-rtse). The left chapel is the
Lam-hbras-lha-khan. It has stucco images of the masters of the
Sa-skya-pa revelation: Vajradhara flanked by Nairatma (r.) and
Virapa (I.) and the incarnations of Sa-skya-pa Lamas. The
centre of the chapel is occupied by a wood-and-stucco mandala
of Samvara. There are frescoes of the eightyfour siddhas, done
with extraordinary finesse. Episodes from the life of the
Sa-skya Pan-chen are represented on the left wall, and those of
the life of Chos-rgyal on the opposite right wall.

The central chapel is very high and represents the most sac-
red part of the monastery. It reproduces several mandalas. The
central mandala is that of Kalacakra on the back wall. Mandalas
abound on all the walls and they are identified by the



Myan-chun. Around the chapel runs the path for circumam-
bulation, frescoed with the Thousand Buddhas.
The right chapel has stucco images of the sixteen arhats.

KUMBUM OF GYANTSE

The Kumbum is an architectonic mandala, with four doors
opening in the four directions. The central principle of the
temple is symbolised in its highest cella by Vajradhara. The
building is a visual dharma-kaya: progressive ascending from
one floor to the other corresponds to an ascension from a les-
ser order of tantras to ever higher ones. We start with the
Kriya-tantras and reach the Anuttara-tantras on top of the
building. The Kumbum has four floors, surmounted by a
dome and a campana. In the centre of each floor are major
temples with minor chapels in the projections. There are 73
chapels in all:

I floor 4 major temples 16. minor chapels 20
II floor no major temples 16 minor chapels 16
(their space corresponds to the upper
portion of the temples of the first floor)

I11 floor -4 major temples 16 minor chapels 20
IV floor — 12 minor chapels 12
V dome 4 major temples — 4
VI campana Image of Vajradhara 1

73

On the top of every page, we have indicated the floor by
Roman numbers I-VI and the temples and chapels by
Indo-Arabic figures 1-20. Thus I.1 is the first temple of the
first floor. This indication is not given in the original work. It
has been done to provide a context to the description of the
chapels, so that one is not lost in the detailed narrations. Ac-
cording to the calculation of the Myan-chun 27,529 deities are
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represented in the four floors and dome of the Kumbum.
The main deities of the several temples and chapels of the
Kumbum are as follows :

L1T Sakyamuni

1.2 Marici

1.3 Bhiatadamara

1.4 Sme-brtsegs

I.5 Sitatapatra

16T Sukhavati of Amitayus
1.7 Parnasabari

1.8 Hayagriva

1.9 Acala

1.10 Grahamatrka
LL11T Dipankara

1.12 Vasudhara

I.13 Natha

1.14 Mahaibala

I.15 Dhvajagrakeyira
1.16T Maitreya

1.17 Vaiéravana

1.18 Entrance to -stairs
I.19 Panjara-Natha
1.20 Vijaya

I1.1 Amitayus

I1.2 Khadiravani Tara
I1.3 Simhanada

I1.4 Amoghapasa

I1.5 Hayagriva

I1.6 Kurukulla

1.7 Rajalila-Manjughosa
I1.8 Vidarana

I1.9 Sakyamuni

11.10 White Tara
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I1.11 Samantabhadra

I1.12 Jagadbhadra Vajrapani

I1.13 Aksobhya

I11.14 No statue

I1.15 Vadisimha.

I1.16 Avalokites$vara

11T Amitayus

I11.2 Vajrasattva

I11.3 Jvalanala

111.4 Prajhaparamita

II1.5 Vairocana

I11.6T Ratnasambhava

II11.7 Jianasattva Manjusri

I11.8 Bodhisattva-vajra

I11.9 Phyag-na-rdo-rje-hchi-bdag

I11.10 Sakyasimha

III.11T Amogha

II1.12 Sarva-durgati-pariSodhana Vairocana
II1.13 Amitayus

I11.14 ? Vajrasekhara

II1.15 Sans-rgyas-sna-tshogs

11.16T Aksobhya

I1.17 completes the preceding chapel
II1.18 vestibule

IT1.19 Sri-Paramadya

I11.20 Sukhavati-Vajrasattva

1V.1-20 Series of masters divided in schools
Dome 1-4 Vairocana, Vajrasana, Sikyamuni, Prajhaparamita.

Marici. Prof. Tucci (p. 174) is right in connecting Marici
with the Sun and with maric: ‘ray’. The word maricc means ‘a
particle of light, shining mote or speck in the air’ RV, AV, ‘a
ray of light (of the sun or moon)’ RV etc. Maricimat ‘having
rays, radiant or shining with’ MBh, ‘the sun’ Kathasaritsagara.
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Marica is the name:of Kasyapa in the Mahabharata. The mas-
culine plural Kasyapah denotes a class of semi-divine genii con-
nected with or regulating the course of the sun, AV.13.1.23,
TAr.1.8, ParGr.2.9.13. The connection of the Kasyapas with
the sun is beyond doubt. The demon Marica transforms him-
self into a golden deer in the Ramayana to attract Sita’s atten-
tion, and to take away Rama from her side. Thus Marici can be
the golden goddess of the Dawn, as already hinted at by B.C.
Bhattacharyya. Pigs can be seen scavenging around Indian vil-
lages early in the morning. They herald the dawn. Boars are
male uncastrated pigs. So the seven boars draw the chariot of
Marici as the goddess of the Dawn. She occurs in the hymn to
Sarasvati in the Suvarna-prabhasa (ed. Joh. Nobel 1937) cicin
§irt. miri Marici, where the consonants of Marici are mangled
into ciri (backward) miri-(forward with ri omitted) §iri (=ciri: in
Tamil c=5).

The words for dark or black are also used for beautiful.
They denote the enchanting beauty of negritude. The word
rama means ‘dark, dark-coloured, black (compare ratri), ramah
Sakunth ‘a black bird, crow’ Kathaka-grhya. Later it denoted
‘pleasing, pleasant, -charming, lovely, beautiful’ in the
Mahabharata, ‘pleasure, joy, delight’ in the Bhagavata-purana.
The feminine form rama is a beautiful woman, any young and
charming woman, mistress, wife, any woman in Katha-up-
anisad, Mahabharata; etc, a dark woman i.e. a woman of low
origin, Taittiriya-samhita, Taittiriya-aranyaka (MW.). We may
also compare the word abhirama ‘pleasing, delightful, agreeable,
beautiful’ (MW). Likewise mas: should mean a lovely or charm-
ing woman. Masi as the attendant acolytes of Marici have to be
resplendent like Usas the Goddess of Dawn who is the model
for Marici. ‘Usas is the most graceful creation of Vedic poetry
and there is no more charming figure in the descriptive religi-
ous lyrics of any other literature. Clothed in light the maiden
appears in the east, and unveils her charms, 1.123.3-4 (Mac-
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donell, Vedic Mythology, 46-47).

The sun is the eye fixed in heaven (RV.1.22.20). Sun is the
eye of the Gods: Usas brings the eye of the gods and leads on
the beautiful white horse (RV.7.77.3). Sun is the eyes of Mitra
and Varuna (RV.1.115.1 etc.). When the Sun = eye, why not
the acolytes be the masi, the collyrium to embellish the eye.
The collyrium adds charm to the eyes and extends them. Vis-
alaksi ‘large-eyed’, ayatdkst ‘having longish eyes’, ayatapangi ‘hav-
ing long-cornered eyes’ are symbols of feminine beauty. Masi
or collyrium which is snigdha ‘unctuous, resplendent, soft, ten-
der, affectionate’, enhances the seductive attraction of the eyes.
As snigdha-Syama, masi is the tender agreeable dark complexion.
Masi stands for a charming and sensuous belle. In Indian artis-
tic anatomy, the restless eyes of women are elongated in ex-
pressive ways by applying collyrium. Masi, the ‘black powder
used to paint the eyes’, is one of the sixteen elements of the
makeup of a woman (sodasa-$rngara, Bharatiya Samskrti Kosa,
Poona 1976:506). Thus mas: at the end of the names of atten-
dant deities means a beauty, a goddess.

The first four goddesses Arka-, Marka-, Antardhana-,
Tejo-masi represent the four stages preceding sunrise: the sun
is invisible (arka), it is concealed (marka), it becomes dimly visi-
ble (antardhana ‘invisibility’ MW), and it glows out (tejas).
Marka is eclipse of the sun in RV.10.27.20 (MW). The next
four goddesses occupy the intermediate points: Udaya-, Gulma-
Vana-, Civara-masi. Udaya- is sun-rise, Gulma- is a thicket or
bush, Vana- is forested area, and Civara- is the robe. Early in
the morning, Indian villagers go to ease themselves to a thicket
in the nearby wooded region, get up and move a bit to fasten

the dress.

The twelve goddesses in the second circle are:
E Mahacivara-masi Varahamukhi
S Padakrama-masi Varali



w Parakrama-masi Vadali
N Uraga-masi Varahi
Intermediate points: Varttali, Vadali, Varali, Varahamukhi. As
one lifts up the long-hanging dress (mahacivara), and is about to
leave (padakrama), a snake (uraga) appears and courage has to
be summoned (parakrama). The four names suffixed with masi
represent the morning scene. The other eight names seem to
be connected with Varahi. The names Varali and Vadali can be
variants of Bharali < Bhatari. They are repeated in reverse
order in the intermediate points.

The four jingling words naming the door-goddesses defy in-

terpretation:

Alo ankusa ‘hook’ compare aloka ‘light’
Talo pasa ‘noose’ compare tara ‘star’

Kilo sphota ‘chain’ compare kala ‘dark, blue’
Matsaro avesa ‘bell’ matsara ‘envious, jealous’.

Tucci does not enumerate the last goddess Matsaro.

The suggestion of Tucci that-masi is from udayam asi instead
of wdayo si 1s grammatically untenable, as he himself doubts as
to how a masculine has become a neuter.

The temple I11. 6 dedicated to Ratnasambhava is considered
to be outstanding for the magnificence’ of its paintings and the
richness of its decoration.

The treasures of the vast tantric lore unravelled in this vol-
ume by Prof. Tucci invites a detailed study of each and every
mandala, along with their schematic sketches. They have to be
compared with the Sanskrit texts for their original nomencla-
ture. For the moment the pilgrim to the Kumbum has com-
pleted his ascent to the sanctum and phenomenic existence has
been transcended into the absolute consciousness whose symbol
Vajradhara smiles mysteriously in the dark cella at the summit
of the sanctum.

Lokesh Chandra






PREFACE

In 1937, I left for a new expedition in Tibet, which was
sponsored by Prassitele Piccinini, who had already sponsored
that of 1935. As it can be seen from these pages, the results we
obtained are superior to those of the previous travels. It is
therefore right that I express my thanks to Mr. Piccinini who
has favoured this new expedition of the Academy of Italy in
the harsh lands of Tibet, and has allowed me to discover such
remarkable monuments of that Indo-Tibetan culture which
day by day reveals itself worth studying.

Prof. Piccinini, leaving aside his major field of research in
the medical sciences, continues with his generosity the
humanistic tradition of our people. It is but natural that Italy
deals with Tibet, because the Italians first made known to
Europe, and not in a superficial way, the soul and the beliefs of
these people so profoundly devoted to religious ideals (1).

(1) See G. Tucci, Italy and the exploration of Tibet, Asiatica 1938.
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A book like that of Desideri does not become dated.

I must also thank Doctor Fosco Maraini who has been an in-
telligent collaborator and a good travel companion. He has
done the entire photographic work, and the plates of this book
are all by him.

I do not publish the diary of the expedition. Others have
.gone to Gyantse before me and have described the land. 1
could not add new things. But I have discussed in this book the
art monuments found along the roads and the reflections that
can be made and the conclusions to be drawn for the study of
the political, religious and artistic history of Tibet. This book
includes many new things and much material investigated for
the first time.

From Western Tibet I have gone to Central Tibet: but the
geographical distance does not make a difference in culture.
We are always faced by the same religious and artistic world
and by the same spiritual unity.

This series of Indo-Tibetica which I slowly keep on writing
and in which I describe the material collected in my scientific
missions, has now come to its fourth volume, after six years of
its starting.

Since I am working on a virgin ground and I am going on
exploring day by day new sectors of the vast Tibetan literature,
which still can be reached with great difficulty, it is right



—_3

to look back and to ask ourselves if the work already done
would not require a revision of some points. To this effect I
have read again and attentively the volumes of Indo-Tibetica
already published and I have found that by and large I have
not much to add or to modify. I noticed, however, some inac-
curacies or incomplete details. And because this series of
Indo-Tibetica has to remain a unity they should be corrected.
To those who have read the previous volumes I recommend to
look at the appendix published herein where whatever should
be considered wrong or imperfect, due to carelessness or to de-
fect of information, has been completed or corrected.

Thus, the previous work has bee'n revised by the Zhu-che, and
I am glad to have been the Zhu-che of myself.

12 Dec. 1938 Giuseppe Tucar



—
POSTSCRIPT

The date of the Sku-hbum is registered in two chronological
lists, namely in that published by Csoma de Koros and taken
from the Vaidarya-dkar-po and in the other redacted by
Sum-pa-mkhan-po and edited by Sarat Chandra Das: both of
them give the date of building as 1438, namely 1440 after the
correction to be done in the dates of Csoma and in those of the
Rehu-mig. It seems that the sources studied by me do not give
rise to the slightest doubt about the date 1427. Sans-rgyas-rgya-
mtsho and Sum-pa-mkhan-po have either used another source
or are referring to the date of its final completion. The first
hypothesis is validated by what we read in the cited guide of
the Kumbum that the date sa-lug (1439) contained in the an-
cient dkar-chag of the temple i1s mistaken (yi-ge nor-ba).



CHAPTER I

IMPORTANCE OF THE MONUMENTS STUDIED IN
THE TRIP OF 1937

§1. The Sikkim-Gyantse road and its monuments. The road
Gangtok-Gyantse (1) has been traversed many times. Books
have described it. But the information they give is so scanty as
to make one think that this portion of Tibet is almost without
any monuments of great historical or archaeological interest,
worthy of being of the same standard as those discovered in
Western Tibet. Therefore, when 1 left for the travel in 1937 1
did not have much hope to make archaeological discoveries. I
hoped to collect o;lly bibliographical materials, but 1 did not
think that this new expedition would solve the many doubts
that I still had on the development of Tibetan art. Much less
would I have imagined the things I would find along this road,
certainly one of the best known roads in Tibet.

I knew already that Sikkim, where the caravan route starts, is a
land recently conquered by Lamaism, and that, before Lha-btsun
(1) For the ge()graphical names, | follow the spellings of the maps of the

Geographical Survey of India when there are no errors. The correct forms are
given in chapter 111 dedicated to historical geography.
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(XVII century), the apostle in these regions, there had been no
direct exchange between Tibet and India through this way.
Chronicles and bilographies indicate that Kashmir and Nepal
were the two regions through which Buddhism and Indian cul-
ture with it, penetrated into Tibet, and through which spiritual
contacts between India and Tibet were maintained for a long
time. But my travel has shown that in these places between Sik-
kim and Gyantse too, although far away from the road
traversed in ancient times, the civilising wave of Buddhism had
spread. The moasteries, which were built here soon and which
are now mainly in ruins, had a great splendour of art and had
a prime importance in the formation and evolution of the
thought and of the cult of Lamaism.

There are monuments that demonstrate it. We will see that
some of the sources discovered by me and which have been
studied here allow us to reconstruct, I do not claim the entire
history of these lands but at least to better know some events
and to enlighten the fortune of the Sa-skya school and the
grandeur of some of the main monasteries that the piety of pr-
inces has erected in the province of Gtsan.

Unfortunately the place explored is not very vast, but much
and well cannot be done at the same time.

I will deem compensated for my labours if this investigation
can be a guide to future researchers who following my steps
will have more time and more funds to pursue further and
deeper researches. This will be possible only when the Tibetan
government will open the doors of its land : provided it will not
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‘be too late, because to be frank, the way in which these monu-
ments are kept is awful. Neither the authorities nor the lamas
have any idea of their great importance, and already a lot has
been destroyed during the Anglo-Tibetan War in 1904.

Although the frescoes have resisted many centuries in the.
chapels and in the temples which have escaped destruction, yet
they run the risk of being covered with lime and to give way to
the pictures of the new rough craftsmen, encouraged by the
mania of the new which starts also in Tibet. |

Out of the many monasteries of which there are traces in his-.
torical documents,- I shall speak especially of Samada, Iwang,
Shonang (1) and Gyantse: that is to say of those more worthy
of study. I will not study the new or very new monasteries that
the traveller finds on his way and which are best known. They
are the first which are found on Tibetan land and, because
nearer to India, have less difficulties to accept visitors (2).

(1) And not Shomang as in the maps of the Survey.

(2) There is, for instance, the one marked in the map as Kaju Gompa, but
it should be called Trommo me (Gro-mo smad ‘Inferior Trommo’) to distin-
guish it from the other convent Trommo to (Gro-mo stod ‘Superior
Trommo') to the north-west of Yatung. That first part of Tibet, known also
by the name of Chumbi, is called Gro-mo by the Tibetans. The sects to which
the two monasteries belong are different. Trommo me belongs to the
Bkah-rgyud-pa, rather to a special sect of that school, the one from the name
of its founder is called Hbar-ras-pa (The biography of this monk including
the chants attributed to him has this title: Rje-btsun Hbar-ras-pa rgyal-
mtshan-dpal-bzan-pohi rnam-thar mgur-hbum dan-bcas. This work is divided
into four sections; the author of the biography is Rgyal-mtshan-dpal). The
other monastery belongs to the “Yellow Sect” and owes its renewed prestige
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All this portion, Chumbi or Trommo, belongs to Tibet only
from recent times. It is foreign to it even geographically. The
real Tibet with the vastness of its plains, starts from Phari
(Phag-ri) where, nevertheless, traces of ancient contructions are
lacking, except for a small temple located about 300 meters be-
fore reaching the village known by the name of Sandub
Lakhang (Bsam-hgrub lha-khan). At present this chapel be-
longs to the Hbrug-pa sect which has its custody. Tradition as-
cribes it to Than-ston-rgyal-ba, a renowned Hbrug-pa ascetic,
well known in this part of Tibet. The shrine, poor and badly
kept, has frescoes that perhaps go back to the XV century and
it has some objects of possible Indian origin: a statue of Avalo-
kite$vara in bronze, and two book covers (glegs-sin).

The proper archaeological terrain is found after Tuna; the
map is covered by names which recall persons, things or events
that a scholar of Tibet or of its religion cannot ignore. We have
entered the province of Gtsan which, together with Dbus, is the
most famous in Tibet. Both in fact represent the geographical
and historical centre of Tibetan culture.

The borders of this province of Gtsan are difficult to deter-
mine also because possibly they have changed during centuries.
Nevertheless, according to the geographical treatises the province

to a celebrated ascetic who lived here for a long time and passed away only
recently with the fame of being a realized soul. I mean Trommo Geshe whom
I met in 1935 at Poo, since he used to enter into meditation in a hermitage
near Lippa in the state of Bashahr. The real name of the monastery is
Dun-dkar which means “the white conch”. Its name comes from the shape of
the rock which lies above the convent and over which run curious lines which
from afar resemble a conch. The conch is, as known, an auspicious symbol
according to Indo-Tibetan ideas.
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of Gtsan borders on Gtsan-po i.e. Brahmaputra, to the north;
to the east it reaches till Trigu Tso; to the south confines with
Bhutan, Sikkim and Nepal; and in the west includes more or
less the entire territory that would be to the right of a hypothe-
tic line that running from south, from Kyirong (Skyid-sron),
through the border of Nepal, would reach the Gtsan-po to the
north.

I have maintained this time too the same standard as fol-
lowed in the previous volumes and have given a detailed de-.
scription of every chapel I met on the road, so that these lines
may serve as a guide for those who want to visit intelligently
the places studied by me, and it may serve to give those who
cannot go to Tibet a rough idea of the things one may see
there.

§2. The importance of these monuments for the history of Tibetan
art. The accurate study of these temples and of the art objects
in them brings a remarkable contribution to the iconography of
Mahayanic Buddhism. The many thousands of images carved
or sculpted and painted which we shall describe represent
either new forms of known divinities or cycles on which we do
not have any information as yet. Moreover, we have a clear ad-
vantage over the iconographic collections published till now: in
these collections we have a series of images without relation to
one another. But an image thus isolated is often an abstraction,
i.e. it loses its value as a symbol and loses that ideal connection
that inserts it in given religious experiences. In our case, in-
stead, since every chapel is dedicated to a particular tantric
cycle and therefore represents the visible expression of a mystic
experience, every image belongs to an organic complex of
symbols with which it is strictly and necessarily connected.



From the images, or rather from the wholeness of the rep-
resented images we can go back to those liturgical texts which
inspired them and which have served the statues to translate in
visible forms some given psychological and mystical states of
mind or peculiar ritual moments. This is clearly seen by study-
ing the most important of these monuments in which these fi-
gures are painted, that is the Kumbum (Sku-hbum) of Gyantse.
It puts us in direct contact with the religious psychology of the
esoteric schools of Indo-Tibetan Buddhism and leads us to see
how art is dominated and directed by that psychology alone.

This Kumbum is famous all over Tibet and is considered the
biggest stiipa of the Land of Snows. Whether this boast of the
Gyantse people has some truth in it or not, I cannot say for
certain. But I must recognize that the same opinion is shared
iby many lamas and many pilgrims of other regions who have
travelled all over Tibet and are in a position to draw parallels
with other monuments at other places.

The importance of Kumbum is double: both for its architec-
ture and for its paintings.

From the architectonic point of view the Kumbum is a stapa/
mchod-rten of the type known under the name of Bkra-sis-sgo-
man “the auspicious stipa of many doors” i.e. one of the eight
types of stipas numbered and described in Indo-Tibetan trea-
tises. After what has been said on the stipa/mchod-rten of
‘Tibet in the first volume of Indo-Tibetica and of what has been
said at the same time by Paul Mus on Barabudur (1), it is useless

(1) In a study published in the Bulletin de I'Ecole Francaise d’Extréme Orient
1935ff.



to recall the symbolic value of similar constructions. I will not
dwell on the origins of this symbolism which P. Mus has
studied in its phases, but I will rather refer to the psychological
value and to the religious meaning attributed to these buildings
during the latest Buddhist period by those tantric schools to
which this remarkable monument of Tibetan architecture be-
longs.

The Tibetan buildings have interest not only for the beauty
of their architectonic lines, that they sometimes continue the
shape of the rock and sometimes remind us of the sacred
character of the earth with the symbolism of their structure.
They are rendered more solemn and great by the land around
them, by the rocks which seem made out of gold, by the silent
plains that run even till the horizon so as to give them relief, by
the loneliness that surrounds them as a prayer, and by a sky
that has the transparent luminosity of gems.

In the West to construct means to imagine and to enrich the
work of nature with un-considered creations of the imagina-
tion. Only music means to re-live cosmic life and it is an im-
mediate participation in the eternal course of things.

For the Tibetans instead, to build -- and 1 speak of course of
religious art -- means to re-do the world. He who has built the
Kumbum has re-created the universe, not in its material struc-
ture, which does not matter, but in its ideal construction, in the
moulding of the forces animating it, in the play of psychical
energies lending it variety and change of aspects. This universe
is an idea germinating from the primordial conscience, from
that uncoloured and elemental light which, by an intrinsic
‘necessity transforms itself into concrete images, so that the One
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becomes many, refracts and reflects itself in the infinity of
things to become at the end negation and prison of itself, that
is to say matter.

In this building, visiting the chapel according to the ritual
round from left to right, we are so to speak introduced to the
mystery of creation: the thousands of gods who now look at us
with serenity, and now hang over us with terrifying faces,
translate in the symbol of figures the confused tumult of the
cosmic forces.

In other words, the Kumbum is a gigantic mandala which
contains, painted on the walls of its cellas, infinite other man-
dalas in which are expressed through equivalent symbols par-
ticular systems of mysticism. These systems teach us how the
universe evolves, and they also point out to us how it can again
dissolve itself in the primigenous essence.

Liberation in fact means to consubstantiate oneself with the
cosmic conscience and this consubstantiality happens through
an elimination of the infinite play of maya, the realm of “be-
coming”, naturally opposed to that of “being”. This elimination
is awareness of the universal process, because through aware-
ness there is purification: to know the complex mechanism
through which the primordial consciousness hides itself behind
the infinite play of its magic freedom (maya) means to over-
come it and therefore to transcend from the world of becom-
ing to that of being. This is the religious psychology which has
determined the building of the Kumbum, where the primor-
dial consciousness, symbolised by the image of Vajra-
dhara/Rdo-rje-hchan located in the upper chapel, projects itself
in infinite lightnings which are its vibrations and which is mani-
festing itself in the world of contingency, and at the same time
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they are also the way of redemption for the initiated who have
'understood the arcane ways of its operating. One has also not
to be surprised that the means of salvation are manifold: infi-
nite are the emanations of the absolute and numberless its
epiphanies. Every being or category of beings has secret and
inexorable affinities with one or the other of these ways
through which the One becomes manifold. Each of us belongs
to a mystic family which leads to the first separation of the One
into the pentads symbolically represented by the five Buddhas.
The further we go away from the source of the Whole, the
more complex becomes this apparent reality in which we live.
Therefore also more complex becomes the scheme of intellec-
tual and psychical forces which, moulding themselves on such a
source, have to nullify it by purifying it by the light of the sup-
reme gnosis. The Buddhist law therefore also varies in its as-
pects, as various are tts—cosmic manifestations as different are
individuals from one another. Every mandala represents the
diagram of a given evolution and of a particular system, which
revealing to us the evolution of the cosmos gives us the hint to
overcome it and to transcend it.

The Kumbum is therefore the scheme of the world and a syl-
loge of tantric experience, i.e. of the principal esoteric revela-
tions that tradition attributed to the Buddha, that is to the sup-
reme truth become accessible to men.

When, in the first half of the XV century, the Kumbum was
built on commission by a pious prince, Tibet had already felt
the necassity to collect the mystical science of Mahayana in or-
ganic treatises. Various masters had tried to compile a Summa
of the various experiences able to rescue creatures from the
domain of births and deaths and to raise them to higher planes
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of existence. With this in view the Sgrub-thabs-rgya-mtsho (1)
had been written already. It remains even today the fundamen-
tal ritualistic work of the Sa-skya-pa schools. In this book the
Mahayanic olympus is interpreted in its inner symbolic mean-
ing and was taken as basis for meditation which had to trans-
humanize the initiated ones. Shortly before the building of this
Kumbum one of the greatest figures of Lamaism, Bu-ston, had
written his digest of the mandalas included in the most impor-
tant tantric cycles. This work of the great master has surely
served as guide to him-who built the Kumbum. This is not an
hypothesis of mine, but an indisputable fact demonstrated
beyond doubt by the inscriptions we read in the chapels. In
these inscriptions not only the name of Bu-ston is mentioned
often, but entire passages of his works are quoted thereby giv-
ing proof that those who designed the Kumbum got inspiration
from his treatises.

The Kumbum, as already the temple that Bu-ston had con-
structed at Zha-lu, is the visible synthesis of this liturgy, just as
the texts were its verbal expression. Each of his planes had a
symibolic interpretation, immediately perceived by the eyes, of
the many ways that the religious psychology of tantrism had
imagined for the redemption of man. It is a kind of Kanjur or
‘Tanjur where the symbol of figures and of colours has been
substituted by the symbol of words.

(1) The Kumbum guide says: “this beautiful heavenly palace whose essen-
tial nature is the same as that of the satras, of Sgrub-thabs-rgya-mtsho, of
Kriyasamuccaya etc.” (p. 18). This work corresponds to that included in the
Tanjur (LXXI nos. 95-340) with the title Sgrub-thabs kun-las-btus-pa. This
name Sgrub-thabs-kun-btus is now given to another collection of sadhanas in 11
vols. plus 2 supplements, published at Sde-dge but with affinity to Sa-skya by
inspiration, and strictly similar to it. Supplement, ibid. LXXXV.14-86
(Taranatha).



These summae and this Kumbum, like the temple of Zha-lu of
which Bu-ston dictated the explanatory inscriptions, come from
one and the same impluse and from the same desire of the
lamaistic community to put some order into the often discor-
dant doctrines of the masters and of the exegetes. Bu-ston at
the same time listed the Buddhist works and gave a definite
form to the two main collections of sacred scriptures the Bkah-
hgyur and the Bstan-hgyur. He also tried to draw up a kind of
liturgical code that, besides giving the plurality of divergent
opinions, would establish an orthodox point of view based on
the authority of a sure tradition. Art also was influenced by it;
in these esoteric schools the truth, represented in symbolic ex-
pressions, is necessarily translated in the schemes and diagrams
of mandalas. Therefore the number of divinities who make up
every mandala is determined with great precision, their colours
and their attributes are stated, and at the same time the opin-
ions not corroborated by authoritative evidence are eliminated.
Therefore, in the times of Bu-ston when literature becomes
more sure and the tradition more reliable, the symbolic rep-
resentation too was partially renewed, by rejecting all that was
arbitrary or uncertain and by moulding it again on surer
Indo-Tibetan traditions.

Thus so framed in a given historical moment of the lamaistic
religious evolution, the Kumbum acquires a new significance,
to which corresponds also the value of its paintings. These
paintings give us a clear idea of the living art streams operating
in the XIV and XV centuries in Gtsan; they give us an idea of
the centres in which they flourished, of the traditions followed
by them and of the most celebrated masters. In fact for the
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first time we find here in Gyantse long lists of painters that give
us a first class document to reconstruct the history and the
vicissitudes of the Tibetan pictorial art.

§3. The lists of sculptors and painters in the inscriptions of Gyantse.
These lists are found in the inscriptions which not only men-
tion the names of the deities to whom the chapels are dedi-
cated, but give us much other information of great interest.
They form a very authoritative guide which allows us to iden-
tify with surety which divinity is represented in the statues and
in the paintings and give us the tradition by which the artists
have been inspired. I have translated them completely in order
to ease the task for him who is not able to read Tibetan cor-
rectly and also because they are good examples of Tibetan
epigraphy about which we know very little as yet. They give an
accurate description of the cycles represented in every chapel
and are composed according to a common scheme, partly in
prose and partly in verses. They start with an invocation, fol-
lowed by the list of statues which are at the centre of the man-
dala, to which every chapel is dedicated and which therefore
gives the chapel its name; after this there follows a summary
description of the frescoes, wall by wall. The position of the
walls is determined with respect to the axis of Kumbum, each
of them being put in correspondence with the four sides of the
monument and they follow the four cardinal points (1). When
the list of divinities ends, then usually comes the name of the

(1) For instance, the east of a chapel corresponds exactly to the eastern side
of Kumbum, and so on.
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donor or of the donors and then the name of the artists who
have done the statues or painted the frescoes.

~The inscription very often closes with the expression of a
vow (pranidhdana, smon-lam) generally in verses; it is prayed
that the donors with their own relations and all the creatures
may obtain salvation or consubstantiality with mystic planes.

This scheme is generally followed also in the metrical inscrip-
tions whose artifices of language and style, often of bad taste,
show how their authors, at rare times expressly mentioned,
were familiar with the rules of rhetoric that the work of
Dandin, much studied even today in the great monasteries, had
made known to the Tibetans (1).

The importance of these inscriptions is therefore remarkable
from many points of view: not only as mere epigraphic docu-
ments or because they are first class iconographic guides, but
especially for indications of historical and artistic character that
they contain. From these inscriptions we find out as to when
the Kumbum has been built. If the exact date is missing in
them, although maintained in the eulogy of the monument
found out by me (2), they maintain that the inspiration of this
great work was a king of Gyantse, who lived in the XV century,
namely the Chos-rgyal Rab-brtan-kun-bzan-hphags-pa. 1 have

(1) This is a constant scheme which we see followed, for instance, also in
the inscriptions of the monastery of Zha-lu, which was caused to be built by
the feudatory prince of that district, Grags-pa-rgyal-mtshan; these inscrip-
tions, dictated by Bu-ston, are preserved in the collection of his work in
vol. TSA.

(2) Year: me-lug, fire-sheep. See chapter 1V.
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collected more details about him in the chapter dedicated to
chronology. But the Kumbum is a collective work; the entire
ecclesiastical and lay nobility of the territory, where the
Chos-rgyal was the recognized chief, had a hand in it: both the
great monks and the major dignitaries of the court, and the
local nobility of the small villages were not deaf to the invita-
tion of the king and every one had contributed, according to.
the measure of his means, to the definite embellishment of this
work to which was due the ornament of the kingdom of the
Chos-rgyal and which was to hand down his fame through the
centuries.

Sometimes in the inscriptions the king himself is recalled as
the donor, in some cases high dignitaries of the state are the
donors, or a Lama of high rank, or civilian and military offi-
cials of a more modest rank. Sometimes even the inhabitants of
an entire village are the donors.

Even more important is the list of the sculptors and of the
painters which we can make out from these inscriptions. The
history of Tibetan art was anonymous till today. We did not
know the authors of the paintings embellishing the temples we
knew. We had a series of works, some of them remarkable, as
those discovered by me in Western Tibet, but without any indi-
cations about the artists who made them. For the first time we
know now the names of the authors of these paintings and
therefore we begin to have an idea of the styles, of the schools
and of the masters who had major diffusion of influence dur-
ing the first half of the XV century in Central Tibet and espe--
cially in Gtsan.

Here is the list of painters whose names and places of origin
are recorded in the inscriptions:

At Iwang: Rgyal-mtshan- hgrags.
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In the Gtsug-lag-khan of Gyantse: Gan-bzan (fig.72);
Rin-chen-hgrags of Bzan-ri in Siie-mo; Dpal-hbyor.

The longer list is found in the Kumbum:

1.
2.

15.
16.

17.
18.

Kun-dgah-ba of Rgya (1.3) (1).

Ses-rab-dpal-bzan-po (pa) (monk) of Rgyal-khan in Nug
(1.4, 11.5, 6, I11.12, 13).

Thar-pa-pa of Lha-rtse (1.5, 6, 11.16, 111.20, 1V.5, cam-
pana, lower cella, 11).

Sans-rgyas-bzan-po, monk (I.5).

Ses-rab-dpal, perhaps same as no.2 (1.8).
Don-grub-bzann-po of Lha-rtse, the master of Don-ri (1.9,
10, 14, I11.10, 14, 15).

Monk of Lha-rtse (1.9).

Bkra-sis-bzan-po (1.10).

Ses-rab-rgya-mtsho of Bzan-ldan (1.12, 11.10).

Bkra-éis of Sag-tshal (2) in Lha-rtse, perhaps same as no.8
(1.15). ‘

Rgyal-mtshan-pa of Gnas-riin (1.20).
Nam-mkhah-hod-zer of Bde-chen in Lha-rtse (I1.1).
Dge-ba of Bde-chen in Lha-rtse (I1.2, IV.6).
Blo-gros-rab-gsal of Dge-ma in Bde-chen of Lha-rtse
(11.3, 1V.6).

Dge-siien of Lha-rtse (=no.7?) (11.3, 1V.12, cupola 1).
Dkon-mchog-bzan-po of Jo-nan (IL.4, IIL.7, cupola 1,
campana, lower cella 1, 6, 9, 10).

Bsam-tan-bzan-po of Lcags-than (11.4).

Ban-chen-skabs-pa of Bzan-ri in Sne-mo (I1.7, I11.9, 11).

(1) Roman numbers indicate the floor, while the Arabic the chapel,

(2) Compare no.29 Bsags-tshal.
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20.
21.
22.
23.

24.
25.
26.
27.
28.
29.

30.

31.

32.

33.

34.
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Tsan-nes, Btsan-ne of Gnas-riin (I1.9, 11, 12).
Bla-ma-mgon (I1.11).

Nam-mkhah-dpal (I1.12).

Btsan of G.yag-sde in Sfie-mo (I1.13).

Dpal-hbyor-rin-chen of Gnas-riiin (monk) (II.15, IV.1
Rin-chen-dpal-hbyor).

Rin-chen-dpal-grub (I1V.2, dome 1).
Bsod-nams-dpal-hbyor (I1.15, dome 4).

Dpal-chen of Rdzon-$os in Lha-rtse (I11.3).
Khro-rgyal-dban-phyug of Khab-gsar in Lha-rtse (111.4).
Chos-skyon-bkra-§is of Bsags-tshal (I11.15).
Bkra-sis-bzan-po of Bsags-tshal in Lha-rtse (II1.17).
Perhaps the same as no.10.

Legs-pa of Bsah-lun in Lha-rtse (III.19).
Lhahi-rgyal-mtshan, son of no.23 (IV.1, dome 2).
Don-grub-skyabs of Mkhar-kha (IV.2, 8, 10), elsewhere
said of Dpal-ldan-hkhar-dgah (dome 3), campana, upper
cellal, 2,4,5,11).

Dpal-hphel of Gnas-riiin (dome 2, campana, upper cella
1,2,3,4,5,11).

Sans-(rgyas-)rin-pa of Hkhar-dgah (campana, lower cella
5).

This desire of the artists to enter into history and to be men-
tioned in the inscriptions is not new in the Indo-Tibetan world.
In India we know statues which have the names of their
sculptors engraved on them. We do not have paintings and

therefore we cannot say for sure whether the custom of these
temples of Central Tibet had been anticipated by Indian artists.
But if Taranatha has preserved the names of some painters of
India, it 1s possiblé that his sources were based, not only'on ancient
tradition, but also on inscriptions that once existed in the temples
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and monasteries of India. In any case the coming up of the
names of artists in such great numbers points to a humanistic
efflorescence that perhaps did have a long duration in Tibet.

Painting is no longer understood as an act of mere devotion;
the artist acquires the conscience of being not only an instru-
ment but a creator. He knows that the work he is working at
bears the signs of his soul and of his intelligence. This means
that we have here not only an artistic revolution, but a
psychological one. It is the sign of personality which we hail in
these inscriptions. Man was committing without doubt a sin, be-
cause he violated that principle of renunciation of every vanity
imposed by religion, he had forgotten for a moment that he is
only a dream and a phantom, by taking pride in his own crea-
tion through which he wanted to go on living.

§4. Importance and character of the paintings in these documents.

Such a numerous school of painting could rise only in a period
of great creative activity. Buddhism was surely already diffused
among the Tibetan people. The dynasty of the monks of Sa-skya,
after having obtained the investiture by Mongolian princes, had
the illusion to have given back to Tibet its political unity, which
had declined since the apostasy of Glan-dar-ma, and the trouble de-
rived from it had made the power and the force of expansion of
the country, which it had at the time of Sron-btsan-sgam-po and of
his immediate successors, collapse. Masters and ascetics of great
fame had inspired new religious ardours. Princes and comunities
had competed in enrnching the land with monasteries and temples
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and in embellishing them with pieces of art. During the XIV and
XV centuries, namely when many of the temples that interest us
were constructed, the Sa-skya school was still the most power-
ful. The Hbri-gun-pa and the Kar-ma-pa did not succeed in
undermining its supremacy completely. The other sects were
represented by particular directions. They were proud of very
noble figures of thinkers and ascetics but did not succeed in
creating a veritable church. Their communities were based on
the spontaneous adhesion of religious and lay disciples to the
fascination roused by some personalities of great relevance. But
the Sa-skya-pa had founded a church which held temporal
power, more or less effectively. The religious authority of its
high officials was supported by their political power and by the
prestigious investiture given to them by the Mongolian kings.
Furthermore, many of these high officials were spending great
part of their life in China and from these long visits to the
Mongolian court they took impulse to build in their own land.
works that althougp at a great distance, wanted to compete
with the Chinese monuments. The Sa-skya abbots, therefore,
greatly helped the arts. The princes and the vassals, to whom
the abbots made the Mongolians give the investiture on special
territories, followed their example of building art. Due to the
atmosphere of the moment, to erect a monastery or a temple
amounted to do a work of religious devotion and of political
shrewdness. If we examine the lists reproduced above we find
out that the artists mentioned in the inscriptions are almost all
from the surroundings of Sa-skya, of Lha-rtce and of Jo-nan;
only a few of them are from small towns near Gyantse, espe-
cially from Gnas-riin which, as we shall see later, was one of
the major centres of Tibetan culture till the coming of the Yel-
low Sect. Sa-skya was then the major religious and political au-
thority of Tibet: it is but natural that around its court were
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prospering the schools of craftsmen and of artists.

But, as I have told already, this multiplying of sacred build-
ings so rich in works of art could not have hzfppened without
everybody cooperating in it, not only with the élan of its religi-
ous fervour, but also with the desire of doing beautiful things
and to see expressed in art its faith and its taste, or without the
entire people having had the capacity of admiring what the ar-
tists were producing or of appreciating the works of art with
intimate participation.

This painting, no longer anonymous, but which could be at-
tributed to known authors and to a chronologically well deter-
mined period, namely the first quarter of the XV century, has
its great importance because it is the first manifestation of
Tibetan painting proper. It has more character compared to
the more ancient works. It has acquired an appropriate
physiognomy and a style in design, in colours and in composi-
tion which give to Tibetan painting a special aspect. While
studying the frescoes of Western Tibet I had already pointed’
out how the first painting in those provinces was inspired by
Indians; some chapels as that very remarkable of Man-nan,
have maiptained wonderful masterpieces of Indian artists, most
probably Kashmiri. Man-nan was not, certainly, the place
where these artists have worked. That other examples of In-
dian mural paintings are not yet known in Tibet does not mean
much. Many of them have been destroyed when the primal
chapels were renewed by the generosity of the kings of Guge.
The little temple of Man-nan had the great fortune of being
neither at Tsaparang, nor at Tholing, the two principal centres
of the state of Guge. The capitals are generally subjected to
major remodelling than the small villages.
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We have seen in the previous volume how the most ancient
painting of Guge both mural and that on cloth of thanka was
inspired by Indian motifs. It has very different characteristics
from those of the more recent paintings ‘which seem to have
been largely influenced by Chinese style. The first one is an art
so particular and so near to the Indian model that I would
propose to call it by the name of “School of Guge” pointing out
by this a way of art geographically limited (with that approxi-
mation allowed for such cases) to the area of that kingdom,
which had its duration from the times of Rin-chen-bzan-po till
the fall of the kingdom of Guge at the hands of
Sen-ge-rnam-rgyal (1580?-1640 circa). Evidently it was a school
which had evolved, though with the slowliness of all Tibetan.
things, but which assumed by gradual degrees a character more
and more Tibetan in itself, yet never went too far from the
prime Indian inspiration. This inspiration remained present in
the colour, in the general composition of the painting and in
the framing of scenes.

Did the researches of the present year and the study of picto-
rial monuments found in the monasteries of the province of
Gtsan modify the conclusions to which I had arrived at in the
preface to the second part of the third volume of the
Indo-Tibetica?

It is but natural that a definitive answer cannot be given till
all the "temples between Gyantse, Shigatse and Sa-skya have
been studied accurately. But it is also true that Samada, Iwang,
the Gtsug-lag-khan and the Kumbum of Gyantse have already
given such abundant material so as to render a certain number
of conclusions rather probable. The paintings these monuments

(1) See L. Petech, A Study on the Chronicles of Ladakh, Calcutta 1939, p.137ff.
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have preserved for us represent beyond doubt a school having
its peculiar characteristics. They have, no doubt, many ele-
ments in common with the art of Guge, but on the whole they
represent an independent direction which had developed
under other influences and in a milieu rather different. In this
case too Indian inspiration can be found out easily, but it is not
the only one. There is not the direct continuity of development
of an original impulse from India. Other elements can be
noticed that show a much different conception of art and a
much different technique in design.

§5. Chinese influences on these paintings. We have not to forget
that this type of art has been born around Sa-skya, a monastery
which tried it is true to maintain relations with India, but which
tried to establish cultural and political relations with China as
well that lasted for almost two centuries. While Chinese influ-
ence did not reach Guge, the same cannot be said for Central
Tibet. Tibetan paintings, beginning with the time of the fifth
Dalai Lama, have had ever-increasing influence of Chinese
paintings. This influence became very strong after K'ien-lun
(1736-1796) had practically made Tibet a Chinese province.
But already before this there were exchanges with China and
these must have exercised a remarkable influence on Tibetan
culture. This happened at the time of the Sa-skya abbots. We can
even document the actual presence of Chinese artists in Tibet;
this information is found in;a passage of the Myan-chun (1),

(1) p-257b: Sar-rgya-hor-gy: yul-nas bzo-bo mkhas bos. Compare in the biog-
raphy of Bu-ston, Chos-rje  thams-cad-mkhyen-pa  Bu-ston lo-tsa-bahi
rnam-par-thar-pa siiin-pohi me-tog, in his complete works, Vol.SA fol. 14a.
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which says that the princes of Zha-lu had invited Mongolian
and Chinese artists to build and to embellish the temple which
they had projected on the advice of Bu-ston. The Tibetan
schools then studied and imitated the Chinese manner, both by
inviting masters, as in this case, to Tibet for the Sa-skya court,
and by sending Tibetan artists to learn the art there. At any
rate, there 1s no doubt that China made its influence felt on
some of the works we are dealing with in this volume. As exam-
ples I will recall the frescoes of the chapels of the
Gtsug-lag-khan of Gyantse where the principal events of the
life of Sa-skya Pandita have been reproduced, or the chapel of
arhats in the same temple, or the sixteenth temple of the first
floor of the Kumbum.

Normally the Chinese manner is especially evident in the
great scenes of Paradise, where monks and Bodhisattvas are
passing through ethereal landscapes, harmonious and rich pic-
torial projection of the heavenly beatitude that the faithful im-
agined as comfort for their poor earthly life and as compensa-
tion for their virtuous deeds. Although the figures are numer-
ous and the artist has left too much of free space between a fi-
gure and another, which he fills with floral motifs and with
light clouds moving with whimsical spiral turns, the different
groups of persons are not superimposed, put one near the
other, static in their heiratic posture, but they move, they kneel
down, pray, adore, discuss; an unusual breath of life blows
through these frescoes. Sometimes the painter is so skilled as to
succeed in breaking the conventionalism of iconographic rules
with the delicacy of his design. The gods he paints have no
longer the faint uniformity of the serial pictures where the
symbol or the colour has the unchangeable value of a mystic
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alphabet, but they acquire the composed serenity of those crea-
tures whom the richness of their interior life transforms and
transhumanises the flesh. Sometimes the form is so pure and
angelic that it seems that the artists wanted to depict spirits and
not bodies at all. When they descend from the heavenly planes
to the human world, life offers them infinite types, which they
try to reproduce. There are not abstract figures representing
only a man or a monk, but concrete persons showing us this or
that particular man alive, revealing with only a few lines not his
physical characteristics but his interior personality as well. And
sometimes they overstress the feelings so as to create most ef-
ficacious caricatures (see figures 204 and 205).

The difference between these paintings and those of West-
ern Tibet is noticeable especially in the representation of the
heavenly kingdoms and of the depicted legends and cannot be
missed by those who observe these scenes with some attention.
When the artists want to represent the life of the Buddha they
put a Tibetan landscape as background: small white houses
with the ever present red line running under the roof, close to
one another, rare little trees and pastoral scenes. It is a local
art, grown under the first push from India, nourished by more
or less continuous (according to the places) relations with In-
dian centres and then developed independently, confined to
the kingdom of Guge far away from those streams of culture
felt in Central Tibet at the time of the great power of Sa-skya.
In Gtsan, instead, the background of these great compositions
-- I do not speak of the mandalas proper -- is Chinese or a re-
miniscence of Chinese motifs: landscape, mountains, palaces,
floral plays, plays of clouds hanging in the air. One cannot help
thinking of scenes of paradise painted at Tun-huang with
which our frescoes of Sukhavati have a lot of analogies.
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§6. Paintings in Indian style. The influences came from China
and encouraged by the Sa-skya monks could not silence the
schools which follow the primary Indian inspiration. These did
not compete in great compositions; they did not deal with them
at all. They remained faithful to the purely religious tradition
of paintings, keeping away from every profane contamination
and -avoiding any element which would not have an icono -
graphic and symbolic value. These schools painted mostly
mandalas, both by representing them in their liturgical scheme.
and by dissolving them in their own elements and they spread
along the walls in long parallel lines the gods that had their de-
termined and particular places in the mandalas.

In these paintings, scrupulously following the iconographic
rules, the artist has no freedom of choice. He can modify no-
thing out of the inspiration of his genius. He can at the most
cover the spaces with stylized small trees or with scattered flow-
ers; but also these are few and shy. And yet these frescoes have
their special value, although the single figures may be empty of
expression and although the endless series of the gods depicted
on the walls may appear monotonous. They have a vitality and
a richness of colours wisely combined, a fantastic synchromy
that shines at the light of the sun with iridiscent luminosity.
Some inscriptions rightly compare them to the rainbow, of
which they have the main colours: red, green, yellow and blue,
as they avoid almost completely the half tints and half tones.

These paintings demand of the artists a perfect knowledge of
liturgy; that is why around every main Tantra various schools
of interpretation have arisen and the ritualistics derived from
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them often followed different ways when finding expression in
particular mandalas. That is why the painters, who were lay
persons, often could not dq better than reproduce the schemes
of the mandalas prepared specially for them by monks very
skilled in the technicisms of mystic liturgy. These monks, in
fact, sketched the order in which the various figures had to
succeed one another and they designed the schemes which the
artists had to follow scrupulously. This scheme is called bkod-pa,
a word that means also the d.isposition of figures in the
mandala. The inscriptions that Bu-ston dictated for the paint-
ings in the temple of Zha-lu bear almost always the name of the
monk who had drawn this scheme, or at least who had guided
and supervised the artists, so that they would respect the
iconographic rules of the liturgic treatises.

In some cases these tantric systems were so complex and the
theories about the proportions of the mandalas and about their
characteristics so different that counsels of specialized monks
were absolutely necessary. The inscription of the first chapel in
the dome of the Kumbum dedicated to Vairocana is very in-
structive: there was need, as in this particular case, to choose
and to follow a school better than another. The doubt could
not be resolved by the artist, but by a person to whom doctrine
and realization would give an indisputable authority. As the
matter related to the Kumbum the task somehow became easy
as it is clear that the king and his religious advisers had decided
to follow the canons given by Bu-ston.

The paintings in the inscriptions are generically termed r-mo
which rather means design, while the action of painting proper
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or better of fixing the series of mandala in the painting and
therefore the symbols of the liturgy is called ri-mohi bkod-pa,
ri-mor bkod-byed-pa.

The painting on a wall on the whole is named logs-ky: ri-mohi
zhin-khams, or simply zhin-khams which literally means “king-
dom” i.e. “kingdom of the Buddha” or “paradise”. The paint-
ings in fact, were considered as the projection of a superterra-
nean sphere or of a plane of transcendental existence, to which
the mystic was climbing in the absorption of his meditation, by
partaking in the vision of secret beatitudes and by transferring
himself to an ineffable world whose symbols become intelligible
and revealed to him the mystery.

§7. Painters and paintings. The painter, to whom the inscrip-
tions give great praise, is called ri-mo-mkhas-pa, but sometimes
also per-thog (1), hbri-phrug, lag-bde-mkhas (Bu-ston). The painting
proper is called lag-pahi-hdu-byed, and the art generically
bzo-sbyans: only at Iwang is the painting called snum-htsher which
probably indicates the mural painting polished with resinous
substances, according to the technique generally used in these
mural paintings.

As one can see from the list reproduced above not all the
painters were monks, but for the most part they seem to have
been lay persons, because any indication about possible
ecclesiastical title is missing and it would have not been so with
respect to a monk. It is to say that art in Tibet had also gone
out of the monasteries and was spread among laymen. Some
families were handing down their tradition from father to son

(1) According to Laufer the word is derived from Chinese %



— 3] —

giving thereby special fame to the village in which they lived.
Some of these families practised this art for centuries as it has
happened for instance to one family in Gnas-rhin, near
Gyantse, to which belongs the most skilled painter alive today
in the region of Gtsan.

From the inscriptions it also appears that the painter seldom
worked alone, because the master was always helped by his dis-
ciples. The guru would impart his teaching to the students by
training them to work with him, to follow him daily in his work
and through experience and direct confrontation with art to
train the sensibility that only direct participation in the master’s
work could refine. In these cases the disciple remains anonym-
ous: in the entire East the respect for the master is too great
for anyone to dare add one’s name to that of the person who
gave oneself the initiation in an art or in a discipline. The merit
of the work, if any, goes to the master and the disciple is satis-
fied to have assisted him. Sometimes, we find father and son
united in the work, or two brothers, sku-mched: but these are
rather vague expressions, because in the mystic schools the
lineage does not only follow relations by blood, but rather
spiritual affinities; every disciple becomes a son of his master,
and his colleagues brothers in the received instruction.

8§8. The diverse elements by whose fusion Tibetan painting is born.
At Gyantse we find two dominating artistic tendencies, the
Indian mostly iconographical, and the Chinese specially fol-
lowed in the large compositions. But at the same time we are
already faced with the first maturity of an art which, though
following such influences, has a well defined character.
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This character marks this painting with a precise manifestation
of the Tibetan aesthetic sensibility. The Indian and Chinese
elements which had already forged the religious spirit and the
culture of Tibet are present also in art. It is relatively easy to
discover in this art how much it derives from the Indian man-
ner and how much from the Chinese: sometimes the two ele-
ments coexist in the same painting. But this does not mean that
they are simply juxtaposed, materially transplanted by the
Tibetan artist in his own work. He rather tries to transmute
them through his different aesthetic sensibility and through his
very peculiar manner to express his religious fantasies in art.
These paintings in Gyantse are then a very remarkable docu-
ment of the first moulding of Tibetan art: the schools were no
longer drawn after the Indian or Chinese or Khotanese man-
ner, as it was in earlier times, but they show that they have ac-
quired a peculiar taste, and that they have created an artistic
type of their own. In other words, a truly Tibetan manner was
born, which dispensed with the old schools that followed In-
dian, Chinese or Khotanese manners rigidly. In fact, these
three were the manners that had influenced Tibetan artists and
that the latter had faithfully followed exactly to a T in a man-
ner in which less cultivated people put,when they imitate their
masters. This art, furthermore, was sacred and reproduced
only religious matters; therefore it could not deviate from
these rules. The disciple followed with care the teachings of the
master in order to be able to transmit them, in his own turn,
unaltered to his disciples. The religious art had — so it was
thought — a divine origin: man could not change it at his will.
For this it needed a great flourishing of civilisation and one
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had to wait for a fervid exchange of cultures with other coun-
tries, as it happened with the Sa-skya coming to power. In this
way the tradition could lose its rigidity and could open the way
either to new ideas or to new streams from which Tibetan art
could arise with a particular individuality of its own. That in
edrlier times this could not happen is documented not only by
the literary tradition, but also by some monuments I shall
speak about later in this volume. In the statues of Samada and
of Iwang the influence of the Chinese style transplanted in
Central Asia is evident: in these cases the Tibetan artists -- in
case they were all Tibetans -- did nothing but to copy Cen-
tro-Asian patterns. Then if we come from the statues to the
paintings in the entrance to Samada and in tlte central chapel
of Iwang from one side and in the right chapel of Iwang from
the other we find two very different styles: the first Indian, the
second Centro-Asian. I use the word Centro-Asian to point out
that Chinese provincial art that spread all over Central Asia
and which, although never reaching the greatness of Chinese
creations proper, nevertheless continued its traditions.

The derivation of the paintings or of the statues of Iwang
from the Centro-Asian is so evident that there is no need to ad-
duce comparisons in minute details; in any case, even if the
analogies in drawing and in colours and in expressions would
not be enough, we could always have the authority of the in-
scriptions, where the painter affirms that he has followed the
way of “Li” (Li-lugs) namely Khotan, to distinguish his work
from that of the Indian chapel, made by an artist who followed
the Indian way (Rgya-lugs).

Therefore, while in Western Tibet painting was formed
under the influence of Kashmiri artists, in Central Tibet we
find a double influence since the earliest times: the Indian
which came through Nepal, and the Centro-Asian especially
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Khotanese, replaced by Chinese proper after the coming of the
Sa-skya. The Tibetan tradition has maintained in various ways
memory of the importance of the role of Khotan in the dis-
semination of the thought and culture of Buddhism in Tibet.
This was not only due to the contacts by the conquests of the
first Tibetan kings; but to a penetration proper of Khotanese
monks whose reminiscences are recorded both in the
Rgyal-rabs and in some works of prophetic character, as for in-
stance the prophecy of Sanghavarman, the prophecy of the
country of Li, and some other records recently studied and
translated by Thomas (1).

In convents, as we know, not only were dogmatism and
ritualism taught, but also schools of art were flourishing where
novices could learn painting and sculpting. With the coming of
the Khotanese monks to Tibet and with the penetration of
Buddhist culture from Khotan through them, it is natural that
pure artistic trends could also enter, and these have given birth
to special schools, as we see from the inscriptions of Iwang. But
these influences did not occur only in the period specified by
the above-mentioned prophecies (VII-VIII centuries): modern
researches and new discoveries are now inclined to consider
that Tibetan political influence and Buddhist religion remained
in Khotan longer than it was thought of earlier (2). The con-
tacts between the two countries, therefore, would have lasted
through several centuries.

______________________________________________________________________________________

(1) Thomas F.W., Tibetan Literary Texts concerning Chinese Turkestan, p.43,
46, 49, 76.

(2) Thomas, op.cit.p.76 who cites Grenard, Dutreil de Rhins, La haute Asie,
I1. 49-50; Stein, Ancient Khotan, 181-182.
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We find clear evidence of these contacts at Samada and
Iwang even if the inscriptions would have not been there; the
paintings and even more the statues would have told us in clear
terms that the art fashions of Central Asia had complete
dominion over the guilds of skilled workers out of which they
all emerged. It is not a case to insist more on this point because
the figures show it in the clearest way; we would however come
back to them when we talk about these very chapels in greater
detail.

The Chinese trend instead did come but later, surely not be-
fore durable political relations between Sa-skya and the Mon-
golian empire started.

Out of these different inspirations the schools of Tibetan art
proper were born, and these were well est. ished in the tem-
ple of Zha-lu, in the Gtsug-lag-khan and ¥:., the Kumbum of
Gyantse.

§89. The statues. Along with the paintings Tibetan plastic art
was also being formed. The temples of Central Tibet, which I
visited, are rich in stucco statues of all kinds and proportions.
Stone sculptures have never been attempted, while examples of
wooden sculptures are many, especially in more ancient times.
I do not think that it was for lack of workable stone; rather it
was that foreign masters were lacking who could initiate the
Tibetans into this art. Whatever be the reasons for this fact,
sculptures in stone are replaced either by those in wood, or in a
greater measure by the statues of stucco, by those of papier
maché, or by those in bronze. The term “statues of stucco” is
imprecise. Normally they made a wooden framework of the fi-
gure, on which they moulded the image by using a mixture of
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earth and straw, over which a thin layer of plaster was spread
ready to receive colour. The technical term in use today for
such statues is bzo-sku; but the inscriptions of the Kumbum al-
most always use: lde-sku, sku-gzugs hbur-du gtod-pa, while the ar-
tist who makes them is called lha-bzo-mkhas-pa, lde-sku-mkhas—pa.

The inscriptions have preserved the names of many of these

sculptors.
At Samada: Mati the Indian.

In the Kumbum:
Brtson-pa (1.4).
Tshan-pa (Tsan-pa) (1.8, 1.1, 11).
Bsod-nams-rgyal-mtshan of Lha-rtse (1.9).
Lhahi-rgyal-mtshan (I.14, I1.4, 15, 16).
Dge-bses Rgyal-se (1.15).
He from Stag-na (I1.8).
He from Rgyan-mkhar in Lha-rtse (I1.10).
Nam-mkhah-bzan-po of Lha-rtse (I1.12, I11.14, 15, 16, 19,

20, IV.5, 6, 8, 10).

Dpal ... of Mtsho-po in Lha-rtse (II1.3).

Lhahi-rgyal-mtshan is known as a painter, besides being a
moulder of statues.

The sculptors as well came from schools that, as those of.
painting, were formed around Sa-skya, encouraged by the
munificence of that monastery and by its political power. However,
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generally the statues of Kumbum are by far inferior to its
paintings; thay lack expression and vitality. The iconographic
scheme has totally bound the artist, who almost is never able to
reproduce that serenity which we have admired in some statues
of Tsaparang. Some exceptions, however, are there; for in-
stance, in some images of Samada the obedience to the iconog-
raphic rules does not harm the grave majesty of the figures.
They are deities colder and farther off than those of
Tsaparang, less partaking of human life, but in their concent-
ration, not disturbed by any passion, there is a silent invitation
to prayer and an austere call to daring renunciation. The richly
carved thrones, the dresses and the ornaments, on which the
smallest details are represented with the greatest care, increase
the regal majesty of these figures inspiring timorous devotion.

In the chapel of the arhats, then, in the great temple of
Gyantse, or in that dedicated to the Sa-skya-pa sect we find the
more interesting statues: the three kings of Tibet or the mas-
ters who had transmitted to one another the spiritual revelation
of Vajradhara/Rdo-rje-hchan are represented with more adher-
ence to life; in them can almost be seen the effort to impress
on the images a realistic character, which the iconographic
rules did not make possible in other cases. The tendency to the
portrait now starts which the influence of Chinese art has
brought to the Tibetans. This art tried to reproduce with
realistic efficacy the figures of masters, by imparting individu-
ality to each of them. It is no longer the symbol, which points
out and designates the saint represented there: each of the
saints has his own unmistakable physiognomy which differentiates
him from others and which is enough to make him recognizable.
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§10. Architecture. The architecture of temples does not allow
special observations. Certainly, with respect to the most ancient
chapels of the type of those built by Rin-chen-bzan-po, those
which have dominated the sacred architecture in Western
Tibet, a certain progress can be noted. Not only are the prop-
ortions bigger, although without much alteration in the plan,
new architectonic elements enrich the sacred buildings. The
primitive chapel was made up by a single square room, with or
without an atrium; sometimes the back wall had a niche for the
main statue. This niche was surrounded in some cases by a pas-
sage for ritual circumambulation. Here in Central Tibet, the
temples have a tendency to become larger: that of Iwang is
simpler: made of a central chapel and of two lateral ones. The
others however are enlarging and adding atria, court-yards and
elevations.

Already at Samada the temple has two storeys, each divided
in two chapels. The atrium becomes spacious and solemn; the
sanctuary is preceded by a large court-yard, along side is a co-
vered verandah on whose walls open up minor cellas. The
Gtsug-lag-khan of Gyantse repeats this pattern, but the cour-
tyard disappears while the entire building rises massive as a
fortress. The atrium of Samada is changed here into the main
hall, for the meetings of the monks (hdus-khan); - the second
floor (dbu-rtse) arises majestic over the rest of the building and
dominates the open verandah, which enlarges on the roof of
the lower temple and dominates the side-chapels that surround
it on the sides. In this particular case it is the civil architecture
of Tibet which has influenced the religious. The style of
palaces has modified that of the temples.
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§11. Importance of the Sa-skya-pa sect. We may attempt another
conclusion from the study of these religious monuments of
Central Tibet. Today these regions are totally dominated by
the school of Dge-lugs-pa, the Yellow Sect. Lhasa, wherefrom it
reigns all over Tibet through the person of the Dalai Lama, is
not far from here. Tashilhumpo, which Dge-hdun-grub made
into a stronghold of the new school, is three or four days of
walk. But the Yellow Sect has inherited the temples of the sects
which have preceeded it. But it could not build anything new
or great in the places I am speaking about. The monasteries
which I visited and which I studied in this volume, were once
flourishing very much, but nowadays. they are in a most de-
plorable state of abandonment, and of decay; of abandonment
because it seems that nobody takes care of them, of decay be-
cause they no longer spread the light of thought and of
spiritual nobility for which they were once renowned. In most
cases they were built by the Sa-skya-pa and embellished by
them. The statue of the patron Gur-mgon in the Mgon-khan,
although in the convent where monks of the Yellow Sect celeb-
rate today, as in the great Gtsug-lag-khan of Gyantse, it is
enough to reveal to us the Sa-skya origin of the temples. Dur-
ing the long period in which the Sa-skya-pa had the lead, art
flourished greatly and many works were accomplished which
testify to their enlightened patronage. It is but natural that the
princes of Gyantse followed the example of the Sa-skya; they
were not only their vassals, but also had parental relationships
with them, through the Lords of Zhu-lu, who were connected
to them and to the abbots of Sa-skya through marriages.



CHAPTER 11
SOURCES

§12. Disappearance of ancient historical documents. The sources
on the history of the province of Gtsan are poor and fragmen-
tary. When the various regions were unified under the domina-
tion of the church of Lhasa, the local chrdnicles disappeared
little by little, together with the tamilies who had privileges and
investitures on these lands. And the chronicles of the convents
had no better fortune than the former. They were destroyed in
wars and invasions, or have been burnt in the fires which have
often ravaged the sacred buildings of Tibct. Moreover, the rise
of new sects and the increase of their fortune has helped to let
the annals of rival schools fall into oblivion more or less volun-
tarily, together with the documents recording these sects. An
example of this can be seen in the chronicles of the monastery
of N\enying (Gnas-rnin), near Gyantse, which was once one of
the main centres of diffusion of Riin-ma-pa schools; when this
place changed to the Yellow School, perhaps in the past cen-
tury, its chronicles were deprived of their first chapter where
the history of Tibet was narrated in a manner perhaps not to-
tally orthodox or at least in a way not acceptable to the domin-
ant sect. For this reason complete copies of this very interesting
book are found today only in private libraries and no longer in
the monastery where they were written and printed. Probably
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the matrixes themselves of this very chapter have been de-
stroyed.

Another example of this attempt by the Dge-lugs-pa to sup-
ress the historic literature they did not like can be seen in the
vicissitudes of the Myan-chun, the most important chronicle of
the entire region we are studying now. Today it is very difficult
to find copies of it. The officers sent by Lhasa to rule over the
region, be they the Khampo or the prefects, Zon-pon
(Rdzon-dpon), made it a duty to withdraw them all (I); only
two or three copies are left, which belong to some noble
families who are very reluctant even to show them. The reason
is clear. The Myan-chun has been written by an author who
had great sympathy for the Riin-ma-pa, Bkah-brgyud-pa and
Zha-lu-pa schools, that is how the followers of Bu-ston are cal-
led. But this author does not mention almost at all the
Dge-lugs-pa, although he had lived after Tson-kha-pa and
Dge-hdun-grub. The book is a glorification of the ancient sects,
and it ascribes the vicissitudes and the annals of the region to
schools that the dominant sect did tolerate but did not like. We
have to look for their notices in the general chronicles, like the
Rgyal-rabs gsal-bahi me-lon, which is very poor in information on
the province we are studying. We have to look for this also in
the biographies of the saints and monks who did live in these
regions, in the inscriptiens 1 have transcribed and translated,
and also in the chronicles of the monasteries, or in popular
legends.

(1) That this has happened since several years and by order of Lhasa is al-
ready clear from what S.Ch.Das says in his Journey to Lhasa (ed. Rockhill),
p-88.
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§13. The Myan-chun. Leaving aside the Rgyal-rabs gsal-bahi
me-lon. which is known by all the scholars in Tibetan matters
and where some very brief information about Gtsan can be
gleaned here and there, and not considering for a moment the
inscriptions, even if they provide us precious data on the per-
sons who built in Gyantse the remarkable monuments studied
in these pages, we have to mention here specially the
Myan-chun. Myan-chun is the short name by which is com-
monly called, even by the Tibetans, a work whose title is mmuch
longer: Mpyan-yul stod smad bar gsum-gyi no-mishar gtam-gyi
legs-bsad mkhas-pahi-hjugs nogs. Myan-chun means “the little
Myan (or better “fian” as we will explain in the following chap-
ter when speaking about the historical geography of this reg-
ion) is the name the Tibetans give to a great portion of the
Gtsan province. The name “Little Myan” is given in order to
distinguish this work from its larger version. This work is
perhaps among the handwritten works of king
Rab-brtan-kun-bzan-hphags-pa, zealously preserved in the lib-
rary of the Ri-khrod above Gyantse which I could not see, al-
though insisted a lot. Surely for the reasons adduced above.

The author of the book is not known. The colophon too is
missing. The work is surely not finished, because both the
copies I have, end at the middle of the description of
Bsam-sgrub-rtse (Shigatse).

About the date of its composition it is difficult to say anything —
certainly it is later than the first half of the XVII century if the
Lha-btsun of the Hbrug-pa school quoted on page 213 is the
apostle of Buddhism in Sikkim.

The author, whoever he be, did not belong to any particular
school, and does not show any preference for any sect. He
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narrates all the legends, believes in all the miracles and vener-
ates equally all the masters. And yet in his book the
Bkah-brgyud-pa, with their ramifications, and the Rnin-ma-pa
have the upper hand. Remarkable, although not as rich, are
the details about the Sa-skya-pa. Completely lacking, as stated
above, are references to the Yellow sect.

I have two copies. One belonged to a high officer whose fam-
ily lives near Gyantse. It is written in dbu-med script: it is not
very old, but correct enough. The other is a copy I got done
from a rather ancient original, which was carefully revised.
Also this one is in dbu-med, and belongs to another officer.
The Myan-chun is enriched here and there with glosses written
in red ink, where difficult passages are explained or histories
simply hinted at in the text are narrated with greater richness
of details. It is not divided into chapters. Historical facts, myths
and legends are fused together. But to an attentive reader of
the text the book reveals first class information, which could
not be found elsewhere.

There is not a village or a monastery about which the book
does not speak extensively. The main chapels are described in
every detail, and the books and the statues which they contain
are fully enumerated. In a word, this work is a proper guide to
antiquities and to the glories of the region, and is a precise evo-
cation of the great figures, both Indian and Tibetan, who gave
impulse to religion, and who passed their lives in these con-
vents.

Evidently, the compiler of the Myan-chun had at his disposal
very rich material, which he could use with wisdom, material
which is mostly lost today or traceable with great difficulty, spe-
clally the chronicles of the various monasteries he is speaking
about. Comparing, for instance, the guide of Gnas-riin with
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the chapter the Myan-chun has devoted to this very convent, it
is clear that the author has not missed any important fact and
that he has chosen with sense and shrewdness the more impor-
tant things which he has then rightly framed in the organic
plan of his work. The only fault in it is that he wanted to collect
too many things; and that he often speaks at length about to-
pics which do not specifically enter in the sphere of his subject.
This fact is sometimes prejudicial to the clarity of the text.

§14 The eulogy of Gnas-riiin. There is thep the guide, or as it is
called dkar-chag, of Gnas-rnin. This guide has the following
title: Skyes-bu dam-pa-rnams-ky:  rnam-par-thar-pa rin-poéchehz:
gter-mdzod, namely, “the precious treasure of the lives of sup-
reme creatures”. In fact, the history of the convent is narrated
through the story of the lives of the abbots who lived in them
and who ruled over their fate.

The book is divided into two chapters or sections ka and kha:
the first, of 16 folios, contains a summary of Tibetan history
from the beginning to the first kings of the Guge dynasty, and
dwells considerably on Padmasambhava. The other, having 88
folios, contains the chronicle of the convent and the biog-
raphies of its abbots. The first part that stops at page 40, was
written by Bde-legs Ga-pa-dbon-po-nam-mkhah and represents
the first and more ancient core of the work (1). Then it was

(1) This section ends with the biography of Rin-chen-blo-gros-dpal
bzan-po. Since he was chosen as master of Tai bsvi-tu (Tai si-tu) Hphags-
dpal, the grand-father of Chos-rgyal Rab-brtan-kun-bzan-hphags-pa, the cyc-
lical years given for his birth and his death, namely chu-bya and chu-glan must
correspond to 1333-1373. This means that this portion of the book, which
ends with his biography, must be a little later.
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brought up to date and completed by lama Bde-legs-hjam-
dpal-rgya-mtsho and by the Dpon-po Nam-mkhah-bzan-po in
the year water-horse (1).

§15. Secondary Sources. Scanty but useful information is found
in geographical compilations which though late are very impor-
tant because the authors have really travelled through the
country with intelligence and have recorded the most interest-
ing traditions.

I quote for instance the Dbus Gtsan gnas-rten rags-rims-gyis
mtshan byan mdor-bsdus dad-pahi sa-bon by the Lama of Khams
Kun-g.igs-mkhyen-brtsehi-dban.

Then comes a chapter Bod-yul khri skor-gyi lehu of a proper
handbook of universal geography entitled: Hdzam-glin chen-pohi
rgyas-bsad snod bcud kun-gsal me-lon by another famous Lama of
Khams Smin-grol no-mo-han (2). The book shows in some places
a certain knowledge of geographical notices of Italian origin,
perhaps due to some materials left by missionaries who entered
Tibetan territory during the XVIII century or due to the influ-
ence of treatises published by the Jesuits in China.

Almost nothing, instead, is found in the guide to the Kum-
bum: this book is a very rare work indeed, and when it came to
my hands the monks themselves of the monastery were as-
tonished, because they had never heard about it. It is anonymous,

(1) As at page 85 it is mentioned that Tai si-tu Kun-dgah-hphags-pa was
father of the Chos-rgyal of Cyantse and was born in 1357, this year of
water-horse corresponds to 1402.

(2) This chapter corresponds to the treatise of Tibetan gengraphy trans-
lated by Vasiljev in his Geographiya tibeta, Petersburg, 1895.



46 —

handwritten in dbu-med characters, rather ancient and has the
title Chos-rgyal sku-hbum-chen-pohi dkar-chag. Actually it contains
much less than the inscriptions which illustrate and explain the
paintings; the names of the painters and of the persons who
commissioned the frescoes or the chapels are not given.

At last there comes a very popular book which the people
know thoroughly, often by heart. It narrates, in a dramatic
form, the vicissitudes of a local heroine: namely,
A-lce-snan-gsal, born, according to legend, near Gyantse and
who did pass great part of her life in Ri-nan, a narrow valley to
the south-east of that very city. The book has the ttle
Rigs-bzan-gi mkhah-hgro-ma snan-hod-hbum-gyi rnam-thar. A sum-
mary of this work is found in Waddell (1).

(1) The Buddhism of Tibet or Lamaism, p.533.



CHAPTER 111

HISTORICAL GEOGRAPHY

§16. The land of Nan. Gyantse (Tib. Rgyal-rise,
Rgyal-mkhar-rtse) rises on that part of Gtsan which is known by
the name of Nan.

This region includes the entire valley of the river Nan-chu
(1) which is also called gser-gzhun ri-mo (“the golden line”), and
the valleys of its tributaries. The spelling of the name wavers
between the forms Myan and Nan. The pronunciation being
the same, it is probable that the spelling Nan be the more
exact. Myan which means “taste” has the appearance of being a
learned written form, due to a legend reported by the
Myan-chun (page 5). It narrates that Indra offered a cup of
ambrosia to Padmasambhava, and the great thaumaturge let
his twentyfive disciples taste it. The form Nan (2) instead is
generally found in the inscriptions of ‘the Sku-hbum of
Gyantse, in the eulogy of Gnas-riin and in other texts. It s,

(1) This river orginates from Gans-bzan-po, on which see below. The
names of its two branches Ralung chu and Nyera chu, as written in the maps
of the Survey, are unknown to my informants.

(2) Thus in the Nan stod skor-la phebs-pahi lam-yig tshig-bcad in the
gsun-hbum of Pan-chen Blo-bzan-chos-kyi-rgyal-intshan-dpal-bzan-po quoted
in the Mdo rgyud zab-mohi  chos-kyi lun rjes-gnan dban khrid thob-yig gzhan phan
rin-chen dban rgyal lhag bsam pun-da-ri-hahi hphren-bas spud-pa, p.58, but not
traceable in the works of that Pan-chen edited at Tashilhunpo. The same
form Nan is in the Chos-hbyun of Bu-ston.



very possibly, an ethnical name derived from the tribes origi-
nally living here. At least this is the sense that, as it seems to
me, can be given to an allusion of the same text, namely that
the people (gdun-rus) settled along the river, i.e. the descen-
dants of the disciples of -Padmasambhava who had tasted that
ambrosia, were called myan-myan (ian-fian).

On the eastern side this land of Nan starts from the moun-
tain Gan-ba-bzan-po (1) or Gans-(because of contamination
with Gans-ri “snowy mountain”)-bzan-po. By- following the
course of the Nyang-chu, it reaches the confluence of this river
with the Tsang-po (Brahmaputra) north of Shigatse; this place
where one river enters the other would be called Yu-ba-gdon
(fol.12). The entire land known by the name of Nan is divided
in three parts: the upper part Nan-stod, the middle Nan-bar,
and the lower Nan-smad.

The divison is only geographical and is based on the flowing
of the rivers, and not on a political basis. The Tibetans use to
distinguish every region of certain extent in this triple way. But
the whole of Nan was also divided in many other minor zones,
with their specific names: thus at least we read in the
Myan-chun, which gives important, though summary, informa-
tion about the people, the bazars and the main products of the
different parts of Nan. It should be specially noted that this
text distinguishes the places of the Hbrog-pa from the inha-
bited centres; that is to say that it points out the pasturages
where shepherds used to camp, underlining through this fact the
natural ethnical differences surely existing among the settled

(1) The name of this mountain is not given on the map of the Survey
which has the scale of a million, India and adjacent countries, fol.77 (edition of
1927); the mountain is between the Ralung and the Talung Dzong, ibid. C.4;
but it is found in the map with a scale of an inch to four miles 77L., with the
name Nodzin kangsa, i.e. Gnod-sbyin Gan-bzan = Yaksa Parna-bhadra. See
page 57 n. 1.
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tribes and the nomadic tribes.

Nan-stod, which starts at the base of the Gan-bzan-po, arrives
to the North (1) at Pango (Span-dkar, p.12 and 69 ) in the
place of Ri-nan and goes till the Sam-bu-rtse-dgu which accord-
ing to my informants would be near Tsechen.

The main market place (tshon - hdus) of Nan-stod had been
moving from place to place during the centuries; in the oldest
times it was at Sa-ma in Rgyan-ro, possibly corresponding to
Samada. Later it was transfered at Gnas-riiin and today it is, as
1s well known, at Gyantse and precisely near its great monas-
tery called Dpal-hkhor-chos-sde.

The Hbrog-pa have three main pasture zones which give
their names to three different regions, namely Rgyan-ro,
Nin-ro and Gan-ro (2).

The exact delimitation of these zones is very difficult to es-
tablish: however according to the information which I Have col-
lected on the spot, Rgyan-ro is vaguely the whole territory in-
cluded between the Trumbayung chu (3) and the Nyera chu of
the map.

Nin-ro is between the Chulung chu and the river which flows
into the Nyera chu at Gobshi and is called on the map Nyang
chu. Gan-ro is on the left of the Trumbayung chu, that the
Tibetans, at least those I have met and questioned, know by the
name of Rgyan-ro chu, as I have said already.

The main products are perhaps three: hats (zhva-mo), drums
(rna-mo) and pieces of woollen cloth (s::am-bu).

(1) The text says: on high, phu.

(2) See the parallel with the suffix ru “division, district, wing”, very com-
mon in Tibetan toponomy.

(3) Thus on the map; but people call it Rgyan-ro chu.
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Nan-bar extends from Sa-ma-sa till Gab Phya-dkar: both
these places are not far from Drojung: the market in early
times was at Thugu, also near Drojung. Now it is at Drojung
(the spelling oscillates between hdu-chun and hdul-chun). The
seats of the Hbrog are three: Rgyan, Dkyil and Man not iden-
tified. The products would be: woollen blankets (slehu), blan-
kets (grum-ze 1) and felt (phyin).

Nan-smad goes from Hkhor-stod, not identified, to the con-
fluence of the Myan-chu with the Tsang-po: the market has
been moved from Gur-mo, not far from Zha-lu, to Zha-lu, near
the monastery with the same name, and then at Bsam-rtse i.e.
Shigatse. The seats of the Hbrog-pa are: Sgro-lun, Lcags-pa
and Ra.

The main products are: belts (ske-rags), thin woollen pieces
(ther-ma, 2), and shoes (ltar-zon = lham).

The region along the Jomolhari (Chomolari in the map), in
the vicinity of Phari, was called Mgos-yul, or according to other
sources Hgos-yul. It was a big feoff, named after the family
which according to tradition has been invested since the time of
king Ral-pa-can. He in fact has given this region as feoff to his
minister (Blon-po-chen-po) Hgos (Mgos) Khri-bzan (3). This
territory extends till Phag-ri (Phari) and was therefore called
Mgos-phag-ri or Mgos-yul stod-gsum and it was included bet-
ween the Mon-skyer chu (4), the lake Skar-la (Kala of the map)
and Hbri-htshams-rdza-s‘mug_ perhaps between Dochen and
Kampadzong.

(1) for grum tse.

(2) Ther-ma is a woollen piece, of the best quality, usually used to make the
dresses of monks.

(3) Eulogy of Gnas-riiin p.3b. See Padma-than-yig, translated by Toussaint,
Le dict de Padma, p.30R%.

(4) This is the naiie >f the river flowing through Paro dzong in Bhutan
which is more commonly called Paro chu.
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It is clear therefore that Mgos-yul was south of Rgyan-ro and
it i1s possible that this region had taken its name from that of
the powerful family which got it as feoff, as the tradition says.

The legend wishing to give glory to the country of Nan nar-
rates in great details the miracles that Padmasambhava had
performed here and it also brings back to the time of this apds-
tle the beginnings of the civilization and of the history of Cent-
ral Tibet. Thus many aboriginal traditions have been lost or
have been modified according to the interests and the desires
of the new schools. It is easy to imagine that the Bonpo com-
munities in the region were many, and Buddhism has spread
in these parts slowly, gradually taking the place of the primal
beliefs. Both the Myan-chun and the eulogy of Gnas-riin recall
Bon-po cults, divinities and masters who hold out for a long
time against Buddhist penetration. Possibly it is due to Bonpo
beliefs whose list of the thirteen mountains of Nan-stod in the
Myan-chun which Padmasambhava had transformed into sac-
red places, by vanquishing the evil influences previously ema-
nated by them. This narration documents a new example of
the transformation of aboriginal cults into Buddhist ones so
often seen in Tibet. Specially in the period of time that takes its
name from Padmasambhava, a phenomenon which always hap-
pens where Buddhism spreads, also repeated in Tibet: I mean
to say the slow process of absorption of autochthone myths and
traditions by adapting them to the new religion.

These thirteen inauspicious mountains (ltas nan, p. 8b) are
listed here. I have tried to identify them by resorting to the ex-
perience of people who known the country well and who
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because of business or of pilgrimage, have travelled over all the
places. Thus I could verify that there is a reasonable accord
among all the facts given to me by my informants and that,
therefore, the tradition they refer to is somehow reliable (1).
We are dealing, therefore, with mountains which, although no
longer so sacred as in the past, nevertheless still seem rather
famous if the people of Gyantse know their names and can say
with a certain degree of approximation where they are.

1) Nor-buhi khyun-rtse near Chorashika, left to the Nyang
chu on the road Gyantse-Shigatse.

2) Ze-mo (for sre-mon) va-gdon in the valley of Drojung.

3) Hbron-rtse near Drongtse.

4) Dran-mahi-ri between Tsechen and Drongtse.

5) Sbal-gdoﬁ near Tsechen.

6) Sam-bu-rtsehi dguhi ri in the valley to the west of
Tsechen.

7) Rje-gri-gum-btsan-pohi ri, from the name of one of the
mythical kings; it is the mountain where there is Tsechen.

8) Span-lun-gi ri also near Tsechen.

9) Rtsa-hkhor on the right side of the river, north-west of
Gyantse, facing Tsechen.

10) Rgya-mkhar-rtsehi ri, the mountain where is the fort of
Gyantse.

11) Btsas-rnams-kyi ri up to Treding near the road
Gyantse-Lhasa. (on the map Treding is spelt Traring)

12) Btsas-rnams-kyi ri-che near the preceding.

13) Chu-rag-btsogs-pohi ri, above the village of Chure.

(X) This information has been verified by me during my visit in 1939.
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This legend of inauspicious mountains later become propiti-
ous and sacred because of Padmasambhava, can only be under-
stood as Buddhism taking possession of places which originally
were sacred to the Bonpo tradition. Some of their names, as
Khyun and Btsas, in fact remind of categories of divine beings
of Bonpo mythology. Moreover, the Myan-chun and even the
eulogy of Gnas-riiin still recollect celebrated masters and asce-
tics of Bonpo religion, whose fame had lasted till the time of
the compilers of such books. Even a Bonpo temple is men-
tioned, that of Gyun-drun ni-$ar near Stag-rtse (Takse of the
map), where the school of one of the greatest Bonpo masters
Bon bzhi-khyun-nag was continuing.

It seemns that some great families, who passed into history for
having given to Tibet both ministers or princes, and doctors,
translators and ascetics, though not belonging originally to
these lands had established themselves in these very regions
since ancient times sometimes because of feoff given to them
by the supreme political authority of Tibet.

Thus the upper portion of Hgos-yul and of Gyan-ro, namely
the portion of territory that reaches Phari (Phag-ri) from one
side and starting from Gnas-riiin on the other and by skirting
the group of the Jo-mo-lha-ri (Chomolhari), was given by the
Hgos to the family of Rgya descended from Rgya
Hjam-dpal-gsan-ba  chaplain and spiritual master of
Khri-sron-lde-btsan (1). Nan-stod would have been possessed to
a great extent by the Hbre (or Hdre) (2) and by the Khyun,

(1) See further page 142.

(2) The two syllables are homophone. The form Hbre is the true one. It s
used by Bu-ston History of Buddhism, transl. Obermiller, p.206. The Hbre and
the Khyun are also mentioned in the catalogue of the military divisions of an-
cient Tibet. See F.W. Thomas, Tibetan Texits and Documents..., p.277. Also ac-
cording to the Bkah-than-sde-Ilna ch.5 (Thomas p.277) Nan-ro was possessed
by Hbre (Hdre).
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families that have given a large number of Buddhist masters.
In Nan-smad, instead, the Dpyal and the Lce had the lead. The
latter family, having contracted a relationship with the Sa-skya
through marriage, had became very powerful during the
XIII-XIV century, and obtained from the Sa-skya hierarchy
the investiture of Zha-lu and of the neighbouring lands. The
family, wherein the prince who built the Kumbum of Gyantse
was born, was originally perhaps from Cangra (Lcan-ra) in the
valley of Gyantse.

Little by little Buddhism prospered in the country of Nan;
sects spread with a growing rhythm, marking the fortune of
their prestige with temples and convents. Masters coming from
India kept the faith alive and renewed its doctrine, by translat-
ing and commenting on the sacred texts. In the hermitages
spread all over these mountains ascetics have relived the ex-
periences of tantric esoterism and celebrated theologians have
noted and interpreted the word of Lord Buddha and the sub-
tleties of its dogmatics.

§17. The monasteries of Nan-stod. It is useful to give a list of
the monasteries which had some importance in the history of
Lamaism and are therefore celebrated by the local chronicles.
The frills of the legend are usually copious; but generally the
information contained in the Myan-chun, which for the great
part i1s derived from the chronicles and the eulogies of indi-
vidual places, is so schematized and precise that it seems to be
really genuine. Without going into too many details, I will con-
tent with listing these places and with summing up the main
points of the traditions and records which were narrated to pil-
grims by local monks. In this way I will bring a rather note-
worthy contribution to the historical geography of these places,
to the reconstruction of the orthography of the names, usually
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wrongly written on the maps of the Survey, and also to a more
precise identification of many places whose names often appear
in the histories and in the biographies. But one has not to be-
lieve so quickly that the data so collected, though all of them
have been verified at Gyantse with the help of intelligent infor-
mants, have a definitive value. The books out of which I took
this information are eulogies whose scope is to celebrate the
glories of the regions described: it is therefore not impossible
that out ,of excessive zeal they have transfered to the province
of Nan and to its temples facts that have actually occurred
elsewhere. A typical example of this is the fact that they tried o
put in Rte-ra, a place near Stag-rtse, the council that Rtse-ld¢
had summoned at Tabo (1).

It 1s also possible that in order to enhance the prestige of
one’s own monastery, the authors of these eulogies -- which
were used as basis for information, together with many other
sources, by those who compiled Myan-chun -- had imagined
that famous figures of Tibetan Buddhism had preached and
lived in that very monastery. Possibly they did not have any
sure documentation of what they were telling nor did they
have any special feeling about the historical reliability of the
data so invented. But by doing so they have misplaced the geo-
graphical horizon where these very figures actually operated.
This, however, rarely occurs. Normally, as I said, it seems that
our sources are a good guide wherefrom we can start working
safely. But we would need to return to these data in the future,
when Tibetan literature would be better known and the coun-
try becomes more easily accessible.

Before talking about each place it is useful to note that tradi-
tion records some temples built in the first or second period

(1) See Indo-Tibetica 11.25 (where instead of Toling should be read Tabo)
and page 30.
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of the penetration of Buddhism, namely in those periods that
Tibetans name respectively sna-dar and phyi-dar (1) “first and
second introduction of the Law”

Tradition attributed to the more ancient period, precisely the
times of Khri-sron-lde-btsan and of Ral-pa-can, a series of tem-
ples which have become famous in the history of Tibetan
Buddhism, that is to sayﬁ

Under Khri-sron-lde-btsan:

Dgon-pa of Rte-re or Rta-ra in the land of Stag-rtse
(Takse of the map).

Bde-bu in Btsas-phu (Saopu of the map)

Bye-mdah in the gorge (ron) between the previous place
and the mountain overshadowing Gyantse. Now it 1Is a
district.

Rkyan-phu in Rgyan-ro (=Samada).

Ba-hug in Rgya-mkhar (south-west to Drontze, Bhadu
Gompa of the map).

Under Ral-pa-can:

Lha-chun below Spos-khan (in a valley north of Takse).
Lha-do Sbas-lun near Drontze.

Rdo-rje-gdan (=Mag-dge-1din p.166b).

Hjah-lun in Spos-khaﬁ.

Ga-phud near Nor-bu-khyun-rtse (3).

(1) See Indo-Tibetica 11.
(2) But later on it is said that instead it is near Penam.
(3) See above about the mountain which gives its name to this place.
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During the second spreading of the Law these temples were
founded:

Rtse-chen

Sel-dkar rgyal-rtse = Gyantse

Lcan-ra = Changra

Se-brag gyah-lun and Byan-ri-se-brag (near Penam).

The description of the sacred places given in the Myan-chun
starts with the district of Rva-lun near the mountain Gan-bzan
(in some texts: Gan-bzan) (1), out of which arises the Nan-chu

2).

The first place west of this mountain that one encounters is
Ga-mo-lun and in its neighbourhood a cave is pointed out to
the pilgrims where Padmasambhava is thought to have medi-
tated and lived (Padmaht sgrub phug) and also a miraculous
source Tshe-chu-ma. In the temple named Gu-ru lha-khan, in
Lho stod, a statue of Avalokitesvara/ Spyan-ras-gzigs was kept
which was originally found in the Sen-ge-phug sman-chu in the
region of Sna-thod (=Napte of the map) in Nin-ro (3).

Then comes Rva-lun (Ralung of the map), on the road
Gyantse-Lhasa, before the Kharo pass, at the extreme limits of
a plain called Hom-than (p.19, 8).

(1) This mountain was called Ha-ho (Myan-chun p.14, 20); then, this name,
possibly native and preBuddhist., was substituted by that of Pur-
nabhadra/Gan-bzan-po (Gans-bzan-po). This name was born with the legend
which ascribes the name ot Nan to the tasting of ambrosia by Padmasam-
bhava and his disciples, and presupposes the identification of the mountain
with the seat of the Yaksa Parnabhadra. The name of “auspicious mountain”
(Gans-bzan) comes from the fact that it is from there that the Nan-chu is
born, to which the region owes its fertility.

(2) As it has been seen above, on the map of the Survey the Nyang-chu
does not pass through Ralung (Rva-lun), but it is said to be parallel to the
Trumbayung (= Rgvan-ro-chu); this fact has no correspondence, neither in
the tradition of the Myan-chun nor in the information that I could collect.

(3) Another cave that tradition says was occupied by Padmasambhava is
perhaps to be found in the neighbourhood of the Kharo Pass (mkhah-ro) on
the road to Lhasa.
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Before the foundation of Rva-lun the entire region was inha-
bited by nomads (Hbrog) and was called Khu-le (1).

The monastery of Rva-lun was always considered to be one
of the most important centres of the Bkah-brgyud-pa sect, and
even today its glory is to have been the chosen seat of Gtsan-pa
Rgya-ras-pa that is the ascetic of the Rgya family (2), for a long
time. The birth-place of this saint is called today Khruns-sa
(Trungsa of the maps, on the road Lhasa-Gyantse 77, H, IX
D). Below Lung-ma (Lun-dmar),i.e. towards the west, the place
indicated on the maps as Shuto corresponds possibly to
Gzhis-stod (p.41b) in whose neighbourhood a famous Bonpo
master was born, who was believed to be the incarnaton of
Samantabhadra/Kun-tu-bzan-po. This place was visited by the
Bon-po pilgrims of Khams.

The village labelled on the maps as Kekochutsen corres-
ponds to Skyid-khud where was a temple founded by
Dran-ston Mthah-bral (3). In its immediate neighbourhood

(1) Tradition has it that there was the chapel of Rmog, which was founded
by Yol Thog-hbebs.

(2) He is one of the most outstanding figures of the Hbrug-pa school. The
tradition collected by the Myan-chun (p.37.ff) says that he was a descendant of
one of those wrestlers who at the time of Sron-btsan-sgam-po were sent to
China in order to bring the statue of Jo-bo. They were called Lha-dgah.
Under Khri-sron-lde-btsan the family was divided into two branches, of
which one came from Sba Gsal-snan who was a lotsava and abbot of Bsam-yas
(Chronicles of Western Tibet, p.32: San gsal snan). From the other brother
Rgya-san-si came Rgya Hjam-dpal-gsan-ba who founded Gnas-riin. A branch
of the family was transfered to Stag-tshal and from 1t that Rgya
Brtson-hgrus-seh-ge was born who requested Atisa to come to Central Tibet.
Another branch went to live at Khu-le and here in the province of Gtsan was
born Gtsan-pa Rgya-ras i.e. the ascetic of Rgya.

(3) On its walls were frescoes representing the life of an incarnation of his
i.e. of the master Man-lun in Nan-stod near Stag-rtse.



there is a hot water spring, chu-tshan. Little farther, always
going towards Gyantse, there is the convent of Kha-mo-ze, resi-
dence of a disciple of Ka-rma ba-ksi known as Zehu-ston (1).

After this comes Gobshi, namely Sgo-bzhi “the four doors”
(Myan-chun p. 49b) so called because in this place four roads
open: to the east the road of Rva-lun, called also the “road of
Law” because it leads to Lhasa; to the south the road of Nin-ro
or “road of wood” because wood .comes from Bhutan; to the
north the road of Rdo-lcags or “road of iron”; to the west the
road of Rgya-grags (Gyatrak of the map) or “road of barley”.
The river flowing nearby marks the border of Nin-ro which is
found to its right. In the eastern zone, i.e. in Nin-ro as such,
the Bonpo religion seems to have been widely circulated. The
apostle who brought in Buddhist doctrine was specially Khyun
Khams-pa-chen-po, a disciple of Rin-chen-snin-po of Stod-lun,
who founded there the monastery of Sdin-phu and therefore
he was known also as Sdin-phu-pa. In the same region there
are two dgon-pa, Hbras-mo dgon-pa (Myan-chun 53) and
Grahu-lun (Gra-bo-lun). Coming back on the bank of the
Nan-chu, one encounters the monastery of Hchad-man (Chak-
mak of the maps) where Hbre-chen-po Ses-rab-hbar had his re-
sidence (ibid. 58). In its neighbourhood one finds Ze-than or
Zehu-than (Setang of the maps) and Gra-than (2). This temple,
founded by Yol-hbebs (ibid.57b, 58a) was in the plain to the
west of Gyaridung of the map; to the south there is Ye-mdzod
in Brgya-phyed (ibid.59). Then there is the dgon-pa of Chu-mig
(ibid.59.), which tradition considers as one of its most sacred place

(1) Perhaps from the birth-place ot Zehu-than (Setan of the maps).
(2) Probably the Gra-than where the Candra-vyakarana-siitra-vrtti was trans-
lated, Bstan-hgyur, Mdo CXXXIIIL.6.
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and one of the most active centres of ancient Tibetan Buddh-
ism, if it has not been mistaken with Chu-mig near Snar-than,
where a statue attributed to the Indian pandita Smrti kept.

The guide then goes on to describe Hban-gron in the valley
of the river marked on the maps as Mra-chu, but whose name
seems rather to be known by everybody as Ri-nan-phug-chu,
from the name of the Ri-nan valley. This valley is famous in
Tibetan legend because herein took place the main episodes of
one of the most popular religious dramas in central Tibet, that
of A-lce-snan-gsal(1). The mountain which overhangs this place
is known as Ri-bo-che (Myan-chun 66b); to the north, on the
right bank of the river, in a gorge, there is Nu-ma-chos-lun,
possibly the Nurshika of the maps. In its neighbourhood, to-
wards the west, there is Glin-ras-kyi dgon-pa, and to its west is
Rin-chen-sgan (2). Another famous monastery, known as
Las-drug dgon-pa, founded by Hjam-glin-mgon-po is in the
valley above Tangan. At Span-dkar (Pango of the maps) there
was the palace of the Lord of Ri-nan, about whom the
above-mentioned popular drama speaks. Spyan-lun, in a valley
of Ri-nan, seems to be collapsing today, the same as
Gser-phren and Rdzi-lun known as Pho-lun and Mo-lun. My
informants have told me that these crumbling temples are in
the valley above Nurshika. Leaving aside a few places of minor
concern, of which the guide gives only the names, at this point
we reach a temple rather famous, namely the hermitage which,

(1) See Waddell, The Buddhism of Tibet, p.553 and above p. 46.
(2) Near Gyantse.



6] —

built in a little valley down the slope of the mountain called
Gzhi-bdag, looks down to Gyantse from the north-east. This
monastery 1s marked on the map with the simple name of
Gompa. The valley where the monastery is situated is called
Rgod-po-lun (ibid.70) and the convent proper is called Ri-
khrod-dgah-ldan, according to the name given to it by Rab-
brtan-kun-bzan-hphags-pa or also Rgyan-dkar-gon-ma.

It has been built again and it does not have things of any
value, but it has a history of certain importance. It was perhaps
founded by Hban-sna-bo, a lotsava contemporary of Atisa and
Brtson-hgrus-sen-ge, specially initiated into the mysteries of
Vajrapani/Phyag-rdor. The Ri-khrod is till today sacred to this
divinity.

Immediately after comes the description of Gyantse
(Rgyal-rtse), which the local tradition considers as having been
the seat of the Chos-rgyal Dpal-hkhor-btsan (grandson of
Glan-dar-ma). It seems that originally it was called
Sel-dkar-rgyal-rtse. As I have started above,the Myan-chun
does not mention Sku-hbum; but the Myan-chun speaks extrn
sively about the Gtsug-lag-khan, of which it gives a very useful
and accurate description. Moreover it speaks at length of the
royal palace, which was on the spot where now is the fort
(rdzon) and it also speaks of the temple built by the
Bdag-po-chen-po Nan-chen Kun-dgah-hphags-pa in the 34th
year of his life (1390).

This temple has suffered badly and it is destroyed to a great
extant: only some very carefully worked out capitals remain,
but the frescoes have completely disappeared. It was called
Bsam-hphel-rin-po-chehi glin and was dedicated to Sakyamuni.

(1) See Indo-Tibetica 11.17.



A big statue of his was adored in the temple. Today it is called
Lha-khan-hog. It also had eight stipas/mchod-rten made of
precious substances, possibly the same ones that are seen today
piled up on the altar of the last chapel, on top of the mountain
(known by the name of Rtse Lha-khan). The frescoes are no
longer visible. They represented the thirtyfive Buddhas in-
voked during confession, Marici/Hod-zer-can-ma, Vaisravana/
Rnam-thos-sras, Jambhala, the series of Sa-skya-pa masters; in
the verandah Mthon-ba-don-ldan, Dipankara/Mar-me-mdzad,
Maitreya/Byams-pa, Sukhavati, the paradise of Aksobhya
(Abhirati/Mnon-dgah-ba), the Buddhas of medicine, the arhats,
etc. and the history of Sudhana Kumara/Gzhon-nu Nor-bzan;
in the Mgon-khan is the image of Panjara-Mahakala/Gurmgon.
In this temple was also kept a great painting (than-ka) on silk
embroidered with many figures of deities by order of
Rab-brtan-kun-bzan-hphags-pa.

Another banner was then made for Dpal-hkhor chos-sde and
1s possibly the same as that seen today during the grand proces-
sions of Gyantse (Myan-chun 81).

Near Gyantse in a valley to the right of the river Nan-chu
stands another celebrated monastery, already in ruins at the
time of the author of the Myan-chun: namely the Bye-mdah
dgon-pa constructed, according to tradition, in the reign of
Khri-ral-pa-can at the suggestion of Rgya Hjam-dpal-gsan-ba:
in this temple should have taken place a council summoned by
Hbre-chen-po Ses-rab-hbar and the Lotsava of Rva should have
deposited here around a hundred manuscripts brought from
India (ibid. 97ff). My informants place Bye-mdah in a valley
Just to the north of Gyantse.

The author of the Myan-chun goes to the extreme limit of
Nan-stod and properly to the district of Rgyan-ro. After having
mentioned a temple of Hbri-mtshams in Hgos-yul, no longer
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identifiable, described Rkyan-phu, which we have seen to be
Samada, and whose . construction is attributed by him to
Sron-btsan-sgam-po: they follow Hbras-khud about which we
shall speak at length, Rgya-gnas (Gyani of the map) and then
G.ye-dmar which corresponds to the gompa of Iwang.

Other places, some of which were already in ruins at the time
of the author of the Myan-chun are: Rgyan-ro Gud-chun,
Do-chen and Do-chun and then Man-lun which corresponds to
the Toktri Gompa of the map. One arrives at Zho-nan
(Shomang of the map); the gompa of Gser-ldin follows in a
gorge to the north-east of Kangmar founded by Gzhon-nu-hod
(ibid.106) and seat of Chos-sku-hod-zer (1) whom the tradition
considers as an incarnation of Sakyasri.

In its vicinity, but on the other side of the river, about two
miles from Nagon, where now is a small nunnery, was the
monastery of Glan-pa-phan-than (ibid.110), seat of Khyun
Rin-chen-grags, one of the most celebrated disciples of the Lot-
sava of Rnog. Then follows Sa-phud whose foundation is attri-
buted to Sakyasri; this gompa, now in ruins, stood about half a
mile to the south of Sakang and there began the region of
Lun-nag which terminated in the vicinity of Gnas-riin. In the
valley of Glan-pa-lun, just to the west of Sakang, there was the
monastery of Phar-ldin which probably corresponds to Porten
of the maps, a dependency (lag) of Gnas-riin (ibid.111).
Another gompa in Lun-nag, Glan-pa-ser-ldin, which is named

(1) Chos-sku-hod-zer who was a disciple of Gzhon-nu-dpal (known also by
the name of this place as Gser-ldin-pa Gzhon-nu) became chaplain of Oljiiti
(1293-1307).  See Geschichte des Buddhismus in der Mongolei (of
Hjigs-med-nam-mkhah) transl. Huth I1.161, 162. See Pelliot, Les systémes
d’écriture en usage chez les anciens Mongols, Asia Major 1925:287.
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just afterwards, is opposite to Sakang, visible even now from
the road (1). Las-stod or Las-stod-dkon-mchog-mkhar, a
monastery about which we often read also in the chronicles of
Gnas-riin, stood on the castle that overhangs the celebrated
place; even today its ruins can be seen. In it was preserved a
painting on cloth which represented Ye-$es-mgon; Maitripa
was depicted with the blood of his nose (§ans htshal). The au-
thor of the Myan-chun goes to Nenying (Gnas-riiin) about
which will speak at length later on.

Beyond Gnas-riin, in the valley of the river, another place
worth mention is Pas-khu where should have been born
A-lce-snan-gsal: in the maps it appears under the name of Pen-
choka. Then comes Lcan-ra(2) (Changra of the maps, 1bid.134),
a region belonging to Rgya Hjam-dpal-gsan-ba in ancient
times, and then donated (ibid.136) to the grandfather of
Rab-brtan-kun-bzan-hphags-pa by the emperor of Hor, that is
by the Mongol dynasty. Evidently the cession of this feud
should have been done by the Sa-skya-pa abbots who domi-
nated Tibet at that time but having themselves in their own
turn received the investiture from the Mongolian kings, every
privilege to their vassals had to be conceded in their name.
Then Changra was ceded by that prince as dowry to the wife
Padma daughter of sku-zhan or a-zhan of Zha-lu.

In this region the Indian pandita Sﬁriputrapﬁda (8) stayed
for some time who was invited to China by the emperor (ibid.

(1) Perhaps Langgnin.

(2) But on p.92a: lcags-ra. See fig.396, 397.

(3) Perhaps identical with Sériputra. Sﬁriputra-sv,ﬁmin author of Chin-
namunda-vajraycgini-saidhana  (Bstan-hgyur, Rgyud, LXXIV.3 and
Ugra-tara-pija-vidhi (ibid. LXXXI1.25).
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p- 79, 138) and seems to be a contemporaray of Rab-brtan-
kun-bzan-hphags-pa.

To the north of Lcan-ra two gompas can be pointed out, that
of Seu near Gans and that of Gans-ro in Gans.

One arrives at Rtse-chen (Tsechen) «called also
Sam-bu-rtse-dgu; it is a rocky hill that blocks to the north the
valley of Gyantse and on which stand the ruins of a castle and
of temples: the tradition attributes its foundation to king
Gri-gum-btsan, one of the mythical kings of Tibet. The temple
of Tsechen was founded by Hphags-pa-dpal-bzan-po; accord-
ing to our chronicles, on the occasion of the trip that Kar-ma
ba-ksi undertook to China, he made known his desire to con-
struct a new temple to emperor Tho-gan ti-mur (Togon Temiir
1333-1370). Since he gave the authorisation,
Hphags-pa-dpal-bzan-po, when he was 48 years old, began to
erect the temple and the monastery. It hosted the celebrated
Kun-dgah-blo-gros (ibid.141f.) an immediate incarnation of
Bu-ston. It contained, among many other valuables, a statue of
Tara/Sgrol-ma made by Pan-chen Sakyasri, earlier preserved in
the gompa of Hbri-mtshams.

These temples are now destroyed, but the Myan-chun con-
tains their accurate description.

Then one goes to Hbron-rtse (ibid.148 pronounced
Drongtse) a place known for the noble figure of a learned and
realised abbot who helped Chandra Das during his exploratory
trip to Tibet, but was cruelly punished by the authorities of
Lhasa (1) for this enlightened condescension towards a
stranger. One of its temples was constructed by Hbron-rtse

(1) On his death see Kawaguchi, Three Years in Tibet, chapter 1. Drongtse is
not marked on the map, but corresponds more or less to the place called
therein Sangge, Chandra Das, Journey to Lhasa transcribes Dongtse.
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Lha-btsun belonging says the (radition, to the royal family of
Tibet.

In its vicinity the gompa of Lha-do, called also of Sbas-lun,
should have been founded by Khri-sron-lde-btsan (ibid.152),
but reconstructed by an abbot of Gnas-riin, Chos-rin-chen.

Then follows Khan-mar always on the left side of the river,
to the north of Drongtse, which the tradition identifies with the
convent of the same name founded by Sgri-rins-ljons-btsan
minister of Sron-btsan-sgam-po (ibid.152b).

§18. Nan-bar. The Myan-chun then goes on to describe
another famous place Rtsis-gnas-gsar (1) (ibid.153a) which is to
the north of Drongtse and comprises various temples. Besides
the Mgon-khan, the main chapels are two: one to the east and
the other to the west. The one to the east should have been
erected by Khri-sron-lde-btsan; at the times of the author of
Myan-chun it was also called Hor-phigs (2) but today is gener-
ally known by the name of Yum-chen-mohi lha-khan from the
image of the goddess that it contains and it should have been
consecrated by Padmasambhava. The other to the west was
founded by Khri-ral-pa-can and is called Rtsis-gnas-gsar
namely “ Gnas-gsar where was counted (3)”, because in this

(1) Bacot, Vie de Mar-pa, p.8 translates erroneously Rcis le Neuf.

(2) But in the two manuscripts erronously: phig. The other chapal is called
rgya phigs; phigs means, as is known, pinnacle . rgya-phigs = pinnacle in
Chinese style, hor-phigs = pinnacle in Mongol style. In the Rgyal-rabs gsal-bahi
me-lon p.135 of my manuscript, is found instead the form rgya-phugs: phigs
or phugs, at any rate, belong to the same root; compare phibs = dome.

(3) Also Gnas-riiin is called rtsis Gnas-riiin because the same account has
been done there for the temple ordered to be constructed by Khri-ral-pa-can
(see eulogy of Gnas-riiin p.3a). Very probably however we are faced by a
learned etymology: rtsis is also the name of the valley near Gnas-gsar.
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chapel should have taken place the count of the 1008 temples
constructed by the same king, also known by the name of
rgya-phigs. 'The main statue represents Vairocana/Rnam-par-
snan-mdzad, surrounded by acolytes who constitute the Vaj-
radhatu-mandala, according to the system of the Kosalilankara.

As important places after Dongtse and all in the village of
Drojung (ibid.161) are mentioned Rgya-mkhar-lun (1),
Skyin-mkhar-lun (that on p.158 is called skyil-mkhar in both
manuscripts and on p.163 skyi-mkhar in both manuscripts) and
Mag-dge-ldin. On the plane, A-rmo-hdul-chun (2) corres-
ponds to Drojung Dzong of the maps; in its vicinity are pointed
out four gompa, attributed to the most ancient period of the
propagatibn of the faith. To the south Sbre lha-khan, to the
west Rkyan-hdur lha-khan, to the north Sa-skya lha-khan, to
the east Sbre lha-khan (p.162b) (3); at Skyin-ldin and at
Hgur-ldin (ibid.166b), two nearby places; lorded over by the
family of Lha-rje-rgya-nag; Mag-lde-ldin in the valley of
Drojung whose foundation, as seen above, was attributed to
Ral-pa-can, on p.167, it said to have been constructed by
Chos-sku-hod-zer, who in the Lamaist tradition is generally
considered as an incarnation of Sakyasri. This monastery was
also known by the name of Rdo-rje-gdan. A gompa was
founded, on the invitation of Chos-rgyal Rab-brtan-kun-bzan
-hphags-pa, by Pan-chen Lhahi-dban-po: it was a custom of

(1) Sometimes the two manuscripts read Rgyal-mkhar: but Rgya-mkhar
seems to be preferable, also because this spelling is found in the inscriptions
of Gyantse. :

(2) But sometimes also Hdul-byuﬁ.

(3) Thus it should have been Sbre lha-khan, if the text is not erroneous:
the first Sbre lha-khan is also called Sbre-gdon-than dgah-ldan lha-khan: this
perhaps corresponds to Dgah-ldan lha-khan, a small hermitage on the left
side of the river, before reaching the valley of Drojung, coming from
Gyantse. Sbre perhaps for Hbre on which see above p.53 n.2.



the princes of Gyantse to visit it every year.

Around Rgya-mkhar stood a temple called Ba-hug lha-khan,
Bhadu of the maps, constructed at the time of Sron-btsan-
sgam-po. The gompa of Rkyan-hdur, which was in its vicinity,
was the seat of many celebrated lamas like Chos-sku-hod-zer
(ibid.170). From this place begins Nan-smad i.e. Lower Nan.

§19. The temples of Nan-smad. More to the north, on the left
bank of the river, there is Nor-khyun-stag-ro. Leaving aside
minor places one reaches Cog-ro, Choroshika of the maps
(ibid.174). That this Cog-ro, out of the three that are found in
Tibet namely in Dbus, in Dbus, in Sans and in Nan, is the birth
place of the great lotsava Kluhi-rgyal-mtshan (1) is given for
certain by the author of the Myan-chun and is admitted by
everybody in these parts. Before Cogro is Nor-buhi-khyun-rtse,
in whose vicinity was a temple that went back to the early times
of the propagation of the faith.

Then one comes back and goes to the other side of the river,
where 1s Stag-rtse, Takse of the maps; in its territory was a loc-
ality called Stag-tshal where stood a castle known by the name
of Mon-hgro. In it lived the Smon-gro lotsava, Mar-pa
Rdo-rje-ye. At Stag-tshal and precisely in a village called
Stag-tshal-yol-lcags were born the three Yol, Yol-ston-chen-po
Chos-dban, Yol Dran-sron, and Yol Thog-hbebs. Not very far
there is gompa of Man-lun, in the valley of the same name to
the east of Stag-rtse, where Dran-ston Mthah-bral carried out
the major part of his activities of a scholar and of a preacher;

(1) In the colophons of other works translated by him the spelling oscillates
between Cog-gru, Lcog-ro, Cog-ro. On the following monasteries and their
schools see Bu-ston, History of Buddhism, p.208.
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then comes Brag-dmar to the south of the village of
Rin-chen-sgan, and that too goes back to the first propagation
of the faith.

After a few hundred metres to the NE of Stag-rtse there is
Nan-htsho lha-khan founded by Khri-ral-pa-can (ibid.181a); in
this place Atisa should have held a council. Out of the other
convents in its vicinity is recorded Lhag-chun, about which the
eulogy of Gnas-riin speaks and which should have been con-
structed by Ral-pa-can after having brought to a conclusion the
1008 temples he had projected (2). Only a few ruins of
Lhag-chun exist near the village of Rin-chen-sgan, almost at
the entrance of the valley of Spos-khan. Not far was the Bonpo
gompa called G.yun-drun fi-$ar where were transmitted the
systems of Bon-bzhi-khyun-nag, the celebrated Bonpo master.
Then follows Se-brag-gyah-lun (ibid.188ff.), where Bu-ston
passed some time of his very active life: it stood on the right
bank of the river, below the present hermitage of
Se-ra-sgrub-sde, on the rocky boulder to the NE of Gnas-gsar.

Then are recorded Chos-Idin in the vianity of
Pa-snam-zhol-po (Pennangshopu of the map), and on the right
of the river (190b) Bsam-ldins; immediately after Pa-snam.
where the popular tradition has localised some episodes of the
life of Gesar. In it lived Pa-tshab Lotsava Tshul-khrims-rgyal-
po and Rdo-rje-bdud-hjom known also as the two Pa-snam-pa
(3). Pa-tshab Penam is on the left of the river, opposite
Dgah-sdon, in the map Gadong (ibid.204), a of Central Tibet:

(1) Disciple of Mdo-sde of Rnog. See Chos-hbyun bstan-pahi padma rgyas
fiin-byed of Pad-ma-dkar-po, p.140a.
(2) In this case too are we faced by a learned etymology? Lhag means re-

mnant.
(3) In its vicinity, in the place called Rrta-ra, the author of the Myan-chun

erroneously puts the council called by Rtse-lde. See above p.55.
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monastery specially famous for the study of the Guhyasamaja
and later of the section of the canon containing the monastic
rules (vinaya): it was the place for-a major part of the activities
of Pa-tshab Lotsava Siladhvaja (1) who translated many works
here together with Sans-rgyas-gsan-ba; afterwards stayed here
the lotsava of Sten, Tshul-khrims-hbyun-gnas, who spread the
teachings received in India (ibid.210). In it was kept a statue of
Maitreya/Byams-pa, made of pure bronze in eastern India.
Then is mentioned Thar-pa-glin, founded by the lotsava of
Dpyal, Chos-bzan (ibid.218) and enlarged by his disciple
Pad-ma-can, who had a new chapel constructed ‘and consec-
rated statues of Byan-chub-chen-po, whose halo had been

brought from Nepal. Thar-pa is a few miles to the south of
Zha-lu.

The monastery was important in the history of Tibetan
Buddhism as a great centre of culture: Bu-ston too stayed here
for a long time. Decayed and destroyed, it was reconstructed by
Kar-ma-bstan-skyon (ibid.224b).

The temple of Gur-mo, ancient bazar of the region, in the
homonymous village between Penam and Zha-lu, was founded
by Lce (2) Lha-bzan-grags minister of Khri-sron-lde-btsan
(ibid.225) and was visited by Sakyasri; is destroyed today.

One arrives at Rgyan-gon founded by Lo-ston
Rdo-rje-dban-phyug (3), a few hundred metres from Zha-lu
and then Zha-lu or Zhva-lu, one -of the most celebrated places

(1) For the works of these lotsavas see the Répertoire by Mlle.Lalou, s.v.

(2) Born in a family that gave some ministers, Nan-blon, to the kings of
Tibet under Sron-btsan, Khri-sron and Sad-na-legs (248b) and then several
lotsavas. On this monastery see Bu-ston, History of Buddhism, p.203.

(3) See Bu-ston, ibid., p.205.
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because here lived and wrote a great part of his works one of
the greatest figures of Tibetan Buddhism namely Bu-ston
rin-po-che. From this monastery the school of Bu-ston took its
name by which it is known till today: namely that of Zha-lu-pa.

One of its main temples is the (Zha-lu) Gser-khan, around
which many chapels were constructed: the gtsan-khan called
Mdah-hbum which goes back to the time of Lo-ston and of his
administrator (ne-gnas) Lce-btsun Ses-rab-hbyuh-gnas, who
went to Bodhgaya and became a disciple of Abhayakaragupta,
on return to Tibet brought with him a statue of Khasarpana
later deposited at Zha-lu. This statue is considered to be the
main image of Zha-lu. In another chapel, that to the south, was
venerated a statue of Mahakarunika/Thugs-rje-chen-po, tutel-
ary divinity of Pandita Smrti.

The place, as I have said above, belonged from ancient times
to the family of Lce, which became even more powerful, when
two daughters of Lce A-mes-chen-po Sans-rgyas-ye-Ses were
married to the great abbot Sa-skya Hgro-mgon Phyag-na and
his son Dharmapala-raksita; it was after this relationship that
the title of A-mes was changed to that of Sku-zhan.

The temple was completely re-built and embellished by order
of Sku-zhan Grags-pa-rgyal-mtshan, according to the advice of
Bu-ston: for that occasion he brought Mongolian and Chinese
artists (1bid.257) (1).

(1) Bu-ston dictated the inscriptions of this chapel, later collected in a chap-
ter of his work already quoted above, vol. TSA: Zha-luhi gtsug-lug-khan-gi gz-
hal-yas-khan nub-na byan-ma sar-ma lho-ma-mams-na bzhugs-pahi dkyil-hkhor

sogs-kyt dkar-chag.
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One of the most important temples out of the many that are
admired at Zha-lu, is the Bstan-hgyur lha-khan in which are
found the texts which after an accurate revision, Bu-ston com-
piled in the collection called Bstan-hgyur and it was the first
exact redaction due just to the great doctor of Zha-lu.

The author of the Myan-chun passes on to Bsam-sgrub-rtse,
near the Sgrol-ma-ri, on which is built Tashilhumpo (273,
323a) and which originally belonged to Riin-ma and
Bkah-rgyud-pa. Here ends his geographical description of this
part of central Tibet, full of legends and digressions, but un-
doubtedly in its entirety, one of the richest sources of informa-
tion on the historical and religious vicissitudes of such an im-
portant part for the political and spiritual life of Tibet.



Dkon-mchog-rgyal-po (Deb -ther, na fol. 4)
born in sin-khyi 1034;
founded the monastery of Sa-skya in chu-glan 1073,
died in chu-rta 1102 !

2

Sa-chen Kun-dgah-snin-po
born in the year cu-sprehu 1092;
died in sa-stag 1158

I
r I |

3 4 5 6
Kun-dgah-hbar Slob-dpon (Rin-po-che) (1) Rise-btsan-rje-btsun Dpal-chen-hod-po
died in Indis Bsod-nams-rtse-mo Grags-pa-rgyal-mtshan born in lcags-rta 1150

born in chu-khyi (Huth) 1142;
died in chu-stag 1182

born in me-yos 1147;
died in me-byi 1216

died in chu-phag 1203

|
r I
7 8
Chos-rje Sa-skya Pan-chen Zans-isha Bsod-nams-rgyal-mishan
Kun-dgah-rgyal-mtshan (Huth) born in $in-hbrug 1184
born in chu-stag 1182 died in sa-phag 1239
met the emperor Go-dan (2), has five wives
in the year $in-hbrug 1244
died in Icags-phug 1251

I | I

2
from the first wife Jo-mo Kun-sain from the second wife Jo-mo Hbro from the third wife Geig-mdes-ma
l daughter of Gun-than-btsad-po

9 10 11 12
Bla-ma Hgro-mgon-hphags-pa Phyag-na Slob-dpon Rin-chen-rgyal-mtshan Slob-dpon Ye-ses-hbyun-gnas
Bomn in éin-lug 1235 Born in sa-phag 1239 (dpal-bzan-po) Born an year after the brother 1239,

when his father was 52 years.
Received title from Khubilai
(Tib. Se-chen) in lcags-sprehu 1260,
Returned to Tibet in fin-glan 1265.
Went to China in sa-sbrul 1269.
Returned to his See in me-byi 1276.
Held a council in me-glan 1277.
Died in Icags-hbrug 1280.

At six years went (o China
Died in me-yos 1267.

Born in ss-khyi 1238
Died in sa-yos 1279 (3).

Dicd in sin-khyi 1274.

13 14
Dharmapalaraksita Bdag-nid-chen-po Bzan-po-dpal
Born in sa-hbrug 1268 Born in chu-khyi 1262.
six months after the death of his father Died in chu-khyi 1322 (4).
Died in me-phag 1287 (fol. 5).

from the fourth wife Rdo-rje-ldan from the fifth wife
(who was the servant, ne-gnas, of the third) Jo-lcam Hor-ma

!_J——\

Slob-dpon-ma Slob-dpon-ma
Bsad hb Ni hb

Slob-dpon-ma
Rin-chen-hbyun-gnas

from the second wife
ma-gcig Zhan-btsun-ma

from the first wile
Dban-yum Rgya-mo

from the fourth wife ma-gcig Nam-mkhah-rgyal-mo

I |

15 16 17 18 19
Slob-dpon Bsod-nams Bla-ma Kun-dgah-blo-gros Ni-ma-rgyal- han-dpal mbkhas-bts hen-po Nam slob-dpon Nam-mkhah-rgyal
-bzan-po (-rgyal-mtshan-dpal- bzan -bzan-po (6). -mkhah-legs-pahi-blo-gros -mtshan-dpal-h-zan-po
Born in China. -po) (5). -rgyal-mtshan-dpal-bzan-po Born in sin-byi 1324.

Died on the way to Tibet. Born in sin-sbrul 1305.

Died in chu-lug 1343.

Born in sa-phag 1299.
Died in me-yos 1327,

26 31
(ha 5b 2) » (na 5b4)
dban Ratna Blama Kun-rin

(missing in Bu-ston) (missing in Bu-ston)

(1) The elemengy o
(2) lo Huth p. 138,
1925:38¢,

but are found in Bu-ston.
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Dicd in China at 20 years.

I

from the third wife ma-gcig Kun-dgah-nam-mkhah-rgyan

I
20 21
Bla-mah Kun-dgah-legs-pahi Ti-$ri Kun-dgah-rgyal-
hbyun-gnas (blo-gros-rgyal- mtshan-dpal-bzan-po
mishan-dpal-bzan-po) Born in lcags-khyi 1310,
Goesto China Died in sa-khyi 1358 at 49 years.

from his two wives

|
I 1

from the first wile from the sccond wife
Tol. 5 b2 Bla-ma Kun-spans-lcam-mo
ma-gcig Byan-pa-mo

27 28
Tai-dben Chos-kyi-rgval Tui-dben Blo-gros-rgyal
-mtshan ~-mitshan
Born in chu-sprehu 1332, Born in the same year.
(fol. 5b5)
32

Chos-rje Kun-bkras
i.¢. Kun-dgah-bkra-sis-rgval-mtshan
See inscr. in the second chapel of
the 1V floor of Kumbum
Born in sa-glan 1349
Went to China at 64 ycars in chu-hbruyg 1412
at the time of Thai min (i.c. =
Chhen-Tsu 1403-1425) hz m
from whom he received the tite of
Theg-chen-chos-kyi-rgyal-mishan

The children of Nam-mkhah-legs-pa (no. 18) were:

[

from the lifth wife Zha-lu-ma-gcig Gzhon-nu-hbum

|
! I

22 23 24
Kun-dgah-ii-mahi-rgyal- Bls-ma Don-yod-rgyal Bls-ma Bsod-nams-rgyal

mtshan-dpal-bzan-po wai -mishan -mishan-dpal-bzan-po
~dben (8) gu-$ri Born in Icags-khyi 1310 Borm in chu-byi 1312 at
Died in chu-khyi 1322. when the father was 49 Zha-lu
years Died at 64 years in 1375

Died at 35 years in
sin-sprehu 1344
(na fol. 5b 1)
Chaplain of Buyantu
Khan (Jen tsung t %’:
[Huth, p. 165) 1311-1320)

(Huth p. 165)
Chaplain of Ying-tsung

&2 1320-1323.
xR

Ti-#mi

Died

The descendants of Don-yod-rgyal-mishan (no. 23)°
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9 10

Bla-mas Hgro-mgon-hphags-pa Phyag-na
Born in din-lug 1235 Born in sa-phag 1239

Slob-dpon Rin-chen-rgyal-mishan

(dpal-bzan-po)

12
Slab-dpon Ye-ses-

Born an year after the brother 1239,

hbyun.gnas

when his father was 52 years. At six years went to China Born in se-khyi 1238 Died in Khyi 1274,
Received title from Khubilai Died in me-yos 1267, Died in sa.yos 1279 (3).
(Tib. Se-chen) in lcags-sprehu 1260.
Returned to Tibet in #in-glan 1265.
Went to China in ss-sbrul 1269.
Returned to his See in me-byi 1276.
Held & council in me-glan 1277,
Died in leags-hbrug 1280,
13 W
Dharmapalaraksita Bdag-iiid-chen-po Bzan-po-dpal

2 Born in sa-hbrug 1268
six months alter the death of his father
Died in me-phag 1287 (fol. 5).

Born in chu-khyi 1262.

Died in chu-khy

i1322 (4).

l’"—l——l

S'“b-dpon-ma Slob-dpon-ma
Bsod-nams.hum Ni-ma-hbum

Slob-dpon-ma
Rin-chen-hbyun-gnas

from the second wile
ma-gcig Zhan-btsun-ma

from the first wife
Dban-yum Rgya-mo

15 16

[

from tht fourth wife ma-gcig Nam-mkhah-rgyal-mo

! )

17 18 19
Slob-dpon Bsod-nams Bla-ma Kun-dgah-blo-gros Ni-ma-rgyal-mtshan-dpal mkhas-btsun-chen-po Nam slob-dpon Nam-mkhah-rgyal

-bzan-po (-rgyal-mtshan-dpal- bzan -bzan-po (6). -mkhah-legs-pahi-blo-gros -mlshan-dpal-bmn;Po

Born in China. -po) (5). -rgyal-mtshan-dpal-bzan-po Born in sin-byi 1324.

Died on the way to Tibet. Born in sa-phag 1299, Born in sin-sbrul 1305. Died in China at 20 years.
Died in me-yos 1327. Died in chu-lug 1343.
26 N
(ha 5b 2) . (na 5b4)
dban Ratwna . Blama Kun-rin

]

from the third wife ma-gcig Kkun-dgah-nam-mkhah-rgyan

20 21
Bla-mah Kun-dgah-legs-pahi Ti-sri Kun-dgah-rgyal-
hbyun-gnas (blo-gros-rgyal- mtshan-dpal-hzan-po
mitshan-dpal-bzan-po) Born in lcags-khyi 1310.
Goesto China Died in sa-khyi 1358 at 49 years.
from his two wives

|
r |

from the first wife from the second wife
fol. 5 h2 Bla-ma Kun-spans-lcam-mo
ma-geig Byan-pa-mo

(missing in Bu-ston) (missing in Bu-ston)

(1) The elements of the names in bracke:
(2) In Huth P- 133, year : me-rem 1246, A
1925:284.

((‘S)) :li. sister ﬁ.:l the same mother was Slob-dpon-ma Mde-sde.
ccording to the Deb-ther, taS, he had twelve children : By. i i tesonly tuetve
(5) According to the fifth Dalai Lama, Op.cit, p.58b hle |:‘l.:e :::, ston 2b4 apeaks of thirteen children, but enumerates onty

6) According . of Kun-dgah- .
:7; l.: the texs :‘;:‘ Deb-ther, wln.ch does not give his name, he died“;‘oug;.. hbum
1s expresaly said that he is born after the death of the father, but having been an entire year of interval, one cannot

understand the attribution of his paternity.

8) Tai X ; T
) Tai-dben or Ta-dben of Tibetan corresponds to the Chinese Ta Yuan k 7_.[: sin fact we know from Gzhon-nu-dpal p-26b in his list of
Mongolian kings, '

s are missing in the Deb-ther, but are found in Bu-ston. X .
bout the Lama sce Pelliot, Les'systémes d' écriture en usage chez les anciens Mongols, Asia Major

) that this dynasty is called in Tibetan hor and in Khams : tai dben; hor-gyi rgyal-khams-ia tai-dben zer zhes-pa.
{9) He had o sjster : Slob-g, -dgah .
As 1 bave anid sbove t.h::.::m ble "l-:.b“m Wll-h'\,vhom ends the list of Bu-ston.

be

T the list of the fifth Dalai Lama and those reproduced above especially

regarding the sonas of . .
L4 s of Bdag-chen Bran-po-dpal and also in the number of wives which excluding the one that he already had in China, are
counted as seven,

. all married in Tibet (thus in this case it is in accord with the Myan-chun 254b).
TOm & wif i s .
From lh:ﬁ:n F;;:p;‘f:-::h o mln;e::: China he had Bsod-nams-bran-po (no. 15) who died young.
From the h-hbum he + Run-dgah-blo-gros (no. 16).
second wife ma-geig Yon-bdag-mo he had : the eldest son who died as an infant, Kun-dgah-legs-hbyun (no. 20),
Eun-dgab-rgyal-mtshan (no. 21).

From the thi i .
third wife ma-geig Nam-mkbab-rgyal-ms he had : Nam-mkhah-bses-ghen, Nam-mkhab-legs-pa (oo- 18) and

Nlm-mkhnl_n-rgynl-muhnn (no. 19).

27 28
Tai-dben Chos-kyi-rgyal Tai-dben Blo-gros-rgyal
-mtshan -mtshan
Born in chu-sprehu 1332, Born in the same year,
(fol. 5 b5)
32

Chos-rje Kun-bkras
i.e. Kun-dgah-bkra-sis-rgyal-mtshan
Sec inscr. in the second chapel of
the I'V Aloor of Kumbun
Born in sa-glan 1349
Went to China at 64 years in chu-hbrug 1412
at the time of Thai min (i.c. —
Chhen-Tsu 1403-1425) lﬁ m
from whom he received the tiile of
Theg-chen-chos-kyi-rgyal-mtshan

The children of Nam-mkhah-legs-pa (no. 18) were:

Tai-dben Kun-dgah-rin-hbyun

.

from the {ifth wile Zha-lu-ma-gcig Gzhon-nu-hbum

ﬁ
22
Knn-dgah-ﬂi-mulpi-rgynl-
mtshan-dpal-bzan-po i
-dben (8) gu-sri
Died in chu-khyi 1322.

{ I [

gu-$ri Blo-gros- Grags-pa- Kun-dgah-blo-gros-
-rgyal-mtshan -blo-gros -rgyal-mtshan

Blo-gros-dban-phyug Kun-dgah-dban-phyug

From the fourth wife ma-gcig Gzhon-nu-hbum he had : Kun-dgah-ni-ma (no. 22), Don-yod-rgyal-mishan (no. 23), Bsod-nams-rgyal-

mtshan-dpal (no. 24), Kun-dgah-legs-rgyal (no. 25) (11).

l

a daughter

From the fifth wife ma-gcig Ni-ma-rin-chen he had : Ni-ma-dpal, Kun-dgah-rgyal-mishan (no. 21).

From the sixth wife Kun-spans-lcam-mo (13) he had : Blo-gros-rg-yal-mlshan.

From the seventh wife Khan-gsar-dpon-mo he had : Bsod-nams-blo-gros, Grags-pa-rgyal-mtshan.

23 24
Bla-ma Don-yod-rgyal Bla-ms Bsod-nams-rgyal
. -mtshan -mtshan-dpal-bran-po
Born in lcags-khyi 1310 Born in chu-byi 1312 at
when the father was 49

Zha-lu
years Died at 64 years in 1375
Died at 35 years in (Huth p. 165)
sin-sprehu 1344 Chaplain of Ying-tsung
(nafol. 5b 1) &> 1320-1323.
Chaplain of Buyantu * ~

He

Khan (Jen tsung {7 7
(Huth, p. 165) 1311.1320)

r

29
Ti-#ri Bsod-nan
Born in chu-spi
Wentto C
Died in chu-s

The descendants of Don-yod-rgysl-mtshan (no. 23) were :

|

I

Ni-ma-rgyal-mtshan Zla-ba-rgyal-muhan bla-ma Kun-dgah

—

Hjams-dbyans-
.pam-mkhah-rgyal-mishan

l’_L—_—I

Rgys-gar Bdag-chen
Ses-rab-rgysl-mishan Rdo-rje-heh

Kun-dgah-rgyal-mtshan (no. 21) had two sons : Tli-dbe.n Ch
(10) The text says that he died at 44, but this is pechaps 2 mistak
(11) This is contradicted by Bu-stoa who mentions only a son an

(12) Heis /2: -:_:}'- E-E st = I~ 3 |\ Kung ko kien t
with the Tibetan monk (:AI: ) Wk ARl Talimipaiwb
1374, see Ming shi, ch. 30p. 2

(13) But according to the Deb-ther, she is the wife of Kun-dgah-t



| I

from the sccopd wife Jo-mo Hbro from the third wife Gcig-mdzes-mu
daughter of Gun-lhnn-bln;l-po

| 12
Slob-dpon Rin-chen-rgyal-mishan Slob-dpon Ye-ses-hbyun-gnas
{dpalmat-po) Born an year after the brother 1239,
Born in a-hyi 1238 Diced in sin-khyi 1274,
Died in sa.yos 1279 (3).

14
Bdag-iid-chen-po Bzan-po-dpal
Born in chu-khyi 1262.

ather Died in chu-khyi 1322 (4).

from the fourth wife -Rdo-rj(--ldml trom the [ilth wife
(who was the servant, fic-gnas, of the third) Jo-lcam Hor-ma

I_—J—_I

Slob-dpon-ma Slob-dpon-ma
Bsod-nams-hbhum Ni-ma-hbum

Slob-dpon-ma
Rin-chen-hbyun-gnas

I

from thy fourth wife ma-gcig Nam-mkhah-rgyal-mo

[ 1
17 18 19
a-rgyal-mishan-dpal  mkhas-btsun-chen-po Nam
-bzan-po (6). -mkhah-legs-pahi-blo-gros
-rgyal-mtshan-dpal-bzan-po
Born in sin-sbrul 1305,
Died in chu-lug 1343.

slob-dpon Nam-mkhah-rgyal
-mtshan-dpal-bzan-po
Born in sin-byi 1324.
Died in China at 20 years.

31
(na 5b4)
Blama Kun-rin
(missing in Bu-ston)

Jeb-ther, but are found in Bu-ston. i .
lliot, Leo'systimes d’ écriture en usage chez les anciens Mongols, Asis Major

fe.
u-ston 2b4 speaks of thirteen childreq, but enumerates only twelve,

>0 of Kun-dgab-bbum.
he died young, .
eath of the father, but having been an entire year of interval, one cannot

< Ta Yaan * 7__[; iin fact we know from Gzhon-au-dpal p-26b in his list of

Khams : taj dben; hor-gyi rgyal-khams-ia tai-dben zer zhes.pa.

ads the list of Bu-ston. B
ten the list of the fifth Dalai Lama and those reproduced above especially

1ber of wivea which excluding the one that he already had in China, are
is in accord with the Myan-chun 254b).

Baod-nams-bean-po (no. 15) who died young.
o-gros (no. 16).
*idest son who died as an infant, Kun-dgah-legs-hbyun (no. 20),

1: Num-mkhah-bses-giien, Nam-mkhah-legs-pa (no. 18) and

{rom the third wile ma-gcig Kun-dgah-nam-mkhah-rgyan

from the fifth wife Zha-lu-ma-gcig Gzhon-nu-hbum

|

1

from the sixth wife
Re-mdah-ma (Deb-ther snon-po)

r

[ 22

20 21 Kon-dgah-ii-mahi-rgyal-
Bla-mah Kun-dgah-legs-pahi Ti-éri Kun-dgah-rgyal- muhln-dpll-bun-l.m ai
hbyun-gnas (blo-gros-rgyal- mtshan-dpal-bzan-po -dben (8) gu-éri

mishan-dpal-bzan-po) Died in chu-khyi 1322.

Goes to China

Born in lcags-khyi 1310.
Died in sa-khyi 1358 at 49 years.

from his two wives

|

2

from the second wife
Bla-ma Kun-spans-lcam-mo

from the (irst wile
fol. 5 b2
ma-gcig Byan-pa-mo

27 28
Tai-dben Chos-kyi-rgyal Tai-dben Blo-gros-rgyal
-mtshan -mishan
Born in chu-sprehu 1332, Born in the same year.
(fol. 5 b 5)
32

Chos-rje Kun-bkras
i.¢. Kun-dgah-bkra-sis-rgyal-mtshan
See inscr. in the second chapel of
the IV floor of Kumbum
Born in sa-glan 1349
Went to China at 64 years in chu-hbrug 1412
at the time of Thai min (i.e. =
Chhen-Tsu 1403-1425) ﬁ m
from whom he received the title of
Theg-chen-chos-kyi-rgyal-mishar

The children of Nam-mkhah-legs-pa (no. 18) were:

Tai-dben Kun-dgah-rin-hbyun

|
[ I I I

gu-$ri Blo-gros- Grags-pa- Kun-dgah-blo-gros- a daughter
-rgyal-mtshan -blo-gros -rgyal-mtshan

Blo-gros-dban-phyug Kun-dgah-dban-phyug

23

Bla-ma Don-yod-rgyal

-mtshan

Born in Icags-khyi 1310

when the father was 49
years

Died at 35 years in
sin-sprehu 1344
(na fol. 5b 1)
Chaplain of Buyantu

or ma-gcig Ni-ma-rin-chen

—

{Bu-ston)
24
Bla-ma Bsod-nams-rgyal I
-mtshan-dpal-bzan-po 25
Born in chu-byi 1312 at Dban Kun-dgeh-legs-pahi
Zha-lu (blo-gros)-rgyal-mtshan-dpal-bzan
Died at 64 yearsin 1375 Born in sa-sprehu 1308
(Huth p. 163) when the father was 47 years.
Chaplain of Ying-tsung Chaplain under Togon Temar

(Huth p. 37, 166)

* &> 1320-1323.
~ Died at 29 years in me-byi 1336(9).

Khan (Jen tsung {— .,2:

Ni-ma-rgyal-mtshan

From the fourth wife ma-gcig Gzhon-nu-hbum he had : Kun-dgah-ii-ma (no. 22), Don-yod-rgyal-mishan (no. 23), Bsod-nams-rgyal-

gyal (no. 25) (11).

han-dpal (no, 24), Kun-dgah-leg
From the fifth wife ma-gcig Ni-ma-rin-chen he had : Ni-ma-dpal, Kun-dgah-rgyal-mtshan (no. 21).
From the sixth wife Kun-spans-lcam-mo (13) he had : Blo-gros-tgyal-mtshan.

From the seventh wife Khan-gsar-dpon-mo he had : Bsod-nams-blo-gros, G“g"l”"’ﬂ"'m“hm'

with the Tibetan monk {:,g'_ 1 W AW

[Huth, p. 165] 1311-1320)

[

]

29 30 31
Ti-éri Bsod blo-g an d brother dban Grags-pa-rgyal-
Born in chu-sprehu 1332. died young mtshan
Went to China. Born in me-byi 1337,

Died in chu-stag 1362.

The descendants of Don-yod.-rgyal-mtshan (no. 23) were :

|
’ I I

Zla-ba-rgyal-mtshan bla-ma Kun-dgah-rgysl-mtshan (12)

[ I

Hjams-dbyans- Zha-lu-pa
T kh L (44 1. B d. BY 1. h
Rgya-gar Bdag-chen Slop-dpon

Ses-rab-rgyal-mtshan Rdo-rje-hchan Grags-pa-rgyal-mtshan

Kun-dgah-rgyal-mtshan (no. 21) had two sons : Tai-dben Chos-kyi-rgyal-mtshan and Tai-dben Blo-gros-rgyal-mtshan.
(10) The text says that he died at 44, but this is perhaps a mistake for 41.
(11) This is contradicted by Bu-ston who mentions only a son and a daughter from this wife.
(12) Heis 7 -.':'f. E& ,&t @ P I\ Kung ko kien tsan pa tsan pu descendant of Pa si pa (Hphags-pa), Ti-se of

1374, see Ming shi, ch. 30 p-2

Dicd in me-hbrug 1376 (10)

Yoan, who together
Ta li mi pa 1o/Dharmapala sent envoys to the Ming court in the seventh year of Hung-wu él‘: E

(13) Butaccording to the Deb-ther, she is the wife of Kun-dgah-rgyal-mtshan; that the fifth Dalai Lama is mistaken is demanstrated by the



CHAPTER IV

CHRONOLOGY OF THE MONUMENTS AND
SPECIALLY THAT OF THE KUMBUM

§20. Chronology of the Sa-skya abbots. 1s there a possibility to
determine with some degree of approximation the time which
can be assigned to the Kumbum and to the bigger temple of
the Doal-hkhor chos-sde of Gyantse? In other words, are we in
a position to know when Chos-rgyal Rab-brtan-kun-bzan-
hphags-pa lived, the person under whose government or by
whose initiative these edifices were constructed?

To answer these questions we have first of all to reconstruct
the hierarchy of the great Lamas of Sa-skya and try to deter-
mine their chronology within the limits allowed by uncertainty.
We need to go into the lineage of Sa-skya Lamas because for a
long time the region we are describing was under the depen-
dance of the Sa-skya abbots; even its princes got invested of
their territories through the same Sa-skya monks. This task is
possible because -- although the chronicles of Sa-skya monas-
tery are not yet accessible to me (1) -- the Deb-ther-snon-po has
conserved a schematic but very useful list where the year of
birth and death of each Lama is reported according.to the

(1) During my travel in 1939 I found these chronicles of Sa-skya. They will
be the object of a detailed study in a future work.
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sexagenary cycle. Some such dates are already known, as that
of the foundation of the Sa-skya monastery (1073), of the birth
of Kun-dgah-siin-po (1092), of the death of the Sa-chen (1158)
and that of the birth of the Sa-skya Pandita (1182). These in
fact are in the Vaidarya-dkar-po and were published by Csoma
de Koros (1).

The control on the Chinese sources is possible in some cases
and this allows us to verify the exactitude of the dates estab-
lished with the help of Tibetan sources.

We know from the Fo tsu i tai tun tsai # Al J5 {{ 2l §% ¢h.21
(Nanjo 1637, Taisho vol.49 p.707) that Sa-skya Hphags-pa pas-
sed away on the 22nd day of the 11th month of the 17th year
of the Chih Yuan £ JC era, namely in 1280 (2), as in the Tibe-
tan sources. The only difference concerns the year of birth
since according to the Chinese source he died at 42, he would
have been born in 1239 (3) instead of 1235 as stated by the
Deb-ther. Besides this, other correspondences make clear that
for the Chinese the date of his birth was the year 1239. For in-
stance, he received from the emperor the title of k&, Kuo-se
(4) (rendered regularly by the Tibetans as Gu-$ri) when he was

(I) I inform that the dates of Csoma have always to be lowered by two
years.

(2) As already stated by Pelliot, Les syst¢émes d’écriture en usage chez les
anciens Mongols, Asia Major 1925:287.

(3) The count is made according to the Chinese system, namely including
also the year from which one starts counting. Compare § [E F£ 50 B H1 U
Se $e ki ku lio siu tsi by Huan Lun, Taisho vol.49 p.906.

(4) See Pelliot, Les Kouo che ou maitres du Royaume dans le Bouddhisme
chinois, Toung Pao 1911: 671
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bit 22 years old, namely in the first year of the Chun-thun
era, ! #¢(1260), and this leads us to the same date of birth.

The same Chinese source points out that in the 4th year
Thai-tin 4 1327 (op. cit. p.734) Kun-ko-lo 4 &f Bt died.
He is the same as AWM RBEMHES Kun-ko-lo-
ku-lo-si-ts’ an-pan-tsan (1)-pu, namely Kun-dgah-blo-gros-.
rgyal-mtshan-dpal-bzan-po (no.16 of my list) and it is said of
him that (p.730) already in the third year of the Yen-yu era
X wh (1316) he had received the title of 7 Af Ti-$e “master
of the emperor”, a title that the Tibetans regularly rendered
as Ti-$r1 (2).

On the other hand Kun-ko-lo-chun-na-si-kien-ts’an-pan-
tsan-pu A S HEF PR B BL & BERL M(3) namely Kun-dgah-
blohi-hbyun-gnas-rgyal- -mtshan- -dpal-bzan-po, nominated Ti-$e
in the fifth year of the T ai-tin era (Fo tsu li tai t'un tsai, p.734),
1.e. in the year 1328, is possibly the same as Bla-ma Kun-dgah-
legs-pahi  byun-gnas-blo-gros-gros-rgyal-mtshan-dpal-bzan-po
(no.20 of my list) about whom the Tibetan sources tell us only
that he went to China. In such a case, namely if he is not’
another lama not mentioned in the Tibetan sources, he should
then be identified with the £ %5t U4 4 £8 o) L 35 : ) H# B %) sk A

(1) This character has two pronunciations: tsann & ts'ar'in, but as it can be
seen in the present transcription it is used here both for mtshan (tshan) and
for bzan (tsan). From the transcription it seems that in those times the s of
blo-gros (today pronounced as lotré) was pronounced.

(2) In the Se-$e-ki-ku-lio-siu-tsi, ibid. p.911, his name is
Kun-ko-lo-pan-tsan-po: Kun-dgah-blo-dpal-bzan-po, as on p.913. In the
Tibetan transcription of the Chinese titles Kuo-$e and Ti-se,Gu-$ri and Ti-$ri,
the second syllable is because of comammauon with the Sanskrit $ri.

(3) It is the same as A pr l‘ Kun-ko-pu mentioned by the
Se-se-ki-ku-lio-siu-tsi p.913 and elected after the death of no.16.
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Kun-ko-i-si-pa-kiun-la-si-kia-le-ts’an-pa-le-tsan-pu, and  his
name, inserted im the glosses of the 30 chapter, p.10 of the
Yiian-shi 7¢ 82 (23 8F 411 20 & o 4 0 85 R BERE b Kun-ko-lie-si-
pa-ch’un-na-si-kien-ts’-an-pan-tsan-pu) reproduces the Tibetan
exactly. In the Yuan-shi it is said that in the fourth year of
Tai-tin 1327 he was nominated Ti-Se by T’ai Tin-ti (1). This
would mean that when in the same year Kun-dgah-blo-gros
(no.16) died, the title of Ti-$e was given to his brother, of a dif-
ferent ~mother, Kun-dgah-legs-hbyun-gnas-blo-gros-rgyal-
mtshan-dpal-bzan-po (2).

Thus, also the Suo-no-mu-tsan-pu :% A &k AR (0% i#i «& pSuo-
nan-tsan-pu) referred to in the Yian-shi (ch.27 p.15 col.17)
corresponds to' (Kun-dgah-)bsod-nams-bzan-po (no.15 in my
list), who died during his trip to Tibet.

Following in an ascendant line the series of Sa-skya-pa
Lamas, it does not seem to me that there is any doubt that the
&% A5 B B 19 (&€ 45 HE ) Tsan-pu-pan-pa-lian (Tsan-pu-pan-pa)
mentioned by the Yiian-shi in the first year of the Huan-ch'in
era & B# 1312 in order to mention his nomination as Ti-$¢
corresponds to no.14 of my list: that is to say, Bzan-po-dpal.
N £5 #k ¥ b Kun-ko-eul-kien-ts'an-pan-tsan-pu, to
whom Togon Temiir (Shun-ti) confers the same title of Ti-$e in
1233 (see Fo tsu li tai t'un tsai, ibid. p.736) and of whom there
1s an edition published by Chavannes (3), cannot be no.21 of
1y list Kun-dgah-rgyal-mtshan-dpal-bzan-po.

(1) Then if the person is, as it seems, the same, the difference is of one
yeer.

(2) 41°4] % Sl 14 Nien-cha-k'o-ch'e-la-si named under the year 1330,
first ivear of the Chih-Sun era ZF J[l in ch.33 p.16 of the same Yiian-shi,
because clected Ti- -$e, is pernaps Nam- mkhah-legs.

(3) Inscriptions et pieces de Chancellerie Chinoises, T'oung Pao 1904:442.
Compare Se-$e-ki-ku-lio-siu-tsi etc. p.914.
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On the other side, &P Co-li-co-wa whom Khubilai
wanted to have near him, since he had heard about his great
fame, and whom he sent to Godan (Fo tsu li tai t'un tsai p.725),
although without any result because he had already entered
nirvana,he cannot but be Sa-skya Pan-chen. He in fact, as we
know from Tibetan sources, had gone to Godan in 1244. But
as it is said that C'o-li-co-wa was the uncle of Hphags-pa,
Co-li-co-wa cannot but be the Chinese transcription of
Chos-rje-ba (1).

It is possible therefore to reconstruct a list and a chronology,
which the Tibetan historians must have taken from the very
chronicles of the Sa-skya monastery. The cyclical years given by
the Deb-ther are easily checked because normally in each case
the age of the deceased abbot is given. The list has then been
compared with the Sa-skya genealogy composed by Bu-ston (2).
This genealogy has the great advantage to have been written by
a contemporary who, living as he was at Zha-lu near the pr-
inces related to the Sa-skya, surely had the opportunity to col-
lect precise data. Some other complementary information can
be found in the Thistory of the Mongols by
Hjigs-med-nam-mkhah translated by Huth (3), in Sum-pa
mkhan-po, and in a work very important for Tibetan history,
namely Bstan-pahi sbyin-bdag byun-tshul-gyi-min-gi grans by
Klon-rdol bla-ma (complete works, HA fol 12b). Besides, last

(1) The regular form is Chos-rje-bo...; pa, ba: but as it is seen from the in-
scriptions and from texts of this time, pa/ba were often used where now they
are not: bzan-po-pa, rgyal-mtshan-pa, etc.

(2) Sa-skyahi gdun-rabs, complete works, vol.SA.

(3) Geschichte des Buddhismus in der Mungolei, 2 vols, Strasburg 1892. The
dates in the translation of this text are generally mistaken by a year. Cf.P.

Pelliot, Le cycle sexagénaire dans la chronologie Tibétaine, Journal Asiatique
1913: 655.
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but not least there is the Rgyal-rabs of the fifth Dalai Lama (1),
which however, as it will be my concern to point out later,
shows some divergences from the lists of Bu-ston and of
Gzhon-nu-dpal. But in both cases we cannot follow him, be-
cause on one side, Bu-ston was contemporary to those sons of
the Bdag-iiid-chen-po Bzan-po-dpal, about whom there are di-
vergences in the book of the fifth Lama; and on the other,
Gzhon-nu-dpal is so well informed and so exact that his au-
thority gives more weight, if at all it would be necessary, to the
data given by Bu-ston. In any case the work of the fifth Dalai
Lama, although first rate for the study of Tibetan history,
sometimes appears to be less authentic than the Deb-ther and
surely influenced more than this work by its literary motifs.

§21. The princes of Zha-lu and of Gyantse. The other coordinate
that we will use to fix some definite chronological points is rep-
resented by the genealogies of the princes of Zha-lu. They
were related both with the Sa-skya, and with the family in
which the Chos-rgyal Rab-brtan-kun-bzan-hphags-pa was born.
They are usually designated by the title of sku-zhan, which they
received from the Chinese emperors.

The list reconstructed by me is taken from the Myan-chun
(fol.253).

(1 Gar'u-can-}'ul-gyi sa-la spyod-pahi mtho-ris-kyi rgyal blon gtso-bo brjod-pahi
deb-ther rdzogs-ldan gzhon-nuhi dgah-ston dpyid-kyi rgyal-mohi glu-dbyans, complete
works, DZA.
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Following the indications given in the Myan-chun, the
genealogy of the Chos-rgyal of Gyantse of the families which
we have to determine now, can be reconstructed as follows.

1 2 3
Nan-chen Hphags-pa-dpal (his Nan-chen Ma-zans-dar-po
mother was called ma-gcig Lha- Hpags-pa- (Chronicles of
-mo, see Chronicles of the fifth rin-chen, his the fifth Dalai
Dalai Lama, p.100). In the year brother Lama p.100).

§in-sbrul he founded the palace
of Gyantse, at the age of 33 he
married Pad-ma-nor-bskal.

3
Bdag-po-chen Kun-dgah-hphags-
pa (his mother was called ma-gcig
Dpal-mo ibid.p.100), at the age of
34 in the year lcags-rta he built the
temple of Gyantse, married Byan-
sems-bzan-mo-dpal also called
Yum-ma-gcig Bzan-mo (1).

L

I

4
Chos-rgyal Rab-brtan-kun-bzan- Nan-chen
hphags-pa born in the year Rab-hbyor

sa-sbrul

We know therefore from the same source (136b) that
Hphags-pa-rin-chen, brother of the Nan-chen Hphags-pa-dpal,
invited Bu-ston at Lcan-ra (Changra of the maps) whose ad-
ministrator (grier-pa) he was named by his brother.

On'the other hand, the Myan-chun lets us know that the wife
of Nan-chen Hphags-pa-dpal, whom he married when 33 years
old, was Pad-ma-nor-bskal, daughter of the sku-zhan of Zha-lu
Kun-dgah-don-grub (no.15 of the preceding list). She, as
known by the guide and description dictated by Bu-ston, had
the temple of Zha-lu built. Now always according to the same
source, Bu-ston arrived at Zha-lu at the age of 31, that is to say
in the year 1320, since he had been born in 1290 (2), during

(1) Often mentioned in the inscriptions of the Sku-hbum.
(2) In the year lcags-stag. Besides the chronology published by Csoma de
Koros also see the biography by Bu-ston Chos-rje thams-cad-mkhyen-pa Bu-ston-
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younger sister is married to Bdag-fid-chen-po Bzan-po-dpal
i.e. the Sa-skya LLama corresponding to no.14 of my list and liv-
ing from 1262 to 1332. She is the mother of
Kun-dgah-ni-mahi-rgyal-mtshan-po who died in 1322 and of
two other sons ( = nos. 22, 23, 24 of my list). One of the
daughters of Grags-pa-rgyal-mtshan, i.e. a younger sister of
Kun-dgah-don-grub, got married to the Sa-skya Lama no.23 of
my list, namely Don-yod-rgyal-mtshan 1310-1344: also the
Nan-chen Hphags-pa-dpal, thérefore, who married a daughter
of Kun-dgah-don-grub, and was given high posts by
Don-yod-rgyal-mtshan (p.135a) must have lived around this
time. Therefore, since we know from the same Myan-chun
(p.75b) that he was 48 years old when he had the palace of
Gyantse constructed in the year §in-sbrul, it is almost certain
that this cyclic year corresponds to 1365. This would give the
year 1318 as his year of birth and the year 1350 as the date of
his marrige with the daughter of Kun-dgah-don-grub.

These dates are confirmed by some correspondences with
those of the Mongolian emperors. In fact on page 256 of the
Myan-chun we learn that the father of Kun-dgah-don-grub, i.e.
Grags-pa-rgyal-mtshan, obtained from Oljadu, as in the manus-
cript, i.e. Oljdita (1294-1307) the investiture of his feud. At the
same time on p.140b it can be read that at the age of 48,
namely in the year 1365 according to our calculations,
Hphags-pa-dpal received the diploma of Nan-chen from

Togan Temur (Togon Temir) who in fact began to rule in

lo-tsa-vahi rnam-par-thar-pa siin-pohi me-tog published in his complete works,
vol.SA fol.4b. He visited, at the age of 62, that is in 1351, Sa-skya
Chos-kyi-rgyal-mtshan. In the same text p.23a he is said to be a contempor-
ary of “T'ogan Tumur great Cakravartin by virtue of his strength” (cf.
Sanang Setsen in Schcmidt, Geschichte der Ost-mongolen p.113, 115) in China,
and “Punyamala king of the Law” in India. He is perhaps one of the kings of
the Malla dynasty of Nepal.
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1333 and died in the year 1370.

But then it would be easy to fix the date of birth of
Kun-dgah-hphags-pa, son of the Nan-chen Hphags-pa-dpal.
From the Myan-chun p.76 we know in fact that he had the
temple of Gyantse constructed in the cyclic year lcags-rta cor-
responding to the year 1390. This gives 1357 as the year of his
birth. Since we know from the same source (p.75b), that he be-
came father at 34 years of age, the date of birth of his son the
Chos-rgyal Rab-brtan-kun-bzan-hphags-pa, i.e. sa-sbrul (ibid.
p.77b), cannot but be the year 1389. If this date as it seems is
correct, it follows that the foundation of the Gtsug-lag-khan of
Gyantse, stated by the Myan-chun to have occurred in the year
sa-khyi, must be fixed in the year 1418, while the
zhal-yas-khaii-chen-po, namely the highest portion of the tem-
ple where the mandalas are painted, was completed in the year
§in-sbrul 1425, when the king, according to the Myan-chun,
was 37 years old. The Kumbum, instead, was founded, accord-
ing to the author of the eulogy, when the king was 39 years
old, that is to say in the year me-lug, namely in 1427. A confir-
mation of this chronology can be found in yet another passage
of the Myan-chun (p.138) where is recorded an invitation sent
by the Nan-chen Hphags-pa-dpal, i.e. by the grandfather of the
Chos-rgyal to the Chos-rje Bla-ma Bsod-nams-rgyal-mtshan-
dpal-bzan-po, who lived just between the years 1312 and 1375.
To this chronology does not seem to be opposed even what can
be read in the inscriptions of the fourth chapel of the second
floor of the Kumbum, namely that it was built by Sa-kya-ye-Ses
in order to fulfil a desire of Kun-dgah-rgyal-mtshan-dpal-
bzan-po, because it is not said there that this should just be the
lama Sa-skya of the same name (1310-1358, no.20 of my list).
The name of such a great dignitary as him would have been
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accompanied by the usual titles Chos-rje or in his special case
by Ti-$ri.

But if it be granted that the honorific epithet drun prefixed
to his name could lead to the supposition that we are faced by a
great person, and therefore may be induced to identify this
Kun-dgah-rgyal-mtshan-dpal-bzan-po proper (1) with the
Sa-skya abbot (no.20 of my list), nevertheless it is possible to
admit that the donors of these chapels had accomplished an:
old vow made by that master when still alive, but only achieved
when the Chos-rgyal brought to completion his pious desire.
With this chronology, which I think is certain, also agrees the
fact that the thirtysecond Sa-skya abbot Kun-dgah-bkra-is-
rgyal-mtshan went to China to Ch’en-tsu of Ming, is recorded
in the second chapel of the fourth floor.

The founder of this local dynasty that ruled over Gyantse for
some generations was Hphags-dpal-bzan-po. According to the
Myan-chun (p.79) he received from the Theg-chen
Chos-rgyal-po—but according to the fifth Dalai Lama (p.100)
from the Mongolian emperor — several diplomas (kjah-sa)
namely those of nah—chen; thus-dkon anq si-tu, at the age of 30,
that is to say 1318 + 30 = 1347. He entered the service of
Sa-skya Lamas very ‘young and worked in their palace
Bzhi-thog bla-bran (2) since the age of sixteen (ibid. 134ff.) dis-
charging various functions and distinguishing himself espe-
cially by this ability in writing, so that finally he was elected

Dpon-yig

(1) A son of the Nan-chen Hphags-pa was a celebrated lama called
Kun-dgah-blo-gros-rgyal-mtshan-dpal-bzan-po.
(2) The palace though modernized still exists at Sa-skya.
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(1); but we do not know what this role was exactly. Most proba-
bly this job corresponded to that of chancellor, or chief of the
secretarial offices, which considering the great power just then
acquired by the Sa-skya, would have risen to a noticeable de-
velopment. To this function his qualities, specially mentioned
by the fifth Dalai Lama, matched perfectly. According to the
latter, he was an expert specially in three things: gtam, yig, rtsis
namely, narrating, writing and calculating. His first virtue, i.e.
his ability in speaking and in composing, would specially re-
commend him for particularly delicate missions and ambas-
sadorial representations. In fact, according to the narration of
the same source, he was sent twice to the court of the Mongo-
lian emperors. The first time he received the diploma investing
him with lordship over the territory included between
Hbri-mtshams and Gans-dkar, namely the mountain Gan-bzan
we had spoken about before, and the second time the title of
Nan-chen. To his personal name Dpal-bzan-po he prefixed
hphags-pa, in remembrance of his master Dpyal-ston-chen-po
Hphags-rgyal-ba, according to a system very frequent in Tibet
where the student takes the name of his preceptor (2).
Nan-chen was a very high position at the Sa-skya court, model-
led as it was on that of the Nan-blon of ancient Tibetan kings
mentioned in the chronicles. The major dignitaries of the court
(Bla-bran-nan) of the great Sa-skyas were four: Gon gyo,
Glin-tshans, Sar-kha (1), and Hdon. Their superior, who pro-

(1) That is, because of the correspondence between Dpon and drun,
drun-yig-pa; this word nowadays means “secretary”.

(2) This way of uniting the two names of the master and the disciple is cal-
led mtshan-gyt zur-beug.
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bably worked as supreme major domo and counsellor, was cal-
led in fact Nan-chen (see Myan-chun p.135b).

This family added more prestige to what it already had by
relating itself to the house of the sku-zhan (2) of Zha-lu who
seem to have been very powerful in these times.

§22. The Sa-skya monks and the Mongol court. This power of the
princes of Zha-lu derives from various reasons. First of all, as
we are going to see shortly, Zha-lu was one of the thirteen ter-
ritories which Sa-skya Hphags-pa was invested with by
Khubilai. For this very reason its chiefs, in their own turn, were
invested with supreme authority over the territory belonging to
them, or on which they were preeminent. Then, they did not
fail in increasing their prestige by contracting bonds of kinship
through frequent marriages, both with the Sa-skya abbots and
with other equally powerful families. Among these families we
may mention here, as an example, that of the Tshal-pa in
which a sister of Rdo-rje-dban-phyug was married, while
Grags-pa-rgyal-mtshan married Dpon-mo Hdzom-hbum-dpal
of Tshal. The Tshal-pa, so called from their original place in
Dbus, were also chiefs of a khri-skor, namely of one of those
thirteen territories in which Mongols divided Tibet. They were
therefore Khri-dpon that is to say vassals who weré elected or
confirmed in their power when Hphags-pa received the investi-
ture of Tibet from Khubilai with the title ot Rje-bo. The date
of this investiture is fixed by the Vaidarya-dkar-po, and reported

(1) One of them married the sister of Rdo-rje-dban-phyug of Zha-lu.
(2) Sku is honorific prefix, cf. sku-yon = yon bdag in the documents pub-
lished by Thomas, JRAS 1927: 832, 838: zhan is the same as in zhan-blon.
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by Csoma, in the year 1253. This information, however, is pos-
sibly mistaken because in that year Hphags-pa would have
been, according to Tibetan sources, only nineteen years old,
and according to the Chinese sources even fifteen years. On
the other hand, other sources connect his investiture with his
first return from Tibet in the year 1265.

It was then that Khubilai invested him with the thirteen
Khri-skor which do not correspond at all to the total extension
of Tibet, but which included only a portion of the territory of
Dhus and Gtsan. The list of these Khri-skor is transmitted to
us, for example, by the fifth Dalai Lama; he enumerates them
as follows (1):

In Gtsan:
Lho (south of Ralung)
Byan (north of Ralung)
Gur-mo (between Shigatse and Zha-lu)
Chu-mig (near Narthang)
Sans (north of Shigatse on the opposite side of the
Tsangpo)
Zhalu ( a day’s walk to the south of Shigatse) (2)
In Dbus:
Rgya-ma
Hbri-gun (NE of Lasa)
Tshal-pa (eulogy of Gnas-riiin: mtshal) to the west of
Lhasa.

(1) Besides the treatise of Klon-rdol quoted below, compare also the eulogy
of Gnas-riin KHA fol.27.

(2) According to the eulogy of Gnas-riin the division is rather diffe-
rent:Mnah-ris is a Khri-skor (this means that the division in Khri-skor is con-
fused with that in Chol-kha); Lho and Byan are two other Khri-skor;
Chu-mig and Zha-lu other two; the sixth one would have been made up by
the districts of Sbra, Ber and Khyun.



— 86 —

Than-po-che-ba (Talung)
Phag-gru in the part SE of Dbus
G.yas-bzan (1) (near Lho-brag)
Between Dbus and Gtsan:
Yar-Hbrog (Yamdrok Tso).

As it can be seen from this list the territories given to
Hphags-pa corresponded only to a portion of the two pro-
vinces of Central Tibet (2).

These territories however were increased in a considerable
way when, on the verge of coming back again to Tibet after his
second trip to the Mongolian court, Hphags-pa received from
Khubilai the chol-kha gsum i.e. the three districts having a much
vaster geographical area:

Dbus and Gtsan or Province of the supreme Law,
the upper part of Mdo (Mdo stod) or province of humans,
the lower part of Mdo (Mdo smad) or province of houses.

According to other traditions (3): Mar-yu.l, Guge and
Pu-hrans form theirst Chol-kha, namely that of Mnah-ris skor
gsum; the two districts (ru) of Gtsan, i.e. that of the right and

(1) Instead of Than-po-che-ba and Gyas-bzan, Klon-rdol writes: Bya-yul
and Stag-lun. The eulogy of Gnas-riiin agrees with him, but says that the last
two khri-skor were constituted from Bya-yul, Stag-lun and Lha-sa.

In literature there are divergences with respect to this list. Thus, for in-
stance, in Dam-pahi chos-kyi byun-tshul legs-par-bsad-pa bstan-pahi rgya-mishor
hjug-pahi gru-chen of Sans-rgyas- phun-tshogs fol. 162 reads: Lho, byan,
chu- (mlg), zha-(lu), lha-(sa), $ans, for the region of Gtsan. In Dbus,
Than-po-che-ba is substituted by Stag-lun.

(2) In fact Kloni-rdol also says on p.5a, that the Khrl skor were limited to
Dbus and Gtsan only. Hjigs-med-nam-mkhah (Huth p.147 transl.) also distin-
guishes the two donations.

(3) Dam-pahi-chos-kyi byun-tshul legs-par-bsad-pa bstan-pahi rgya-mtshor hjug-pahi
gru-chen, fol.163.
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that of the left (gyas-ru and gyon-ru), and in the country of
Dbus, those of Dbu-ru and Gyo-ru form the second Chol-kha;
then the Mdo-dkams, namely eastern Tibet, forms the third
Chol-kha (1)

This vast territory given to the Sa-skya laid down the difficult
problem of how to rule it, that is to say how to impose a central
authority on the chiefs of monasteries or on the various princes
who had become autonomous after the fall of the royal
dynasty.

The Mongolian emperors had resorted to the feudal system.
I say the Mongolian emperors because the Sa-skya applied the
scheme already adopted by them. And this is recognized also
by the Chinese sources (2). We find proofs of this even in the
Myan-chun (257a). This text makes us notice that the prince of
Zha-lu Grags-pa-rgyal-mtshan, named lord of the Khri-skor of
Zha-lu, received the title of hu-éri i.e. “Gu-§ri”, from Oljditii,
while before him Se-chen, i.e. Khubilai, had given to his family
the Khri-skor of Zha-lu (257b). But if the Sa-skya were bestow-
ing titles, as they did with the princes of Gyantse, they could
have done it as vicars of the emperor. This is clear also from
the titles and diplomas, bestowed by them, of si-tu (3) or
thus-dkhon which were taken from the Mongolian chancellery.
At any rate- this investiture, in the majority of cases, rather than
creating a new aristocracy, aimed at confirming a status quo
already existing and at recognizing or at extending with.the seal

(1) On this word chol-kha which entered into Tibetan from Mongolian, see
Pelliot in T oung Pao 27:20-21.

(2) 14 »k [i5] 38 'Wei tsang t'u che translated by P. Hyacinthe and Klaproth
in. Journal Asiatique 4(1829): 117. ,

(8) Situ or Tai situ from the Chinese X i _ﬂ.:’labout which see T"oung Pao
1907:397 and Laufer, Tibetan loan-words no.302.
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of Imperial autharity the privileges already acquired by some
important families. These feuds therefore were the patrimony
of small local dynasties and were inherited from father to son.

Thus we see that Hmes-chen-po leaves to his second-born
the Khri-skor of Zha-lu, while to his first son the ston-skor of
the same Zha-lu, that is to say possibly to the second son the
whole of his dominion and to the first one the city or the capi-
tal of the district of his command.

This new partition of Tibet, having evidently a military
scope, soon caused the necessity of a census (sde-rtis) (1). This
was carried out by Hphags-pa evidently on behalf of the Mon-
golian emperors who had the habit of taking a census of the
newly conquered lands (2).

The monasteries were not excluded from much census, but
since some of them had assumed a military character and were
more and more involved in politics, it is natural that the Mon-
golian emperors wanted specially to have an account of the
convents, of their monks, and of their riches. In fact, in the
census conducted at that time, both the ecclesiastical goods (lha
sde) and the secular goods (mi sde) of every Khri-skor were
counted (Myan-chun p.253 and 257). The results are preserved
in the little treatise of Klon-rdol p.5a already quoted.

in La smad, south, 1999 families (dud grans) (3)

in La stod, north, 2250 families

(1) See chronicles of the fifth Dalai Lama fol.60.

(2) See Vernadski, The scope and contents of Chingis Khan’s Yasa, Har-
vard Journal of Asiatic Studies 3 (1938): 353.
(3) About this expression see Chandra Das s.v.
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in Chu-mig 3350 (1) Mongolian families (hor dud grans)

in Zha-lu 3892 families

in Byan Hbrog and Yar Hbrog in the region called “16 Leb”
(2) 850 Mongolian families

in Hbri-gun and its Hbrog 3300-3600 families

in Tshal-pa 3700 families

Phag-mo-gru 2438 families

in Gyah-bzan 3000 families

in Rgya-ma and Bya-yul 5980 families

in Stag-lun 500 families.

Thus the country was administered by a hierarchy of officials
or notables. First the Bcu-dpon decurions, who are mentioned in
the Sku-hbum, then the Rgya-dpon centurious, then the
Ston-dpon chiliarchs, then the Khri-dpon or chief of 10,000, pres-
iding over a Khri-skor. The subdivision of the three provinces
in the thirteen Khri-skor “the 13 territories of the 10,000” was
evidently based on the Mongolian administrative system (3),
and had, as the latter, specially a military scope. The Mongo-
lian army was also divided in units of 10, 100, 1,000, and
10,000, thus the territorial division of Tibet would possibly be
determined by the military resources of each and every region
and by the number of soldiers that they could provide in case
of war. This means that the various officials just scheduled had
essentially a military function. By applying this administrative
system to Tibet, the Mongolian emperors put into use again,

(1) In the inscriptions of the Kumbum also Mongols are recorded in the
lists of donors, e.g. Tshan Timur in the dome.

(2) Leb ni bcu-drug zer-pa yod hor dud phyed-dan-brgyad-bryaho.

(3) See Vernadski op.cit. p.350 and 353.
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although modifying and supplementing them, the ancient ter-
ritorial divisions used in Tibet at the time of the royal dynasty,
also for military purposes. They are mentioned in the Pad-ma
than-yig (1) in a very interesting chapter where the territorial
distribution of the Tibetan army is described and listed. In this
case as well we are faced by a census carried out for military
purposes in order to have an approximate estimation of the
troups that the various patricial families or the various districts
were obliged to furnish in case of need.

As chief to these dignitaries there was at the time of the
Sa-skyas, the supreme chief or Dpon-chen on whom the thirteen
Khri-skors depended. He was not elected for life, but only for
a given period. He could however be confirmed again, as it can
be desumed from the list given in the footnote (2).

(1) Book 5. This portion has been translated by F.W. Thomas, Tibetan texts
and documents, p.276ff. A memory of this remains in the ru or districts in
which both Dbus and Gtsan are divided till today.

(2) Here is a list of the Dpon-chen according to the Deb-ther (na p.6a) and
to the fifth Dalai Lama (p.60)

Sa-skya-bzan-po

Kun-dgah-bzan-po, murdered by the Hor
Zhan-btsun

Phyug-po-sgan (5th Dalai: Ban) dkar-po
Byah-(chub-)rin-(chen)
Kun-(dgah-)gzhon-(nu)

Gzhon-dban
There begins the fight Byan-(chub-)rdo-rje
with the Hbri-gun-pa Ag-len (Bu-ston is born); burns

the monastery of Hbri-gun

again Gzhon-dban
Legs-pa-dpal
Sen-ge-dpal
Hod-zer-sen-ge
Kun-dgah-rin-chen
Don-yod-dpal
~ Yon-btsun



LIST OF THE PRINCES OF ZHA-LU

1
A-mes-chen-po Sans-rgyas Ye-fes marries Jo-mo-tsha-tsha-bisun-mo

| ] I | T 7

2 3 4 5 6 7.
sku-zhan sku-zhan sku-zhan ma-gcig Jo-Jo Stag-bbum is  Jo-Jo Ye-tes-
Sna-sgra Mgon-po-dpal Kun-dgah-hbumMkhah-hgro-(hbum) married to Darma- hbum

(1) is married to palaraksita (no. 13)

Phyag-na abbot of
Sa-skya (no.10)

8
sku-zhan
Sgrags-
pa-rgyal-
mtshan
| I I [ L
9 10 11 12 13
Rdo-rje-dban- phyug  ma-gcig Gzhon-nu-ma ma-gcig Nam-mkhah-  jo-mo Rdo-rje-hbum Jo-jo Bisun-ma
- is married to Bdag- rgyal-mshan is is married to Tshal-
fild-chen-po-dpal married to a Sar-pa pa Smon-lam and is
(no. 14) and is (2) and is mother mother of Dus-bden-
14 mother of of Bla-ma Rin-chen- sa-bde-rgyal-hod
Grags-pa-rgyal- nos. 22, 23, 24 of rgyal-mtshan
mishan marries the my list

daughter (Myan-
chun p. 256) of
Tshal-pa Dpon-mo
hdzom-hbum-dpal;
goes to China and is
made hu-fri/ gu-éri
by emperor Oljadu
or Oljaiti (1294-1307)

I I ! ' o
15 16 17 18

sku-zhan sku-zhan sku-zhan Jo-mo Khye-
Kun-dgah-don-grub Rin-chen-rgyal-mtshan  Ye-$es-kun-dgah hdren-dpal is married to
) Don-yod-rgyal-mtshan
(Sa-skya Blama, no. 28).
Kun-dgah-rgyal-mtshan

L l
19 20
Dkon-mchog-rgyal- Slob-dpon-chen-po
mtshan Dnos-grub-rgyal-mtshan.

(1) Thus in the quoted work of the fifth Dalai Lama 58a.
(2) Sar-pais the name of the second son of the Sa-skya.
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This means that the cession of the three chol-kha was rather
nominal and that the hegemony of the Sa-skyas was limited,
and lasted for the short period from Hphags-pa to
Bsod-nams-rgyal-mtshan, almost exclusively to the provinces of
Dbus and Gtsan (1). It cannot be missed either that in this way
a diarchy was formed: on one side the Sa-skya abbot, nominally
the chief of the country but actually only busy in his religious
duties (bla-mas bla-mahi bya-ba mdzad, as said in the Deb-ther
snon-po, p.6a), and on the other the Dpon-chen concerned
with  political and military affairs (dpon-chen rims-su
bskos-pa-rnams-kyis hjig-rten-gyi bya-ba mdzad-de). Thus the power
that the Sa-skyas received from the Mongolian emperors was
rather poor, notwithstanding the precious titles which they re-
ceived. Moreover, the Dpon-chen, as it appears from the
Deb-ther, received their seal or investiture directly from the
emperors.

Thus the conflict between the two authorities, which could
not but be there, did not allow the formation of a strong cent-
ral power able to take away Tibet from the influence of the
Mongols. The aspirations and ambitions of the vassals, taking

again Hod-zer-sen-ge
Rgyal-ba-bzan-po mentioned in the Yiian-shi (ch.34, p.2, col.10 Kia le
wa tsan pPu i/ %198 &k Xr ) according to which he was invested
with the title of Siuen wei $e tu ¢ L LY il #§ of Dbus and Gtsan, in
the first year of Chih Sun 1330.
Dban-phyug-dpal
Bsod-nams-dpal
again Rgyal-ba-bzan-po
Dban-brtson(defeated by the Tai si-tu Byan-chub-rgyal-mtshan)
Nam-mkhah-brtan
Grags-pa-rgyal-mtshan
Dpal-hbum
Blo-chen
Grags-dban-po.
(I) And in fact the first Dpon-chen is invested precnsely with Dbus and
Gtsan; see Deb-ther snon- po p.6a. So also the title given to Rgyal-ba- bzan-po
is limited to Dbus and Gtsan.
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advantage from the bad behaviour or from the weakness of the
various Dpon-chen, favoured the coming up of rival dynasties,
as the one of Byar'l-chub-rgyal-mtsha'n of Phag-mo-gru (1), or
that of the Hbri-gun-pa, or that of the Tshal-pa or that of the
Kar-ma-pa. Some of them, encouraged in turn by the last Yian
or by the first Ming, succeded in obtaining an effective al-
though ephimeral supremacy over Tibet (2).

It seems therefore clear that the politics of Khubilai with re-
spect to Tibet and to the Sa-skya monks was not dictated by
mere devotion. By naming Sa-skya monks as his preceptors and
giving them Tibet, he actually included in the orbit of his great
empire this country as well; he managed to avoid the forma-
tion of a force which would be able to take it away from his ab-
sorption and his supreme predominance.

This politics does appear also from the repeated bestowing
of the coveted title of Ti-$e, Ti-$r1 “imperial Master”, and
Kuo-$e, Gu-sri “Master of the realm” on the more powerful
monks. In this way rivalry of the various sects was fomented,
and this rivalry reached its extreme crisis towards the end of
the Yian and during the beginning of the Ming.

The princes of Gyantse do not seem to have entered in the
orbit of the thirteen Khri-skor, nevertheless they could not
avoid the political influence of the Sa-skya monastery, from
which in fact started their prestige, with Hphags-pa-dpal-

(1) On this see Schulemann Die Geschichte der Dalai Lama, p.560.

(2) According to a passage in the Chronicles of the fifth Dalai Lama the
various Mongolian princes tried to capture the feelings of the chiefs of the
major and more important monasteries to attract Tibet in the field of their
interest: p.61. Mon-yor (Mongka) favoured the Hbri-gun-pa; Se-chen
(namely the descendants of Khubilai) the Tshal-pa, and Hulagu the
Phag-mo-drug-pa (mistake for the same sound gru. Sometimes instead it is
written grub as in the inscriptions of the Kumbun IV. 5; but its exact and
more ancient form seems to be Phag-mo-gru as it is in the Deb-ther).



CHAPTER V

THE TEMPLES OF SAMADA

§23. General characteristics. The first monastery we meet on
our way particularly worth mentioning is the monastery of
Samada, or we could rather say the monasteries of Samada:
one of them rises about 1500 metres from the village at the left
side of the road for one who is coming from India; the other
one is situated right on the road itself at half a kilometre down
from the burngalow in the direction of Gyantse.

The Survey map is wrong here because it inverts the sites of
the two monasteries. It collates the monastery of Kyangphu on
the road, and that means on the very site of the Riku monas-
tery: in reality it is exactly the contrary which is true. But let us
now begin with Kyangphu.

It is recorded in the chronicles, for Kyangphu is nothing but
the Rkyan-phu spoken of by the Myan-chun as well as by the
eulogy of Gnas-riiin. This temple is one of the oldest in Tibet,
although very wavering about its founder (1), the tradition is
nevertheless unanimous in so far as it considers this temple as
being one of the oldest monuments of the country. In any case,

(1) The author himself of the Myah-chuﬁ folio 7b ascribes this sanctuary to
Khr_i-sroﬁ-lde-btsan, whereas on folio 100 he says that it had been erected by
Sron-btsan-sgam-po. The second attribution is very improbable.
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nothing remains of the oldest sanctuary; the building which we
admire presently and whose details we will examine must date
to the XIV century, the period of the diffusion of the religious
and political power of the Sa-skya-pa sect, as its abbots suc-
ceeded in giving a strong impulse to Lamaism.

The construction presents all the characteristics of the oldest
religious buildings; it is surrounded by a high wall which en-
closes the chapels, the temples and the cottages of monks; this
wall is the lcags-ri of which I have spoken in a preceding vol-
ume. Instead of having been made from sun-dried earthen
blocks, this wall appears as being a firm homogeneous con-
struction of clay kneaded with water, strengthened by inserting
stones and big boulders into the mass of the wall as such (1).
Inside the wall rise the houses of servants and guards. As for
the monks, at least at the time of my visit, there was but one of
them providing ritual ceremonies, although he too did not
even belong to the local community.

In fact this monastery belongs to the eniire village, which is
its guard and takes care of it. Nevertheless its property is
claimed by the Yellow Sect which is leading in the province.
But the fact that the monastery belongs to the Sa-skya 1is
proved by some inscriptions to be read on blocks of stone fixed
on the inside of the surrounding wall. These inscriptions con-
tain invocations to Virvapa i.e. to Virupa, and to Chos-rje
Kun-dgah-rgyal-mtshan-dpal-bzan-po. Virapa, one of those
ascetics who belonged to the school of the eightyfour siddhas,
is considered as the very first master of Sa-skya-pa esoterism.
The tradition of this school considers him indeed as the
spiritual father of its mysteriosophic revelations, because he

(1) This system of construction is called skya, gyan.
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had directly received from Bdag-med-ma/Nairatmya the mysti-
cal doctrines that the goddess had been entrusted with by Vaj-
radhara. Therefore the triad of Vajradhara, Nairatmya and
Viripa nearly always appears in all the Sa-skya temples, which
through the symbol of these three names, has to signify the
doctrine of redemption in its essential form, in its revelation
and in its terrestrial apophasia. With Kun-dgah-rgyal-mtshan-
dpal-bzan-po we are no longer in India, but in Tibet, for as a
matter of fact he has been one of the patriarchs of the Sa-skya
school and the twentyfirst of the abbots figuring in my list
(1310-1358).

The plan of the sanctuary of Samada shows clearly that here
too we find the same scheme we have already met in Western
Tibet: there are just a few variations in the proportions, an in-
creasing number of buildings within the surrounding wall of
the sanctuary, but the plan is the same.

§24. The mgon-khan. Entering through a small narrow gate on
both sides of which we see the openings of the small cellas for
the protective divinities (mgon-khan) one arrives immediately in
the inner court: some flowers, a small wall with engravings of
the usual prayers on stone plates and an arcade on the right
and on the left. At the back rises the temple, in. the proper
sense of the word, with two floors, a big solemn and elegant
balcony divided into arcades by wooden pillars surmounted by
artistically carved capitals. The small cellas for the patron di-
vinities of the temple do not contain anything notable: they
have statues of stucco which are neither ancient nor artistically
interesting. Such statues of terrifying deities are either real
works of art, having consequently the immediate efficacy of de-
moniacal evocations, or they are like these raw and hasty casta-
ways, and in this case they become awkward and grotesque.



Each temple possesses its own mgon-khan, a mysterious and
awful sanctum sanctorum, which is difficult to enter into: inside it
are the patrons of the sect and the custodians of the sacred
edifice. In our case we see in -the cella on the left
Mgon-po-ben/Danda-Mahikala surrounded by four custodians
‘of the doors (dvarapala): only three of them remain, the fourth
has been destroyed or taken away. Mgon-po-ben is one of the
appearances of Mgon-po/Natha who although remaining still
an emanation of Nag-po-chen-po/Mahakala, takes three main
aspects in the Lamaistic pantheon with many particular man-
ifestations:  Ye-$es-mgon-po/Jnana-Natha, Las-kyi-mgon-po/
Karma-Natha, and Hjig-rten-mgon-po/Jagan-Natha. Mgon-po-
ben belongs to the second category and he is also known under
the name of Legs-idan/B'hagavét. He is a brother of
Dun-skyon/Sankhapala, but he is considered as being the gen-
eral (dmag-dpon) of the divine armies. In his main form he is
represented with a key of sandal-wood in his right hand and a
skull full of blood in his left. From the key he holds derives his
name, because Ben corresponds exactly to Be-chon; thus he is
Be-chon-chen-po/Mahadanda (1).

The other cella on the right is consecrated to one of the
many forms of the Tibetan interpretation of Kali and more
precisely to Dpal-ldan Lha-mo rdo-rje-rab-brtan-ma: one of the
manifestations of Dpal-ldan-lha-mo/Srimati, which means pre-
cisely Kali.

(1) About the cycle of this god we can find a lot of information in Ye-fes-
mgon-po-ben-dmar-gyi  bsiien sgrub las gsum-gyi rnam-par-bsad-pa bdud-sde
rab-tu-hjoms-pahi gnam lcags hbar-bahi hkhor-lo of Khri-chen Hchi-tu
no-mon-han-chen-po, vol.GA.
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Because 1 have already spoken of the Tibetan denominations
of the Great Goddess of India in the third volume of this series
(1), I might refer here to what has been said there.

Let us then start our walk around the court following the
ritual circumambulation from left to right.

8§25. The chapel of the victory over Mara. The first chapel we
meet in the court is known as Sa-.skya-thub-pa lha-khan, which
means the chapel of Sakyamuni. Narrow and tall, this chapel
transfers us into a world of fancy and nightmare. On the cent-
ral wall there is a stucco figure representing precisely the Saint
of the Sakyas lost in meditation and in the very moment he is
reaching the point of enlightenment: one sees him indeed in
the symbolic attitude of his hand touching the earth in order to
ask it to bear witness to his conquest of that wisdom. An an
answer to that invitation the Earth-goddess herself comes out
of the soil shaken up by an earthquake.

All around there is an excited turbulent and monstrous crew
of demons: unthought of junctions of human and animal
forms, chuckling faces on the bellies and breasts of terrified or
terrifying beings. The sources that have inspired these artists
are the biographies of Buddha delighting in the description of
even this main moment of the life of this Saint: however, the
phantasy of the writers has so to say nourished the natural ten-
dency of the Tibetans to translate their vague intuitions about
the laws of nature and the turbid play of passions into monstr-
ous and aweful symbols.

One can not deny that the artists have succeeded in repre-
senting in their works all the terror that overwhelmed them, by
evoking as it were, yet before representing it, this turbulent of

(1) Indo-Tibetica 111/2.96ff.
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beings that comes to light out of the depths of chaos and out of
the hidden fundament of their subconscious.

Within the frame of a single work they wanted to represent
two different moments: the moment of the assault by the de-
mons, and the moment of the proper and definite conquest of
enlightenment immediately after victory over the demons. In
this way they obtain a remarkable contrast in their composition,
with a gain of artistic value for the latter: on the one hand the
grim fury of this multitude of monstrosities, and on the other
the placid smiling Buddha, express, with all the evidence plastic
arts can give us, the drama of liberation by which the perfect
man has been carried beyond the tumult of passion and the
whirlwind of life as a context of tribulations and fears.

In Tibetan hagiography the generic name of the scene de-
scribed 1s Bdud-kyi tsho-hphrul “the magic apparition of the de-
mons” (figs. 1, 2, 3,4, 5,6, 7).

Another small chapel follows inside which Aksobhya is rep-
resented with his traditional cycie (fig.8).

§26. The atrium and the first chapel. Now we have arrived at
the main temple. Before entering into its chapels we will stay a
little while in the atrium which for the present serves as a
storehouse for the villag’é. Inside this atrium, which opens
majestically with tall columns surmounted by finely fashioned
capitals and trusses (figs. 9, 10), one sees still highly remarkable
vestiges of the frescos which once adorned its walls (figs. 11,
12). The grandiosity of the composition equals the perfection
of design and the harmony of colours. The artists have not in-
dulged in superfluous ornamentation. The gigantic and majes-
tic Buddhas occupy the major space of the wall with the solemn
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presence of their figures. They rise nearly up to the ceiling
with their jewelled diadems. They look down with quiet con-
centration: they seem to be reflections descended from heaven
and fixed on those walls by some arcane game of light: all
around a kneeling and praying choir of divine creatures: smil-
ing Bodhisattvas surround the central figure with devotion and
with the refined harmony of colours. These frescoes go back to
one of the most fortunate periods of Tibetan art. They recall to
mind the manners and the style of India, or at least, in order to
stay in Tibet, the paintings of Man-nan, and this to such an ex-
tent that it looks as if they had been created in the period of
the closest cultural contact with India. And this indeed finds its
confirmation in the historical sources which ascribe the first
foundation of our temple to Chos-kyi-blos-gros, a disciple of
Rin-chen-bzan-po, and which -also establish a contemporaneity
between these works of art and those discovered in Western
Tibet.

Iconographically they do not give us any new elements: their
importance is exclusively artistic.

Above the door of the first chapel the last figure of the lama
painted there represents, as the inscription says: Chos-rje
Kun-dgah-rgyal-mtshan-dpal-bzan-po.

But let us go into the temple.

The first chapel is called Gtsan-khan (1) lho, which means: the
southern chapel. This name derives from the orientation of the
temple itself. The paintings, if they ever existed at all, have
either disappeared or are hidden behind the rough book-
shelves in which have been piled up without any order diffe-

(1) Gtsan-khan = dri-gtsan-khan, gandhola = gandha-huti.
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paper and in ancient spellings (brdah rain). The volumes of the
Bstan-hgyur, which one recognizes easily because of the smaller
size, that has been used also for the xylographic editions, re-
specting the tradition, are very few. That is understandable.
One always needs several copies of the Bkah-hgyur, because
this book has become a specifically ritual collection: during the
religious offices one reads out of the collected chapters, which
is recited in the temple as well as outside in the country, when
it is a case of imploring for rain or of averting some epidemic,
whereas the Bstan-hgyur on the other hand is a book for
learned people only.

The altar is replete with statues, some of which are certainly
of Indian origin. Such for instance is the statue we reproduce
in figure 13 and the manufacture of which has much likeness
to that of another that has been conserved in the following
chapel; it is probably due to the same artist.

The small statue represents Rdo-rje-sems-dpah/Vajrasattva.
It is of bronze: the legs have been broken and have again been
put together by means of a rough copper ring.

The chapels give the impression that they were plundered;
the statues were broken to pieces in a blind excess of vandalism
or taken away, so that only pedestals have remained. This hap-
pened in all likelihood during one of those raids of Hor, or
Tartar tribes, often recalled to mind by the Tibetan chronicles.

On a large basement behind the altar stands a magnificent
stipa/mchod-rten (figs.14-18) which most likely contains the re-
lics of some lamas. It is of gilded bronze ‘which in its subtle
elevated relief embraces the whole cycle of the Vajradhatu-mandala
with its thirtyseven main divinities. One of the bigger figures
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representing the four Buddhas who accompany Vairocana has
been taken away.

The work has been executed with extreme finesse. The metal
bends ductile under the artist’s skilful hand; we see meander-
ing vine-tendrils girding on the slender figures of divinities
who emerge out of lotus-blossoms.

One is inclined to think here less of a Nepalese work of art,
even of the very first period, but rather of a work of Bengali
art of the late Pala period which came to Tibet through Nepal.

§27. The inscriptions of Chos-blos (2) and the foundation of the tem-
ple. The other chapel which follows immediately to the left
side is called Gtsan-khan-chen-mo byan *“the big chapel to the
north”. On the wall in front we see three statues i.e. in the mid-
dle Mar-me-mdzad/Dipankara, to his right Byams-pa/Maitreya
and to his left Sa-kya-thub-pa/Sakyamuni, that means the Bud-
dhas of the three times, past, future and present (dus-gsum
sans-rgyas) symbolic expression of the eternal revelation of the
law. All ardund, tall upright figures (figs. 19-20) represent the
ideal processiEn of the divine emanations which once they have
become the operative compassion within the world, make reve-
lation upon revelation which is active in the conscience, thus
leading mankind to its final emancipation.

These figures are the eight Bodhisattvas (byan-sems brgyad):
who synthesize the series of the bskal-bzan/bhadrakalpa, that is
to say of Bodhisattvas who are active in the cosmic age we are
living in now. Instead of comprehending 1000 or 996 di-
vinities, this cycle can, if necessary, also be shortened and re-
duced to sixteen or even to eight Bodhisattvas (1).

(1) See the following pages 149, 235 and 242.
(2) Chos-blos is the shortened spelling of Chos-blo-gros.
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On both sides of the door there are two big images of the
god of fire and of the god of water: Me-lha/Agni and
Chu-lha/Varuna deriving from the cycle of the eight or ten
Phyogs-skyon/Dikpala.

The image reproduced in fig.21 merits being looked at with
attention, becuse it is very different from the usual statues of
mgon-po or protecting deities, such as seen in the temples.
Charging, or exaggerating the colours, the Tibetans have very
often created awful figures which have nothing human and
seem to be elementary forces which do not succeed at all in
putting themselves together in some kind of harmonious form.
In these statues of Samada, however, one notices some human-
ity. This god, such as he has been figured out, is no longer a
disordered elementary force, and on the other hand he is not
yet human, but his form is engaged in humanizing. Although
being an expression of demoniacal power, he has revealed him-
self in appearances which are accessible to us. This image has
not so much to be connected with the Indian mgon-po but
rather with the classical type of the Chinese dvarapala, whence

it finds its direct inspiration. _
But the most interesting objects conserved in this chapel are

three basements of statues (fig.22): two of the statues have dis-
appeared and probably they have been taken away or de-
stroyed during some of the ravages whose traces the monastery

still bears. _ -
So remains a sole image, that of Spyan-ras-gzigs/Avalokites-

vara (fig.23) (1); from the epigraphs adorning the upper part
of the basement we know that the other two statues rep-
‘resented Phyag-na-rdo-rje/Vajrapani and Hjam-dbyans/Man-
jughosa. In the three statues consequently had been rep-.
resented the three protectors, rigs-gsum mgon-po “the protectors
of the three mystic families”, that. are the most popular and
venerated holy triad in Tibet up to our days.

(1) During my journey of 1939 I noticed that the statue was no longer in
this monastery: it seems to have been taken to that of Riku.
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The statue has a certain hieratic rigidity, which is disadvan-
tageous for expression: we have to do with an Indian work, but
certainly not one of the best period. At the time of the execu-
tion of this work the splendour of the Pala was already a dis-
tant record. The face is the least significant part of the whole
image: and this lack of expression has been stressed further be-
cause of the kind of yellow paint which makes it look pale and
contrasts with the nice bronze colour of the other parts of the
statue. But it is a custom with the Tibetans to coat the face of
their principal gods every year with a yellow or gold paint,

which in technical terms is precisely called zhal-gser.
I have already said that the capital of each basement has

been adorned with a metrical inscription (fig.24) which is very
interesting in so far as its spellings remind of archaic orthog-
raphy (da-drag, the group my etc.) and because its text records
the name of the monk who ordered the statue and as well as
that of the artist who made it. The monk, as is said in the artifi-
cial style of the epigraph, bears the name of Chos-blos “law -
intelligence”, that is to say Dharmamati: he was bearer of the

honorific title of btsun.
Together with the indications we read in the Myan-chun and

with other dates we can find elsewhere, thisjindication allows us
to identify the person recorded here and to put in its right
light the importance of this inscription. As I have had the op-
portunity of reconstructing the life of the famous translator, I
have written that between the pupils of Rin-chen-bzan-po, the
history of Gzhon-nu-dpal mentions also a certain Chos-blos, i.e.
Chos-blo-gros, who studied the Vajrodaya, the Kosalalankara
and so on in the school of Rin-chen-bzan-po (1). Well then, as
for this Chos-blos or Chos-kyi-blos-gros, who has nothing to do

(1) According to the Myan-chun, p.100 and 101 he met Rin-chen-bzan-po
twice, after this travels in Kashmir, and besides the quoted texts he also
studied other texts in the same school, as for instance Dpal-mchog. Then he
learnt other mystic systems too from Lo-chun Legs-Ses. See Indo-Tibetica
I1.32.
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with Chos-blos of Mar, the master of Milarepa, one knows
where he is born. He hails from Spehu-dmar, in that of
Rgyan-ro in Nan-stod. Nan-stod is precisely the region we are
dealing with, and Rgyan-ro is, as we saw, the country around
the monastery of Samada. According to the testimony of the
Myan-chun, Spehu-dmar is the most ancient name of the
monastery of Samada. According to these sources Chos-blos
was the founder of the temple of Spehu-dmar in Rgyan-ro,
which has been identified with this Rkyan dgon-pa, or
Rkyan-phu, of which we are speaking right now.

This notice seems to be in contradiction to the tradition ac-
cording to which Rkyan-phu should have been built up by
Khri-sron-lde-btsan. If this tradition were true — but there is
not one document to make us believe it — we would be obliged
to think that in Samada once existed two temples, one built by
that king and another rebuilt by Chos-blos. In any case there is
no trace of such a primal temple and even the temple of
Chos-blos has been reconstructed during the Sa-skya period;
except the bronze statues and the figures of the atrium not a
single other piece of the temple can indeed, as it seems, be
dated to the XI century. All that has remained belongs almost
certainly to the XIV century, that is to say to the period of the
highest power of the Sa-skya, and in any case during or im-
mediately after Kun-dgah-rgyal-mtshan-dpal-bzan-po.

As for this place where the translator of Zans-dkar
Hphags-pa-$es-rab should have come in order to compile his
commentary on the Vajrasekhara-tantra and where two other
prominent figures of the renaissance of Tibetan Buddhism
Gzhon-nu-bum-pa and Pandita Thugs-rje-chen-po should have
stayed for a while, the tradition believes that the famous

The convent grew into an important centre 'of studies and,
because of the monks and masters who lived there, it contri-
buted to the diffusion of the mystic schools and of their doc-
trines all over the province of Gtsan.
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Kashmiri pandita Sékyaéri, one of the most active apostles in
these regions, also lived here and wrote his “summary of the
way to salvation” rgyal-sras lan-rim bsdus (1).

Later Kun-dgah-rgyal-mtshan-dpal-bzan-po too settled down
here, as is recorded in the inscriptions which are engraved on
stone within the sacral domain of the monastery and on the
door of the first chapel as well. There was even a school of in-
terpretation for some texts and especially for Tantras of the
Yoga class and of the Guhyasamaja according to the comments
of Jhanapada/Ye-ses-zhabs: this school was known as the school
of Rkyan (Myan-chun p.101).

Consequently the inscriptions we have discovered in this
chapel become very important, not only because now we are
able to determine at least approximately their age (XI - XII
century) but because they refer to a group of persons who are
at the origin of the Buddhist renaissance and of that intensive
collaboration with Indian thought which has been so great a
contribution to the civilization of Tibet. In one of these inscrip-
tions is also recorded the name of the artist: Mati; we know no-
thing else about him. At least we do not find him mentioned
elsewhere. We know only that he came from Pan-tso-ra, al-
though I can not say where it is; probably in Nepal.

The other two chapels on the gallery to our right hand are
respeciively dedicated to Avalokitesvara with eleven faces
(Bcu-gcig-zhal) and to Sgrol-ma hjigs-brgyad-skyob, i.e. to the
eight forms of Tara, which protect from the eight terrible
things. This cycle has already been discussed in the preceding
volume (2).

(1) Bodhisattva-krama-marga-sangraha; but the colophon in Bstan-hgyur
Mdo XXXII.15 says that it was redacted at Salu.
(2) Indo-T h-tica 111/2.161.
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§28 The mudra of Rnam-par-snan-mdzad/Vairocana. Let us pass
to the first floor. Here also there are two chapels: presently the
chapel to the right (when looking towards the temple), accord-
ing to the local tradition, is called Kun-rig lha-khan, that is to
say that it should be dedicated to the cycle of Sarvavid Vai-
rocana, we have met so many times already. The central deity,
with the biggest proportions, stands in the centre (figs.25).
Along the wall, sitting on lotus-blossoms and lost in meditation,
the series of the other thirtysix deities who complete the cycle
(figs.25 bis-31); they are disposed in a group around the four
Buddhas who, with Vairocana in the centre, constitute the holy
pentad, the symbol of the fivefold splitting up of the supreme
principle in the multiplicity of things.

But is the cycle of Kun-rig/Sarvavid really the one to which
the chapel has been consecrated? Just as in Tabo, here too the
central god has four faces, and the two hands assume the at-
titude of that particular mudra the Chinese call 4[] FJ] or #[]
%l [} i.e. the mudra of knowledge, and the Tibetan sources
byan-chub-mchog i.e. Sanskrit bodhyagri, as one often finds in the
Sadhanamala (1). Bu-ston describes it as follows: “the left hand
closed in the adamantine fist points out the forefinger; the left
hand closed also in the adamantine fist crooks the forefinger at
the height of the heart, holding the opening (of the same
hand) upwards (2)”. It has been said that this form of Vai-
rocana is very rare in Tibet (3) and indeed the statues repre:
senting this kind of Vairocana are not as frequent in this coun-
try as they are in Japan. It means however that in Tibe

(1) By mistake bodhyahg@" in the text edited by B. Bhattacharyya. '

(2) In Dkyil-hkhor gsal-byed #i-mahi hod-zer zhes-bya-bahi skabs-dan-po-las
risa-rgyud de-nid-bsdus-pahi dkyil-hkhor-gyi bkod-pa complete works, vol. TSA p.8.

(3) Getty, Gods of Northern Buddhism, p.32, C. Pascalis, Musée Louis Finot, Col-
fection Tibétaine, p.52.
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the cult of Vairocana limited itself more and more to some par-
ticular types of this divinity, and that here only certain deter-
mined interpretations of the mystic cycles symbolized by that
god have had a greater fortune. Although.up to this moment
our knowledge of the religious horizon of modern Tibet is very
limited, but to judge by the simple types of Vairocana one gen;
erally meets today, it would seem that the Vajradhatu-mandala
has little by little yielded its place to the cycle of Sar-
vavid/Kun-rig, which had the possibility of having a greater dif-

fusion and success because of its eschatological character.
Generally the different aspects of the divinities are distin-

guished according to the different attitudes of the mudra. The
mudra is always the symbol of a spiritual level, a seal (Gk.
sphragis), of achievement of the mantra, which means the for-
mula by putting which into correlationship syntonizes the mind
of the mystic with that determined sphere he wants to ascend
to. Rnam-par-snan-mdzad/Vairocana, on the other hand, is the
visible representation of a level of intricate experiences, the
level that is expressed by the multitude of mandalas each of
which reproduces the active relation that is going on between
the divine levels and the phenomenological reality, indicating
also in a symbologic manner a particular process of evasion
from becoming into being. Sometimes Vairocana is the symbol
of moral purification and consequently of liberation from the
dreary forms of existence (nan-son soyon-ba) for which a bad
karma prepares us; at other times he is considered under his
active aspect (las), i.e. as conscience in its creative process; yet at
other times, finally, as the pure symbol (dam-tshig) of supreme
truth, the visible image of the absolute, an image leading

through meditation to the consubstantiation with the latter.
In other words, the figure of Rnam-par-snan-mdzad/Vai-

rocana is the symbolic expression of different spiritual realities
and hence it can be represented in the most different ways,
each of which is always distinctly indicated by its particular
mudra.
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Several times indeed we have already met with the cycle of
Vairocana in earlier volumes. One could even say that the
more ancient the temples, the more frequent is the presence of
this cycle. Among the chapels from Spiti and Kunavar to that
of Tsaparang and these of central Tibet we could add also
Thoéling, which we will study in another volume. In order to
describe the mandala of Rnam-par-snan-mdzad/Vairocana I
have referred several times to Sanskrit and Tibetan sources dis-
cribing its various cycles and explaining its liturgy. Now the in-
formation I have gathered and which derives from different
texts has to be summarized in order to get some more clarity.
So I will also have the opportunity of correcting some errors I
made in the Tl volume of Indo-Tibetica because of an erroneous
reading of the Tibetan word for the mudra of Rnam-par-
snan-mdzad/Vairocana. Well then, there exists no word like
bodhyangi mudra attributed by me Vairocana; instead one
should always read byan-chub-mchog i.e. bodhyagri mudra.

829. Scheme of the mandala of Rnam-par-snan-mdzad/Vairocana
described in the preceding volumes. The mandalas of Vairocana
we have already met can be summarized as follows:

1. Rnam-par-snan-mdzad/Vairocana (Indo-Tibetica 111/1.79)
one face

two arms

mudra: explaining the Law

colour: white

symol: wheel
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II. Rnam-par-snan-mdzad/Vairocana (Indo-Tibetica 111-1.71
one face

two arms

mudra: samadhi

colour: white

symbol: wheels with eight beams.

III. Rnam-par-snan-mdzad-chen-po/Mahavairocana (Mahav-
airocanabhisambodhi and Rnam-par-snan-mdzad
mnon-par-byan-chub-pahi  cho-ga  phan-bde  kun-
hbyun-las bdag-bskyed of Blo-bzan-dpal-ldan-ye-ées)
one face
two arms
mudra: samadhi
colour: yellow
symbol: rdo-rje/vajra.

IV. Rnam-par-snan-mdzad/Vairocana, like no.IX.(1) (Vaj-
radhatu-mandalopayika in the Bstan-hgyur SI. 32)

V. Rnam-par-snan-mdzad/Vairocana (Indo-Tibetica 111/1.72
(2), from the commentary to Paramadi-tantra, Bstan-
hgyur R1.78),
one face
two arms
colour: white
symbols: rdo-rje/vajra in the right hand, and rdo-rje/vajra

in the left at the level of the breast.

VI. Rnam-par-snan-mdzad/Vairocana (Indo-Tibetica 111/1.72,
from the commentary to Paramadi-tantra, Bstan-hgyur
RI. 283).
one face
two arms
mudra: byan-chub-mchog/bodhyagri
colour: yellow

- VII. Rnam-par-snan-mdzad/Vairocana (Indo-Tibetica 111/1.72,

from the commentary of Candrakirti on Guhyasamaja).

one face

two arms

symbols: wheel and bell

(1) Therefore it is necessary to correct that which has been said in
Indo-Tibetica 111/1, which is as in Kun-rig/Sarvavid.
(2) Bstan-hgyur RI.78.
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VIII. Rnam-par-snan-mdzad/Vairocana (Kun-rig/Sarvavid, ac-
cording to Durgati-pariSodhana, see Indo-Tibetica 111/1.
32-39).
four faces
two arms
mudra: samadhi
colour: white

IX. Rnam-par-snan-mdzad/Vairocana (Tattvasangraha,
Tattvalokakari of Anandagarbha, Vajradhatu-mandala,
Indo-Tibetica 111/1.39 (1); ibid.43 famify of the gem and
p-46 family of the lotus hgro-ba-hdul-bahi dkyil-hkhor/
Jagadvinaya-mandala (2).
tour faces
two arms
mudra: byan-chub-mchog/bodhyagri
colour: white
symbols: rdo-rje/vajra with five points.

§30. Vajradhatu-mandala and Mahdakarunagarbha-mandala.
Thus is the synthesized summary of the mandalas of Vairocana
deriving from different sources, all of them we have already
met with in the course of the Indo-Tibetica. These schemes are
very elementary and they do not give even a pale idea of the so
many interpretations which, visibly expressed in the symbols of
the mandalas, the schools have given to us, of the mystical ex-
periences indicated by the name of Vairocana, as being the es-
sential nature of the pentad of Buddhas, the quintessence of
the five gnoses, bde-bar-gsegs rigs-lnahi sku-yi no-bo-nid-gyur-pa,
ye-Ses-lnahi ran-bzhin (3). These schools have based their liturgy
on a group of fundamental texts, that is:
Tattvasangraha-tantra; Vairocanabhisambodhi-tantra;
Vajradhatu-mandala); Durgati-pariSodhana-tantra;
Vajrasekhara-tantra; Paramadi-tantra.

(1) In ZI (132 and not 131 as written on that page) is the description of
Vairocana in byan-chub-mchog phyag-rgya/bodhyagri mudra.

(2) Here also instead of bodhyahgi-mudrﬁ one has to read
bodhyagriibyan-chub-mchog.

(3) Bu-ston in Dkyil-hkhor gsal-byed #i-mahi hod-zer zhes-bya-bahi skabs
dan-po-las rtsa-rgyud de-iid-bsdus-pahi dkyil-hkhor-gyi bkod-pa, complete works,
vol. TSA folio 1.
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The Tattvasangraha— which Tibetan tradition divides in
three parts namely: the fundamental Tantra (rtsa rgyud), the
supplement (rgyud phyi-ma) and the supplement of the supple-
ment (rgyud-phyi-mahi phyi-ma)— is closely tied up with the Vaj-
radhatu-mandala, which is generally considered as a section of
the former (1). Its rites and its mystic schemes have been inter-
preted by four great masters of Indian Tantrism: Anan-
dagarbha, Buddhagupta, Abhayikara and Sakyamitra.

The Vajrasekhara, which nas been studied in a particular
manner by the lotsava of Zans-dkar, is tied up with the same
mystic orientation. The whole group of this Tantra and liturgy
evolves around a central symbolism which is, as a matter of
fact, just that of the Vajradhatu-mandala, the mandala of the
adamantine sphere, the very first revelation of which we find
in the Tattva-sangraha; then it has diffused into a series of sec-
ondary texts and manuals, all of them, of course, inspired by
the primitive source.

On the other hand, the Vairocanabhisambodhi-tantra insists
especially on the Mahakarunagarbha-mandala, that means on
the mandala of primordial compassion.

These currents are living not only in Tibet. Both orientations
still have followers in Japan, where the Shingon sect bases its
mystic experience precisely on the Vajradhatu-mandala accord-
ing to the Tattvasangraha, or on the Mahakarunagarbha-
mandala according to the Vairocanabhisambodhi. The head of
the Japanese school is Kobodaishi (774-835), who transplanted
into his country the Chinese mystic tradition, that had been
particularly inspired by Vajrabodhi and Amoghavajra, whereas
the Tibetan school, on the contrary, has to be connected above all

(1) On Tattvasangraha also see Indo-Tibetica I11/2.38ff.



with Rin-chen-bzan-po, AtiSa, the lotsava of Zans-dkar and
their followers (1).

The very fact that these mandalas have been known in the
western world especially by way of Japanese Buddhism, should
not make us forget that the one as well as the other go back to
some of the oldest Tantric texts of India, for which reason they
necessarily had to be found in Tibet too.

The Durgati-pariSodhana-tantra, in Tibetan called the cycle
of Kun-rig i.e. of Sarvavid Vairocana, is tied up with the Vaj-
radhatu-mandala, although as one sees the mudra of Vairocana
is quite different.

In the Paramadi-tantra have been finally exposed several
mandalas of Vairocana, in which the latter is above all rep-
resented in the form of Vajrasattva.

These then are the main texts, acknowledged as being the
highest revelations by the schools which saw in Vairocana the
symbol of truth, considering him in liturgy as the beginning of
the way of redemption. Mahy other texts were then considered
as kindred or derived texts, that is as parallel or subordinate
revelations (2).

(1) On the two mandalas in Japan see:
Getty, Gods of Northern Buddhism, 11 edition, 1938, p.32ff.
R. Tajima, Etude sur le Mahdvairocana, Paris 1936,
Omura Seigu, Mikkyo-hattatsu-shi (W8 # 5% iE i)

Togano, Mandara-no kenkyi (& XRHIPYE
Togano, Himitsu jiso-no kenkyir (5§ 148 Ty BF % )-

(2) Cha-mthun. In the same way as one considers the Namasangm as
kindred to the Tattvasangraha, it was interpreted in four different ways by
four commentators who originated four schools, namely Hjam-dpal-grags-pa,
Byan-chub-mchog, Hjam-dpal-bses-giien, and Avadhati ie. Urgyan
slob-dpon, the acarya of Uddiyana (Padmasambhava).
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§31. Why the mandalas of a single cycle can be many. One should
not think, however, that all the liturgies belonging to these
groups of texts, or rather — if we may put ourselves into the
mind of the schools in which they were going around - to those
revelations, can be reduced to two and only two fundamental
mandalas, that is Vajradhatu and Mahakarunagarbha. Al-
though these two mandalas are the most important of them, the
Tantric liturgy presented in the commentaries 1 have quoted
know a lot of other mandalas.

By its teaching the means not for knowing but for coming in
possession - through an immediate experience of that supreme
truth defined by dogmatics - the Tantric revelation met a
psychological problem of the greatest importance, namely: how
to make accessible to all persons the same principle with all the
clarity of its overwhelming luminosity, when it is but too evi-
dent that each creature has a quite different moral and intellec-
tual preparation? Men have determined tendencies, leanings,
aversions, which are either instinctive or produced by a preced-
ing karma, and that is the reason why it is impossible that each
man arrives at the same experience by the same way. There-
fore Buddhism has been convinced that the liberating doctrine
has not to be revealed definitely and in the same way for all
people but in a way adapted to each of its hearers, to their in-
tellectual maturity and their moral preparation. Therefore the
Tantric schools insist so much on that innner difference of the
creatures and hence also on the necessary difference of the re-
ligious revelations; it is not only necessary to adapt the truth to
different inclinations and aversions of the individuals, but also
to take advantage of their particular psychological complexes in
order to make the conversion of the initiated from a normal to
mystic existence easier and smoother.
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These schools made a major use of the principle of transfer-
ence: they did not deny and suppress the passions, but directed
them to religious life, transferred them from the human to the
divine level, in one word sublimated them. Therefore Tantric
liturgy which has to prepare, to lead and favour the spiritual
palingenesis of the initiates, and to reproduce in their souls the
drama of cosmic evolution and involution, uses a complicated
system of mandalas; these are as many as are the possible
categories of individuals wanting redemption.

Thus imagining the many and multiple mandalas, which
serve to express visually the essential truth which is adum-
brated in Tantric literature and to make them actually opera-
tive in the mind, the masters of these schools use this division
into fundamental categories which classify, according to
Buddhist Tantrism, all reality, things and individuals, accord-
ing to their essential and inner affinities. The first type of clas-
sification has been given by the division of creatures into five
families, in which is accomplished a differentiation of reality al-
ready potential towards the absolute and which on the level of
the mystic is represented by the supreme pentad. In such a way
one obtains a fivefold classification, i.e. a family of Tathagata
(Vairocana), one of the vajra (Aksobhya), one of the gem (Rat-
nasambhava), one of the lotus (Amitabha) and one of the
operative activity (Amoghasiddhi). The neophyte must, with
the help of the master, determine above all the mystic family
he belongs to, in order to be able to choose the corresponding
mandala. Generally each family has its own particular mandala:
but some schools accept also the possibility of representing
symbolically all these five families in a single synthetic mandala,
which includes them and holds them together (bsdus).
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On other occasions the choice of the mandala was deter-
mined by the mystic level the devotee wanted to be syntonized
with, that means with one of the three or four essential aspects
of reality beyond its phenomenological appearance: the physi-
cal aspect (kdya, sku), the verbal aspect (vdc, gsuns), and the
mental aspect (manas, thugs), to which many schools also add
the aspect of action (karma, phrin-las).

Otherwise the choice of a mandala can also be inspired by
the intrinsic qualities of the persons who are to be guided by
that mandala, as soon as they are able to read its mystic sense,
to the revelation of the supreme truth symbolically reproduced
in its diagrams and figures. There are persons who are not able
to understand the sense of a doctrine if not explained to them
by somebody in all its parts, detail by detail, in a patient way;
another grasps it at the very first glimpse of it, and one needs
only to give him a few essential outlines, in order that he may
grasp the entire significance. Finally there is a third category of
men who stay between the aforesaid categories: these people
are not quick enough to understand even at the very first
suggestion and not as slow-witted as to need a patient explana-
tion of each detail. This kind of distinction between the possi-
ble disciples, or better said of the persons the master would
have to guide towards the right understanding of truth, is
found already in dogmatics. In his commentary to the
Abhisamayalankara, Haribhadra often alludes to it: the Tantric
masters use it by drawing that visible summary of mystic truths
that the mandala is. For the first category of persons there is
the extensive mandala (rgyas-pa); for the third category the
shortened or concise mandala (bsdus), and for the intermediate
category the intermediate mandala (bar-ma).
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Then we must make allowance for the fact that some people
are so dominated by certain inclinations, as we have seen
above, that one cannot even think of rooting them out with one
single movement: one is rather constrained, as one says today
in psychoanalysis, to transfer them onto another plane,
directing them to other activities.

Some persons are governed by passion (hdod-chags, raga),
others by anger (krodha, khro-ba), others by mental confusion
(moha, gti-mug) and still others by avarice (matsarya, ser-sna). A
special mandala will be indicated for each of these four groups
of persons, according to the moral propensities by which the
disciple seems to be dominated. Neither does one neglect the
particular devotion some people may have to some divinities: it
does not matter if these are not the same as those of the
Buddhist pantheon, and if therefore they have not the same
soteriological value. The Tantras are not afraid of accepting
also the divinities of profane people (kjig-rten-pa), be it the
eight Lha-chen/Mahidevas, Visnu, Rudra, or even the planets
and constellations. What matters is that there is a belief: this is
the sentiment one has to work onj; its presence in the soul of
the neophytes, in order that they may slowly and gradually
ascend to supreme salvation. Let them be inferior forms of
religious experience; but they indicate a kind of spiritual
sensibility which is only waiting to be educated and refined;
they are after all the very first step of a high ladder, the
starting moment of a progressive purification and sublimation.
No wonder, hence, that by drawing the mandalas also one
makes allowance for the inner capacities of certain persons for
being guided on the way to religion through their devotion to
certain particular divine manifestations, which at first sight are
not very orthodox.
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Other classifications are determined by the mudras. Recently
Przyluski (1) wrote about the mudras and their varied
meanings; but it is evident that there is still much more to say,
from the moment one passes from the philological discussions
to the symbolic meaning and to the psychological reality
represented by the mudras for the initiated. Without
examining the whole question here to which I will return later,
I may recall to mind that in all these sects, mudra is not only a
particular attitude of the hands which stabilises a spiritual
syntony between the mystic and a determined divinity, which is
represented in the same position and which therefore
completes in a way the esoteric formula (mantra) directed to
that divinity and expresses its essence. Mudra is also the name
for a determined psychological preparation, accompanied by a
special liturgy, which in some cases enables us to take part in
several of those spiritual levels through which one ascends to
the supreme truth; mahamudra, dharani-mudra,
dharma-mudra and karma-mudra belong precisely to this kind.
Mudra is also a synonym of emblem in the proper sense of the
word, just as instead of a person we put his signs (mtshan-ma):
for instance, in the mandala the figure of Aksobhya as the
centre of irradiation and emanation of the mystic family of the
Vajra, can be substituted by the drawing of a vajra. But when
the sign acquires the value of a symbol and expresses an
esoteric sense, which has value only for the initiated, then
mudra becomes a synonym of samaya, which means precisely a
symbol. Mudra designates finally the $akti, the divine power,
the energy by means of which god is working and multiplying

(1) Indian Culture 11/4.
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himself in the world of things and which Tantric schools
imagine as a feminine figure; which embraced by and coupled
with that god expresses through the symbol of amplitude the
creative process out of which sprouts that mystic level which is
called illumination.

No wonder, if we are aware of all those things that the
mandalas which have Vairocana or his symbols as the very
centre of their diagrams, are much more numerous than those
already quoted. Now and at this place it certainly is not my task
to describe them all, enumerating the many divinities they
contain and indicating the exact place of each of them. But,
while describing the Kumbum of Gyantse we will meet many
mandalas of Vairocana we did not meet till now, it will be
useful to draw up a summary list of mandalas with Vairocana
in the centre contained in the Tantric texts.

If these mandalas arise from organic texts, each part of
which is synthesnzed in a particular mandala, I have also
alluded to other mandalas _described in these treatises. In this
way one will have a general, even if necessarily summarized,
view of the liturgical schemes by means of which the
Indo-Tibetan schools have summarized the Tantras; and so,
when 1n the context of this work or of other works, one has the
opportunity of identifying a. mandala with any of those
described in this list, one will be able to connect it immediately
with the special mystic orientation to which it belongs. In this
way it will be possible to understand more easily the
sngmﬁcance and the value of the various mandalas and to
realize more or less which kind of experiences the mandalas
wanted to express through the symbols of their figures. Our
guide will be volume TSA of the complete works of Bu-ston,
whei. we find indeed a description of several hundred mandalas,
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each of them described in details according to the text which
explains it (1).

§39. The mandala of Samada represents the Vajradhatu-mandala.
Although Vairocana is represented in so many mandalas and in
so many forms, it follows from the above-published schemes
that in addition to the common type of Vairocana who figures
in the cycle of the supreme pentad (with one head, of white
colour, in the attitude of explaining the law) we must distin-
guish at least three other fundamental figurations of Vai-
rocana:

1° type: Vairocana (predominantly white, with four faces and
two hands in the mudra byan-chub-mchog/bodhyagri) as
characteristic of the Vajradhatu-mandala and of the mandalas
which are connected with the Tattva-san graha.

2° type: Yellow Vairocana with one face and hands in
samadhi-mudra, as characteristic of the Karunagarbha-
mandala as exposed in the Vairocanabhisambodhi.

3° type: Vairocana with four faces, white, two hands in
samadhi-mudra: this i1s characteristic of the cycle of the Dur-
gati-pariSodhana and specifically known under the name of
Kun-rig/Sarvavid.

So it is evident that the cycle of the Tattvasangraha or of the
Vajradhatu (2) has been reproduced in Samada.

{1) I have thought it useful to indicate for each mandala the page of the
corresponding treatise of Bu-ston where it is described.

(2) Consequently what 1 have said in Indo-Tibetica I11/1.30ff. has to be cor-
rected, because the cycle which has been represented in Tabo is that of Vaj-
radhatu, although the divinity with four faces is divided into four persons.
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The chapel which follows in the upper floor, namely that to
the left, is called Rta-mgrin lha-khan “the chapel of
Rta-mgrin/Hayagriva”. But this name is of recent origin be-
cause the temple, as it is seen from the central statues, is dedi-
cated to another deity: and every chapel takes its name from
the cycle represented in it which is unfolded around a funda-
mental symbol placed at the centre or on the main wall. In this
case it 1s clear that the temple was dedicated to the Great
Mother “Yum-chen-mo” that is to “Sophia” (fig.31) around
which are placed along the walls, five for each part, ten large
and solemn standing figures (fig.32). They are the Buddhas of
the ten cardinal directions (phyogs bcu sans-rgyas) invoked in al-
most all the preparatory rites also for protection from malefic
influences (bgegs).

Whether these images plastically reproduce a given cycle ex-
posed in some special text it is difficult to say.

The cycle of the ten Buddhas is in fact too common to serve
as a sure element of judgement for identifying a mand ala.

In any case the entire dogmatics of Mahayana is implicit in
this representation: the Prajhaparamita, no longer the revela-
tion in which the Buddha has taught men, for their redemp-
tion, the fundamental insubstantiality of things; it becomes the
very truth, not in a gnosiological sense but in an ontological
sense, the luminous cosmic elementary conscience, absolute,
from which the Buddha emanate and in which the one who be-
comes Buddha is merged. A conception that Dinnaga had al-
ready stated in a famous verse of his:
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§32. Rtsa-rgyud: Tattvasangraha/De-iiid-bsdus, in four sec-
tions (dum-bu). The names of mandalds derive from that of
their central divinity.

(A) Dhkyil-hkhor gsal-byed fii-mahi hod-zer zhes-bya-bahi skabs
dan-po-las rtsa-rgyud de-fiid-bsdus-pahi dkyil-hkhor-gyi bkod-pa

Section I dedicated to Vajradhatu-mandala which serves to
purify the passions by means of passions.

(1) detailed mandala to the benefice of persons who are con-
verted following a detailed explanation.

1 (a) fundamental (rtsa-ba) mandala essentially based on the
grand seal. In centre Rnam-par-snan-mdzad/Vairocana, white,
four faces, byan-chub-mchog/bodhyagri mudra, fol.2a.

2 (b) gzuns/dharani, or dam-tshig-dkyil-hkhor/samaya-
mandala, mandala of symbols: instead of figures: emblems.
The symbols of synthetic formulas gzuns/dharani or of
dam-tshig/samaya, fol.12a.

3 (c) mandala of law (chos) based essentially on the seal of the
law (dharma-mudra), in the centre of a vajra: five Buddhas in
samadhi-mudra, fol.13a.

4 (d) mandala of act based essentially on the seal of act
(karma-mudra), like 1la: but on the four sides of
Rnam-par-snan-mdzad/Vairocana four mtshan-ma/goddesses,
Lha-mo, fol.13b.

(2) Intermediate mandala of the four seals (mudra), for those
who are converted following a medium explanation.

5 (a) mandala of Rnam-par-snan-mdzad/Vairocana, in the
centre: Rnam-par-snan-mdzad/Vairocana, in bodhyagri mudra,
surrounded by the four goddesses ($akti), fol. 14a.

6 (b) mandala of Mi-bskyod-pa/Aksobhya, fol.14a.

7 (c) mandala of Rin-chen-hbyun-ldan/Ratnasambhava, fol.14b.
8 (d) mandala of Hod-dpag-med/Amitabha, fol.14b.

9 (e) mandala of Don-yod-grub-pa/Amoghasiddhi, fol.14b.

(3) Concise mandala of a single seal (mudra), for persons
who are converted following a concise explanation.
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10 mandala of Rdo-‘rje-sems-dpab/Vajrasattva, fol.14b.

Section II  dedicated to  Khams-gsum-rnam-rgyal/
Trailokyavijaya of the grand family of vajra: serves to
purify anger by means of anger.

A. Mandala of the grand family of the vajra.

(1) Perfect or detailed mandala.

11 (a) fundamental mandala based essentially on the grand
seal, in the.centre: Rnam-par-snan-mdzad/Vairocana, white,
four faces, bodhyagri mudra with rdo-rje/vajra, fol.15a.

12 (b) gzuns-dkyil-hkhor/dharani-mandala, based essentially on
the symbol/dam-tshig, in the centre Rnam-par-snan-mdzad
/Vairocana, fol.20a.

13 (c) mandala of law, based essentially on the seal of the law,
in the centre: Rnam-par-snan-mdzad/ Vairocana in samadhi-
mud'ra'l with rdo-rje/vajra, fol.20b.

14 (d) mandala of action, based essentially on the seal of action,
in the centre: Rnam-par-snan-mdzad sems-ma, fol.21a.

(2) Intermediate mandala.

15 (a) mandala of four seals of Rnam-par-snan-mdzad/Vai-
rocaha. In this case mudra=sakti: Rdo-rje-sems-ma/ Vaj-
rasattvi, etc., fol.21a.

16 (b) mandala of Rdo-rje-Hum-mdzad/Vajra-humkara,
fol.21b.

17 (¢) mandala of Rin-chen-Ham-mdzad/Ratna-hiamkara,
fol.21b.

18 (d) mandala of Chos-kyi-Hum-mdzad/Dharma-humkara,
fol.21b.

19 (e) mandala of Las-kyi-Hum-mdzad/Karma-hamkara,
fol.22a.

(3) Concise mandala, mandala of one seal.

20 mandala of Rdo-rje-Hium-mdzad/Vajra-himkara.

B. Grand mandala of the three worlds for one who believes

in the mystic family of the exoteric vajra. The mystic family of
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the exoteric vajra (phyi-rol-gy: rdo-rje-rigs) is the term for
non-Buddhist divinities absorbed in the Buddhist olympus and
arranged in the external part of the mandala.

21 (a) grand mandala, based. essentially on the grand seal, in
the centre Rnam-par-snan-mdzad/ Vairocana, fol.22a.

22 (b) gzuns-dkyil-hkhor/dharani-mandala, based fundamen-
tally on symbols/dam-tshig, in the centre Rnam-par-snan-
mdzad/Vairocana, fol.23a.

23 (c) mandala of the law, based essentially on the seal of the
law, in the centre Rnam-par-snan-mdzad/Vairocana, fol.23b.
24 (d) mandala of action, based essentially on the seal of action,
in the centre Rdo-rje-drag-po/Vajrarudra with his sakti, fol24a.

Section III based essentially on the mudra of law that is the
supreme mystic gnosis (prajiia-paramita) which serves to purify
creatures of spiritual ignorance (gti-mug/moha). It explains the
mandala called Hgro-hdul-bahi dkyil-hkhor/Jagadvinaya-
mandala to convert creatures who belong to the mystic family
of the lotus (padmahi-rigs/padma-kula).

(1) Detailed mandala
25 (a) as in other sections; variations in acolytes and their dis-
position, in the centre Rnam-par-snan-mdzad/Vairocana,
fol.25a.

26 (b) as in 25, in the centre a stapa, fol. 28b.

27 (c) as in 25, in the centre Rnam-par-snan-mdzad/Vairocana
in samadhi-mudra, fol.29b.

28 (d) as in 25, in the centre Rnam-par-snan-mdzad/Vairocana,
fol.30a.

(2) Intermediate mandala, a-e as in other sections.

29 (a) Rnam-par-snan-mdzad/ Vairocana with four mudras.
Here mudra=symbol: rdo-rje/vajra contrasigned by a lotus,
gem, lotus, double lotus, fol.30a.

30 (b) Hgro-hdul/Jagad-vinaya, with four hands: vajra, hook,
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lotus-fist (padmabhi-khu-tshur), bow: all contrasigned by a lotus,
fol.30a.

31 (c) Gtsug-phud-sans-rgyas/* Ciada-buddha, fol.30a..

32 (d) Padma-tin-ne-hdzin/Padma-samadhi, fol.30.b.

33 (e) Padma-nes-pahi-dban-phyug.

(83) Concise mandala.
34 as in other sections, in the centre: Hgro-hdul/Jagad-vinaya.

Section IV based essentially on the mudra of action which
serves to canvert creatures who belong to the mystic family of
the gem: has the goal to oppose avarice (ser-sna/ matsarya).

(1) Detailed mandala, as in the section of the Vaj-
radhatu-mandala, variations in acolytes and their disposition.
35 (a) fol.31a.

36 (b) fol.33a.
37 (c¢) fol.34a.
38 (d) fol.34a.

(2) Intermediate mandala, as in the section of the Vaj-
radhatu-mandala, variations in acolytes and their disposition.
39 (a) fol.34a,b

40 (b) fol.34a,b

41 (¢) fol.34a,b

42 (d) fol.34a,b

43 (e) fol.34a,b

(3) Concise mandala.
44 mandala of Don-grub/Amoghasiddhi, fol.34b.

(B) Rgyud phyi-ma/Uttaratantra.

(a) Rdo-rje-dbyins sgrub-pahi dkyil-hkhor (37-deity mandala).
45 Rnam-par-snan sgrub-pahi dkyil-hkhor, in the centre the
symbol of Rnam-par-snan-mdzad/Vairocana as in gzuns
dkyil-hkhor/dharani-mandala.

46 Mi-bskyod-pahi dkyil-hkhor/Aksobhya, symbol.
47 Rin-chen-hbyun-ldan/Ratnasambhava, symbol.
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48 Hod-dpag-med/Amitibha, symbol, fol.34b, 35b.

49 Don-grub/Amoghasiddhi, symbol.

50-81 Rdo-rje-sems-dpah/Vajrasattva and retinue ending with
Rdo-rje-hbebs.

(b) Khams-gsum-rnam-rgyal sgrub-pahi dkyil-hkhor.

82 as in the gzuns dkyil-hkhor/dharani-mandala of Khams-
gsum-rgyal/Trailokyavijaya, symbol in centre, fol.35b.

(c) Phyi-rdo-rje-rigs-kyi dkyil-hkhor, mystic family of the ex-
terior vajra has non-Buddhist divinities adopted in the Buddh-
ist olympus and arranged in the external part of the mandala.
83-103 In the centre Rdo-rje-rig-pa/Vajrakula and from
Mchog-chun-ma to Rgyu-ma-rdo-rje etc.,, 2ldeity mandala,
fol.35b.

(b) Hgro-ba-hdul-bahi sgrub-pahi dkyil-hkhor.

104 in the centre Hgro-hdul-ba/Jagad-vinaya (similar to gzuns
dkyil-hkhor/dharani-mandala of the mandala of Hgro-hdul),
fol.36a.
105-141 Sans-rgyas-pa-dma upto Padma-hbebs, 37deity mandala,
fol.36a.

(e) Don-grub-kyi dkyil-khor/Amoghasiddhi-mandala.

142-173 in the centre Don-grub/Amoghasiddhi, with
Rin-chen-hbebs and his retinue, fol.36a.
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§33. Vajrasekhara/Rdo-rje-rtse-mo (bsad-rgyud or explanat-
ory tantra), according to the tract of Bu-ston entitled:
bsad-rgyud rdo-rje-rtse-mohi dkyil-hkhor bkod-pa.

(A) rtag-pa thams-cad byun-ba rigs bsdus-pahi dkyil-hkhor
(mandala inclusive of five mystic families, taken together)

174 185 main divinities divided in five mandalas in the centre
Rnam-par-snan-mdzad/Vairocana (four faces, bodhyagri
mudra with vajra), fol.la.

(B) rigs so-sohi dkyil-hkhor (mandala of the five families
taken separately).

(4) mandalas of the mystic family of Tathagata intended to
purify passions by means of passions.

Detailed mandalas (175-178)
175 (a) large mandala, based essentially on the great
seal/mudra of the physical plane (sku phyag-rgya-chen-po), in
the centre Rnam-snan/Vairocana with rdo-rje/vajra, fol.13a.
176 (b) gzuns dkyil-hkhor, based essentially on the seal of sym-
bols (dam-tshig phyag-rgya), in the centre
Rdo-rje-dbyins-dban-phyug-ma/Vajradhatvisvari.
177 (c) mandala of law, based essentially on the seal of law, the
central divinity differs slightly from the corresponding one of
the Section I of the De-nid-bsdus/Tattva-sangraha, fol.15a.
178 (d) mandala of action, based essenually on the seal of ac-
tion, fol.15a.

Intermediate mandala
179-183 as in De-iiid-bsdus/Tattva-sangraha, fol.15a.
184 Concise mandala, as in De-nid-bsdus/Tattva-sangraha,
fol.15a.

(b) mandalas of the mystic family of Vajra intended to purify
anger by means of anger.
185-188 detailed mandala, four classes as above, generally like

the preceding, fol.15b, 16b.
189-193 Intermediate mandala, as above, generally like the
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preceding, fol.16b.

194 Concise mandala, esoteric mandala of letters, synthesis !
all mandalas; in the centre Rnam-par-snan-mdzad/Vairocan.
with sixteen letters, fol.17a.
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§'374 From Sri-paramadya-tantra (Toh.487), Dpal-mchog,
from Bu-ston’s Dpal-mchog rig-bsdus-ky: dkyil-hkhor-gy: bkod-pa.

Section I of supreme knowledge (prajnaparamita), sym-
bolised in the great seal, which means essentially the mystic
knowledge called adarsajiana and serves to counter all subjec-
tive constructions of the psyche (alaya-vijiana).

(a) the other-worldly or esoteric (hjig-rten-las-hdas) mandala.

(aa) for a single mystic family taken in particular.

195 (1) mar_ldala of Rdo-rje-sems-dpah dbugs-hbyun, to
counter all passions, in the centre Rdo-rje-sems-dpah/Vaj-
rasattva, fol.2a.

196 (2) De-bzhin-gSegs-pa dbugs-hbyun, to counter mental
states derived from analogous karmas accumulated in previous
lives, in the centre Rnam-par-snan-mdzad/Vairocana, yellow, in
bodhyagri mudra, fol.6a.

197 (3) Khams-gsum-rnam-rgyal/Trailokyavijaya, to counter
anger, in the centre Rdo-rje-hum-mdzad/Vajrahumkara; fol.6b.
198 (4) Hgro-hdul/Jagadvinaya, to counter spiritual ignorance,
in the centre Hjig-rten-dban-phyug/Lokesvara, fol.8a.

199 (5) Rdo-rje-rin-chen/Vajraratna, to counter avarice, in the
centre Nam-mkhah-siin-po/Akasagarbha, fol.9b.

200 (6) Rdo-rje-khu-tshur/V ajramus;i,'based essentially on the
moral energy unifying the three mystic bodies of all Buddhas,
in the centre Vajramusti, fol.9b.

201 (7) Hjam-dpal/Maiijuséri, based essentially on supreme
knowledge, in the centre the letters a ra pa ca na, fol.10b.

202 (8) Rdo-rje-hkhor-lo/Vajracakra, introduction to mandalas
of all mystic families, in the centre Sems-bskyed-ma-thag-
tu-hkhor-lo-skor-ba/Cittotpad-anantara-cakravartin, fol.11b.
203 (9) Nam-mkhah-mdzod/Gaganagafja who perfects the
double accumulation of moral and intellectual merit, in the
centre Nam-mkhah-mdzod/Gaganagaiija, fol.12a.

(ab) for the mystic family taken together



— 12009) —

204 (10) Rdo-rje-gnod-sbyin/Vajrayaksa, who consists essen-
tially of liturgy intended for protection, in the centre Vaj-
rayaksa, fol.13a.
205 in the centre Rdo-rje-sems-dpah/Vajrasattva, fol.13b.

(b) worldly or exoteric (hjig-rten-pa/laukika) mandala.
206 (1) Mandala of peaceful deities, contrasigned by a short
lance (zhi-ba mthun-thun mishan-pa) which serves to convert crea-
tures convertible by Dban-phyug/I§vara, in the centre
Dban-phyug-chen-po/Mahesvara, fol.14a.
207 (2) mandala of Ma-mo/Matrka, to convert creatures con-
vertible by Ma-mo, in the centre Nag-po-chen-po/Mahakaila,
fol. 14b.
208 (3) mandala of three Min-po for creatures convertible by
the three Min-po, in the centre Rgyal-bar-byed-pa, fol.15a.
209 (4) mandala of four Srin-mo for creatures convertible by

Srin-mo, fol.15b.

Section II consecrated to esoteric formulas (nags/mantra),
based essgntiélly on the mudra of symbol (dam-tshig
phyag-rgya/samaya-mudra) which has for essence the mystic
knowledge of the identity of creatures and of Buddha
(samata-jiana) and serves to counter the sinful mind.

(a) derived from the fundamental tantra
210 (1) mandala of Rdo-rje-sems-dpah/Vajrasattva, to counter
the passions by passions, in the centre Vajrasattva, fol.16a.
211 (2) mandala of De-bzhin-gsegs-pa/Tathagata, to counter
the state eventually derived from analogous karmas accumu-
lated in previous lives, in the centre Rnam-par-snan-mdzad/
Vairocana as Vajrasattva, fol.16b.
212 (3) mandala of Rab-tu-khro-bo, to counter anger by means
of anger, in the centre Rab-dgah-bahi-rdo-rje.
213 (4) mandala of Hjig-rten-dban-phyug/Lokesvara, to
counter erroneous doctrines, in the centre Lokesvara, fol.17b.
214 (5) mandala of Nam-mkhah-siin-po/Akasagarbha to
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counter avarice, in the centre Akﬁéagarbha, fol.18a.

215 (6) mandala of the mystic family to obtain power, realisa-
tion, initiation, introduction into esoteric and exoteric
mandalas, in the centre Rdo-rje-sems-dpah/Vajrasattva, fol.18a.
216 (7) mandala of the three Min-po, in the centre as in the
'preceding section, fol.18b.

217 (8) mandala of the four Srin-mo, in the centre as in the
precedmg section, fol.18b.

218 (9) mandala of Lha-ma-yin/Asura Yor creatures convertlble
by Asura, in the centre Visnu, fol.18b.

219 (10) mandala of Klu/Naga, in the centre Sesa, fol.19a.

220 (11) esoteric (gsan-ba) mandala of Rdo-rje-sems-dpah/Vaj-
rasattva to realise the power which has not yet been realised, in
the centre Rdo-rje-sems-dpah-bde-ba-chen-po/Mahasukha-vaj-
rasattva, fol.19b.

(b) Mandalas derived from Rtogs-pa-thams-cad-bsdus-pahi
rtsa-bahi rgyud/Sarvakalpa-samuccaya mula-tantra
(ba) mandala derived from Rtog-pa-thams-cad-bsdus-pa
rtsa-bahi rgyud
221 (1) mandala of Rdo-rje-sems-dpah /Vajrasattva, as above in
the centre Vajrasattva, fol.19b.

222 (2) mandala of De-bzhin-g$egs-pa /Tathagata, as above in
the centre yellow Rnam-snan/Vairocana in bodhyagri mudra
with rdo-rje/vajra, fol.21a.

223 (3) mandala of Rdo-rje-me-ltar-rab-tu-hbar-ba, as above in
the centre Rdo-rje-me-ltar-rab-tu-hbar-ba, fol.21b.

224 (4) mandala of Hgro-hdul/Jagadvinaya, in the centre
Hjig-rten-dban-phyug/Lokes$vara, fol.25b.

225 (5) mandala of Nam-mkhahi-siin-po/Akasagarbha, as
above in the centre Akasagarbha, fol.26b.

226 (6) mandala of three Min-po, in the centre
Rgyal-bar-byed-pa, fol.27b.
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227 (7) mandala of four Srin-mo, fol.27b

228 (8) mandala of Klu/Naga, in the centre Sésa, fol.27b.

229 (9) mandala of Bgegs-rnam-par-gzhon-pa, fol.27b.

230 (10) mandala of the mystic families taken together, in the
centre Rdo-rje-sems-ma rab-bzhag-ma, fol.28a.

(bb) esoteric (gsan-ba) mandala to realise the power which
cannot be realised by magic rites.
231 (1) mandala of Rdo-rje-sems-dpah/Vajrasattva, in the
centre Vajrasattva, fol.28a.
232 (2) mandala of De-bzhin-gSegs/Tathagata, in the centre
Sans-rgyas dkon-mchog/Buddha-ratna, fol.30a.
233 (3) mandala of Me-ltar-hbar-ba/Jvalanala, in the centre
Rdo-rje-ni-ma Me-ltar-hbar-ba/Vajratejas Jvalanala, fol.30b.
234 (4) mandala of Me-Itar-hbar-ba phra-mo, in the centre
Khro-bo Me-Itar-hbar/Krodha-Jvalanala, fol.31a.
235 (5) mandala of Hgro-ba-hdul-ba/Jagadvinaya, in the centre
Hjig-rten-dban-phyug/Lokesvara, fol.31b.
236 (6) mandala of Nam-mkhah-siin-po/Akasagarbha, in the
centre Akasagarbha, fol.32b.

Section III dedicated to the Law and based essentially on the
seal of the Law which has as essence the knowledge of distinc-
tion (pratyaveksa-jiiana) and serves to counter all false imagin-
ings of conscience (yid-kyi rnam-$§es/manovijiana).

237 (1) mandala of Rdo-rje-sems-dpah/Vajrasattva as above
but difference in the disposition of each divinity, fol.33a.

238 (2) mandala of De-bzhin-gsegs/Tathigata, as above,
fol.33a.

239 (3) mandala of Rdo-rje-Me-ltar-hbar-ba/Vajra-Jvalanala, as
above, fol.33a. .

240 (4) mandala of Hgro-ba;hdul-ba/]agadvinaya, as above
fol.33b.

241 (5) mandala of Nam-mkhah-siin-po/Akasagarbha, as
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above, fol. 33b.

242-245 (6-9) four mandalas of Hjig-rtcn-pabi dkyil-hkhor, as
above, fol.33b.

246 (10) mandala of the mystic families all taken together (rigs
bsdus), as above, fol.33b. '

247 (11) esoteric mandala of Rdo-rje-sems-dpah/Vajrasattva, as
above, fol.33b.

248 (12) esoteric mandala of De-bzhin-g§egs/Tathagata. as
above, fol.33b.

249 (13) esoteric mandala of Me-ltar-hbar-ba/jvalanala, as
above, fol.33b.

250 (14) esoteric mandala of Hgro-ba-hdul-ba/Jagadvinaya, as
above, fol.34a.

251 (15) esoteric mandala of Nam-mkhah-siiin-po/Akasagarbha,
as above, fol.34a.

252-261 (16-21) = nos.10-15 revealed in the liturgy of the sec-
ret mandala, as above with slight differences, fol.34a.

Section IV based essentially on the seal of action and on the
mystic consciousness of realising activity (bya-ba grub-pahi
ye-$§es/*krtya-sadhana-jiiana), which counters all the five know-
ledges of the senses.

262 (1) mandala of Rdo-rje-sems-dpah/Vajrasattva, generally
equal to that of the II section, fol.34b.

263 (2) mandala of De-bzhin-géegs/Tathagata.

264 (3) mandala of Me-ltar-hbar-ba/Jvalanala.

265 (4) mandala of Hgro-hdul/Jagadvinaya.

266 (5) mandala of Nam-mkhahi-siin-po/Akasagarbha.
267 (6) mandala of the three Min-po.

268 (7) mandala of the four Srin-mo.

269 (8) mandala of Klu/Naga.

270 (9) mandala of Sdug-bsnal-las-hdon-pa.

271 (10) all-inclusive (rigs bsdus) mandala.

R72 (11-12) esoteric mandalas.
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§35. Mandalas from the Néma-saﬁgiti/Mtshan-brjod'

(Toh.360) as per Mitshan-brjod-kyi dkyil-hkhor-gyi bkod-pa of
Bu-ston.
273 (1) mandala called: the essence of the absolute
(chos-kyi-dbyins-kyi sfiin-po) or from the name of the commen.
tary according to Hjam-dpal-grags-pa: nam-mkhah-dri-med
dkyil-hkhor-chen-po. Probably from the commentary on the
Nama-sangiti called Mantrarth-avalokini, in the centre
Hjam-dbyans/Maiijughosa, fol.l.

Every main mandala includes many secondary mandalas.

274 (2) esoteric mandala (gsan-ldan dkyil-hkhor) according to
Dpal-ldan-byan-chub-mchog, in the centre Rnam-par-snan-
mdzad-chen-po/Mahavairocana, white, four faces, two hands in
the bodhyagri mudra, in the centre of his heart adibuddha
with five faces, fol.12a.

275 (3) mandala called by the name of the commentary accord-
ing to Hjam-dpal-bSes-giien, Nam-mkhah dri-med chun
dkyil-hkhor, in the centre of the main mandala
Rnam-par-snan-mdzad-chen-po/Mahavairocana, four faces and
two hands in the bodhyagri mudra, fol.17b.

276 (4) mandala called “net of maya”, mayajila, sgyu-hphrul
dra-ba dkyil-hkhor according to Avadhitipa, in the centre of
the main mandala Rnam-par-snan-mdzad/Vairocana, white,
four faces, in bodhyagri mudra, fol.19b.
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§36. From the Vairocanabhisambodhi (Toh.494) and affili-
tated texts.

From the Spyod-pahi rgyud Rnam-par-snan
mnon-par-byan-chub/Vairocanabhisambodhi-caryatantra. Ac-
cording to the Skabs giiis-pa spyod-pahi-rgyud-ky: dkyil-hkhor-gy:
bkod by Bu-ston.

277 (1) Sinin-rje-chen-po-can-gyi dkyil-hkhor/mandala of
Mahakarunika; benediction of the inexhaustible spread of the
physical (sku) plane, in the centre Rnam-par-snan-mdzad/Vai-
rocana, yellow, in samadhi-mudra, fol.la. The text correspond-
ing to these sections in the Vairocanabhisambodhi is referred
to and commented upon by Bu-ston. This text in Chinese and
Tibetan has been edited and translated into Japanese by To-
gano in Mandara-né kenkyi, p.68. We refer to this book of the
Japanese scholar for further details.

278 (2) yi-ge hkhor bskon-bahi dkyil-hkhor; benediction of the
inexhaustible display of the verbal (gsun) plane, in the centre
Rnam-par-snan-mdzad/Vairocana or symbol or letter, with
mystical letters around him, fol.9b.

279 (3) gsan-bahi dkyil-hkhor/esoteric mandala/guhya-ma-
ndala, benediction of the inexhaustible display of the spiritual
(thugs) plane, in the centre Rnam-par-snan-mdzad/Vairocana,
with mystic letters around him, fol.10a. ]

From the Rnam-par-snan-mdzad mnon-par-byan-chub-pahi
rgyud phyi-ma/Vairocanabhisambodhi-uttaratantra.

280 (1) Mandala that reveals the apparition of the Buddha in
the three worlds without Buddha, in the centre yellow
Rnam-par-snan-mdzad/Vairocana in samadhi-mudra, fol.16a.

From the Khro-bo Géin-rje-géed khro-bo rnam-par-rgyal-
bahi rgyud of the mystic family of the spiritual plane (Toh.604).
281 (1) Yi-dvags phal-mo-chehi dkyil-hkhor, in the centre
Gsin-rje-gsed nag-po/Black Yamantaka, fol.18a.

282 (2) Mi-ro dmar-pohi dkyil-hkhor, in the centre
Géin-rje-géed nag-po/Black Yamantaka, fol.18a.
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283 (3) Thod-pa man-pohi dkyil-hkhor, in the centre
Gsin-rje-g$ed nag-po/Black Yamantaka, fol.18a.

284 (4) Mdun-thun man-pohi dkyil-hkhor, in the centre
Géin-rje/Yama with six faces, fol.18a.

285 (5) Su-la man-pohi dkyil-hkhor, in the centre Gsin-rje-gsed
nag-po/Black Yamantaka, fol.18b.

286 (6) Be-con man-pohi dkyil-khor, in the centre
GSin-rje-g$ed nag-po/Black Yamantaka, fol.18b.

From the Bkah-nan mi-g.yo rtul-phod-pahi rgyud (Toh. 495)

(a) family of Tathagata
287 Khro-bo-rgyal-pohi dkyil-hkhor/mandala of Krodharaja, in
the centre yellow Sakya-mgon-po/Sakyanatha with two hands in
samadhi-mudra, fol.19a.
288 Gsan-bahi-bdag-pohi dkyil-hkhor/mandala of Guhyapati,
in the centre Sakya-thub-pa/Sakyamuni, as above fol.24a.
289 Khro-bo-chen-pohi dkyil-hkhor/mandala of Mahakrodha,
in the centre Sakya-thub-pa/Sakyamuni, as above, fol.24b.
290 Hjam-dpal dkyil-hkhor/mar)dala of Manjusri, in the centre
Mainijusri, fol.24b.

(b) family of the word, lost.

(c) family of the spiritual plane
291 Rdo-rje dkyil-hkhor-chen-po/mahamandala of vajra, in
the centre Rnam-snaﬁ/Vairocaha, yéllow, in samadhi-mudr3,
fol.26a.
292 Hjam-dpal dkyil-hkhor/mandala of Manjusri, in the centre
Hjam-dpal-dbyans gzhon-nu/Kumara Manjusrighosa, fol.30b.
293 Rdo-rje-sa dban-skur, in the cenfre wheel, fol.31a.
From Phyag-na-rdd-rje dban-skur-bahi rgyud
294 Ye-Ses-chen-pohi dban skur-bahi dkyil-hkhor/mandala for
giving empowerment of Mahajhina, in the centre yello-
phyin/Prajhaparamita or her ~c'»ymbol, fol.31b.
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§37 From Sri-vajramar)d-ilahkéra (Toh.490), Rdo-rje-siin-
po rgyan rgyud (its major part explains the Dpal-mchog/
Paramadya). From the Rdo-rje-sfiin-po rgyan-gyi rgyud-kyi-
dkyil-hkhor-gyi rnam-gzhag by Bu-ston. ,
295 (1) great esoteric mandala of all the Tathagatas, ornament
of the essence of the great vajra in the sphere of the absolute,
in the centre Rnam-par-snan-mdzad/ Vairocana in
samadhi-mudra, fol.la.

296 (2) mandala of Rdo-rje-sinin-po/ Vajramanda, in the centre
Rnam-par-snan-mdzad/Vairocana, fol.10a.

297 (3) mandala of Dban-chen, in the centre
Rnam-par-snan-mdzad/Vairocana, fol.11a.

298 (4) mandala of Chu-lha/Varuna, in the centre
Rnam-par-snan-mdzad/Vairocana, fol.11a.

299 (5) mandala of Me-lha/Agni, in the centre’
Rnam-par-snan-mdzad/Vairocana, fol.11b.

300 (6) mandala of Rlun-lha/Vayu, in the centre
Rnam-par-snan-mdzad/Vairocana, fol.12a.

301 (7) mandala of Ses-rab-pha-rol-tu-phyin-pa/Praj-
fnaparamita, in the centre yellow Prajiiaparamita, fol.12a. |
302 (8) mandala of Rnam-par-snan-mdzad-chen-
po/Mahavairocana, in the centre white Vairocana in
samadhi-mudra, fol.12b.

303 (9) mandala of the baptism in which identity with all the
Tathagatas is realised, in the centre Rnam-par-snan-mdzad/
Vairocana, fol.13a. |

Mandalas of the khro-bo/krodhas (304-309)
304 (10) mandala of Hjig-rten-gsum-las-rnam-par-rgyal/
Trailokyavijaya, in the centre divinity of the same name,
fol.13b.
305 (11) mandala of Heruka, in the centre divinity of the same,

name, fol.13b.
306 (12) mandala of Géin-rje-géed/Yamantaka, in the centre
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divinity of the same name, fol.14a.

307 (13) mandala of Khro-bo-gzegs-ma, in the centre divinity
of the same name, fol.14a.

308 (14) mandala of Khro-bo rta-mgrin/Krodha Hayagriva, in
the centre divinity of the same name, fol.14b.

309 (15) mandala of Mi-g.yo-ba/Acala, in the centre divinity of
the same name, fol.14a.

310 (16) mandala of Hgro-ba-hdul-ba/Jagadvinaya, in the
centre divinity of the same name, fol.14a.

311 (17) mandala of Rdo-rje-rin-chen/Vajraratna, in the centre
divinity of the same name, fol.14b.

312-3 (18) mandala of Rdo-rje-las/Vajrakarma, in the centre
divinity of the same name, fol.15a.

314 (19) mandala of Hjam-dpal/Manijuéri, in the centre divinity
of the same name, fol.15a.

315 (20) mandala of Chos-kyi-hkhor-lo/ Dharmacakra, in the
centre Rdo-rje-rgyu/Vajrahetu, fol.15a.

316 (21)mandala of Nam-mkhah-mdzod/ Gaganagaiija, in the
centre divinity of the same name, fol.15b.

317 (22) mandala of Rdo-rje-gnod-sbyin/Vajrayaksa, in the
centre divinity of the same name, fol.15b.

318 (23) mandala of Don-yod-rgyal-po/Amogharija, in the
centre divinity of the same name, fol.15b.

319 (24) mandala of Rdo-rje-rgyal-po/Vajraraja, in the centre
divinity of the ‘same name, fol.16a.

320 (25) mandala of Rdo-rje-chags-pa/Vajraraga, in the centre
divinity of the same name, fol.16a.

B21 (26) mandala of Legs-pa/Sadhu, in the centre divinity of
the same name, fol.16a.

322 (27) mandala of Rdo-rje-gzi-brjid/Vajratejas, in the centre
divinity of the same name, fol.16b.

323 (28) mandala of Rdo-rje-rgyal-mtshan/Vajraketu, in the
centre divinity of the same name, fol.16b.
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324 (29) mandala of Rdo-rje-bzhad/Vajrahasa, in the centre di-
vinity of the same name, fol.16b.

325 (30) mandala of Rdo-rje-smra-ba/Vajrabhasa, in the centre
divinity of the same name, fol.17a.

326 (31) mandala of Rdo-rje-bsrun/Vajraraksa, in the centre di-
vinity of the same name, fol.17a.

327 (32) mandala of Rdo-rje-khu-tshur/Vajrasandhi, in the
centre divinity of the same name, fol.17a.

328 (33) mandala of Dban- -phyug-chun-po/Mahesvara, in the
centre divinity of the same name, fol.17b.

329 (34) mandala of Dgah-byed-dban-phyug/Nandike$vara, in
the centre divinity of the same name, fol.17b.

330 (35) mandala of Min-po gsum, in the centre divinity of the
same name, fol.17b.

331 (36) mandala of Gtum-bu-ru, in the centre divinity of the
same name. fol.17b.

332 (37) mandala of Byan-chub/Bodhi, in the centre Rnam:
par-snar'l-mdzad/Vairocana, fol.18a.
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§38. From the Sarva-durgati-pariSodhana (Toh.483);
Kun-rig/Sarvavid, included in Nan-son-thams-cad
yons-su-sbyon-bahi gzi-brijid-kyi-rgyal-pohi brtag-pa; according
to Bu-ston and the tradition accepted by him he has emanated
from De-nid-bsdus/Tattva-sangraha. This list is taken from the
Kun-rig dkyil-hkhor-gyt bkod-pa by Bu-ston.

I. fundamental mandala of Kun-rig/Sarvavid revealed in the
first chapter.

333 in the centre White Rnam-par-snan-mdzad/Vairocana,
four faces, hands in samadhi-mudra, fol.l.

334 (1) mandala of Sékya-thub-pa/Sikyamuni for the benefit of
creatures born in the evil forms of existence, in the centre Yel-
low Sakya-thub-pa/Sakyamuni, fol.17b.

335 (2) mandala of Phyag-na-rdo-rje/Vajrapani surrounded by
Tathagatas, for the benefit of those who have short life and lit-
tle fortune, in the centre Vajrapani, fol.18b.

336 (3) mandala of Phyag-na-rdo-rje/Vajrapani surrounded by
the four Rgyal-chen/Caturmaharajika, for the benefit of those
who can be converted by the Caturmaharijika, in the centre
Vajrapani, fol.18b.

337 (4) mandala of Phyag-na-rdo-rje/Vajrapani surrounded by
the ten Phyogs-skyon/Dikpalas, for the benefit of those who
can be converted by the Dikpalas, in the centre Vajrapani
fol.19a.

II. mandalas revealed in the supplementary (phy:-ma) chapter
338 (5) mandala of Phyag-na-rdo-rje/Vajrapani surrounded by
the eight planets and constellations for the benefit of those who
can be converted by them, in the centre Hjig-rten-gsum-rgyal-
ba/Trailokyavijaya, fol.19b.

339 (6) mandala of Phyag-na-rdo-rje/Vajrapanisurrounded by
eight great Klu/as;amahinﬁga for the benefit of those who can
be converted by them, in the centre Vajrapani fol.20a.
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340 (7) mandala of Phyag-na-rdo-rje/Vajrapani surrounded by
eight Hjigs-byed/Bhairavas for the benefit of those who can be
converted by them, in the centre Khro-bo Hjig-rten-gsum-
rgyal-ba/Krodha Trailokyavijaya, fol.20b.

341 (8) mandala of Phyag-na-rdo-rje/Vajrapani surrounded by
eight Lha-chen/Mahadevas for the benefit of those who can be
converted by them, in the centre Hjig-rten-gsum-rgyal-ba/
Trailokyavijaya, fol.21a.

342 (9) mandala of Tshe-dpag-med/Amitayus to obtain long
life in this existence and to be liberated from the evil forms of
existence after death, in the centre red Amitayus, fol.22a.

343 (10) mandala of the four Hkhor-los-bsgyur-ba/Cakravar-
tins who serve to augment the efficacy of mystic formulas, in
the centre the figure of a rdo-rje/vajra, fol.22b.

344 (11) mandala of Khro-bo Me-ltar-hbar-ba/Jvalanala who
serves to purify from wrath by means of wrath, in the centre
Jvalanala, fol.23a.
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“The gnosis is that particular kndwledge in which there is an
identity of subject and object: it is the Buddha himself; the
word for it (gnosis) also means the text which contains the reve-
lation and the way leading to salvation, because the reality
which has to be obtained and that which serves as a means for
it are closely connected with each other”(1).

Further, the ten Buddhas who correspond to the ten cardinal
points represent the image of the truth revealed in infinite
space and in eternity, because within that infinite space revela-
tion is going on eternally (hdas ma-hon hbyun-ba).

We find the image of Rta-mgrin/Hayagriva, who gives name
to the chapel beside the door, at the left of one who enters. At
the right there is a statue of Mi-g.yo-ba/Acala.

This sanctuary of Samada was probably founded at the time
of Chos-kyi-(blo-) gros, in the XI century, and it stands as re-
stored by the Sa-skyas, when Kun-dgah-blo-gros-rgyal-mtshan
took its possession, enlarged and restored it: from the first
period remain some bronze statues, mural paintings of the at-
rium and of the chapel on the first floor. But the plaster
statues on the second floor of the central temple and in the
four chapels of the surrounding gallery of the court cannot be
ascribed to so ancient a period: they have abandoned the
primitive hieratic simplicity to assume a more decorative as-
pect: the clothes come down in sumptuous*bell-shaped enlarg-
ing folds, which are in contrast to the nude adherence of the
monastic robes on the figures of the Buddha as we see in the
other images. In brief, there is an undeniable influence of

L.,Sl) Prajiaparamita jhanam advayam sa Tathigatah/sadhya-tadarthya-yogena tac-
thabdyain granthamargayoh, in Abhisamayalankaraloka, ed. Tuca, p.28.
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other currents, for instance in the statues of the ten Buddhas
which surround the image of the Prajidparamita; the analogies
between them and the techniques and ornamental motifs of
Central Asia are evident. Instead of keeping the perfectly
round shape, which is characteristic of the low Indian style, the
upper top of the halo is extended by a slightly curved prolon-
gation.

One has the same impression looking at the mural paintings
here and there between the different statues. They are partly
destroyed and partly replaced by more recent paintings where
always appears the inevitable Tson-kha-pa. The remaining
ones on the other hand represent Buddhas, Bodhisattvas and
monks, in which figures in Central-Asiatic style, as it seems to
me, cannot be denied. The making of this connection is not ar-
bitrary at all; as I have already indicated in the introduction,
the temple of Iwang will demonstrate in an irrefutable way the
impression we had in Samada, which I could also easily explain
with the help of comparison of style, is documented by facts.

840. The cycle of Mon-bu putra in the temple of Dregun (Samada).
Following the road to Gyantse, half a kilometer further down
after having left the village of Samada, we encounter another
monastery (fig.33) to our right. Greatly destroyed during the
Anglo-Tibetan war, it has been reconstructed in the course of
these last years. Its name is Dregun gonpa (1) and today this
monastery is administered by the Yellow Sect. In will not speak
of the new part, which cannot be in the least interesting for us:

(1) Presently the lamas write hdre-gun dgon-pa, whereas the. orthography
adopted by the Myan-chun is hbras-khud. On the map Riku, see above p.93. -
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in the cella one sees the figure of Sikyamuni, surrounded by
sixteen arhats sitting in niches; the mural paintings on the
other walls represent the thirteen forms of Vajrabhairava we
studied in the preceding volume of the Indo-Tibetica (1). A few
paintings which escaped the renewing fury of the monks can at
best be ascribed to the XVI century; one of the best preserved
paintings represents Aksobhya surrounded by his 108 emana-
tions. On the opposite wall we have Maitreya.

The most ancient part of the Gompa is the Mgon-khan, that
means the cella which is consecrated to the protecting divinity,
precisely Gur-mgon, the patron of the Sa-skya-pa school: all
around the patron on the altar have been put small figures of
the lesser divinities of his cycle, that means the Pu-tra min-srin,
which are pretty common among the Sa-skya-pa, but scarcely
diffused in the other schools. The triad contains the Mon-bu
pu-tra or more simply putra, the Bha-ta or Bha-tra or the
Srin-mo; in pu-tra one easily recognizes the transcription of the
Sanskrit word putra “son”, which is accompanied by its Tibetan
translation (2): bu. Bha-ta or Bha-tra is indeed bhratar/brother.
The triad is called min-srin, brothers and sister, because as we
will see, all three of them are born from the same divine
couple. In the Sanskrit formulas which accompany the liturgy,
we find Raksa-putra, Ruta-bhata = Rudrabhrata, Ru-lu rak-
sasi; they are demons accepted, as the word Mon says, by the
people living in the frontier provinces. The name Mon, by
which the Tibetans have designated them, is generic and there-

fore does not allow any closer geographical determination.

(1) Vol.111/2.96.
(2) Mon-bu “son of Mon”.
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However, the fact that one of the oldest liturgical texts ever
consecrated to this cycle bears the name of Byan-chub-hod, the
famous king and apostle of Buddhism in Western Tibet, allows
us to suppose that these divinities have been introduced into
the lamaistic pantheon by the work of the masters of Western
Tibet, that is to say: in the province of Guge or in another
neighbouring region. This seems to find confirmation in the
fact that the liturgy of the Mon-bu often mentions the cemet-
ery Ma-ru-rtse, put by Tibetan tradition between Chamba and
Zanskar in the valley of the Chandrabhaga or its neighbour-
hood (1).

The cycle of the pu-tra min-srin (2) forms a part of the larger
cycle of the Mgon-po, protector of the sect of Sa-skya-pa, i.e. of
the Gur mgon.

It is not easy to determine the origins and the significance of
this god. In Tibetan Gur means tent; so one could translate
Gur mgon very well by “the protector of the tent”. But one
should not forget that the Bkah-hgyur includes a Hphags-pa
mkhah-hgro-ma rdo-rje-gur zhes-bya-bahi rgyud-kyi-rgyal-po-chen-
po brtag (Toh.419, compare 1321, 1322, 1195) ie.

(1) Compare Dpal Sa-skya-pahi bstan-srun Mgon-po che-chun mkhan lcam-dral
dur-khrod-bdag-po dan-bcas-pa-rnams-la gtor-ma hbul-bahi cho-ga hphrin-las myur
mgyogs-kvi pho-nia by the fifth Pan-chen Chos-kyi-grags-pa-bstan-pahi-dban-
phyug, fol.15ab (no.1161).

Besides the works quoted in Indo-Tibetica 111/2.68 (where one has to read
NI instead of TI), other works on Mon-bu putra are Dpal Sa-skya-pahi yab chos
yan phur thun-mon-gi bkah-srun dkar bdud lcam-dral-gyi thabs rjes-gnan dan-bcas-pa
and Dpal rdo-rje-nag-po-chen-pohi las-byed Pu-tra min-srin gsum-gyi gtor cho-ga
rjes-gnan dan-beas-pa glog-gi spu-gri in the Rin-chen-gter-mdzod, NI (very simi-
lar to the treatise of the Pan-chen); Gu» zhal pu-tra gsum-gyis bzlog mdos gon
dkar rdor-gdan-gyi zhe sol nag hgros-su-bkod-pa by Nag-dban Hjam-dpal-dbe-
legs-rgya-mtsho (no.1128) .

(2) Min-srin is an abbreviation of Min-po and Srin-mo in some of the
mandalas whose scheme we have given above.
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Arya-dakini-vajra-panjara-mahatantraraja-kalpa nama.

It is a Tantric text, diffused especially in the Sa-skya-pa
schools, that describes experiences which are symbolized by the
five dakini. In translation its title sounds like: “The tite of the
king of the great tantras named: of the adamantine cage of the
noble dakinis”. Thus, although signifying “tent” in Tibetan, in
the translations Gur corresponds to the Sanskrit word panjara,
which means exactly “cage”, sometimes however also cage of
bones, 1.e. a skeleton. The liturgical tradition preserved in
Tibet and above all in the Sa-skya-pa school, proves that pre-
cisely this must be the meaning given to the word paﬁjara/Tib.
gur in the esoteric schools. It means that Gur mgon originally
is a chthonic divinity, which is very near to Mahakala; and in
the ritual texts indeed he is called Rdo-rje nag-po-chen-po
gur-gyi-mgon-po, Vajra-mahakala-panjara-natha (1). As such
he is the God of the cemeteries, or, symbolically, the God who
helps destroying the corporal cages in which ignorance keeps
us prisoners.

Very probably, little by little, new elements have been in-
serted into the mandala of this god on Tibetan soil, some of
which do not seem to be Indian, nor to have originally be-
longed to the liturgical texts which had been inspired by the
fundamental tantra.

Lamaism has not taken all things from India, but as we had
several opportunities of noting in the course of these studies, it
has accepted demons and ghosts from the autochthone religion,

(1) See for instance Gur-mgon-pohi khro-bcuhi bsrun-hkhor rdo-rjehi brag rdzon
bar-chad kun sel of Kun-dgah-rin-chen.
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transforming and adapting them to Buddhist conceptions.
That is the reason why, in the chapels we are dealing with, we
find the cycle of Mon-bu pu-tra: they too were chthonic di-
vinities which have been associated ‘with Gur mgon. The
Sanskrit formulas of the liturgy call them Yaksa. Through the
symbol of their image they reveal that world of terror in which
Tibetans had always been living, and that had nourished their
phantasy. Little by little however they lose their original charac-
ter and they get mixed up with the multitude of the Bstan-srun
and of the Bstan-srun-ma, protecting divinities of the Buddhist
teaching, which contain a large number of preBuddhist ele-
ments that have survived in the lamaistic pantheon. This new
function they got is clearly.indicated by the texts quoted above
and especially by the liturgical treatise of the fourth Pan-chen,
in which, after the ceremony one makes a wish that Gur mgon
together with his whole suite may accept the offerings brought
to him (p.5b), protect the teachings of the masters, defend the
holy revelations, glorify the three gems, allay and drive out the
forces of evil which hinder the way to salvation.

If the interpretation I have given is right, then one has to
conclude that the distinctive symbol for Gur mgon is a late ad-
dition: that symbol is the gandi, that is to say the piece of wood
used for beating the hours in the monasteries, which in Orien-
tal sanctuaries has preceded the use of bells. And it is a
supplementary symbol indeed, because each of his hands al-
ready holds a specific object: a sword and a cranial-pan. But fi-
nally the terrific character of the divinity has succeeded in in-
fluencing the symbol too: the symbol transformed itself in a
kind of terrifying club, which punishes everyone offending the
sanctity of the word. Gur mgon being the same divinity as
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Mahakala was pecessarily also the god of justice, who governs
the oath and watches over the fulfilment of vows and promises.
The oath and the invocation of the divinity which guarantees
faith constituting the essential part of many Bon-po rites,
whence perhaps some of these genii entered into Lamaism,
even if under a changed name. In Buddhism the promise be-
comes the supreme vow, that means-the vow of pursuing sup-
reme enlightenment; if a person does not fulfil this vow, then
he will again be pulled into the realm of Samsara (nivartate); he
will again fall a victim to the forces of life and hence of death,
and he will be devoured by the dark world of instincts that pull
us away from redeeming light. In the figure of the lamaistic
Gur mgon a glimpse of the primitive religion has remained,
but with a different content; it becomes the symbol of a nobler
and deeper conception of life, so deep that the people did not
always understand its symbolic meaning and again gave rise to
turbid primitive intuition.

Because of this process of continuous assimilation the cycle
grew ever larger, as we can see in the numerous figures adorn-
ing the walls of this chapel all around and representing the an-
xious cortege passing before the god they are afraid of (fig.34).
The cycle being scarcely known as yet and the sources being
difficult of access, and moreover as we find yet other represen-
tations of it in temples we have to speak about, it could be use-
ful to present its scheme according to the sources quoted
above.

The central divinity then is Gur mgon, or better Dpal rdo-rje
Nag-po gur-gyi-mgon-po/Sri VajraKila Panjara-natha, black,
with two arms: in his right hand he holds the sword and in his
left a cranial-pan filled with blood, held at breast level; between
his two hands he holds the miraculous gandi. As a major part
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of the terrific divinities does, he bears a crown of five skulls, a
necklace with fifty heads still dripping blood, and at his
ceinture a quiver made of tigerskin, and he is standing on the
corpse of a dwarf. He has three eyes. Next to him, in the sense
of the cardinal points, on the walls of the chapel five symbols
have been reproduced in a schematic way, that is to his right
100,000 birds moving their wings all around, behind him
100,000 jackals with wide open hungry muzzles, in front
100,000 black men heaving sighs towards heaven, above him
100,000 garuda that fly around. Then to his left comes Ekajata
(1), of turquoise colour, with a single face, two arms; in her
hands, at breast-level, she bears a vase of turquoise filled with
nectar. He turquoise hair is dressed in the form of a plait
falling down at the left; she has a terrifying aspect and sits in
vajraparyanka. During the meditation process one imagines the
manifestation, within the belly of this goddess, of the syllable
trag out of which is squirting out an ocean of blood; in the
middle of this ocean appears the syllable bhyoh from which
derives Dpal-ldan lha-mo hdod-khams-kyi-dban-phyug-ma/Ka-
madhatv-i§vari SriDevi, riding an ass, turquoise, with one face
and four hands holding, in the right a sword and cranial-pan,
in the left a lance and trident; on her neck is fluttering a piece
of black stuff. The upper part of her body is covered by
elephant-skin, the lower part by ox-skin: she wears a girdle
made of snakes; she is breaking rigid human corpses. On her
right ear she wears a poison-snake and a golden bell, on the
left ear a lion and a bell of turquoise; from her body drips

(1) In confirmation of what I have said above, we should remind ourselves
that in some of her appearances Ekajata was considered to be a foreign
divinity: Nagarjuna should have found her worship in Tibet, and from there
he should have introduced her into India. Compare B. Bhattacharyya,
Sadhanamala, 11, introd., p.cxii.
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blood. She is surrounded by a halo of flames symbolizing the
fire of gnosis. From the two divinities arise two mystic syllables
which change themselves into Nag-po gnod-sbyin, and Nag-mo
gnod-sbyin. The first is black-coloured, has one face and two
arms; in his right hand he holds a golden sickle and on the
palm of his left hand open and held up he holds the disc of the
sun; his right stands out. Nag-mo gnod-sbyin is of black colour,
with one face and two arms; she has a golden sickle in the right
hand and on the palm of her left hand open and held up she
holds the disc of the moon; her left leg is stretched out.

From those two divinities (1), by means of the current trans-
formation of mystic syllables, arise three corpses which serve as
a vehicle for three different divinities:

a) Gsin-rje-ma-runs-pa Mon-bu pu-tra, black: in his right
hand he holds up and moves a dagger (san-lan), in his left he
holds a skull filled with the marrow and blood of those who
have violated their promises, and he lifts the skull to his
mouth; the left leg is stretched forth.

b) To his left side Bdud-ma-runs-pa Mon-bu bha-ta, black;
with his right hand he waves a stake for hanging the criminals
(dam-sin) in his left hand he holds and brings up to his mouth

(1) Lcam-dral; this word always means a couple of divinities, the one mas-
culine, the other feminine, deriving from one single origin and being
nevertheless capable of procreating — although having a relationship of
brother-and-sister — a new divine series by means of germinal mystic syllables.
To insist on this double character of these divinities (as well that of being
produced by one single divine emanation, as that of having the possibility of
producing nevertheless further creations) one calls these divinities lcam-dral;
whereas simple brotherhood is expressed by the term min-srin. Considering
only the creative character one uses the expression yab-yum.
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the heart of a man who violated a promise, a blood-dripping
heart with its veins still attached; the left leg stretched.

c) Mon-mo gser-gyi-spu-gri-ma, black, emanates flames out
of her mouth: with her right hand she waves a razor of gold,
with her left hand she holds and lifts to her mouth the entrails
of wicked people; the right leg is stretched forth.

These five divinities together form an organic group; they
are two parents, Nag-po gnod-byin and Nag-mo gnod-sbyin,
with their three children. They are adorned with the usual
macabre ornaments, one thinks the terrific divinities are
clothed with bones, entrails and human skin. From the mystic
syllables which are within the heart of the three Min-srin, who
are considered brother and sister because they derive from one
single couple, emanate powers that penetrate the whole uni-
verse and are capable of any kind of magic action. This is the
reason that they are said to be executors of the orders of
Rdo-rje-nag-po-chen-po/Vajra-Mahakala. Their suite is rep-
resented on the right by a hundred masculine ru-hdren (1), the
heroes who bear luggage (2); to the left by hundred ru-hdren
moriks and arhats who bear batons, and by a hundred Ban-dhe
of black colour who hold the phur-palkilaka; then there is a
suite of a hundred black women who lead towards the street in
front of them. These deities are surrounded by an infinite
number of their messengers (pho-fia) who have the aspect of
black birds, black dogs (3), black people, hyenas (icags-spyan)

(1) Literally ru-hdren means “the guides of the wings (of the armies)”, that is
the demons; but it could also be a corrupt text standing for Sanskrit Rudra.

(2) The text of the fifth Pan-chen has stag-chas brgyan, but the treatise of
Hjam-dpal-bde-legs-rgya-misho (see p.1214, n.1) has stag-chas thogs which is
clearer; the symbols of the other ru-hdren have also to be taken from this text,
which instead of Bhande has: snags nag phur-bu thogs-pa “black witches i.e.
who operate black magic” bearing the phur-bu: as for the women the treatise
of the fifth Pan-chen has mdun-gyi sul-byan hdren-pa, whereas the treatise of
Lha-btsun-pa says gsegs-pahi sul yan hdren.

(3) The dogs too, and especially the black ones, are symbols of terrifying or
chthonic divinities, compare Arbman, Rudra, p.255-395.
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and jackals (lce-spyan) who tear to pieces anybody who does not
fulfil the given promises (fig.35). On the contrary from the
Gandi emanate legions of terrific beings who protect all who
keep their promises. Some of them are holding weapons of dif-
ferent kinds, some are waving flags, some are blowing on
thigh-bones, some are flinging a lasso made of human entrails,
some are filling up human skin, and still others are yelling the
magic syllables ham, phat etc.: all of them are surrounded by a
halo of fire. They are also accompanied by the Sgo-skyon/
Dvar-apala who protect the doors, by the Phyogs-skyon/Dik-
pala who stay in the cemeteries, by the Zhin-skyon/Ksetrapala,
Mkhah-hgro/Daka, Sa-za/Pisaca, the eight groups of Lha/Deva
and Srin, the masculine and feminine Dregs and by many
other groups of terrific divinities.

Now that we have spoken about the meaning of the statues
and paintings one finds in this sanctuary, we should speak of
their artistic value, which is not negligible. The photographs
alas do not reproduce the delicacy of the colours, the harmony
of the blues, of the pale greens, or of the fading rosy red, this
summary gives only a poor idea of the phantastic cavalcade of
demons riding mounted on the strangest animals one is able to
imagine. Oggling skulls and skeletons interwoven in a kind of
lugubrious dance frame the spaces; corpses quartered and
teared up by beasts of prey are the macabre background for
these figures: in the foreground, under a fiery rain, which falls
down with ruddy flashes, the awful cavalcade passes by.

With great mastery and a certain freedom of composition the
artists have reproduced the dreary pageant, thus giving a de-
gree of anmimation to their work one usually does not see in
Tibetan art. But it is evident that they were following Central
Asian models of Chinese inspiration; even if we do not make
any allowance for some absolutely Chinese types, because they
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represent Chinese persons, as for instance the one we see on
plate 34, perhaps a reproduction of a Ha-$an, taken as a whole
the style of drawing and colouring is Chinese as one sees, for
instance, on plate 35 and especially in the figures of the horse
and the lion.

Of course, in this case too we encounter a case of provincial
art, which nevertheless indicates irrefutably that China is the
country of its origin.



CHAPTER VI

SALU, IWANG, SHONANG AND GNAS-RNIN

SALU

Following the road to Gyantse one encounters, a few kilomet-
ers from Samada, the village of Salu (Selu of the maps); a few
houses, in the neighbourhood of which arises the monastery of
Gyani, or according to the spelling of the Myan-chun:
Rgya-gnas.

Here still rules the Sa-skya-pa sect, but very little has re-
mained of the ancient works: nothing else but the wall of cir-
cumambulation, and within the atrium very beautiful capitals,
which have to be ascribed to the XVI century. The joists sup-
porting the roof on consoles jutting out in the shape of lions
with extended forepaws, as if they were ready to jump (fig.36);
the stylization indicates analogies with Chinese ornamental
lions rather than with the Indian. No less interesting are the
capitals, now fixed in the wall, sculptured with phantastic ani-
mals, griffins and dragéns, which are remote but fair descen-
dants of the style one is used to call “style with decoration by
animal figures”: as a matter of fact these motifs still persist
today in the gau and in the feminine ornaments of Tibetan
people and especially of the nomadic tribes (1) (figs. 37-38).

(1) See J.N. Roerich, The animal style among the nomad tribes of Northern Tibet,
Seminarium Kondakovianum, 1930.
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In the veranda one sees traces of mural paintings picturing
the five supreme Buddhas. But inside, the paintings are all
very recent and artistically as well as iconographically of little
value.

IWANG

§41. The chapel of Iwang embellished in the Indian manner. A lit-
tle after Salu, nearly half a kilometer to the left from the street,
on a stone-strewn plain, surrounded by barren heights, one
finds the small sanctuary of Iwang. Thus at least the spot is cal-
led on the map, and that is the way the name is pronounced by
the people of the country as well as by the caravaneers. How-
ever, as we may read in the Myan-chun, the ancient name of
the temple must have been G.ye-dmar.

Here we encounter one of the most important monuments of
the whole region, not only because of the works of art we will
describe now, but also because the tradition associates it§ name
with that of one of the most remarxable figures of late Buddh-
ism, one of the noblest apostles of this religion in the Land of
the Snows. I am speaking of Sakyasri, the author and trans-
lator generally known in Tibet as the Kha-che Pan-chen “the
Kashmiri Pandita”. Well, according to this legend the sanctuary
of G.ye-dmar was founded by Lha-rje Chos-byan, who has been
considered as being one of the former incarnations of Sakyasri;
this means that at least according to the tradition, the sanctuary
of Iwang had already been built when this master arrived in
Tibet in the XIII century (1), and therefore its founding dates
back to the beginning of that second penetration of Buddhism
in Tibet, that the historians call phy: dar.

Iwang is surrounded by a double red-painted wall: inside
rises the small temple, divided into three chapels (fig.39-40).

(1) According to the Tibetan tradition, he arrived in the year 1204.
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The central chapel is longer like the other two, stretched out at
its right and left like two parallel wings. Even the construction
as such is unusual and refers to a plan which does not have
anything in common with the plan of the Tibetan sanctuaries
we have studied before. By now the sanctuary belongs to the
Yellow Sect: rather by name than in fact, for it has no priests,
but a poor family of shepherds has been entrusted with it.

When 1 visited Iwang it was opened by an old woman in
dirty rag clothes, whose task it was to light the ritual lamp of
the temple which had already been despoiled of any possible
religious outfittings.

No sooner I entered into the central chapel that I felt myself
struck by the magnificence of the decoration and the majesty
of the statues: on the walls meditating Buddhas in mural paint-
ings with a very soft design and very vivid colours form the
background for big images of gilded stucco, which by the
splendour of all that gold and the wealth of the attire greatly
redeem the nudity of the chapel itself. The central statue rep-
resents a Buddha sitting down in the posture called padmasana,
having hi> hands in the attitude of the symbol of preaching
(dharmacakra). On the halo (rgyab-yol), set off in two parallel
rows of five, we see the ten Buddhas of the ten heavenly worlds

(hg.41).

To the right and to the left of this divinity are sitting en-
throned in a European way, six figures of Buddha, all of them
in the attitude of somebody explaining the Law (fig.42).

The central statue represents Mthon-ba-don-yod 1i.e.
Amoghadarsin, whereas the whole cycle as such represents the
group of the seven Buddhas (rabs-bdun), we have met already.
Against the lateral walls and on the walls next to the door there
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is a row of sixteen statues of Buddha upright, all of them in the
same attitude of hands (figs.43, 44) (1).

The mural paintings represent a well known series, that is to
say the cycle of the ltun-bdags, i.e. the Buddhas one invokes
during the litanies recited in the ceremony for the purification

of sin (fig.45).

They have been painted in vivid colours with a predomi-
nance of dark red: the figures are set up by means of flowers,
arabesques and styled animals which adorn the empty spaces
with unusual parsimony. But the design is poor: stale and ex-
pressionless the images have been multiplied in a monotonous
repetition of the same type. Their charm consists entirely of
the harmony of colours which give a marvellous background to
the ancient gold of the statues.

One single figure distinguishes itself from others by its
primitive simplicity and by a kind of modesty that lightens even
through the rigidity of the drawing: the figure of a Buddha
having the same attitude as the upright statue (fig.46).

One sees a touch of realism and of folksy naivity in the fi-
gures of the sponsors, probably the same who erected together
the chapel (figs. 46bis-47). Two persons, dressed in wealthy at-
tires, direct themselves to the central statue in an attitude of re-
verence and with their folded hands they offer a flower; at a
lower level is kneeling another figure dressed in a white coat
and wearing a tall hat on his head. Elsewhere one sees two
monks (fig.49), probably those who take part in the consecra-
tion of the temple; they stride along modestly and praying.
The costume of the first two sponsors is different from the
contemporaneous; it rather reminds of those reproduced in some

(1) Namely the cycle of the sixteen Bodhisattvas a syhthesis of the
Bskal-bzan/ Bhadrakalpa on which see p.235.



— 137 —

Central Asian paintings (1). Further the men are not wearing
pigtails, and the women do not have the complicated hair-dres-
ses which has presently become the fashion in Central Asia and
especially in Gtsan. There is also an inscription repeated twice,
above and at the foot: the one at the foot is more complete
than the first one. Indeed, it has not only preserved the name
of the sponsors, but also that of the painter, whose name was
Rgyal-mtshan-grags and who, as he himself declares, has
painted in the Indian way (rgya-gar-lugs) (2).

Thus the very painter confessed that the paintings were
realized according to the models of the Indian masters: but the
very fact that even this manner has been recorded specially
makes us suppose that other styles too have been studied and
imitated. And this hypothesis finds it full confirmation in the
next chapel. However. if there is no doubt that the paintings
reflect the influence of India, the statues on the contrary re-
flect with much precision the influence of Samada and they ap-
pear to be derived from a school which followed Chinese
rather than Indian traditions. The images are not so slender as
the ones realized according to the Indian model: the halo is no
longer round, but it ends on top like a leaf: the garment does
not adhere to the body, but it enlarges like a bell showing at
the front-side a much stressed game of folds. Here too, as in
Samada, we are anyhow obliged to think of an influénce of the
Chinese manner through its Central Asian descendants, an in-
fluence which replaced the Indian tradition or which more pre-
cisely existed together with the Indian tradition, superseding it
in some places.

(1) Remarkable is especially the coat of the person reproduced in fig.48: as
for the cuff of the collar and the cut compare Le Coq, Bilderatlas zur Kunst
und Kulturgeschichte Mittel-Asiens, p.39, fig.8.

(2) The only archaism in the inscription is that of the inverted gi-gu.



— 138 —

§42. The chapel embellished in the Khotanese manner. Because of
the god who is represented as the central figure, the chapel on
the right can be called the temple of Tshe-dpag-med/Amitayus.

All around the other statues are standing upright, clothed
with long cloaks, tiaras and jewels. On their feet they are wear-
ing long shoes: they are ten in all, two to the right and two to
the left of the central figure, and six others in groups of three
along the lateral walls (fig.50).

The dress and the lines of the face indicate a still more pro-
nounced style than that of the preceding chapel. It is right that
in this chapel too the statues refer in a way to a Central Asian
influence: but it is a kind of art which, according to new cus-
toms, changes even the details of more or less traditional
iconographic types. In this second chapel one should not speak
only of an influence of the Central Asian manner, but more
exactly of the complete translation of an entire iconographic
cycle into that specific style which inspires even the smallest of
details, from the tiara to the dresses, from the ornaments to the
shoes.

The paintings too reveal the same influence: the colours are
more delicate, the drawing rigid (fig.53). However, very few
times at least the artist — we do not know if the work has been
executed by one or by more of them — reaches a high degree of
expression, as for instance in fig.52, which is a highly delicate
vision of purity, serenity and modesty. The garment which
goes down to the ankles and hides the whole body leaves free
only the hands, which have palms painted red, as if they want
to direct immediately the eyes of the faithful towards the sym-
bol of the liberating law; the head delicately bends unto the
shoulder, as showing compassion for suffering’ men. The
Bodhisattva (fig.51) one seés to the left of the central Buddha
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has the lightness of the best Central Asian paintings, the imita-
tion of which is evident because of the hair-dressing as well as
becaus= of the pale and delicate tints. The results of our stylis-
tic examination are fully confirmed by the few remains of the
inscription one is still able to read and where it is said that
these paintings have been made according to the Li manner
(l-lugs), that 1s in the Khotanese manner.

In the chapel to the left one sees the representation of the as-
sault of the demons against the meditating Buddha (fig. 54):
her we find the same confused interweave of monstrous figures
and the same visions represented here, if not with the same
quality, then at least following the same schemes as in the
chapels of Samada. In a small bay the family of the sponsors
seems to be afraid (fig. 48) of seeing themselves in such a ter-
rifying company; they are standing there with folded hands,
and above them are hanging on a beam the stuffs and gar-
ments which record the gifts given by them to the monastery.

So it has become clear that the small temple of Iwang, al-
though being so desolate, is one of the most interesting monu-
ments one meets on the road to Gyantse: even if the style of
the paintings and statues should not have been sufficient for
that, the inscriptions prove that in two chapels, almost like in a
competition, at the same time have worked two squadrons of
artists, each of them continuing and transmitting from master
to pupil two different manners, with rules and techniques of
each of them: the Indian and the Central Asian manner. Tibe-
tan art not yet formed was balancing between these two inspi-
rations, but one could already anticipate the coming fusion of
these two currents out of which Tibetan art should rise very
soon with well-defined characteristics.

What I have said refers to painting: as for the statues, in the
first as well as the second chapel, the influence of the Chinese
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manner is evident; more in the second chapel one should not
speak of a simple influence but, if not of Central Asian artists
proper, at least of a squadron of artists who followed the Cent-
ral Asian artistic traditions scrupulously. Against the
background of paintings executed in the Khotanese manner
only statues of the same style could have been found suitable.

It is not easy to fix the period to which these works of art be-
long. In the Kumbum or in the great temple of Gyantse, that
perhaps contain the greatest pictorial monuments of the XV
century, one already sees the Tibetan style, and therefore the
chapels of Iwang bring us certainly back to a preceding period.
Of course that does not mean that their paintings and statues
have to be dated back to the time indicated by the tradition as
being the time of the founding of the monastery i.e. to the time
of Chos-byan. Very likely Iwang has been rebuilt or restored in
the time of the Sa-skya-pa, that means, not of the first of them,
for then one could not explain the big stylistic difference bet-
ween these works and those of the Kumbum, which we have
been able to date with certainty.

But the fact that the site is very ancient is also proved by
some graffiti one sees on the rocks next to the monastery: they
remind of those in Ladakh, although they do not present the
same variety cf types. Some of them reproduce the Bon-po
svastika 1.e. with the brackets to the left (fig. 55); others repre-
sent men mounted on an animal whom it is difficult to identify
with certainty: it could be a horse (fig.56) if its tail was not so
long. The rider holds a lance or a standard and has tufts on his
head; at other times, as in fig. 57 two men seem to fight back a
horned animal.

The importance of these graffiti consists of the fact that they
are unique finds on the Sikkim-Gyantse road; they must pro-
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bably be ascribed to those raids of Central Asian nomads of
whom the Tibetan chronicles have preserved many records.

These graffiti are in any case very different from the graffiti
one finds in Ladakh; the latter are not only older, but some of
them even contemporaneous of the Kushan king, but they
offer a big variety of types also. Here in Central Tibet, for in-
stance, one misses the ibex, which is the most frequent figure
on the rocks next to Khalatse and Dras, and the scenes of the
hunting of this animal as well.

SHONANG

The other monastery which in the local chronicles 1s re-
corded as being one of the most ancient monasteries of the reg-
ion, is that of Shonang (So-man). Here too the Yellow Sect
commands. The monastery is surrounded by the usual wall:
the temple, in the very sense of the word, has two floors. The
lower chapel does not contain anything interesting. It has been
restored and repainted. The upper floor on the contrary, al-
though it has been subject to many reworkings, is of a very im-
pressive grandeur. On the central wall are sitting seven
meditating Buddhas, who represent the cycle of the Rabs bdun
(fig. 58). Thus we find nothing new, neither from the iconog-
raphic nor from the artistic points of view: the stucco statues
are well polished upto the details, solemn and well refined, but
they lack expression. One could say the same of the mural
paintings, which reproduce on the left wall the supreme pentad
(rigs Ina). The central divinity is always, as expected, Vairocana
(in the attitude of explaining the law, white in colour and with
one face only, fig. 59). Well preserved is also the figure which
represents Ratnasambhava (fig. 60): besides each Buddha of
the pentad one has two figures of Bodhisattvas, standing upright;
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above, emerging from a sea of clouds, deity in the act of adora-
tion — a great festival of colours and lights, but the drawing is
very rigid: the face of the divinity is enlarged, the figure obeys
only iconometric canons.

To the left of the door three figures of Mgon-po/Natha: best
preserved is the one which is reproduced in fig. 61 and which
represents the most terrifying form of Vajrapani, known under
the name of Mgon-po phyag-drug/Sadbhuja Natha, together
with his Sakti (1).

In the lower part one sees the mystic procession of the minor
divinities, and above the masters of the esoteric schools, who
transmitted the corresponding initiations.

Nearly all the mural paintings of the right wall have disap-
peared: however, the good images of Tara have remained, that
is the White Tara and the Green Tara.

NENYING

§43. The foundation of the monastery of Gnas-riun. Nenying
(Gnas-riiin) is one of the most famous places of Central Tibet,-
and according to what the Myan-chun and the eulogy tell us,
also one of the most active and ancient centres of diffusion of
Buddhism in the whole province of Gtsan.

According to what one reads in the eulogy, the monastery
was built in a region, originally named Skyegs (2). According to
the local traditions collected in these sources, it was given by
king Mnah-bdag_Khri-Ral-pa-can as a fief to one one of his
chaplains, i.e. to Rgya Hjam-dpal-gsan-ba. The latter stayed at
Bsam-yas, but Mgos Khri-bzan-po (1), former minister of Khri-

(1) Grinwedel, Iconographie des Buddhismus, p. 161, fig. 135, and
Indo-Tibetica 1. 92

(2) Also in Buston, History of Buddhism, transl. By Obermiller p. 208,
Gnas-riin is called Skyegs-gnas-riin
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sron-lde-btsan, sent him to lower Gtsan to spread the Buddhist
doctrine. He should have accepted this mission, at least after
having obtained the permission of the king and after having
received from him as a fief some country-seats in Nan-stod.
The old Mgos being dead in the meanwhile, the eldest son
Mgos Khyun-rgod-rtsal should have yielded his rights on the
fief, corresponding to the lower Gtsan, to his younger brother
Rdo-rje-rtsal; having thus transferred himself to Skyegs with
Rgya Hjam-dpal-gsan-ba he had become the patron of that
master, on whose counsel he had built many temples and above
all the monastery proper (gnas-dgon) Gnas-rnin with its sur-
rounding wall, the habitations for the Lamas (gzim-khan) and
the temple, then the pilgrim’s house (dben-dgon) at a site that
must be near to Gnas-riin and that is called Lun-than-kun, and
last but not least the cells for the highest mystic realizations
(sgrub-khan) at another site called Skyid-sgo (kha, fol. 4a).

Founded by a priest of Bsam-yas, chaplain of the royal
house, Gnas-riiin has been for a long time one of the most im-
portant monasteries of the Riin-ma-pa school. Even in more
recent times, as the Dge-lugs-pa had already begun their religi-
ous and political ascension, the place remained one of the most
remarkable, where one continued studying the esoteric systems
according to the old system (nags-riiin). But its abbots, whose
short biographies have remained in the eulogy of the monas-
tery, had very large ideas pursuing their formation in the
school of the most famous masters of their time, so that, even
keeping the Riin-ma-pa tradition alive and the cult of Pad-
masambhava fervid, in Gnas-rinin has been prospering one of
the most flourishing schools of Lamaism, open to all currents.

(1) See above p. 53



— 144 —

Therefore it has rightly merited the name of Rdo-rje-gdan,
which means the Bodhgaya of Tibet (1), as if it were a new
Bodhgaya out of which the religion was propagated in the
whole of the Land of Snows.

Later the monastery came under Rdo-rje-phag-mo, the ab-
bess of Samding, incarnation of Vajravarahi (2) and hence defi-
nitely under the authority of the Yellow Sect. Today only the
surrounding wall has remained of this once so famous place
and that too is destroyed at many points or fallen into decay.
The temples have been rebuilt inside a few years ago, that
means after the Anglo-Tibetan war, during which the convent,
where the monks had entrenched themselves, has been nearly
entirely destroyed. On benches and improvized altars in the
main temple have been put together a lot of bronze images.
One notes that they belong to the best period of Tibetan art,
and that some of them are Nepalese.

In the private flat of the abbot (bla-bran) too, have remained
some magnificent fragments of a big halo of gilded bronze;
graceful floral motifs are interwoven in a series of delicate
curls. Slender images of Maitreya and Manjusri rise on
miraculously sprouting lotuses (figs. 62-63.).

We are evidently in the presence of a splendid fragment of
Indo-Napalese (3) art of the best period; one of those many
masterpieces which, as we read in the chronicles of Gnas-riin,

(1) Eulogy KHA p. 2, Nan-stod rgya-gar-gyi glin gnas-riin rdo-rje-gdan mtshuns
and the same also often in the Myan-chun. But the monastery of
Mag-dge-ldin on the Gyantse-Shigatse road was also generally known under
the name of Rdo-rje-gdan.

(2) The abbess had been visited by S. Ch. Das, Journey to Lhasa (Rockhill). p.
13 1ff.

(3) Compare for instance R.D. Banerji, Eastern Indian School of Mediaeval
Sculpture, pl. XCIVb.
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pious and generous abbots so many times wanted to be exe-
cuted by Nepalese hands in their monasteries (see for instance
Eulogy, p. 16b), or who possibly also arrived from India
through Nepal.

Not less remarkable is the symbolic lotus reproduced in the
figures 64-65; out of a sculptured basement with flower-motifs
rises a quadrangular shaft which gradually goes on enlarging,
and on the sides of which one sees small figures of stipas
within which sit the Buddhas of the supreme pentad, each of
them in its own particular attitude. Above we see the eight
leaves of the mystic lotus enlarging and spreading out them-
selves; on each leaf have been reproduced nearly always
coupled divinities (yab yum) who belong to the cycle of
Bde-mchog/Samvara.

The work has been executed with great precision and re-
minds of bronze lotuses discovered in Bengal and reproduced
by N.K. Bhattasali (1) and R.D. Banerji (2); probably our speci-
men too has been brought to Tibet by the first Buddhist mis-
sionaries.

The few objects that remain in the monastery of Gnas-riin
give us a pale idea of the treasures of art it must have posses-
sed once and they have been lost for ever.

(1) Iconography of Buddhist and Brahmanical images in Dacca Museum, plates
XV and XVI.
(1) R.D. Banerji, op.cit., pl. LXXII.



CHAPTER VII

GYANTSE AND ITS MAIN TEMPLE

§44. The three chapels on the first floor. Gyantse (Rgyal-rtse) is a
very ancient city, which has been recorded several times in the
few historical documents we have at our disposal today for this
region. As we have seen, it had been the fief of a family, which
received it from Bla-ma Sa-skya and maintained its lordship for
some generations, although perhaps with decreasing authority.
During the government of the most ancient princes of that
feudal dynasty the city seems to have known some prosperity,
later lost. It is in this period that its most famous monuments
have been erected which are its most superb ornaments till

today, I mean the great monastery and the Kumbum built
within its sacred precincts.

The temple rises to the north of the actual bazar, and it is
surrounded by walls mounting on the spur of the hill, tll it
Joins and mixes up with the later fortifications, constructed by
the Chinese (figs. 66-67). It consists of various buildings, mostly
restored in modern times after the English expedition, that
damaged them much. Three schools live here in common ac-
cord each 1n 1ts own monastery and under its own abbot; that
of Yellow, that of Nor, which is a sub-sect of the Sa-skya-pa,
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and also that of the Zha-lu-pa (1), that is to say the followers of
Bu-ston.

The first sect has greater number of followers and obey the
Khampo. He is a monk sent from Lhasa to guide the convent
and is the highest authority of the region.

The Sa-skya-pa and the Zha-lu-pa obey their own incarna-
tions (sprul-sku) who stay at Gyantse only for a few weeks, for
the rest of the time they move on to the many other monas-
teries depending on them. During my stay at Gyantse I had the
fortune of meeting both of them.

These monasteries of Gyantse are so to say an island known
by the name of Dpal-hkhor-chos-sde, or according to the oldest
references, Dpal-hkhor-bde-chen (2). Since ancient times they
are known as the most sacred place in Tibet, and every good
pilgrim is expected to visit them.

In the surrounding wall, a great door of majestic proportions
leads to a spacious courtyard. Along its walls are lined a series
of “prayer mills” which: the pilgrims turn with devotion. After
this the Buddhas invoked during the ceremony of confession
(fig. 68) are carved in bas-relief on large slabs of stone, set in a
line on the left side of the road. The work is coarse and done
in a hurry: a certain icanographic interest can be attached only
to the rough image of the Chos-rgyal who got the great temple
of Gyantse (fig. 69) constructed.

(1) They are so called from the name of the Zha-lu monastery, where the
great Tibetan doctor lived and wrote the major part of his monumental
work. See above page 71.

(2) Myan-chun 81.
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Among all the temples the one which really still maintains
many great objects of art is the central temple. It emerges with
its massive red walls in the middle of the courtyard, and is sur-
mounted by a tall gasjira made of gold, gleaming in the sun
under a turquoise sky. The walls, which tower towards the
upper portion, give to the temple the impression of great sol-
idity. On the facade the porch opens solemnly and leads to the
door with strong shutters. They seem to close implacably the
mysteries of the sanctum. The building strikes terror and in-
spires an anxious expectation of the secrets it encloses. On the
first floor there is the hall of congregation (hdus-khan) where
three minor chapels open, respectively on the back wall and on
the sides.

The congregation hall, where solemn ceremonies were celeb-
rated, is very large and can have several hundreds monks. The
darkness is hardly broken by the gleam of the immense statue
of the Buddha which stands in the entire niche of the central
cella, and on which is reflected the shimmering light of the
lamps burning on the altar. Evidently the vastness of the statue
is done at the expense of artistic value. It represents the Jo-bo
of Lhasa and as such wears the diadem on his head (1).

The statue is of the same measure, so says the tradition, as
the famous one at Mahabodhi, and for building it 1000 kkal (2)

(1) Not too bad a figure of the Jo-bo of Lhasa has been published by Walsh
in The image of Buddha in the Jo-bo-Khang Temple of Lhasa, in Journal of
the Royal Asiatic Society 1938 plate V1.

(2) A khal is about 11 kgs; each zho is equal to around 50 grams.
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of copper were used and 108 zho of gold. in order to give it
mystic life and to consecrate it, formulae (dharani) brought to
Tibet by Pandita Sariputra were deposited in its interior.

At its sides the images of Hjam-dbyans/Maiijughosa and
Spyan-ras-gzigs/Avalokite$vara are seen, and then those of two
Budhas, namely that of the past and of the future: Mar-me-
mdzad/Dipankara and Byams-pa/Maitreya; then on the walls to
the right and to the left is the cycle of the sixteen Bodhisattvas,
eight on each side. As the Myan-chun (p. 84) records, this cycle
of sixteen Bodhisattvas is inspired by a well-known liturgy of
the Manjusri-mala-tantra (1).

The first project of Hphags-pa-dpal-bzan-po was to build
only the central hall (2): but having found it inadequate, he
modified the original plan, added the cellas on the side wings
(glo-hbur) and then the upper floor with the verandah (hkhyams)
and the corridor for circumambulation (hdah-yab-kyi-hkhor-yug,
hkhor-lam). The temple progressively assumed the majestic as-
pect which we admire today.

The first chapel to the left is dedicated to the cycle of Vai-
rocana, and specifically to the mandala of the Vajradhatu, as it
is described in the first section of the Tattva-sangraha; it is
meant to eliminate the passions, namely the affective state,
most intense and violent, which drives away the way of salva-
tion; in doing so they have recourse to the same passions by
transforming them and turning them to moral purification.

(1) See M. Lalou, [Iconographie des étoffes peintes (pata) dans le Man-
Jjusri-mulakapa, pages 31-32. They are: Manjusri, Candraprabha, Sudhana,
Sarvanivaranaviskambhin, Gaganaganja, Ksitigarbha, Anagha, Sulocana,
Maitreya, Samantabhadra, Avalokitesvara, Vajrapani, Mahamau, Santamati.
Vairocanagarbha, Apavajaha.

2) Myaﬁ-chuh p. 83a.
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But this mandala, as we have seen, may be represented in three
different ways, according to the manner in which it can be un-
derstood, respectively by individuals able to understand the
truth explained only diffusely to them, or by those who can un-
derstand its meaning only if explained in an adequate form,
neither too large nor too concise, and finally by those who need
only a short and concise explanation.

The mandala represented on this wall addresses itself only to
the first category. In the centre is Vairocana, in his characteris-
tic attitude as principal divinity of the Vajradhatu-mandala:
namely, he has four faces and two hands in the mudra called
byan-chub-mchog/bodhyagri. He is surrounded by four other
Buddhas of the pentad, each of them accompanied by the
Bodhisattvas of his mystic family.

All the statues are of painted stucco, those representing the
supreme pentad of bigger size, and others of smaller size. They
jut out from the wall into trilobate arches (1) clearly of Indian
inspiration, these arches display themselves around the statues
of the five Buddhas in volutes and arabesques of austere
simplicity. The images have been refined with care and in them
there is still that serenity and that grace which the scruples of
the iconometric canons later made to disappear little by little.
We are evidently faced by works made during the highest
flourishing of Tibetan art, when the echo of the Indian tradi-
tion had not yet been extinguished. The inscription confirming
the tradition given by Myan-chun, clearly says that this chapel
was built at the time of the Chos-rgyal Hphags-pa-dpal-bzan-po
(figs. 70-72).

(1) They are called mchod-rten/stupa in Tibetan literature.
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The walls are covered with very small figures. They form a
delicate and polychrome curtain on which the images of the
Bskal-bzan/Bhadrakalpa are multiplied. They are not one
thousand, but they could be 996 figures, namely, 249 figures in
the aspect of white Rdo-rje-sems-dpah/Vajrasattva, 249 in that
of red Rdo-rje-rin-chen/Vajraratna, 249 in that of red
Rdo-rje-chos/Vajradharma, 249 in that of green
Rdo-rje-las/Vajrakarma (1). They are done with such accuracy
that they seem to be inspired by the miniatures of Indian and
Nepalese manuscripts (figs. 73, 74). The chapel had been con-
secrated by the sku-zhan of Zhalu, the chos-rje
Nam-mkhahi-mtshan-can: the name of the painter has been
preserved.

In the chapel there is a superb copy of the Prajiaparamita in
8000 verses, written in golden letters on folios varnished by in-
digo. The manuscript, which is carried in procession on solemn
occasions, is protected by two wooden covers (glegs-sin, phalaka),
on which in a maze of flowers and volutes are engraved the
figures of the sacred pentad accompanied by minor deities.

The right chapel (gtsan-khan) is dedicated to Byams-pa/Mait-
reya, who dominates it with his grand statue. This statue has
been added later and this is clear not only because of its less ar-
tistic value, but specially because of the testimony of the
Myan-chun (p. 86). In this very useful collection we read in fact
that the central deity of the chapel is Spyan-ras-gzigs
bcu-gcig-zhal/Avalokitesvara with eleven faces, and this is now
seen behind the image of Byams-pa/Maitreya. Regarding Av-
alokitesvara with eleven faces, many formulae of meditation
are known, and therefore also different iconographic represen-
tations. The statue of our chapel represents Avalokitesvara

(1) See Bu-ston, Bsad-rgyud rdo-'rje-rtse-mohi dkyil-hkhor-gyt bkod-pa, fol. 11a.
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according to a formula of meditation attributed to Nagarjuna.
According to this formula the god is represented with a
thousand arms, of which 42 are considered the principal ones
and are well visible and equipped with characteristic symbols.
In the paintings covering the walls are reproduced the series of
masters who were the interpreters and continuators of this
mystic school. On the right and the left of the central image
there is a row of lamas and doctors. They are beautiful statues
of stucco made with admirable accuracy and with a certain
realism which gives to each of them a peculiar physiognomy.
On the right there are Hjam-dbyans/Manjughosa, Padmasam-
bhava, Kamalasila, Atisa. On the left wall are three beautiful
statues, also in stucco, on which time has spread a superb
patina of a dark color and this underlines the finesse of the
work. Three persons are seated on seats of Chinese model, co-
vered with rich drapings adorned by drawings of flowers (figs.
75-76). They represent a kind rather rare in the temples,
namely the series of the three great kings of Tibet, great not
only by their political power, but also by the place they have in
the diffusion of Buddhism in Tibet; that is, in Tibetan mes-dpon
gsum “the three ancestors” Sron-btsan-sgam-po, Khri-sron-lde-
btsan, Mnah-bdag Ral-pa-can.

On the walls alternate frescoed figures of ‘Amitayus and Vaj-
rasattva (fig. 77, detail fig. 78).

On the left of the hall there is a little door which leads to the
Mgon-khan, the cella where the protecting deities are guarded
and propitiated. One can enter it through a corridor whose
walls have frescoes in very bad condition; they represent the
terrific deities who guard the door (sgo-skyon/dvarapala) and at
the same time are the procession following Gur-mgon, who is
as it has been said the protector of the Sa-skya-pa sect.
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Here again is a repetition of what has been noticed at
Samada: all these temples have been built during the
maximum flourishing of the Sa-skya-pa school and only later
have they been shifted to the Yellow Sect.

The divinites who follow one another in the corridor are :
to the right

Hdod-khams-lha-mo/Kamadhatvisvari (fig. 81)
to the left:

White Dkar-mo fi-zla/Sarya-candra Gauri (fig. 79)

Black Bdud-rgyal (fig. 82) and another divinity not deter-
minable (fig. 80, and also the actual custodians of the doors
(sgo-skyon/dvarapala), with faces of lion, tiger, bear, and leopard
(sen-gdon, Stag-gdon, Dom-gdon, Gzig-gdon).

The inner portion of the Mgon-khan leads to a world of
nightmares: from the darkness emerge, won with difficulty by
the shimmering light of the guide, the terrific figures of
Gur-mgon surrounded by his minor acolytes. All around, the
stuffed bodies of yaks, gazelles and goats are hung from the
roof and from the walls together with standards and flags,
dusty and blackened by the years, which swing like phantoms.
In this Mgon-khan one breathes that fearful atmosphere which
is peculiar to Lamaist art and which imprints its creation with
specific fascination.

On the walls, free from such fearful curtains, are images of
cemeteries, torn corpses eaten up by birds of prey and animals
of prey; in the mist of mounting flames sneering deities bran-
dish instruments of death. They are the five Mon-bu pu-tra
min-srin about whom we have already spoken.

§45. The chapel of Lam-bras. The upper floor (dbu-rtse) consists
of a vast courtyard which corresponds to the congregation hall
downstairs. All around there is a verandah (yab-rin) sustained
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by small wooden pillars in which the carpenter’s skill could not
hide the knottiness of the tree. On the walls of the hall is a long
panél of frescoes representing a hundred main moments in the
life of the Buddha, as they are narrated by the
Dpag-bsam-khri-§in/Avadana-kalpalata. These are new paint-
ings, but made with gracefulness, finesse of drawing and espe-
cially liveliness of colours.

On the back, the verandah is closed. A modern painter has
depicted a colorful paradise on it and a nice portrait of the last
Dalai Lama, although highly stylized.

To the left and to the right are two chapels, and on the back
the higher chapel—the actual dbu-rtse (sten gzal-yas-khan-chen-mo)
— to which one can go through two stairs, one to the right and
the other to the left.

The first chapel, that to the left, is called Lam-hbras
lha-khan. The name stands for the sect by which the shrine
has been built: lam-hbras is the title of the meditation manuals
of the Sa-skya-pa school. The name is due to the fact that they
explain the way leading to liberation and the fruit derived
from it. Lam-hbras corresponds to the lam-rim of the Yellow
School: it is the process of meditation and of purification
through which man transforms himself into the eternal over-
coming 'of the world of appearances. This attribution of the
chapel to the Sa-skya school is confirmed also by the stucco im-
ages running around the niches of the central wall. They rep-
resent the series of masters of the mystic revelation, received
and subsequently transmitted by the Sa-skya-pa. They are
Rdo-rje-hchan/Vajradhara in  the middle, Bdag-med-
ma/Nairatma to his right, Virapa to his left, and then the series
of Sa-skya-pa lamas (figs. 83, 84, 85).
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The centre of the chapel is occupied by a mandala of wood
and stucco of the cycle of Bde-mchog/Samvara (fig. 86) accord-
ing to the system of Liipa. This mandala of Bde-mchog/Samvara
not painted but plastically built with the little statues of the gods
each arranged in his own place are called blo-blans. You find
another in the little temple of Bde-mchog/Samvara at
Tsaparang that I have already described (1).

Ritualistics imposes that one should turn around the mandala
of Bde-mchog/Sarhvara not in the traditional way of pradaksina,
namely from left to right but in the inverse sense from right to
left; this way of turning around sacred things adopted by the
Bon-po, as is known, 1s a possible indication of the resemblance
between Bde-mchog/Samvara and Siva on one side, and of the
overlapping between Lamaism and the primitive cults of Tibet
(2). For the exigencies of this work, we will follow the normal
order in the description of this chapel. Besides tk.e stuccco.statues
about which I have already spoken, the frescoes are also of great
importance. Artistic importance, because iconographically the
cycle is well known; it represents the series of the 84 Siddhas or
perfect men, whose importance is due not only to having per-
fected the hathayoga techniques and to having insisted on the
necessity of the psychophysic culture for realizing liberation
quickly but also to having attempted a fusion between Buddhism
and Sivaism.

(1) Indo-Tibetica 111/2.616.

(2) In fact in the Dpal-mchog rigs bsdus-kyi dkyil-hkhor bkob-pa of Bu-ston (1.
fol.19a) in the description of the mandala of the Lha-ma-yin/Asura, it is said
that Bde-mchog/Sarhvara is Lord of Asuras (Lha-ma-yin-gyi dpah-bo Bde-mchog)
in the centre of this mandala is Visnu, in the east Bde- mchog/Samvara in the
South Thags- bzan ris/Vemaci trin, in the west Lag-bzan/Sabahu, in the north
Lha-ma-yin-gyi srin-mo. The ritual round to the left in Tibet is always con-
nected with non-Buddhistic cults, either Bon-po or Hindu.
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The cycle is very popular in the Bkah-brgyud-pa school,
perhaps less among the Sa-skya-pa and Dge-lugs-pa. But in our
case, of great interest is the extraordinary finesse of the figures
which move with agility on a background that in its stylization
is very well-adapted to this fantastic and magic world that it
wants to represent (figs. 87, 88, 89, 90, 91).

The Siddhas are either seated on tiger-skins, or they perform
mystic dances with their Saktis, while all around them flowers
and plants mount with strange twistings resembling apparitions
of dreams. The colours are vivid, and yet harmonised with
great mastery. Light clouds move in the sky. Each figure is ac-
companied by a short invocation in Sanskrit containing the
name of the Siddha represented; the orthographic inaccuracies
are not rare.

Here, as well as downstairs in chapels consecrated to Vai-
rocana, we begin to find epigraphic documents of great impor-
tance for the history of Tibetan painting. In fact, on a line that
runs under the frescoes are given not only the names of the
donors (sbyin-bdag) who had these paintings done at their own
expense, but also the names of painters themselves. The
donors who wanted these frescoes to be made were “the honor-
able Btsan Dpal-hbyor-rin-chen of Gnas-riiin, and the
Dbu-mdzad Dpal-mchog,” while the painter was the most hon-
orable (dpon-mo-che) Dpal-hbyor assisted by his disciples.

On the left wall are represented various episodes of the life
of a monk, according to Myan-chun of Sa-skya Pan-chen. Ac-
cording to the same source, confirmed by the inscriptions (fig.
94), this scene should represent the dispute that he had with
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the heretics, namely w:.1: the Hindu ascetics at Skyid-sron (1)
and their defeat (figs. 92, 93, 94, 95, 96).

On the opposite wall, instead, that is to the right, the life of
the Chos-rgyal is represented in paintings, namely of
Hphags-pa who went to China, got the investiture of Tibet
from the Mongol emperor and of his visions (figs. 97, 98, 99).

On the walls at the two sides of the door are various figures
of terrific deities, in their proper function of “guardians of the
door”. They are committed to sending afar from the sacred
precincts the baneful forces or influences. On the wall to the
fight of the door (that is called mar—khyu in technical terms) is
seen the Mgon-po/Natha of the Sa-skya-pa sect (fig.100) that is
to say Gur mgon. Around him there are scenes representing
cemeteries and processions of fearful deities dancing in the
midst of flames.

The cornice, painted with flowers and trees, delimiting the
mandala of Gur mgon (fig.101), reproduces ornamental motifs
taken from Chinese models. In it special emphasis is laid on the
five las-mkhan, namely the executors of the orders of the
Mgon-po, that is to say the Mon-bu pu-tra, about whom we
have already spoken.

Near Mgon-po/Natha, Rnam-t'hos-sras/Vaiéravana in his di-
vine palace. On the wall to the left of the door (yar-khyu):
Dpal-ldan Lha-mo/SriDevi surrounded by the four ru-hdren de-
scribed above (fig.102); black Bdud-rgyal with a rosary made of
human skulls; in the right she has the spear (mdun-rin), in the
left flutters a standard (ba-dan) (fig.103); Dkar-mo ni-zla rep-
resented according to her more common iconographic tyvpe

(1) This episode of his life is narrated also by Hjigs-med-nam-mkhah. See
Huth op. cit. p. 123ff. But he is not the onlyv one represented in these paint-
ings. On them are often reproduced the wonderful apparitions by which he
got the revelation of the mystic wisdom that he either transmitted to his disci-
ples or committed to his writings.
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(fig.104): one face and two arms, in the right she sustains
mount Meru with superimposed planes, and in the left she has
the four continents at the height of the heart. She wears a gar-
land of 999 suns and moons, on the head a sun and a moon
and a crown of skulls (1). The two divinities are always united:
they form a couple, lcam-dral, and are often indicated by a
single name dkar-bdud.

§46. The chapel of mandalas. The ccntral chapel, the actual dbu’
rtse (fig.105) is of very great dimensions. It represents, from
the religious point of view, the most secret and important part
of the temple. It is a kind of gallery of Mahayanic esoterism,
since on its walls are reproduced in great detail the mandalas
of the well-known tantric schools. In this temple were celeb-
rated the initiatic rituals and here was given baptism to the
neophytes during the tantric mysteries. Nowadays the chapel is
used as a hall for congregation. During my stay at Gyantse in
this temple there was a reunion of monks for reciting the
Bkah-hgyur, all together, to accomplish a request by the local
people who scared by the prolonged drought begged the rain
longed for from the magic power of the Divine Word. That the
temple has lost is primal character of a hall of initiations is
shown by the fact that its mandalas are mostly covered by big
and rough book-shelves on which are piled up books of various

(1) The description is taken from Dpal Sa-skya -pahi yab chos yan phur

thun-mon-gi bkah-srun DKAR BDUD lcam-dral- gyz sgrub-thabs rjes-gnan dan-bcas
in Rin-chen-gter-mdzod, vol.NI.
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kinds from the Bkah-hgyur to voluminous treatises on logic.
On top of it, along the central wall there are many statues a
few of certain antiquity and most of them of recent date. They
completely cover the paintings on the wall. Among the statues
only one merits to be recorded; it is a precious Buddha solemn
and serene (fig.106), behind whom had been put a bronze aura
originally belonging to another statue. Statue and aura do not
seem to be Tibetan, but are almost surely in the Nepalese manner.

It is therefore clear that the temple has been spoiled; this proba-
bly happened during the Anglo-Tibetan War of 1904.

The mandalas on the left side of the door and the first seen on
the left wall are with inscriptions. It is clear that they have been
made again in a period very near to us, on the pattern of those al-
ready existing, as it is said in the brief lines written under the paint-
ings. The first mandala of Dpal Rdo-rje-gzhon-nu/Vajrakumara in
his angry form (khro-bo), according to the mystic family of the Vajra,
is described by the Phur-pa rtsa-dum-kyi rgyud (1), that is the
Phur-pa according to the system of realization of the Sa-skya-pa
(fig.107).

Immediately under this is the mandala of the 29 gods of
Rdo-rje-him-mdzad/Vajra-humkara (fig.108), and then the
mandala of Rdo-rje-bdud-rtsi/Vajramrta (3) (fig.109).

Coming to the left wall there is the mandala of Black Yaman
(g¥ed nag) (fig.110) and of Red Yaman (gsed dmar) (fig.111); to the

(1) That is Rdo-rje-phur-pa rtsa-bahi-rgyud-kyi dum-bu, translated by Sa-skya
Pan-chen (Toh.439, not in the Narthang edition).

(2) Besides the mandala of Rdo-rje-him-mdzad/Vajrahaimkara recorded in the
above published schemes, compare Rdo-rje-ham-mdzad-ky: sgrub-thabs, Toh. 3289,
3359, 3634.

(3) Rdo-rye-bdud-rtsi-rgyud (Toh.435).
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side of the door on the right, a mandala is seen which according to
the inscription is not that of Rdo-rje-dbyins/Vajradhatu according to
the Samputatantra, as it is written in the guide to the temple but
that of Bde-mchog-rdo-rje-sems-dpah zhi dkar-po/White Santa Vaj-
rasattva Samvara (fig. 113).

Then there is a mandala of the Mkhah-hgro-ma/Dakinis, accord-
ing to the Rdo-rje-gdan-bzhi/Catuspitha (fig. 114) (1) and the
mandala of Him-mdzad/Hamkara (fig. 115) with eleven gods.

The other mandalas are, as I have said, mostly covered by shelves
and statues: and the visible ones too have the same difficulties of in-
terpretation as the other mandalas.

That it is very difficult to connect them to a specific text or to
that cycle of esoteric experiences of which they are the symbol. And
when there are no clarifying inscriptions the task is almost on the
lines of despair, because of the yet imperfect knowledge that we
have of the immense tantric literature in Tibet.

In our case, however, we have an exact and ordained description
of the paintings covering the walls of this temple, in the Myan-chun,
already quoted often. According to this text, the central mandala is
the mandala of the plenitude of the three mystic bodies, the physi-
cal, the verbal and the mental, symbolized by the
Dus-kyi-hkhor-lo/Kalacakra, as it is described in that tantra. At its
right the mandalas devolve in the following sequence.

1° Two great mandalas of Mi-bskyod-pa-rdo-rje/Aksobhyavajra,
described by Gsan-ba-hdus-pa/Guhyasamaja, according to the
system of Hphags-pa (namely Blo-gros-rgyal-mtshan-dpal-
bzan-po).

(i) Compare Bu-ston, complete works JA: Rdo-rje-gdan-bzhihi dkyil-hkhor rgyas-pahi
sgrub-thabs mi-brjed-par dran-byed.
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2° Mandala of Kdo-rje-hjigs-byed/Vajrabhairava according to the
family of the physical body: it includes seventeen divinities in all and
is painted according to the method of meditation described by the
lotsava of Skyo.

3° On the left wall-mandala of Hjam-pahi-rdo-rje/Manjuvajra
with 19 divinities, described by the Gsan-ba-hdus/Guhyasamaja and
belonging to the mystic family of Mi-bskyod-pa/Aksobhya, rep-
resented according to the system of meditation of
Ye-$es-zhabs/Jnnanapada (1).

4° Mandala of Rdo-rje-hjigs-byed/Vajrabhairava including ten
gods according to the system of meditation expounded by the lot-
sava of Rva (see Indo-Tibetica 111/2.81).

5° Mandala of GSin-rje-gsed dmar/Red Yamantaka, stll wvisible
and about which we have already spoken; it is reproduced accord-
ing to the system of Dpal-hdzin/Sridhara (Bstan-hgyur XLII1.103,
104, 106, 107 etc.). '

On the left side of the central mandala on the back wall:

1° Mandala of Heruka (figz 112) taken from
Vikhah-hgro-rgya-mtsho/Dakarnava (2): the god is represented with
17 faces and 76 arms and is surrounded by 104 deities forming his
train. Around the mandala is reproduced the cycle of bhadrakalpa
In two rows.

2° Mandala of Bde-mchog/Samvara according to the system of
meditation expounded by Liipa: it contains 62 divinities (3).

3° On the right wall, mandala of the five Mkhah-hgro-ma/
Dakini according to the system of meditation of the Sa-skya-pa: it

(1) Two small treatises on Gsan-hdus Hjam-rdo-rjelGuhyasamdja Manjuvajra
are found in the works of Bu-ston, vol. THA Gsan-hdus Hjum-rdor-gyi_.\'grub-thabs
hjam-dbyasns  yid-hphrog ~ and  Gsan-hdus Hjam-rdor  dkyil  cho-ga
Hjam-pahi-dbyans-kyi byin-rlabs-kyi rnam-hphrul.

(2) About the vernacular portions in this text see Dakarnava ed. N.N.
Chaudhuri, Calcutta Sanskrit Series no. X.

(3) See Indo-Tibetica 111/2.17ff.
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is taken from Mkhah-hgro-rdo-rje-gur (Toh. 419) and is
twofold because it symbolises the mystic families both in a com-
prehensive manner (bsdus) and divided (rkyan) (see Toh.1329
and 1321 = Bstan-hgur XXI11.36).

4° Mandala of Kye-rdo-rje/Hevajra which includes nine gods
and is represented according to the system of meditation ex-
pounded by Viripa, based on the second chapter of the
Rdo-rje-gur brtag-giiis.

5° Mandala of the fusion with all the Buddhas
(Sans-rgyas-thams-cad mfam-par-sbyor-bahi dkyil-hkhor) (1).

6° Mandala of Gdan-bzhi/Catuspitha described by the
Dpal-gdan-bzhi-rgyud (2) according to the system of medita-
tion expounded in the Sanskrit text of Bhavabhadra, and com-
mented upon by Grags-pa-rin-chen.

Then there are the mandalas enumerated by the Myan-chun
and today mostly invisible, which cover the central portion of
the walls. They are the principal mandalas around which, and
above and below which, are many minor mandalas as enumer-
ated later on by the same source. Above, always to the right of
the central mandala, and then, following the same direction till
reaching the left side of the door:

1° Mandala of Gsed dmar/Red Yamaintaka including five
central divinities, according to the system of meditation of Vir-
apa (3).

2° Mandala of Spyan-ras-gzigs/Avalokiesvara expounded in
the Guhyasamaja and having 19 divinities: according to the sys-
tem explained by Atisa in Byah-chub-bod.

(1) Toh. 1659, 1660, 1661, 1663, 1677 = Bstan-hgyur XXIV.11, 12,
XXV.1, 3, 17.

(2) Comment and liturgy of Toh. 366, 429-430 Sri-catuhpithakhyata-tan-
trardja.

(3) Toh. 2017, 2018 = Bstan-hgyur XLII1.97, 96.
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3° Mandala of the family of nine gods of the
Gsan-ba-hdus-pa/Guhyasamaja as given in the Kalacakra.

4° Mandala of 25 gods of the Phyag-rdor
hkhor-chen/Mahacakra Vajrapani (1).

5° Mandala of 25 gods included in the sextuple family of the
Gsan-hdus/Guhyasamaja.

6° Mandala of 43 divinities of the mandala of
Sgyu-hphrul/Mayajala according to the system of the three
mystic families of the Sgyu-hphrul-dra-ba given in the
Dus-kyi-hkhor-lo/Kalacakra.

7° Mandala of Bdud-rtsihi Heruka/Amrta-Heruka according
to the (Rdo-rje-) hphren-ba/Vajrali.
Below the great mandalas, always in the same direction :

8° Mandala of Rdo-rje-gtum-mo/Vajracandi with the five
garudas (2).

9° Mandala with 13 gods of Dgra nag/Black Yamantaka ac-
cording to the system of Ras-chun.

10° Mandala with nine gods of Sans-rgyas-thod-pa/Bud-
dhakapala according to the Rdo-rje-hphren/Vajravali (3).

11° Mandala with 25 gods of Phag-mo/Varahi according to
the Phag-mo-mnon-byan-chub/Abhisambodhi-Varahi (4).

12° Mandala with 13 gods of Bde-mchog sdom-hbyun/Sam
varodaya with three faces and six arms (5).

13° Mandala with 45 gods of Hjam-dpal-sgyu-hphrul-dra-ba/
Mayajala-Maiijusri given by the Dus-kyi-hkhor-lo/Kalacakra.

14° Mandala with 32 gods of the Gsan-hdus/Guhyasamaja ex-
pounded by the Dus-kyi-hkhor-lo/Kalacakra.

(1) In the works of Bu-ston, vol. THA: Phyag-rdor hkhor-chen-gyi bstod-pa
bstod-pas don-thams-cad hgrub-pa.

(2) See Indo-Tibetica 111/1.165.

(3) On Sans-rgyas-thod-pa/Buddhakapala see the Tantra Sans-rgyas-thod-pa
zhes-bya-bahi mal-hbyor-mahi rgyud-kyi-rgyal-po (Toh. 424).

(4) Toh. 377 Phag-mo mhon—par-byah—chub-pa.

(5) On which see Bu-ston, Bde-mchog sdom-hbyun-gi sgrub-thabs dios-grub
rin-po-chehi-gter, complete works, vol. JA.
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15° Mandala with 13 gods of the Gsan-hdus/Guhyasamaja ex-
pounded by the Dus-kyi-hkhor-lo/Kalacakra.

17° Mandala of Bdud-rtsihi-him-mdzad/Amrta-hamkara,
one of the three mandalas of Bdud-rtsihi given by the
Rdo-rje-hphren/Vajravali.

18° Mandala of Bde-mchog reg-tshig-rnams/Bhayanasana
Samvara.
To the left, above:

19° Mandala of Bde-mchog/Samvara according to Nag-po-
spyod-pa/Krsnacarya with 62 gods.

20° Mandala of Bde—mchog/Sarhvara according to Maitripa
with 33 gods.

21° Mandala of Kye-rdo-rje/Hevajra of the physical plane
(sku) with one head and two arms according to the Brtag-gnis,
namely the second chapter of the Samputatantra.

22° Mandala of Kye-rdo-rje/Hevajra of the verbal plane
(gsun) with three heads and six arms.

23° Mandala of Kye-rdo-rje/Hevajra according to the Sam-
putatantra with 17 gods.

24° The 9 gods of the mandala of Snin-po
Kye-rdo-rje/Citta-Hevajra with 8 faces and 16 arms.

25° Sans-rgyas-thod-pa/Buddhakapala with 25 gods from the
tantra of the same name (Toh.424).

26° Mandala of Kurukulla with 15 gods according to Rdo-
rje-hphreh-t;a/Vajrévali.

27° Mandala of Thugs-rje-chen-po padma-dra-ba/Padmajala
Mahakarunika according to Bu-ston (1).

28° Mandala with  five deities of Bde-mchog
Rdo-rje-mkhah-hgro-ma/Samvara Vajradakini according to
Dril-bu-pa/Ghantapada.

29° Mandala with 9 gods of Mahamaya according to the lot-
sava of Rnog.

(1) Thugs-rje-cen-po pad-ma-dra bahi sgrub-thabs thugs-rje hod-zer hbyun-ba,
complete works of Bu-ston, vol.JA.
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30° Mandala of Thugs-kvi-rdo-rje/Cittavajra with 4 faces and
8 arms,

31° Mandala with 15 goddesses of Bdag-med-ma/Nairduma
accordimg to the Briag-pa-gnis of the Samputatantra.

32° Muandala with 17 goddesses  of - Sgrol-ma bli-med/
Anuttara-'lara.

33° Mandala with 13 goddesses of Ye-ses-mkhah-hgro-ma/
Jnana-dakint according to the Samputa (third chaprer).

34°  Muandala  of  Sgrol-ma/Lard  according 1o the
Rdo-rje-hphren-ba/Vajravali.

35°ALandala of Ham-mdzad/Hamkara in his cleven ivate
forms according to the Rdo-rje-hphren-ba/Vagravali.

36° Mundala ot Rdo-rje-nag-po-chen-po/Vajra-Mahikala ex-
pounded by the Rdo-rje-gur (1).

Still above 1t on the tree surface. there are the images of mas-
ters and doctors through whom the tantric tradition was re-
vived and was operaung m the minds of disciples. Thas this
hall gives us not only the visible representation of the religious
experiences vivifying the community by which 1t was built, but
also sheds light on tantric culture as it spread in the monas-
tertes of central Tibet around the XV century. Texts of mvsu-
cism not common today and almost forgotten were so well
known at that tume that the artists could decorate the walls of
the temples with their figures even without giving their mean-
ing, even without a brief inscription. It is clear that they were
pamting for monks mostly well versed in the mysteries of tan-
tric mysticism, who could read this symbolic language through
which the mandala spoke to their spirit. The paintings of the
temple are alwavs n relaton to the culture of the milieu
among which they emerge. Today that the monks are no
longer so cultvated, these reproductions of mandalas have

(1) See above p. 124ft.
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become rare. They have given way to the wheel of life. The
symbols have become sii..pler and easier, accessible to a range
of mediocre religious culture. The very pantheon covering the
walls of the temples of recent constructions has become im-
poverished and is reduced to more popular and humane di-
vinities: Tara and Avalokite$vara.

Around this temple runs the skor-lam or corridor for ritual
circumambulation, frescoed with the figures of the Thousand
Buddhas of the Bhadrakalpa, accompanied by the respective
Bodhisattvas.

The chapel on the right has images of stucco of the sixteen
arhats almost natural and therefore it is called the chapel of
sixteen arhats (Gnas-brtan lha-khan).

Other statues are seen on the central wall, and they repre-
sent Hjam-dbyans smra-bahi-sen-ge/Vadisimha Manjusri with
his cycle; five divinities in all.

On the wall to the sides of the door good paintings of the
Rgyal-chen sde-bzhi/Caturmaharajika (figs.116, 117, 118) can
be seen, namely of the four supreme kings, guardians of the
cardinal points.

Although there are no inscriptions, it is clear that the pain-
ters of these frescoes have again strayed afar from the Indian
models, and that they have rather followed Central Asian inspi-
ration. The tonality of the colours too,'among which the pale
green and the faint red dominate, reminds of the manner of
Central Asia. There i1s no doubt that in this case too, we are
faced by paintings made according to the Khotanese system,
which for reasons I shall soon give, has continued through the
centuries to influence the iconography of the four celestial
guardians. '
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The two lateral chapels on the upper floor of the main tem-
ple of Gyantse have each an opening with a triple door: and
this is not a whim of the architect. In such constructions, where
everything is symbolic, no detail is left to the arbitrariness of
the artisans, but has a precise significance of its own: the doors-
are three, because they recall the three vimoksa-mukha: the
three parts that lead to salvation, namely the realisation of the
insubstantiality of things, the renunciation of various differen-
tiating concepts, and the extinguishing of every desire.



CHAPTER VII
KUMBUM (1)

847. General symbolism of the Kumbum. We have already said
above that the stipa is a mandala; and we also spoke though
briefly, of the meaning that the schools projecting the
construction have given to the edifice itself. Furthermore that
this Kumbum imagined as a mandala architectonically
constructed, is evidently shown by the very plan of the
monument, which is presented as a superposition of concentric
mandalas. The prescribed four doors in the four directions
open over four chapels of major proportions. These mandalas
have as their centre the axis of the temple (srog-§in). This axis is
the soul of the universe, invisible, but omnipresent, namely the
prime principle symbolized in the highest cella of the Kumbum
by Rdo-rje-hchan/Vajradhara (see fig. A on the opposite page).

The symbolism that the author of the eulogy gives to the
Kumbum is not his own creation. We have already seen in the
first volume of this series how every stapa is the architectonic
expression of the essential truths of Buddhism. This is why it

(1) Figures 119, 120.
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was imagined that progressive ascension to the successive
floors, in which the sku-hbum is divided, corresponded to a
profound purification. He who piously visited the chapels of
Kumbum would eliminate little by little the traces of his sins
and would almost transform himself into the spiritual planes
expressed in symbols in the stapa. It is of no import that this
change does not take place in reality: it is of no import that the

IMAGE OF
,* VAJRADHARA

....... I FLOOR
1 ---- 11 FLOOR
20
| - 1 FLOOR
DOME -.. -~
W 1o
IV FLOOR
CAMPANA
9 ¢

Fig. A.

people visiting the Kumbum even today with a sense of
profound reverence will not come out profoundly renewed.
The modest result of that devoted circumambulation of so
sacred a monument cannot overshadow the symbolic value of
the edifice and the mystic significance attributed to it and that
was at the basis of its very construction. The building is the
(ho.s‘-.\'ku/(lh(n‘ma-k(iya, the body of the law made visible: to go
through the chapels was almost an identification with the
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highest spiritual planes. That is why the progressive mounting
from f{loor to floor corresponds also to an ascension towards
truths ever more subtle and secret. Ascending one passes from
an order of tantric cycles to higher ones: one starts with the
Kriyatantras and reaches on the top of the building to the
Anuttaratantras. In this way one traverses through all the
mysticism and esoteric liturgy of Mahiyana in a short time.

The sacred buildings, as the  images, are constructed
according to fixed rules. There is a unity of measure which,
variously multiplied, determines the proportions of single
portions. In our case the tradition reported by the anonymous
author of the eulogy says that this unit of measure was the
cubit (khru) of the king and this exceeded the normal measure
by four fingers (sor-mo). Starting from the centre and
measuring 108 cubits for each side in all the directions,
theretore with a diameter of 216 cubits, thc base of the
building was measured and built. It is technically called the:
“lunar lotus” because the moon becomes the lotus of
Rdo-rje-hchan/Vajradhara, serene and beatific divinity. This
basis symbolises the fusion of two elements from which the
thought of illumination is derived, namely, the praxis (updya)
and the gnosis (prajia), or the two aspects of being, beatitude
and insubstantiality (mahdsukha and §unyata). It measures one
cubit in height and is surrounded by three steps (them-skas). On
the basement, on a stilobate (khri-hdegs), symbolizing the four
imperturbabilities of the Buddha (vaisaradya, mi-hjigs-pa), is the
throne proper, divided into five faces (gdon) for each side (1)

(1) All are not on the same line, but descending, which gives exactly 5 X 4
walls which constitute the facades of the twenty chapels.
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On them are represented the symbols of the five Buddhas of
the supreme pentad: the lion (Vairocana) (1) symbol of
imperturbability (%jigs-med); the elephant (Aksobhya) symbol of
che ten mystic forces (stobs bcu); the horse (Ratnasambhava)
symbol of thaumaturgic powers (rdzu-hphrul); the peacock
(Amitabha) symbol of the ten dominant capacities (dban bcu);
the eagle (mkhah-ldin) (Amoghasiddhi) symbol of the force of
non-attachment to anything (asamparigraha). This throne is
surmounted by the usual frame consisting of a double lesser
border (bad chun), an indented border (bad bar), a great border
and lastly in a frame jutting as a roof (bya-hdab).

The whole of Kumbum lies on that throne which elevates up
for about three meters on the surface of the basement: on the
south side there is a stair leading to the door opening on the
first floor. On every floor, as it has been seen, to each side
corresponds, in the centre, a great temple around which, on
the sides, are the minor chapels in respective juttings (glo-bur).
Thus without counting the two corridors between the dome
and the campana, we have a total of 73 chapels disposed
according to the following scheme:

I floor: 4 major temples, 16 minor chapels 20
II floor: there are no major temples, since they
correspond to the upper portion of those
below; 16 minor chapels 16
II1 floor: 4 major tempfes, 16 minor chapels 20
IV floor: 12 chapels 12
V dome (bum-pa): 4 major iemples 4
VI campana: image of Rdo-rje-hchan/Vajradhara 1
73

(1) On the “vehicles” of the five Buddhas see Indo-Tibetica 111/1.78. ,
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 Although the technical term regularly found in all the
inscriptions to designate such a monument is bkra-§is sgo-man
mchod-rten ‘“the lucky stipa of many doors”, the popular
tradition now knows it by the shorter name sku-hbum namely
“the stipa containing the 100.000 images”. This is a literal
translation, but in Tibetan hbum has the same value as the wan
in Chinese, it does mean an extraordinarily great number. 1
could not, as is natural, count all the images painted on the
walls; but it seems that the anonymous author of the
oft-quoted guide imposed upon himself the not light task of
counting them, because he gives at the end of each floor the
statistics of the frescoed figures. According to his calculations,
the images of the first four floors and of the dome would
aggregate to 27,529.

§48. The furst floor of the Kumbum. The first floor is
surrounded by an enclosure (lan-kan, lan-khan) on which there
were two doors, the one to the south for entrance, and the
other to the north for going out. But now the north door is
closed.

The first floor, symbolizing perhaps the four coefficients of
awareness (smrityupasthana), is eight cubits high and has a
circumference of 354 cubits. The first floor too, following the
design of the “throne” which determines the plan of the entire
building, is divided into five faces for each side, and these are,
as it has been said, two to the right and two to the left of the’
central one which is wider. Moreover, the central juts out with
respect to the others which progressively withdraw towards the
axis of the building. In this way the whole floor is divided in
twenty projections in which are temples in the centre and
minor chapels at their sides.
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The guide, in its description of the Kumbum, starts from the
first temple, that on the very axis of the door and therefore
looks toward the south. Then it goes on to describe the two
chapels in the east, namely to the right, and then the other two
in the west, namely to the left. Following the same rule, it goes
to the great temple in the west, and then to that in the north,
and at last to that in the south, noticing on the way minor
chapels which are on their right and left. I will follow the same
order, from left to right, as I have always done, but going
directly from chapel to chapel, which will be numbered by a
progressive number from the first to the twentieth, indicating
the major temples with a T.

I will not dilate on their description, provided that the
iconographic and artistic importance of the cycles represented
does not advise me to the contrary. The descriptions will be as
brief as specific and as diffuse as are the inscriptions.

Then, shall we start our tour of the chapels of the Kumbum.

L1T. The central image of painted stucco represents
Sakyamuni in the attitude of preaching the law. At his side one
finds Sariputra and Maudgalyayana, then the eight Buddhas of
Medicine (Sman-bla) (1). On the wall the frescoes have been
partly retouched or re-done. Originally they represented the
cycle of the Sman-bla/Bhaisajyaguru, that of the Prajhaparamita,
the sixteen Arhats: according to the calculations of the eulogy:
121 figures in all.

I.2. The chapel 1s dedicated to Hod-zer-can-ma/Marici,
whose statue with three faces and eight arms is on the eastern
wall. On the wall to the west is painted the same goddess in
vellow colour with eight arms and three faces; the central one is

(1) See Indo-Tibetica 111/1.168.



— 174 —

Kumbum 1.2

human and the other two on the sides are of a boar. From the
forelock emerges the figure of Rnam-par-snan-mdzad/Vairocana
and serpents are coming out of the hair bound by a garland of
flowers (fig.121).

The goddess is fairly well known in her various
representations described by the literature of Sadhanas, which
has been used by A. Getty and by Benoytosh ?ﬂattacharyya.
The latter is right, I believe, in clearly distinguishing this
goddess from Vajravarahi. |

Her character of luminous divinity is pointed out by her
connections with Rnam-par-snaﬁ-mdzad/Vairbcana, by her
chariot drawn by seven boars as seven are the horses of the Sun
(1) and especially by her name Marici namely “ray”.

There is no doubt that this is the original significance of the
goddess. There is also a trace of it in the Buddhist dharani
dedicated to her in various versions, where it is said of her:
“there 1s a divinity staying before the sun and she has attributes
of great divine power and sway; constantly she walks before
the sun. The sun does not see her, but she can see the sun” (2).
That Marici had a significance for the rays of the sun and
especially those preceeding sunrise, namely the light of Dawn,
is beyond doubt. But in the Buddhist tradition other
symbolisms superimpose this central nucleus. There is a detail
that we always find in her representation, and that may serve
to let us understand what was the new significance given by the

(1) About the pork sacrified to the Sun at Nagpur see W.Crooke, Religion
and Folklore of Northern India, p.33..

(2) Taisho 1254-1255, 1256, 1257, Toh. 564, 565, 566.
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Buddhist schools to the old divinity accepted in their olympus.
This detail is, to my opinion, the stapa: the stiapa is
represented in the middle of her ascetic lock and the figure of
the goddess has to be represented inside a stapa. Therefore
there is a constant relation between the stipa and Marici.

What is the relation between the stipa and the solar rays?
Evidently none, if they are actual solar rays, but very close if
Marici, rather than the solar rays, stands for the luminous
beams that the Buddhist legends relate to emante from the
stapas every time that a miraculous deed is about to be
accomplished. For the sake of brevity, I will recollect only one
among the well-known examples, namely the bursting forth of
the luminous rays from the stipa wherein Prabhuataratna,
accompanied by Sakyamuni, introduced himself at the moment
of his parinirvana, according to the description of the
Saddharma-pundarika (1): these innumerable rays fill the
universe and each of them projects infinite images of
Bodhisattvas. We have, therefore, a new example of that
deification of various moments of episodes of the life of the
Buddha or of the Buddhas, to which is mostly due the
continuous enrichment of the olympus of Mahayana.

Since Bu-ston completes the descriptions of Marici, already
known and contained in the Sadhanamala, we recapitulate the
iconographic schemes of this goddess according to the data
furnished by him in the table on pages 176-177.

(1) ed. Kern, chapter XX, page 387.



— 176 —

Kumbum 1.2
heads colour | number | their symbols
of arms right left
I° three: the | yellow | six arrow, vajra, bow, thread, asoka
(fig. 122) left one needle flower
Bu-ston, isof a
p. 14 boar.
11°Bu-ston, | id. id. id. id. id.
p. 15a.
e three: right| yellow | eight 1) Rdo-rje-gdens| 1) bow, Mthahh-yas/
Bu-ston, and left of and Rigs-ldan/ Ananta
p. 15b. a boar. Kulika
2) arrow and 2) Nor-rgyas-kyi-bu/
Padma Vasuki
3) Padma-chen/ | 3) Hjog-po/Taksaka,
Mahapadma asoka flower
needle and
thread
4) Dun-skyon/ 4) noose and
Sankhapala Karkota (1)
and hook

(1) Namely, the eight mahanagas: Kulika, Ananta, Padma, Vasuki, Mahipadma, Taksaka, Sankhapila, Karkota.
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id. and image
of Rnam-par-
snan-mdzad/
Vairocana and
serpent

Batakamasi

Parakramasi

Lha-mo
(Hod-zer-can/
Marici)
Lha-mo
Lha-mo

blue; 4 arms, hook,
needle, vajre, vajra
and thread

yellow; 4 faces

red; 4 faces
green; 4 faces

Kumbum 1.2
| vehicles symbols acolytes
boar mechod-rten/ Arkamasi of the colour of the all of
stapa in the bandhuka flower them have
middle of (Pentapetes the face
hair & asoka phoenicea); two of a
flowers on hands boar
the head
Markamasi yellow; needle with
thread and asoka
flower
Antardhana yellow; asoka flower
(Saraca indica)
Tejomasi red; arrow and bow
Udayamasi
Gulmamasi similar to the
preceding ones
Banamasi
Civaramasi
Mahacdivaramasi
Varahamukhi
Padakramasi
Varali asoka and rdo-rje/vajra
Parakramasi
Badali red; bow and arrow
Urmamasi '
Barali green; needle and thread
Patali red; needle and thread
Batali thread and asoka
Barali yellow; asoka and noose
Varihamukhi
Alo blue; hook
Talo yellow; noose
Kalo red; chain
id. id. only the first eleven goddesses




— 178 —

Kumbum 1.2

From this list of names it is clear that the acolytes of the
goddess are not reduced to oniy four as we read in Benoytosh
Bhattacharyya or in Getty (1). Besides Vartali, Vadali, Varali
and Varahamukhi the cycle of her followers comprises
twentyfour or eleven minor divinities.

It is not clear how this cycle has been formed: some of the
divinities are hypostases of various moments of the course of
the sun or of his virtues: Arkamasi, Markamasi (in the sense of
life, vital spirit) - Antardhana, Tejomasi — Udayamasi,
Padakramasi, perhaps for Padakramamasi the steps made by
the sun in his luminous way through the world (compare
Aditya-hrdaya-strotra  from the Bhavisyottara-purana in
Brhat-stotra-ratnakara, page 242: yojananam sahasre dve Sate dve
dve ca yojanelekena nimisardhena kramamana namo ’stute /).

It is difficult to explain these names: if the form °masi is a
correct one, one has to think that these deities were born, as
others, either from given moments of the liturgy as symbolized
by them, or from invocations in sacred hymns: tvam udayo ’si.
But in this case too it is not clear how a masculine form udayo ’s:
has then become udayam asi, lest the invocations were contained
in those dharanis where grammar was never respected. Other
divinities like Alo, Talo, Kalo, namely modifications of an
original word Alo (suggesting aloka light) similar to tara, tare,
tuttare and other similar formula, are born as hypostases of the
invocations in the dharani. The presence of Varahamukhi is
explained by iconographic resemblances, since Marici
sometimes has piggish aspects as Varahamukhi the face of a
boar.

(1)-Gods of Northern Buddhism, p.133.



— 179 —

Kumbum 1.4

There are also figures of masters who were initiated to the
mystic revelations of this goddess; and among them excels the
figure of the Sa-skya Pandita (fig.128) (1). From the scheme
reproduced it appears that the fig.121 corresponds to the third
type of the goddess according to Bu-ston: the figure 122
reproduces the first type. The figure 123 represents an angry
form of Hod-zer-can/Marici described by the Sadhanamala,
p-285, and the figures 124 and 125 represent other
manifestations of the same goddess according to Sadhanamala,
p-282. A portion of the cycle of acolytes according to the first
and third mandala of Bu-ston is represented in the figures 126,

127 and 128.
I.3. This chapel, as stated in the inscription running along

the wall, below the frescoes, 1s dedicated to
Hbyun-po-hdul-byed/Bhatadamara, a special manifestation of
Phyag-na-rdo-rje/Vajrapani.

The inscription, published in the appendix, has a rather
complete description of the paintings of this chapel. Therefore
I do not stop to describe it but refer the reader to the
appendix. I simply remind the reader that the cycles taken
specially from Kriyatantra have been described, although
summarily, by Bu-ston (2). In this case, however, it does not
seem that the painters have followed the iconographic
interpretation by Bu-ston but that they have followed another
source (see details in figs. 129-132 which represent prevalently
the following of Rnam-thos-sras/Vaisravana).

I.4. This chapel is dedicated to Rme-(or Sme-)brtsegs,
namely to Ucchusma about whom 1 already had occasion to
talk in a previous volume. The divinity is represented as a

(1) The Hgro-mgon hphags-pa blo-gros-rgyal-mtshan-dpal-bzan-po has
written an Hod-zer-can-mahi sgrub-thabs much followed in the Sa-skya school. It
is contained in the Sa-skya bkah-hbum, edition of Sde-dge, vol. BA.

(2) Vol. TSA, Skabs gsum-pa bya-rgyud-kyi dkyil-hkhor-gyi rnam-gzhag, folio 61.
Phyag-na-rdo-rje gar-mkhan, folio 42, Rdo-rje-sa-hog.
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statue of stucco at the end of the chapel, surrounded by his
acolytes: ~ Mkhah-hgro-ma  rme-brtsegs and  Khro-mo
rme-brtsegs. He is reproduced in the fresco immediately to the
left of the main door (fig.133), according to the same
iconographic schemes as followed at Tsaparang, namely three
heads and six hands (1). He is of green colour, according to the
system of mystic realization of the lama of Mdo and he is
surrounded by four forms of the same god, forms which
correspond to the mystic families deriving from him.

On the main wall, facing  the door, the central figure
represents Rdo-rje-rnam-par-hjoms-pa/Vajravidarana, a
secondary form of Phyag-na-rdo-rje/Vajrapani (2), reproduced

(1) See Indo-Tibetica 111/2.165. In the Sadhanamalda he is usually
represented with one head and two hands.

(2) Green-blue colour, one face and two hands; in the right
sna-tshogs-rdo-rje/visvavajra, in the left a bell leaning on the lap. In the
Bstan-hgyur there are many sadhanas of him but none is attributed to
Virapa. In his serene forms he is green blue; in the right hand
sna-tshogs-rdo-rje/visvavajra, the left a bell which leans on the lap. In other
manifestations, the right holds the sna-tshogs-rdo-rje/visvavajra and the left is
in the mudra of threatening at the height of the waist. According to
Bstan-hgyur LXVIIL.219 and 220 Vajraviairar)i-mar_)dala-vidhi and
Vajravidarani-nama-snana-vidhi-vreti, the four principal acolytes of
Rdo-rje-rnam-par-hjoms/Vajravidarana are:

colour right left
Rdo-rje-gtum-pa/Vajracanda  black vajra mudra of
threatening

Rdo-rje-phur-bu/Vajrakilaka  dark green  phur-bu
Rdo-rje-be-con/Vajradanda red club
Rdo-rje-tho-ba/Vajramudgara dark green  hammer

But in Bstan-hgyur LXVII1.225 (Vajravidarani-nama-sadhana) there are,
in part, the deities appearing in these paintings and with the four
above-mentioned they form four tetrads: Gzhan-gyis-mi-thub/Aparajita,
Gsin-rje-gsed/Yamantaka, Rta-mgrin/Hayagriva, Bdud-rtsihi-hkyi/Amrtakundalin
with the following symbols on the right: skull, club, lotus, vajra; Hdod-pahi-
rgyal-po/Kamaraja, Dbyug-snon-po/Niladanda, Mi-g.yo-ba/Acala, Stobs-chen/
Mahabala.



— 181 —
Kumbum 1.4

according to the meditation system attributed to Viripa, the
Indian siddha recognised and venerated as its master by the
Sa-skya-pa school.

The central figure, surrounded by a halo of flames, is
accompanied both on the right and on the left by the cycle of
the ten terrific divinities forming his followers, namely to his
right beginning from top: Rdo-rje-hiim-mdzad/Vajrahtimkara,
Hdod-pahi-rgyal-po/Kamaraja, Ses-rab-mthar-byed/Prajnantaka,
Gsin-rje-gsed/Yamantaka,... (figs. 134, 135, 137) and to his left,
from Padma-mthar-byed/Padmantaka, Dbyug-snon-can/
Niladanda,Hgegs-mthar-byed/Vighnantaka, Stobs-po-che/
Mahabala (fig. 136). On top, instead are reproduced images of
the masters initated into his mysteries: first of all Virapa
(Hbir-va-pa) and Sa-skya Pandita.

Hereafter small figures of female deities are seen and their
right hand is in the mudrd of threatening and they have a
flower in their raised left hand: these figures with the left leg
forward and slightly flected, represent the sixtyfour
messengers (pho-ia-mo) of Rnam-par-hjoms-pa/Vidarana (fig.
138).

On the left wall, namely that to the right of the door, there
are other terrific deities, multiplying their arms and their faces:
Gsin-rje-gsed/Yamantaka (fig. 139) and to the right on the side
of the door, among minor images, Bgegs-mthar-byed/Vighnantaka,
above whom can be seen LLha-mo hod-zer-can/Marici and Gdugs-
dkar-can/Sitatapatra (fig. 140). On the lower portion a beautiful
figure of Khams-gsum-dban-phyug/Trailokyesvara (fig. 141).

Along the walls, above the inscriptions, are painted the
goddesses who symbolize the mystic offerings to the divinities
(mchod-pahi-lha-mo); they are evoked during the tantric liturgy for

with the following symbols on the right: hook, club, sword, trident.
Rdo-rje-hum-mdzad/Vajrahumkara,  Sa-hog/Patala,  Gnod-mdzes/Yaksa,
Rdo-rje-che/Mahavajra with the rdo-rje/vajra in the right; the left, in the
mudra of threatening in all of them.
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bringing the offerings made by the initiate in spirit to those
planes, whose vision opens before the initiate during his
meditation. We have already met them at Tsaparang and
therefore I will not repeat their significance. There they were
naked, here they wear wide gowns on which the movement of
the dance plays with soft undulations and folds. Each of them
has the symbol of her mystic nature and they unroll themselves
in the lower bands of the temple as a graceful train eternizing
in the painting the devotion of the donor (figs. 142, 143 detail).

The artist painted the frescoes with such skill and with such
sapient harmony of colours that this is one of the most
interesting chapel in the whole of Kumbum.

According to the calculations of the eulogy the figures are
160 in all.

1.5. This chapel is dedicated to Gdugs-dkar-mo-can/Sitatapa-
tra a goddess represented in many more shapes than those
given in the Sadhanamala and described in the iconographic
treatises. In this little temple she is represented in her peculiar
aspect invoked for averting evil influences of the planets (gzah):
her statue, on the north wall, is surrounded by her four
acolytes, namely Gzhan-gyis-mi-thub-ma/Aparajita, white, Gtum-
mo-chen-mo/Mahacanda, yellow, Hbar-ba-chen-mo/Mahajvala,
red, and Stobs-chen-mo/Mahabala, green. All have the fist of
the left hand on the lap, the right hand has a vase at the height
of the waist.

On the wall at the left side of the door can be seen Gdugs-
dkar-can/Sitatapatra of white colour with three faces and six
hands (fig. 144) with her acolytes mentioned in the inscriptions.

In the centre of the eastern wall the main figure represents
another manifestation of Gdugs-dkar-can/Sitatapatra, white
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(fig. 145) with three faces and eight hands, surrounded by ter-
rific manifestations of Gzhan-gyis-mi-thub-ma/Aparajita (fig.
146) and by various phyag-rgya/mudras (figs. 147, 148, 149,
150 details). Except for the central divinity that has a thousand
arms in Bu-ston, the mandala would correspond with respect to
the acolytes to that described by Bu-ston on p.17ff. of his trea-
tise on the Kriyatantra. Besides the tour deities represented by
four statues of the acolytes in the centre of the wall, also figure:

colour right left
Hbar-bahi-hphen-ba vellow garland utpala
dgos-dkar-mo flower
Sgrol-ma khro-gner-can blue " "
Hbar-bahi rdo-rje-hphren gireen
Pad-mahi mnon-mtshan red
rdo-rje-mtshan
Mi-thub hphren-ba-can white vajra on the lap
Rdo-rje mkhah-rnam vellow stick, vajra "
-hjoms-pa
Zhi-bahi Tha-rnmas-kyi black Incensoir
mchod-ma
Grugs gzi-byjid-chen-mo green-black| * chainyvagral "
Hphags-ma sgrol-ma stobs red
-chen-mo
Rdo-rje lu-gu rgvud vellow vajra rosary
Rdo-rje-gzhon-nuhi rig- white b B
hdzin-ma
Lag-na-rdo-rje rig ser- green
phren \
Le-brgan rtsi-dan-rin-chen red visvavajra
-ma
Snman-mdzad rdo-rje gisug white b
-tor grags ‘
Rnam-par hgvin-(bsgyins-) green "
bahi-rdo-rje-ma
Gser-hod-lta-buhi-spvan- vellow " (1)
sha-ma

(1) This cvele is also reproduced in the following chapel, cf. fig.157.
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On the southern wall, in the centre, 1s seen a form of the
same goddess, white, with five faces and eight hands.

This special form of Gtsug-tor-gdugs-dkar-mo/Usnisa-
sitatapatra is the central deity of the fourth mandala dedicated
to Gtsug-tor according to the already mentioned treatise of
Bu-ston (p.18b) on the Kriyatantra. She has five faces and eight
hands, whose symbols in the right are: rdo-rje/vajra, sword,
pestle, disc; in the left: hook, hatchet, spear, noose (fig.151).
Her followers are:

Colour right left
Rnam-pa-bsgyins-rdo-rje-ma blue vajra lotus
Gser-hod-lta-buhi spyan- yellow disc eye on lotus
mnah-ma flower
Rdo-rje-hgros green sna-tshogs-  utpala flower
rdo-rje/
vi§vavajra
Dkar-mo/Gauri red lotus with . lotus held by
vajra the stem
Pad-mahi-spyan red discus lotus
Zla-hod/Candraprabha white  vajra lunar disc
Sans-rgyas-dpal red lotus + image of
vajra Snan-ba-
mthah-yas
De-bzhin-spyan/Tathagata- without iconographic indications
locana
Rdo-rje-ini-hod/Vajra-Sarya- without iconographic indications
prabha
Zla-hod rdo-rje-hdzin/ without iconographic indications

Vajradhara Candraprabha

The ten Phyogs-skyon/Dikpalas surround these deities
(details fig.152).
In the chapel 78 images are counted in all.

L6T. It is the temple on the western side known under the
name of Bde-ba-can/Sukhavafi, because it is dedicated to
Tshe-dpag-med/Amitayus whose great image in stucco dominates
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the centre of the chapel. He is surrounded by Spyan-ras-gzigs/
Avalokite§vara and Mthu-chen-po/Mahabala, and yet on the
right, Hjig-rten-dban-phyug/Loke$vara and Nam-mkhah-snin-po/
Akasagarbha.

On the walls are the images of the 35 Buddhas invoked dur-
ing the confession ceremonies, taken from Phun-po-gsum-mdo
(Toh.284) and then divided into many squares, the paradise of
Sukhavati full of Buddhas, Bodhisattvas, gods and praying per-
sonages.

The images emerge from a rich backgroud of vivid colours;
white clouds run with sinuous and slow movements over a gra-
cious lacing of flowers and trees (figs. 153-154).

It is a large composition, in which there is a reactionary air
against the iconographic schemes: the artist has given free vent
to his fantasy, by projecting on the paintings the vision of those
paradises where the Buddhist community imagined to have a
beatific peace not given to be lived as such by mortals on earth.

The figures of this temple are 268 according to the eulogy.

I.7. This chapel, dedicated to Ri-khrod-lo-ma-gyon-ma/
Parnasabari is not well preserved. Many frescoes are scarcely
visible. The statue represents the goddess, of yellow colour,
with three faces and six arms, accompanied by her two acolytes,
namely her two other particular manifestations, the one red
and the other black.

On the eastern wall, in the centre, Ri-khrod-lo-ma-gyon-ma/
Parnasabari is reproduced according to the method of medita-
tion of the Sa-skya-pa school (1), namely as a central figure of
the group of statues we have spoken of just now (fig.155). All
round, on the wall the images of the deities of her retinue

(1) It is the same as that described in the Sadhanamala p.306 no.148.
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are painted. To her left, beginning from the top
Phyir-bzlog-ma-chen-mo/Mahapratyangira, blue and with six
hands (first row from top, beginning from right), then
Khro-gner/Bhrkuti with one face and four hands, then
Gzhan-gyis-mi-thub-ma/Aparajita, yellow with one face and two
hands (fig.156).

In the lower row, always beginning from right,
Ri-khrod-lo-ma-gyon-ma/Parnasabari, red, with two arms,
Ral-gcig-ma/Ekajati, black, with twelve faces and twentyfour
hands, then another form of Ral-gcig-ma/Ekajati, balck, with
one head and four arms (fig.156, second row) and so on ac-
cording to the names given in the inscriptions.

To the left of the door-other feminine divinities of a peaceful
and serene form face this series of terrific deities. In the centre
the goddess almost the same as in fig.155, but yellow in colour
(fig.157) (1). In fig.158 are seen Rdo-rje-mkhah,
Rnam-hjoms-pa-mo/Vidarani, = Gtum-mo-chen-mo/Mahacandi,
Gzhan-gyis-mi-thub/Aparajita, Hphren-ba-can/Malati, Gzhan-
gyis-mi-thub-ma/Aparajita, namely a heaven similar to the one
we have already described in the preceding chapel.

According to the eulogy there are 55 figures in all.

I.8. This chapel is dedicated to Rta-mgrin/Hayagriva whose
statue, acompanied by the two traditional acolytes, is to be
found on the northern wall. The figure 159 reproduces the
frescoes covering a small wall jutting out in front of the door.
. Above there is the figure of Rta-mgrin-mchog-ye-ses-rdo-rje/
Hayagriv- -ottama-jnana-vajra and below there is a group of
three divinities, of whom the central one is Don- -yod-padma-
gtsug-tor/Amoghapadmosnisa, to the right, almost completely
effaced, is red Rta-mgrin/Hayagriva, and to the left
Phyag-na-rdo-rje/Vajrapani.

(1) See Sadhanamala p.308 no.149.
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The paintings to the left of the door are reproduced in
fig.160; above red Rta-mgrin/Hayagriva, Ral-gcig-ma/Ekajati
and then the four kings of the cardinal points (1).

The figures 161 and 162 represent two forms of red
Rta-mgrin/Hayagriva, one with eight, the other with six arms.
To the right of the first, on various planes, there are many im-
ages of particular emanations of Spyan-ras-gzigs/Avalokite$vara
and Rta-mgrin/Hayagriva taken from Sgyu-hphrul-dra-ba/
Mayajala (fig.163) (2).

Above the door the emphasis is on the mandala of
Phyag-na-rdo-rje/Vajrapani which is usually called the mandala
of nine divinities (figs.164-165).

There are 80 figures in all.

L1.9. This chapel is dedicated to Mi-g.yo-ba/Acala, whose
statue is on the eastern wall and accompanied by two acolytes,
iconographically very similar to the central divinity. On the
northern wall, i.e. on the left side of the door, in the middle is
a large image of Mi-g.yo-ba/Acala, blue, with one head and two
hands, in the centre of a mandala composed of seventeen divi-
nites (fig.166).

The deity is represented according to the iconographic indi-
cations given by Bu-ston in his treatise on the Kriyatantra
(fol.22b); he is black, has two arms, of them that on the right
has a sword and that on the left a noose in the shape of a ser-
pent. But the mandala described by Bu-ston seems much more
numerous, because it includes, besides the central divinity:

Brgya-byin/Indra and Rdo-rje-mi-g.yo-ba/Vajr-Acala, white,
with the serpent Nor-rgyas/Vasuki on the, left shoulder
(fig.167). ‘

Lha-chen/Mahadeva and ° Rin-chen-mi-g.yo-ba/Ratn-Acala,
green.

(1) About Rta-mgrin see the diligent work of Van Gulik already cited, to
which I refer for specific details.
(2) The references to the figures are to the inscriptions.
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Khyab-hjug/Visnu and Pad-ma-mi-g.yo-ba/Padm-Acala, red,
with the serpent Chu-lha/Varuna, Thag-bzan-ris/Vemacitrin,
and Las-kyi-mi-g.yo-ba/Karm-Acala, green, with the serpent
Rigs-ldan/Kulika, Tshans-pa/Brahma and Khams-gsum-rnam-
par-rgyal-ba/Trailokyavijaya with four hands (trident, rdo-rje/
vajra, serpent Mthah-yas-kyi-bu/Ananta, skull).

Gzhon-nu smin-drug/Sadanana Kumara and G$in-rje-gsed/
Yamantaka, green, with four hands (stick and hammer; serpent
Dgah-bo/Nanda and phur-bu/kilaka).

Dgah-byed and red Rta-mgrin/Hayagriva.

Kun-tu-rgyal-ba/Safijaya and Bdud-rtsihi-hkhyil-ba/Amrta-
kundalin, blue (club, intestines, mudra of menacing).

Bdug-spos-ma/Dhipa, Me-tog-ma/Puspa, Mar-me-ma/Dipa,
Dri-chab-ma/Gandha.

Stag-gdon-can/Vyaghravaktra, white, yellow, red, green.

It is clear from the above list that the principal nucleus of
this cycle has just sixteen divinities, spread around the god,
who is in the centre. The manifestations of Mi-g.yo-ba/Acala
multiply according to the various mystic families: the eight
feminine divinities belong to the external part of the mandala
and form the usual group of the Mchod-pahi-lha-mo/Pajadevis
and of the guardians of the four doors. Thus there is no doubt
that the mandala here represented is that described by Bu-ston
according to the system of the Kriyatantra

The centre of the main wall, that in the southern direction—
one has to remember that we have now passed on to the north-
ern side of the mchod-rten—is occupied by a large figure of
Mi-g.yo-ba/Acala, blue, with one face and four hands, inspired
by the liturgy contained in the Bkah-fian mi-g.yo-bahi brtul
phol-pa (1) (fig.168).

(1) Toh.496 Ary-acala-mahakrodharajasya sarva-tathagatasya balaparimita-vira-
vinaya-svakhyata-nama-kalpa. The iconography is in Bu-ston. See the following
note.
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Around him there rise flames symbolising the fire of gnosis
that destroys error, and then both to the right and to the left,
the images of gods forming the mandala are displayed (1) (figs.
169, 170, 171).

(1) This mandala is described by Bu-ston in Skabs giits-pa spyod-pahi-rgyud-kyi
dkyil-hkhor-gyi bkod-pa, p. 19ff. in the following way:

divinity colour| number| number symbols
of faces| of hands| right left
Sakya-mgon-po yellow 1 sama-
dhi-
mudra
Spyan-ras-gzigs/ white vajra on
Avalokite§vara lotus
Byams-pa/Maitreya yellow flower  vase
of naga-
kesara
Hjam-dpal/ red- sword  lotus
Maiijusri yellow
Kun-tu-bzan-po/ yellow cinta-
Samantabhadra mani gem
Phyag-na-rdo-rje/ green bell
Vajrapéani
Mi-g.yo-ba/Acala black 4 vajra, sword
lasso
Gnas-dban-phyug red red mudra
lotus of thr-
eatening
Yum-chen-mo/ yellow vajra book of
Prajnaparamita gnosis
on lotus
Yul-las-rnam-par- with the hands
-rgyal-ba in the mudra of
explaining
the law
Pad-mahi-yan-lag book on a tower
a lotus

To the cycle of acolytes also belong the ten listeners/Sravakas,
Phyag-na-rdo-rje, iconographically similar to the central deity,
Dpun-bzan/Subahu, Gtsug-hchan etc., the sixteen Bodhisattvas,
Gos-dkar-mo/Pindaravasini, Mamaki etc., Rma-bya-chen-mo/
Mahamayiiri, etc.
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To the left, on top: Sakya-mgon-po surrounded by many
bodhisattvas: in fig. 169 are seen, just under Sakya-mgon-po
and Gyul-las-rnam-par-rgyal, of whom only the throne is visi-
ble, the following bodhisattvas easily identifiable because every
figure has its inscription: Phyag-na-rdo-rje/Vajrapani,
Kun-tu-bzan-po/Samantabhadra, Blo-gros-mi-zad-pa/Aksaya-
mati, Hjam-dpal/Manjuséri, Sahi-siin-po/Ksitigarbha, Byams-
pa/Maitreya.

The figures 170 and 171, beginning from the top and from
left to right, reproduce other divinities of the same cycle,
namely: Hphags-pa gnas-kyi-dban-phyug, Khro-giier-can/
Bhrkuti and Rma-bya-chen-mo/Mahamayiri, Yum-chen-mo/
Prajiaparamita, Mamaki, Spyan-ras-gzigs/Avalokitesvara, Rdo-
rje-lcags-sgrog-ma/Vajrasrnkhala, Lha-mo Gdug-pa-mo/Chattra,
Padma-yan-lag, Nam-mkhahi-spyan-ma, Ri-khrod-lo-ma-can-
ma/Parnasabari.

The figure 167 reproduces the central image to the west of
the door and represents Mi-g.yo-ba/Acala, white, in his usual
iconographic form: a detail is reproduced in figure 172 which
represents Dpal-chen-mo/Mahasri.

I.10. The chdpel is dedicated to Gzah-yum-chen-mo/Gra-
hamatrka, the great mother of the planets, called also Rig-pa-
chen-mo/Mahavidya; her statue is on the eastern wall and is
surrounded by that of her two acolytes, namely Hjam-dbyans/
Marnjughosa and Spyan-ras-gzigs/Avalokitesvara.

The mandala reproduced on the main wall, namely that to
the south, is described by Bu-ston in his treatise on the Kriya-
tantra (fol.23b). The central divinity Gzah-yum/Grahama-
trka differs only in that in the second hand on the right she has
the flower instead of the rdo-rje/vajra in the iconographic
scheme of Bu-ston (fig.173). The other divinities follow each
other in the following order in this mandala which can be cal-
led, by its composition, an astrolo'gic mandala:
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Colour Vehicle Symbols

right  left
Ni-ma/Aditya sun as a youth red seven in the act of
of 16 years horses adoration

(visible to the
right of fig.173)

Zla-ba/Soma youth of 16 years white  swan lotus flower
Mig-dmar/ youth of 22 years red goat knife  human
Mangala head
Lhag-pa/ man of 34 years green lotus arrow  bough

Budha
Phur-bu/ man of 36 years yellow elephant rosary vase
Brhaspati
Pa-sans/Sukra man of 50 years white  lotus rosary  vase
Spen-pa/Sani man of 50 years black  serpent  rosary stick
Sgra/Rahu lower portion dark sun
of body red
serpentine
Mjug-rin/Ketu . grey ona serpen-  sword
rock tine noose

In the four doors of the mandala: Thub-pa/Muni, Phyag-na-
rdo-rje/Vajrapani, Hjig-rten-dban-phyug/Loke$vara Hjam-
dbyans/Maiijughosa and the four Rgyal-chen/Caturmaharajika
etc.

Some of these divinities are visible on figures 174 and 175.

Around the large image of Gzhan-gyis-mi-thub-ma/Aparajita
(fig.178), represented according to the traditional iconogfaphic
schemes (wrathful aspect, black colour, two hands, in the right
the vajra and the left in the act of threatening), is the mandala
of seventeen divinities, turning to the right and to the left, de-
dicated to that goddess. Even this mandala is described by
Bu-ston (fol.77b) in the work on the Kriyatantra already
quoted; except for the central divinity the iconography corres-
ponds. |
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right left
Gtum-chen-mo/ white wheel threatening
Machacandi mudra
Hbar-ba-chen-mo/Mahajvala yellow gem
Dkar-chen hbar-hphren-ma red lotus "
Hphags-pa Sgrol-ma/ green sna-tshogs-rdo- "
Arya-Tara rje/vi§vavajra "
Rgyal-bahi-rdo-rje-ma blue stick
Padma-mnon-mtshan-ma yellow hook, vajra "
Gzhan-gyis-mi-thub-ma/ red rosary "
Aparajita
Rdo-rje-mchu-chen-ma green sword "
Zhi-bahi-lha-mo white vase of perfume ”
Zha-ba-ma yellow rosary ”
Dkar-chen hbar-hphren red lamp "
Hphags Sgrol-ma/ green conch ”
Arya-Tara
Rdo-rje-lu-gu-rgyud blue book, vajra "
Rdo-rje-gzhon-nu-ma/ yellow noose "
Vajrakumari
Lag-na-rdo-rje-rigs-ma/ red hook "
Vajrapani-vidya
Rin-chen-ma/Ratna red and bell "
green

These divinities are reproduced on figures 176, 177, 1/9.

And this chapel does not miss even the usual praying god-
desses, in the border on the lower part. An example from them
is reproduced in figure 180.

On the wall to the left of the door there is a different iconog-
raphic type of the same goddess, to whom the chapel is dedi-
cated (fig.181).

There are 60 images in all.

L11T. This temple on the northern side of the Kumbum is
dedicated to Mar-me-mdzad/Dipankara from whom it takes its
name.

The large image dominates with his serene smile the crowd
‘of the surrounding acolytes. It has on its two sides Maitreya to
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the right and Manjusri to the left, and then Kun-tu-bzan-po/
Samantabhadra and Sgrib-pa-thams-cad-rnam-par-sel-ba/Sarva-
nivarana-viskambhin.

On the wall long processions of Bodhisattvas pass and group-
ing around them are crowds of adoring deities. The cycles of
the Bodhisattvas taken from the Rnam-par-snan-mdzad mnon-
byan/Abhisambodhi-Vairocana (12 bodhisattvas) and from the
Hjam-dpal-rtsa-rgyud/Marnjusri-mula-tantra (16 bodhisattvas)
alternate with paradise scenes (paradise of Hphags-pa Hjam-
dpal/Arya-Manjuséri), and with pictorial evocations of the
preaching of the law. This one, taken out from the bonds of
time and eternally renewed, seems to attract the devoted
crowds of donors, monks and lay people bringing offerings
and donations with devotion (fig. 182). Gods and blessed ones
come down from heaven to listen to the redemptive word,
chanting their lauds (figs.183,184). In these big paintings the
painter, of whom we do not have the name, because in this
chapel I did not find any inscription, has expressed the eternity
of the revelation in a visible way. It transcends time and space,
and men and gods partake of it in a present which never van-
ishes.

The author of the eulogy has accurately counted the figures
even this time and he assures us that they are 214.

I.12.  This chapel is now called the chapel of Sgrol
dkar/White  Tara: but instead it is dedicated to
Nor-rgyun-ma/Vasudhara.

The statue of the goddess is on the western wall, among her
four acolytes, and theyv are iconographically identical with the
main divinity (1). On the wall follow the representations figur-
ing different tantric cycles connected with this goddess or

(1) SriVasundhara, Vasuéri, Sri*’asumukhi. Vasumaltisri; see Sadhanamali
»A21 no. 213,
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the like; the mandala of Nor-rgyun-ma/Vasudhara, having
nineteen gods and taken from the Kriyasamuccaya, and the
mandala of the same comprising nine gods taken from the
Sgrub-thabs-rgya-mtsho.

To the left of the door is the cycle ot Gnod-sbyin/Yaksa
made up of eight divinities. In fig.185, below the figures of
Gnod-sbyin-chen-po/Mahayaksa and Gnod-sbyin/Yaksa of
which the lower porticn is hardly visible, are reproduced:
Ki-li-ma-li-chen-po, Ki-li-ma-li, Gan-ba-bzan-po-chen-po and
Gan-ba-bzan-po/Parnabhadra (1). Below them is the figure of
black T'shogs-bdag-po/Ganapati.

On the eastern wall is visible the mandala of Nor-rgyun-ma/
Vasudhara, according to the Sgrub-thabs-rgya-mtsho composed
of nine gods in all. To her right are seen Rab-tu-bzan-mo, Rab-
tu-dgah-ma, Spos-ma; to her left Gdugs-can-ma, Hphags-ma,
Chu-sel-ma (fig.186).

The mandala taken from the Kriyasamuccaya is represented
on the long wall, to the south, with the traditional figure of
Nor-rgyun-ma/Vasudhara (fig.187) in the centre with six arms
(2). The side to the left is hardly visible; on the right side, be-
side the deities of the cycle is seen the group of Tshogs-bdag/
Ganapati according to the meditation system belonging to the
Sa-skya-pa school, and partially reproduced in fig.188: Tshogs-
bdag-dmar-chen/Maharakta-Ganapati,  Tshog-bdag-ser-po/Pita
Ganapati with his acolytes, Tshogs-bdag chags-pa/Raga-Ganapati.
To the right of the door there are four different types of Jam-
bhala each corresponding to a mystic family named after him, on
whose protection is put a special group of magic actions.

There are 124 images in all.

I.13. This chapel is called today the chapel of
Mgon-po/Natha, but Mgon-po/Natha is a generic name which

(1) See Bstan-hgyur LXXI1.314.p.283h.
(1) Sce B. Bhattacharyya, Buddhist lconography, p.118.



— 195 —
Kumbum I1.14

is given to all the Yi-dam or tutelary deities of sects and temples.
In our case the divinity to whom the chapel is consecrated is Ben
stag-zhon/Vyaghravahana Danda-Nitha namely to Mgon-po Ben
about whom we have already spoken; this god, embracing his
sakti Dpal-ldan Lha-mo/Sridevi, is represented as a statue of
stucco.

The paintings have deteriorated greatly and are little visible:
the inscriptions are also almost erased. But from the Dkar-chag
we know that in the frescoes two particular forms were rep-
resented: Mgon-po/Natha in his esoteric form (nan) and in his
secret form (gsan-ba), accompanied by divinities of affiliated cy-
cles, the three Gsod-byed mon-pa, Las-byed mon-pa, the three
Legs-ldan and so on.

There are 22 figures in all.

I.14. This chapél is named after Stobs-po-che/Mahabala
whose statue is visible on the southern wall, between that of his
two principal acolytes.

Imediately to the left of the door, in the centre, is the figure
of Stobs-po-che/Mahabala derived from the formula of medita-
tion (fig.189) of the Sgrub-thabs-rgya-mtsho. The image, re-
producing faithfully the iconographic type described by the
Sadhanamala, is surrounded by the acolytes of the god, i.e. to
the .right, from Dbyug-snon-can/Niladanda, Rdo-rje-be-con/
Vajradanda, Stobs-po-che/Mahabala and to the left from
Bdud-rtsihi-thab-sbyor/Amrtakundalin, Mamaki, Rta-mgrin/
Haya-griva, Gtsug-tor-hbar-ba/Usnisajvala.

On the western wall the central di'v‘inity is Hjig-rten-gsum-
las-rnam-par-rgyal-ba/Trailokyavijaya (fig.190) with four heads
and eight arms (2), accompanied by a multiform procession of
acolytes. Those to his right are mostly in bad condition; never-
theless Gnod-mdzad/Yaksa, Rdo-rje-lcags-kyu/Vajrankusa and
Sgrol-ma/Tara can be seen.

(1) Page 507 no.258.
(2) Formula of meditation in Sadhanamala p.511 no.262.
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The figures to his right, on the other hand, are better pre-
served. They can be seen in figs.191, 192, where beginning
from top, to the left, we find in the first row: Rdo-rje-me-dan-
fii-ma-hbar-ltar/Vajranalarkajvala, =~ Khro-bo-rgyal-po-sdig-pa,
Rta-mgrin/Hayagriva, Khams-gsum-rnam-par-rgyal-ba/Trailo-
kyavijaya, in the second row: Rdo-rje-ki-la-ki-la/Vajra-kilakila,
Mi-g.yo-ba/Acala, Rdo-rje-him-mdzad/Vajrahumkara, Dbyug-
pa-snon-po/Niladanda, in the third row: Khro-bo-gzigs-ma,
Géin-rje-géed/Yamantaka, Gur-mgon/Danda-Natha, Lha-mo/
Devi. On the northern wall is Stobs-po-che/Mahabala, black
(fig.193).

Below, the usual procession of the Mchod-pahi-lha-mo/Puja-
devis and the symbols of the seven royal treasures.

There are 74 images in all.

I.15. The deity to whom the chapel is consecreted is Rgyal-
mtshan-rtse-mo/Dhvajagrakeyura, whose statue is on the south-
ern wall. She is accompanied by two acolytes, that in this case
are a he-messenger and a she-messenger (pho-fia and pho-fia-mo).

To the left of the door, the central image represents Lha-mo
Ral-gcig-ma/Ekajati (fig.194) (1) with four hands, and she is
surrounded to the right by Rdo-rje-dban-phyug-ma/Vajresvari,
Rdo-rje-khyab-hjug-ma/Vajra-Vaisnavi, Rdo-rje-gzhon-nu-ma/
Vajrakaumari, and to the left by Rdo-rje-chu-dban-ma, Rdo-
rje-dnos-grub-hbyun-ma, Rdo-rje-mtshan-mo, Nam-mkhah-
dban-phyug-ma, Rdo-rje-ser-mo, Rdo-rje-gdon-dkar-mo, Rdo-
rje-bzhad-ma/Vajra-hasya, Rdo-rje-gyen-du-lta-bahi-gdon.

The central divinity of the western wall is Lha-mo/Dev1 with
eight hands, i.e. Ekajata (fig.195) (2) and Red Tsa-rtsi-ka/Car-
cika, with six hands (fig.196) surrounded to the left by Rdo-
rje-gnod-byed-mo,  Sno-bsans-chen-mo, Rdo-rje-ma-chen-mo,
Rdo-rje-drag-mo/Vajraraudri and to the right by other deities
of terrific aspect reproduced in fig.197, namely: Khro-bo-rdo-
rje-gtsug-tor/Krodha-vajrosnisa,  Khro-bo-rta-mgrin/Krodha-
hayagriva, Hgegs-mthar-byed/Vighnantaka, = Rdo-rje-rmons-

(1) See Sadhanamala p. 261 no.124.
(2) Compare Sidhanamala p.266 no.127, though all the symbols do not
correspond.
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byed-ma/Vajra-mohini, Rdo-rje-gsod-byed ma, Rdo-rje-khrag-
hthun-ma, Rdo-rje-zhi-ba-mo, Rdo-rje-gtum-mo/Vajracandi,
Rdo-rje-rlun, Hdzin-chen-ma, Rdo-rje ..., Rdo-rje-ro-lans-ma/
Vajra-vetali, Rdo-rje-snan-byed-ma, Rdo-rje-tshol-byed-ma,
Rdo-rje-rans-byed-ma.

On the wall to the north is painted the central divinity Rgyal-
mtshan-rtse-mohi-dpun-rgyan/Dhvajagra-keyara (fig.198) (1).
The figures 199 and 200 (Hog-dpag-ma and Rdo-rje-tshug-par-
dkah) show details.

According to the usual source, the figures should be 102 in
all

I.16T. This temple, which for richness and delicacy of
paintings is perhaps equal or even better than the others, takes
its name from Byams-pa/Maitreya to whom it is dedicated. The
statue of the god, covered with parameénts, solemnly dominates
the background of the western wall. It is surrounded by two
smaller statues both representing Tshe-dpag-med/Amitayus,
and by the figures of two Bodhisattvas, namely Sa-siin-po/
Ksitigarbha to the right and Phyag-na-rdo-rje/Vajrapani to the
left.

On the walls the mandalas are replaced by long rows of per-
sons mounted on vast backgrounds covered from above by
clouds, while trees mark them with their strange and twisted
forms. Here and there we see as yet, it is true, groups of gods
overshadowing with their majestic figures the crowd lining
around them with recollection and devotion, but also these
gods have lost their hieratic frigidity. The rigid iconographic
schematism is made gentle by a living breath which renders
these figures more human, less abstract, more directly partaking
of human travails, with a conscious smile of their mercy. Thus

(1) The image corresponds to the iconographic description contained In
the Sadhanamala p.403 no.203.
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the Vaisravana cycle, closely follows Chinese models.

Fig. 206 shows one of the Rta-bdag/Asvapati, the horsemen
belonging to the retinue of the god. We have already hinted at
them. From the horse to the costume, the Chinese influence is
so clear that there is even no need to point it out.

The chapel should have had 65 images in all.

I.18. This is not a chapel proper, but the entrance to the
stairs leading to the second floor of the Kumbum. Therefore it
is called: “the entrance temple conducive to the city of great
liberation”. Here are collected divinities invoked to ward off
evil influences, to protect sacred places, or to eliminate con-
trary forces, that is to say divinities pertaining to the class of
“protectors” (skyon, srun). In fact, besides the statues of the four
Rgyal-chen/Caturmaharajika, we see on the wall the images of
Rta-mgrin/Hayagriva, Dbyug-snon-po/Niladanda, Ben stag-
zhon, of the fifteen Phyogs-skyon/Dikpalas.

There are 26 figures in all.

I.19. This chapel is very damaged. The frescoes are mostly
erased and destroyed. It is called the chapel of Mgon-po/Natha
because the statue on the western wall represents that particu-
lar form of Mahakala called Gur mgon/Panjara-Natha about
whom we have already spoken. He is surrounded by two aco-
lytes, namely by Uma ekajata to the right, Hdod-khams-dban-
phyug-ma/Kamadhatvisvari to the left.

According to the author of the Dkar-chag, the paintings rep-
resent: Phyag-na-rdo-rje hbyun-po-hdul-byed/Bhiitadamara
Vajrapani, the cycle of Gnod-sbyin/Yaksa, Putra min-srin, Dur-
khrod/Smasana, comprising 50 figures in all.
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I.20. This little temple is dedicated to Rnam-par-rgyal-ma/
Vijaya after whom it is named. The statue of the goddess, hav-
ing three faces and eight hands, is" accompanied by two aco-
lytes, namely Spyan-ras-gzigs/Avalokitesvara, Phyag-na-rdo-rje/
Vajrapani and two devaputras. Unfortunately this chapel too is
not well preserved. The cycle represented on the main wall is
inspired by the Kriya-samuccaya and represents Rab-tu-zhi-bar-
byed-pahi lha-mo, Rnam-par-rgyal-ma/Vijaya, surrounded by
her numerous mandala (fig.207).

This chapel must have had 90 images.
On the first floor there should be 2423 figures.

§49. The second floor of the Kumbum. The second floor has only
sixteen chapels because the great temple in the centre of every
side is but the continuation or the dome of the temple below.
According to the symbolism translated in the architectonical
building of the monument, the second floor would signify the
four renunciations (prahana) to be realized in the progressive
ascension towards supreme perfection (1). Its proportions are
given by the author of the Dkar-chag, who affirms that the
height of the second floor is seven and a half cubits; and its
diameter is 293 cubits.

II.1.  This chapel takes its name after Tshe-dpag-med/Amit-
ayus, whose statue in the main wall is surrounded by four minor

(1) To avoid the birth of evil in us not yet born, to suppress ti,at already
born, to favour the birth of the good not yet born, to aid the development of
the good already born.
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the splendid Byams-pa/Maitreya (fig.201) seated on the throne
seems to look with sweet sympathy at suffering human misery
and in his figure is visibly expressed that feeling of tender com-
passion that Buddhism gives to this future redeemer of hu-
manity. Even when the iconographic rules are followed more
strictly than here, because certain manifestations of this god
show themselves in non-human forms, the artist has tried to re-
produce this character of essential charity belonging to Mait-
reya. And this is the image of the Sambhogakaya of Maitreya
seen in the figure 202; the multiplicity of the hands and of the
heads has not overshadowed the sweet tenderness of the god.

The scenes around represent the Tusita heaven, namely the
paradise of Maitreya, or-are variations over the past life of
Maitreya, before his ‘becoming a Bodhisattva and before his
formulating the vow of becoming the redeemer of the next era.
The sources are the Byams-pas zhus-pahi mdo (1). A splendid
scheme reproduced in fig.203 is inspired. by it, and Chinese in-
fluence on this i1s evident. Another source is the Sad-
dharma-pundarika and specially the first chapter where it is
narrated that the Buddha, being on the Grdhrakita, en-
lightened the triple world by the marvellous light emanating
from his body,hinting in this way to the fact that he was going
to preach a new chapter of the law and raising therefore the
curiosity of Maitreya.

The painter of this chapel is very skilled in composing the
scene, in distinguishing the human and divine planes, in dis-

(1) Toh. 95 and 96 Arnya-maitreya-pariprecha nama mahayana-satra.
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posing the various figures with graceful symmetry. He has,
moreover, surpassed his colleagues in knowing how to impart
to each figure a peculiar physiognomy and appropriate charac-
ter. As soon as he comes from the divine world to the earthly
he creates types of living humanity, often with a light sense of
caricature, as for example in figs.204 and 205. Evidently he
takes inspiration from current life and through the lines of the
faces wants to show the characters with a realism contrasting
with this very art, usually so abstract and hieratic. If then we
are going to see the way he follows, it seems evident that
Chinese painting has influenced him vastly, so vastly that some
of the scenes are drawn absolutely in Chinese style: as in the
fig.203. Here Indian tradition has disappeared and it i1s clear
that the painter was formed in a school which thought and
translated the motifs narrated by the sacred scriptures in the
Chinese way. Now the great and free compositions of the pien
sian take the place of the mandala. These compositions, formed
perhaps in Central Asia, were to become very popular and win
great success in China from the sixth century onwards. If the
iconographic interest of this temple is noteworthy because of
the groups of Byams-pa/Maitreya and his acolytes, of
Phyag-na-rdo-rje/Vajrapﬁr)i with his retinue, of Spyan-ras-gzigs
Gar-gyi-dban-phyug/Nartesvara Avalokitesvara and so on, on the
other hand it is certain that the artistic importance of the temple
is by and large superior to the iconographic.

The author of the dkar-chag in this case too has enumerated
the images with care, and he has counted 463 of them.

L17. This chapel is dedicated to Rnam-thos-sras Zhi-ba-
bde-byed. The frescoes have been very much damaged, but on
the whole they have to be included among the best in the Kum-
bum. The style, as generally happens for paintings reproducing
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the Vaisravana cycle, closely follows Chinese models.

Fig. 206 shows one of the Rta-bdag/Asvapati, the horsemen
belonging to the retinue of the god. We have already hinted at
them. From the horse to the costume, the Chinese influence is
so clear that there is even no need to point it out.

The chapel should have had 65 images in all.

I.18. This is not a chapel proper, but the entrance to the
stairs leading to the second floor of the Kumbum. Therefore it
is called: “the entrance temple conducive to the city of great
liberation”. Here are collected divinities invoked to ward off
evil influences, to protect sacred places, or to eliminate con-
trary forces, that is to say divinities pertaining to the class of
“protectors” (skyon, srun). In fact, besides the statues of the four
Rgyal-chen/Caturmaharijika, we see on the wall the images of
Rta-mgrin/Hayagriva, Dbyug-snon-po/Niladanda, Ben stag-
zhon, of the fifteen Phyogs-skyon/Dikpalas.

There are 26 figures in all.

I.19. This chapel is very damaged. The frescoes are mostly
erased and destroyed. It is called the chapel of Mgon-po/Natha
because the statue on the western wall represents that particu-
lar form of Mahakala called Gur mgon/Panjara-Natha about
whom we have already spoken. He is surrounded by two aco-
lytes, namely by Uma ekajata to the right, Hdod-khams-dban-
phyug-ma/Kamadhatvisvari to the left.

According to the author of the Dkar-chag, the paintings rep-
resent: Phyag-na-rdo-rje hbyun-po-hdul-byed/Bhitadamara
Vajrapani, the cycle of Gnod-sbyin/Yaksa, Putra min-srin, Dur-
khrod/Smasana, comprising 50 figures in all.
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I1.20.  This little temple is dedicated to Rnam-par-rgyal-ma/
Vijaya after whom it is named. The statue of the goddess, hav-
ing three faces and eight hands, is" accompanied by two aco-
lytes, namely Spyan-ras-gzigs/Avalokitesvara, Phyag-na-rdo-rje/
Vajrapani and two devaputras. Unfortunately this chapel too is
not well preserved. The cycle represented on the main wall is
inspired by the Kriya-samuccaya and represents Rab-tu-zhi-bar-
byed-pahi lha-mo, Rnam-par-rgyal-ma/Vijaya, surrounded by
her numerous mandala (fig.207).

This chapel must have had 90 images.
On the first floor there should be 2423 figures.

8§49. The second floor of the Kumbum. The second floor has only
sixteen chapels because the great temple in the centre of every
side is but the continuation or the dome of the temple below.
According to the symbolism translated in the architectonical
building of the monument, the second floor would signify the
four renunciations (prahana) to be realized in the progressive
ascension towards supreme perfection (1). Its proportions are
given by the author of the Dkar-chag, who affirms that the
height of the second floor is seven and a half cubits; and its
diameter is 293 cubits.

II.1.  This chapel takes its name after Tshe-dpag-med/Amit-
ayus, whose statue in the main wall is surrounded by four minor

~ (1) To avoid the birth of evil in us not yet born, to suppress ti.at already
born, to favour the birth of the good not yet born, to aid the development of
the good already born.
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statues representing the other four Buddhas of the supreme
Pentad.

On the two laterals walls, to the right and to the left of the
door, large figures of Tshe-dpag-med/Amitayus are rep-
resented. They represent his manifestations taken, as we read
in the inscriptions, from the Hchi-med-rna-sgra (1) that is, on the
western wall: Mi-g.yo-tshe-dpag-med/Acala Amitayus repro-
duced in fig.208; on the eastern wall: Kun-gzigs tshe-dpag-
med/Samantadarsi Amitayus; to the right of the door: Yon-tan
tshe-dpag-med/Guna-Amitayus, and to the left of the door:
Ye-ses tshe-dpag-med/Jiana-Amitayus surrounded by the
Mchod-pahi-lha-mo/Pijadevis. On a small wall to the left of the
statue, the cycle of Hoa-dpag-med/Amitabha. According to the
author of the dkar-chag, the images of this chapel would be
forty. The central statue, according to what we read in the in-
scription, is made according to the meditation rules of Jitari, a
Buddhist master of the tenth century (2).

II.2.  This chapel is now known as the chapel of Sgrol-ma/
Tara, but actually it is dedicated to a particular form of her cal-
led: Sen-lden-nags-kyi Sgrol-ma/Khadiravani Tara (3) whose
statue, surrounded by two acolytes, occupies the eastern wall.

The figure painted on the main wall to the north represents
Nan—soh-las-sbyoh-bahi Sgrol-ma/Durgottarini- Tara (4), sur-
rounded by two acolytes who are, to her right Hod-zer-can/
Marici and to her left Khro-gner-can/Bhrkuti (fig.209).

(1) See note to the inscription.

(2) See Bstan-hgyur LXVIIL.7, 8.

(3) See B. Bhattacharyya, Buddhist Iconography, p.106; Getty, op. cit., p.125
(4) Ibid. 137, Sadhanamala p.237.
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The goddess is surrounded by twentyone forms of Sgrol-
ma/Tara, pertaining to the cycle of Rnam-dag-gtsug-tor/Vim-
alosnisa. To the right one may see: Rab-tu-dpah-bahi Sgrol-
ma/Pravira-Tafa, Dge-bahi Sgrol-ma/Mangala-Tara, Gser-mdog-
can Sgrol-ma/Kanakavarna-Tara, Rnam-par-rgyal-bahi Sgrol-
ma/Vijaya Tara, Hum-sgra-sgrog Sgrol-ma/Hamsvara-nadini
Tara, Dban-mchog-ster-bahi Sgrol-ma/Varada-Tara, Rgod-pa-
hjoms-pahi Sgrol-ma/Vadi-pramardini Tara, Hgro-ba-hgugs-
pa Sgrol-ma, Mya-nan-sel-bahi Sgrol-ma/Soka-vinodana-Tiri,
Khro-gner-gyo-bahi Sgrol-ma/Bhrkuti Tara, Dge-las-zhi-bahi
Sgrol-ma/Santi-Tara, Chags-hjoms-pahi Sgrol-ma/Raga-
nisidana-Tara, Bde-ba-sgrub-pahi Sgrol-ma/Sukha-sidhana-
Tara, Rnam-par-rgyal-bahi Sgrol-ma/Vijaya-Tara, Bdug-snal-
bsreg-byed Sgrol-ma/Duhkhadahana-Tara, Dnos-grub-hbyun-
bahi Sgrol-ma/Siddhi-sambhava-Tara, Yons-su-rdzogs-byed
Sgrol-ma/Pariparana-Tara (1). Below: Mgon-po phyag-drug/
Sadbhuja Mahakala (fig.210).

On the western wall the central figure represents (fig.211)
Mchog-sbyin Sgrol-ma/Varada-Tara surrounded by four aco-
lytes.

On the right of the door, instead, is the image of Don-thams-
cad-grub-pahi Sgrol-ma/Sarvarthasadhani Tara, yellow in col-
our, with eight heads and sixteen hands (fig.212), surrounded
by her peculiar manifestations, protecting from the eight dan-
gers (2).

There are no more the eight forms of Tara who save the de-
votees from the eight terrifying things, from the vices, and
from the evil inclinations, causes of bad dharma and already
met with in the Tsaparang temples (3). In this mandala there
are actual dangers, deriving from external forces menacing the

(1) This list, although incomplete, of the twentyone Taras shows that the
cycle reproduced here differs partly from the more usual about which we
have already spoken while studying the temple ‘of Tsaparang, Indo-Ttbetica
111/2.158, which was based on the hymn of AtiSa. Add to the sources there
quoted, Jo-bo-rje-lugs-kyi sgrol-ma-ner-gcig-gi sgrub-thabs dnos-grub-par rmam-gris-
kyt ban-mdzod and Jo-bo-lugs-kyi sgrol-ma-ier-gcig-gi sgrub-thabs rjes-gnan dan-bcas
included in Sgrub-thabs kun-btus, vol.GA.

(2) Bstan-hgyur LXXI.202 Sarvartha-sadhany-arya-prasanna-tara. The
image reproduced here corresponds perfectly to Sadhanamaila p.241 no.114.

(3) See Indo-Tibetica 111/2.161.
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life of man. Only the following images remain: Me-hjigs-skyob
Sgrol-ma/Agni-bhaya-trana Tara, Mi-rgod-hjigs-skyob Sgrol-
ma/Cora-bhaya-trana Tira, Chu-hjigs-skyob Sgrol-ma/Jala-
bhaya-trana Tara, Sbrul-hjigs-skyob Sgrol-ma/Naga-bhaya-trana
Tara, Chom-rkum-hjigs-skyob Sgrol-ma/Cora-bhaya-trana Tara,
Sa-zahi-hjigs-skyob Sgrol-ma/Pi§aca-bhaya-trana Tara (1).

In this chapel evidently are not missing even Rnam-thos-sras/
VaiSravana, Mgon-po/Mahiakala with six hands (fig.210),
Hdzam-bha-la/Jambhala and the series of Lamas who were spe-
cially initiated 1in the rriysteries of Sgrol-ma/Tara. First of all
are Atisa and Ni-ma-sbas/Saryagupta.

The images of this chapel should be 54 in all.

IL.3. The chapel takes its name from Sen-ge-sgra/Simhanada,
whose statue is seen on the northern wall, along with those of
his acolytes Hjam-dbyans/Manjughosa and Phyag-na-rdo-rje/
Vajrapani:

(1) The Bstan-hgyur preserves an Astabhaya-trana-sadhana by Sarvajfiamitra
(LXXI.379). in which the mandala is made up of:

Tara protecting from the eight forms  of dangers:

" " " " danger of lions (head of a lion, mudra of
protection)

" " " " " elephants (elephant’s head, mudra of
threatening)

fire (seven faces, seven tongues, two

hands with lotus flowers)’

serpents (serpent’s head, mudra of

protection)

" " " " " thieves (on the right hand a sword,

on the left mudra of threatening)

chains (hook and noose)

waters (chain and mudri of

threatening)

b " " " " wild animals (mudra of gift and
mudra of protection)

A similar list, but not totally identical, of fearful things is in Bstan-hgyur
LXIX.93 Astabhaya-mocana-siddhi-gupta-samputa-nama, although there is
no mention of Tara but rather the “Defender of Faith” Phyag-na-rdo-rje/Vaj-
rapani is invoked. Because of the popular character of these litanies, it is
natural that they should have been very numerous and therefore apt to vary
according to places and times.
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On the wall to the left of the door, the central figure repre-
sents the image of Spyan-ras-gzigs/Avalokite§vara, with eleven
faces, according to the Pad-ma-dra-ba/Padmajala (fig.213), and
therefore also called Pad-dra bcu-gcig-zhal/Padmajala Ekada-
Samukha. He is surrounded to the right by: Yid-bzhin-nor-bu/
Cintamani, Mi-dban-phyug, Padma-hbyun-gnas, Rnam-par-
snan-mdzad/Vairocana, Mi-bskyod-pa/Aksobhya, Rdo-rje-dban-
phyug/Vajresvara, Rdo-rje-dbyins-dban-phyug-(ma)/Vajra-
dhatvisvari, Gsans-[hdzin-mo]; to the left Sakya-thub-pa/
Sakyamuni, Dam-tshig-dban-phyug/Samaye§vara, Sgrub-srun-
mo, Spyan-ma/Locana, Kluhi-rgyal-ba/Nagaraja and other divi-
nities whose names are not visible.

This mandala including many divinities is divided into sev-
eral lotuses or secondary mandalas oriented according to the
various cardinal points. It is described by Bu-ston in his treatise
on the Kriyatantra, although he does not give the iconographic
characteristics of the minor divinities (op. cit. p.25ff.). It is clear
that the mandala represented in this chapel is synthetic, that is
to say that it represents only the central divinity of the secon-
dary mandalas. The principal divinity, i.e. Spyan-ras-gzigs-dban-
phyug/Avalokitesvara, corresponds perfectly to the iconog-
raphic canons of Bu-ston, because it is permitted to represent
him with 1000, 108, 46, 22, 16, 12, 6, 4, or 2 arms indiffe-
rently. The artists painting in this chapel had chosen the form
with 12 arms. Near him are four feminine divinites: Gsan-hdzin-
mo, Hdzin-pa-mo, Snags:srin-mo, Srub-srun-ma.

The divinities surrounding him represent, therefore, the sec-
ondary mandala distributed around the main  one:
Rdo-rje-dban-phyug/Vajresvara, the central god of the eastern
partition (le-tshe) of the central mandala (surrounded by
Thogs-med-yid, Grub-dban-phyug, Rdo-rje-phyag-rgya-can,
Gter-sgrom-can). Rin-chen-dban-phyug/Ratnesvara of the
southern partition (surrounded by Grub-chen-dban-phyug/
Mahasiddhe§vara, Phag-zhal-can/Varahamukha, Grub-pahi-
rnal-hbyor-dban-phyug/Siddhayogesvara, Grub-pa-hdzin-dban-
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phyug). Padmahi-dban-phyug/Padmesvara of the western par-
tition (surrounded by Skyes-bu-sen-gehi-zhal (lotus, serpent
and diadem, Padmahi-phyag, Sbrul-nag-phyag, Htshe-phran-
rgya-hdzin). Dam-tshig-dban-phyug/Samayes$vara of the northern
partition (surrounded by Hkhor-lo-hchan, Stag-lpags-hchan,
Kun-sgrub-dban-phyug, Sgra-dun-hphel). Rnam-snan/Vairocana
is the central divinity of the mandala lying to the east of the one
already described. It too is subdivided in nine partitions. The
central divinities of the other four partitions according to the car-
dinal points are: Sen-ge-sgra-rgyal-po (six hands: trident, serpen-
tine noose, mudra of protection; lotus, sword, hook),
Yid-bzhin-nor-bu (six hands: wheel, vajra, lotus; gem, mudra of
protection, and mudra of gift), Padma-hbyun-gnas (four hands:
lotus and mudra of protection; hook and kaman-dalu), Mi-
bskyod-pa/Aksobhya (six hands: sword, lotus, arrows; mudra of
protection, vase, bow).

In the big mandala to the south the central divinity is Sakya-
thub-pa/Sakyamuni, surrounded in the four usual partitions by
Mi-bskyod-pa/Aksobhya, Rin-hbyun/Ratnasambhava, Hod-dpag-
med/Amitabha, Don-yod-grub/Amoghasiddhi. In the big
mandala to the west the central divinity is Rdo-rje-dbyins-kyi-
dban-phyug-ma/Vajradhatvi§vari, surrounded by the symbols of
the same gods as those of the preceding mandala, each in his par-
ticular partition. They in turn are surrounded by Spyan-ma/
Locana, Mamaki, Na-bzah-dkar-mo (-Gos-dkar-mo/Pandara-
vasini), Sgrol-ma/Tara, each surrounded by four bodhisattvas,
Rdo-rje-sems-dpah/Vajrasattva, Rdo-rje-rgyal-po/Vajraraja, etc.
as in the cycle of the Vajradhatu-mandala, but all with four
arms (in the first on the right their characteristic symbol and in
the other the mudra of protection; on the left lotus and ros-
ary).

To the right of the door is painted, according to the tradi-
tional schemes, the cycle of the Khro-bo: Khro-bo-Gzhan-mi-
thub/Krodh-Aparajita, Khro-bo-Rta-mgrin/Krodha-Hayagriva,
Hgegs-mthar-byed/Vighnantaka, Khro-bo-Gsin-rje-gsed/
Krodha-Yamantaka, Khro-bo-Rdo-rje-gtsug-gtor/Krodha-Vaj-
rosnisa, Khro-bo-Gnod-mdzad/Krodha-Yaksa.
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On the main wall, that on the east, the central figure repre-
sents Sakyamuni in the preaching attitude (fig.214) surrounded
by  Don-yod-zhags-pahi-siin-po/Amoghapasa-hrdaya  and
Phyag-na-rdo-rje/Vajrapani. On the small wall to the south
dominates the figure of Spyan-ras-gzigs-dban-phyug pad-ma-
gar-gyi-dban-phyug/Padmanartesvara Avalokite$vara.

There are 144 figures in all in the chapel.

IL.4. This chapel is dedicated to Hphags-pa Spyan-ras-gzigs
Don-yod-zhags-pa/Amoghapasa, whose statue accompanied by
the usual four acolytes is on the northern wall. On the main
wall, the eastern one, the centre is dominated by
Rnam-par-snan-mdzad/Vairocana, with one face and two hands
in samadhi-mudra. Around him, in the space free on this and
the other walls, is developed the mandala of great compassion,
Mahakaruna-garbha-mandala, as it is described by the Rnam-
par-snan-mdzad-mnon-byan-chub-rgyud/Vairocan-abhisambodhi-
tantra. It is the first of the three mandalas described in this
tantra, i.e. the mandala of the physical plane. This mandala has
already been described very well by Japanese scholars and spe-
cially by Professor Togano of Koyasan in a volume already
quoted. Therefore it is not a case to enter into further details.
It is clear that the position of the gods cannot be the same as in
the diagram of the mandala. The painter has used the free
space of the walls without following the canons of the mandala
very rigidly. The images follow one another so that it is not
easy to see those mystic connections, which the scheme of the
mandala succeeds to express so well. For example, near the fi-
gure of Spyan-ras-gzigs/Avalokitesvara (fig. 215) is seen that of
Sgrol-ma/Tara (Grags-pa-chen-mo) (fig. 216) and of Khro-gner-
can/Bhrkuti, who is at the top instead of to the left, where she
should be. After it come Mthu-chen-thob and Lha-mo Sgrags-
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ldan-ma, close to each other in the mandala too.

Near Sgrol-ma/Tara should be Gos-dkar-mo/Pandaravasini
who is on the wall of the chapel on top and instead is Khro-
ghner-can/Bhrkuti: regularly near this goddess is seen the figure
of Rta-mgrin/Hayagriva. In suri, the artist has followed as
much as he could the law of vicinity established in the liturgical
treatises by displaying the various figures of treatises which de-
scribe the Mahakarunamandala. Instead he has adopted in
some cases his own criteria of vicinity whose reasons we do not
understand.

Anyway, none of the gods of this mandala has been omitted.
On fig. 216 there are some details of the figures around Spyan-
ras-gzigs/Avalokitesvara. From the left of the central image
which represents Rnam-par-snan-mdzad/Vairocana (fig. 217)
they are: Nam-mkhah-spyan-ma (in part), Lhahi-dban-po/De-
vendra, Mnon-phyogs/Abhyudgata,Sgo-srun Gdul-dkah/Dur-
dharsa. Other details are visible on fig. 218 and 219, 220, 221,
222.

In the fig. 223, beginning from the second row: Gtsug-tor-
cher-hbyun, Gtsug-tor-gyen-hbyun, Gtsug-tor-sgra-dbyans; in
the third: Hod-kyi-hphren-ba, Yid-ma-gyogs,
Rta-mgrin/Hayagriva, Gos-dkar-mo/Pandaravasini; in the
fourth: Sgra-rnam-par-sgrogs-pa, Lha-mo sgrags-ldan-ma,
Khro-gner-can-ma/Bhrkuti. On the southern wall the main fi-
gure represents Rdo-rje-dam-pa-sbyin-pa (fig. 224).

This chapel had in all 144 images and it is one of the most
interesting.

IL.5. This chapel is dedicated to Rta-mgrin/Hayagriva, whose
statue, surrounded by two acolytes red Rta-mgrin/Haya-
griva and Mi-g.yo-ba/Acala, is seen on the southern wall. To
the left of the door are the paintings of the four Phyogs-skyon/
Dikpala and the four Rgyal-chen/Caturmaharajika (fig. 225).
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On the walls various images of Rta-mgrin/Hayagriva follow
one another according to the different formulae of meditation
contained in the various liturgical treatises. On the main wall
he is surrounded by minor figures representing, to his right:
Spyan-ras-gzigs ha-la-ha-la/Halahala . Avalokita, Rta-mchog-ye-
ses-rdo-rje/Paramasva-jiiana-vajra, Lha-mo Ice-spyan-rdo-rje,
Hjig-rten-gsum-dban-du-byed-po/Trailokya-vasamkara, Hjig-
rten-dban-phyug/Lokesvara, Phyag-na-rdo-rje/Vajrapani, LLha-mo
Rab-brtan-rdo-rje,  Ye-$es-mgon-po  phyag-bzhi/Caturbhuja
Jnana-Natha, Re-ma-ti, Ye-$es-mgon/Jhana-Natha, Dban-
Phyug-ma, Rnam-thos/Vaisravana.

To his left are seen: Lha-mo Phyag-na-rdo-rje, Lha-mo

Glan-pohi-rdo-rje, Rnam-thos-sras/Vaisravana, Rta-mchog-
rgyal-po and two Lamas, Zhan-kyi Tsha-hod-can, Zhan
Dbu-dkar-po.

There are seventy-seven figures in all.

II. 6. The chapel is named after Kurukulla, whose statue
with one face and four arms is surrounded by her traditional
acolytes, namely Ral-gcig-ma/Ekajati and Sen-lden-nags Sgrol-
ma/Khadiravani Tara.

On the other walls the images of the same goddess are mul-
tiplied. They are taken from different liturgical treatises.

On the main wall, to the east, there is the figure of
Kurukulla according to the formula of meditation attributed to
king Indrabhati (fig. 226, already shown by B. Bhattacharyya)
(1). It is of red colour, has eight arms and is surrounded by a
group of goddesses forming her retinue, namely to her right:
(hg. 227) Gau-ri Sgrol-ma/Gauri-Tara, Mar-mehi
Sgrol-ma/Pradipa-Tara, Rdzogs-pahi Sgrol-ma/Nispanna-Tara
(fig. 228), Sgrol-ma Tsun-da/Cunda, Gzhan-gyis-mi-thub/
Aparajita, Rab-tu-dan-bahi Sgrol-ma/Prasanna-Tara (fig. 229),
Rdo-rje-ro-lans-ma/Vajravetali, Ral-gcig-ma/Ekajata, to his left

= - = - -

(1) Op. cit. p.57 no.iv.
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(fig. 230) Rgyal-bahi Sgrol-ma/Jaya-Tara, Rna-bahi Sgrol-ma/
Karna-Tara, Rdo-rje-Gandhari/Vajra-Gandhari.

To the right of the door. instead, is the image of the same
goddess, white and as the inscription says, inspired by the
liturgy of the Sgyu-hphrul-dra-ba/Mayajala (fig. 231) (1).

On the northern wall the main figure represents Red
Kurukulla, taken from the tantric cycles connected with the
Hevaja-tantra and namely (fig. 232) Kyahi-rdo-rje-rgyud-las-
hbyun-bahi hjig-rten-gsum-dban-du-byed-pahi Lha-mo
Rigs-byed-ma, under which are seen Kye-rdo-rje-las rim-pahi
Kurukulla and Kye-rdo-rje-las byun-bahi ran-byin-kyis
rlabs-hbyun-ba Rigs-byed-ma (2)

Near this is a Kurukulla with six arms (fig. 233) taken from
the  Sgrub-thabs-rgya-mtsho, accompanied by Lha-mo
Rigs-byed-ma and Rje-btsun-ma Kurukulla (fig. 234).

There would be 80 images in all.

IL.7. The chapel is dedicated to Hjam-dbyans/Mafijughosa, in
his peculiar form known by the name of Hjam-dbyans rgyal-
po-rol-pa/Rajalila-Manjughosa. His statue that represents him
sitting on a lion, is surrounded by Sakyamuni, Hod-dpag-med/
Amitabha, Nor-bzan/Sudhana and Rta-mgrin/Hayagriva, to-
gether composing the special cycle in which he is the main di-
vinity.

On the southern wall, which is the main one, in the centre is
the image of Hjam-dpal ye-$es-sems-dpah/Jiianasattva Manjusri
as described by the Mtshan-yan-dag-par-brjod-pa/Nama-sangiti

(1) See B. Bhattacharyya, p.126 Mayajalakrama-Kurukulla.

(2) On these forms of Kurukulli see Srihevajra—tamra-kramer_la svadhis-
thana-kurukulla-sadhana, Bstan-hgyur XXII.ZA.26, fol.113. According to
this scheme Kurukulla is red and has four arms: the two main ones put an
arrow in the bow, the other two have in the right a hook and in the left a
lotus flower; cf. also ibid. XXI1.28 Hevajrodbhava-kuruku.lld-sddhana.
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(1), with four arms holding a sword, flower, arrow and bow. To
his right are, above, Sahi-sfin-po/Ksitigarbha and Mya-nan-
dan-mun-pa-thams-cad-nes-par-hjoms-pahi-blo-gros/Sarva-
$oka-tamo-nirghata-mati, and below Nam-mkhah-mdzod/
Gaganaganja and Mi-g.yo-ba dkar-po/White Acala (fig. 235).
To his left, beginning from above: Hjam-dbyans yan-lag-
med-pahi-rdo-rje/Anangavajra  Manjughosa, Hjam-dbyans
‘nag-gi-dban-phyug/Vagisvara = Manjughosa, = Hjam-dbyans
dan-pahi-sans-rgyas/Adibuddha Manjughosa, Spyan-ras-gzigs
mgrin-sr'lon-can/Nilakar_lghé Avalokita (fig. 236) and below a
second Hjam-dbyans yan-lag-med-pahi-rdo-rje/Anangava-
jra-Manjughosa, Hjam-dbyans-nag-gi-rgyal-po/Vagraja Manjugh-
osa, Chos-kyi-rin-chen-hdzin-pa, Spyan-ras-gzigs
hjig-rten-mgon-po/Lokanatha Avalokita (fig. 237).

On the wall to the west the central figure (fig. 238) repre-
sents  Sems-can-thams-cad-dban-du-byed-pahi  Hjam-dbya-
ns/§arva-sattva-vasikarana Manjughosa, of pink colour, with
four faces and eight hands.

To the left of the door is a big figure of Hjam-dpal
chos-dbyins-gsan-dban, of white colour with four faces and
eight hands (fig. 239).

There are 66 1images in all.

I1.8. This chapel is consecrated to Rnam-par-hjoms-pa/Vid-
arana whose statue is in the small niche at the east, surrounded
by those of his two acolytes, namely, to the right
Dbyans-can-ma/Sarasvati and to the left Rdo-rje-sgrol-ma/
Vajra-Tara. The image dominating the southern wall with his
awesone figure represents the same deity — always according
to the system of the mystic realization of the Lotsava of Sol-po
— dancing his terrific dance in the midst of a halo of flames

(1) One of the secondary mandalas of this cycle described by Bu-ston in his
Mtshan-brjod-kyi  dkyil-hkhor-gyi  bkod-pa has in the centre Hjam-dpal
Ye-$es-sems-dpah/Jfiana-sattva Maiijusri, but neither the iconographic type of
the central divinity nor the acolytes correspond to it.

Iconographic indications corresponding to these paintings are also consi-
dered in the Bstan-hgyur LXI.12 Arya-jianasattva-manjusri-tattva-nama-
sadhana; tut in Bstan-hgyur LXIV.6 bis, Arya-jianasattva-manjusri-upayika
this divinity is represented with three faces and six arms (sun, arrow, lotus;
lamp, bow, lotus).
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(fig. 240). The god is surrounded by his cycle comprising of
ten divinities, and by the usual train of adoration goddesses,
i.e., to his right by (fig. 241): Rdo-rje-sgrol-ma dkar-mo/White
Vajra-Tara, Khro-bo Mi-g.yo-ba/Krodha-Acala, Rdo-rje-sgrol-
ma/Vajra-Tara, Khro-bo " G$in-rje-gSed/Krodha-Ya-mantaka,
Khro-bo  Sen-ge-gdon-can/Krodha-Simhavaktra, = Khro-mo
Dbyug-snon-can/Krodha-Niladanda, Khro-mo Stag-gi-gdon-
can-ma/Krodha-Vyaghravaktra; to his left by Khro-bo
Gzhan-gyis-mi-thub-pa/Krodha-Aparajita, Khro-bo Bdud-rtsi-
hi-hkh-yil-ba/Krodha-Amrtakundalin, Rdo-rje-sgrol-ma/Vajra-
Tara, Gsun-Rdo-rje-hdzin-pa/Vag-Vajradhara, GSin-rje-gsed/
Yamantaka, Khro-bo Bdud-rtsihi-hkhyil-ba/Krodha-Amrtaku-
ndalin (fig. 242), Lha-mo Bzhad-pa-ma/Hasya Devi,
Thugs-Rdo-rje-hdzin-pa/Citta-Vajradhara, = Rta-mgrin-Hayag-
riva, Khro-bo  H-khor-los*bsgyur-ba/Krodha-Cakravartin,
Khro-mo Rtahi-gdon-can-ma/Krodha-Hayamukhi, Bdud-rtsihi-
hkhyil-ba/Amrtakundalin (two images) (fig. 243), Khro-bo
Stobs-po-che/Krodha-Mahabala, Khro-mo Spyan-gi-gdon- can-
ma/Krodha-Vrkamukhi.

On the western wall the main figure represents the same di-
vinity according to the formulae of meditation of another great
master of tantric mystics, namely Lotsava of Ba-ri (fig. 244).

In all there are 83 images.
IL.9. The principal statue of this temple, today named

Hod-zer gtsug-tor, represents Thub-chen with four faces, eight
arms and four feet, surrounded by the images of four gods
symbolizing four mystic syllables, namely: am vam pam dam.
Thub-chen corresponds as is well known to Mahamuni, the
“great ascetic”, i.e. Sakyamuni the Buddha. Some of the tantric
schools such as those that have elaborated the cycles from
where the painters have drawn their inspiration for the fres-
coes of these chapels, have considered the Usnisa, the ascetic

hair, as one of the most venerated symbol.
The importance and the meaning usnisa had in the mystic

schools, not only Buddhist, has already been partly sketched by
others, therefore this is no more the place to insist upon it.
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We need only to remember that the esoteric value assigned re-
ndered it easier to form particular mystic doctrines, of which
we see here the iconographic and liturgic echo.

The image of the same divinity is seen on the southern wall
(fig. 245) surrounded by a large number of figures which, as it
is evidenced by the inscription, represent the arhats, the sixteen
Bodhisattvas, the ten Phyogs-skyon/Dikpalas etc. and twelve
goddesses among whom: So-sor-bran-ma/Pratisara, Bsod-nams-
nam-gi'igs-ma, Bsod-nams-gzigs-ma, Tshe-hdzin-ma,. Gsan-
grub-ma, Rgyas-ldan-ma, Sin-tu-go-cha-ma, Yan-dag-hchan-
byed-ma, Phyag-rgya-brten-ma.

This cycle has been treated by Bu-ston in his treatise on the
Kriyatantra (op. cit. p. 19a).

The central divinity described by him corresponds perfectly
to that represented in this chapel: it is a form of Bcom-
Idan-hdas Thub-pa/Bhagavan-Muni, yellow, with four faces
and eight hands all in the preaching mudra. The acolytes are:

Colour face hands right left

Gsan-sgrub-ma white 1 2 fan
Tshe-hdzin-ma yellow 1 2 vase
Phyag-rgya-brten red 1 2 rosary

-ma
Bsod-nams-ldan- white 1 2 lotus held in mudra of

ma in hand donation
Bsod-nams-gzigs-ma  white 1 2 mudra of

disapproval lamp
(legs so sbyin)
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Table continued

Colour face hand  right left
Bsod-nams-rnam- yellow 1 2 book
gzigs-ma
Sin-tu-go-cha-ma red 1 2 lotus
Yan-dag-hchan- green 1 2 lotus
byed-ma
So-sor-hbran-ma red- 1 2 mudra of  hook
/Pratisara green protection
Mdans-ldan-ma pale- 1 2 kumuda
yellow
Gzi-ldan-ma red- 1 2 mirror
yellow
Rgyas-ldan green 1 2 spike
In the four doors
Hchi-hjoms-ma white 1 2 hook
Gsin-rje-hjoms-ma blue 1 2 club
Gsin-rje-hdom- red 1 2 chains
byed-ma
Legs-skyon-ma green 1 2 noose

Then follow the Bodhisattvas, the Phyogs-skyor'l/Dikpz'ilas,
Rnam-thos/Vaisravana etc.

On the small eastern wall is a solitary image of the same deity
in his esoteric aspect (fig.246), as the centre of the mandala of
Gtsug-tor-dri-med/Vimalosnisa. To the left of the door the
cycle of the twelve goddesses and their acolytes is reproduced
(fig. 247).

There are 108 figures in all.

I1.10. This chapel is named after Sgrol dkar/White Tara, be-
cause it is dedicated to her. The statue is accompanied by the
four divinities of her cycle namely Khro-gner-can/Bhrkuti,
Hod-zer-can/Marici, yellow: Dug-sel-ma/Janguli, and green
Dug-sel-ma/Janguli.
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On the southern wall the central figure represents green
Sgrol-ma/Tarad with three faces and eight arms (fig. 248) ac-
cording to the system of meditation by Atisa. Around it are the
108 images of Sgrol-ma/Tara.

The summary description given by the inscription permits
me not to go into more details.

There are 123 figures in all.

II.11. The central statue of this chapel dedicated to
Kun-tu-bzan-po/Samantabhadra represents the Bodhisattva
Kun-tu-bzan-po on an elephant; on his two sides are the
statues of Byams-pa/Maitreya and Spyan-ras-
gzigs/Avalokitesvara. To the left of the door: Spyan-ras-
gzigs Sems-nid-nal-bso/Citta-viSramana Avalokitesvara (1), of
white colour, with the right hand on the right knee in that
peculiar way of sitting called lalitaksepa.

He is surrounded by sixteen Bodhisattvas according to
the iconographic scheme of the Rmnam-par-snan-mdzad mnon-
byan-chub rgyud/ Vairocan-abhisambodhi-tantra and sixteen
adoring goddesses. On figs. 249 and 250 some such divinities
ean be seen: Rgyas-ldan-ma, Spyan-legs, Sin-tu-go-cha-mo,
Dpal-spas, Yan-dag-hchan-byed-ma Ye-$es-grags-pa, Phyag-
rgya-brten-ma, Spyan-gdug-pahi-zhal, Bsod-nams-ldan-ma,
Gsin-rje-sdom-byed, partly already found in chapel 11.9

On the main wall, to the west, is the giant figure of
Hjam-pahi-dbyans/Maiijughosa surrounded by a long series of
Bodhisattvas: Kun-tu-bzan-po/Samantabhadra, Blo-gros-mi-
bzad-pa/Aksayamati, Nam-mkhah-sfin-po/Akasagarbha, Rdo-
rje-siiin-po/Vajrahrdaya, Zla-ba-hod/Candraprabha, Sgrib-sel/
Nivarana-viskambhin, etc.

There are 71 images in all.

(1) On him see Bu-ston, Sems-nid-nal-bsohi rtse-ba-rgyud-kyi lui dan sbyor-ba,
complete works vol.JA.
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II.12. This chapel is dedicated to Hgro-bzan, a particular
form of Phyag-na-rdo-rje/Vajrapani.

To the left of the door, the large image represents (fig. 251)
Phyag-na-rdo-rje/Vajrapani, known as Phyag-rdor Icags-sbugs;
around him are thirteen gods of his cycle. There are seen:
Ratna-vajrapani, Ratna-garuda, Buddha-garuda, B(uddha)-vaj-
rapani, Padma-vajrapani, Padma-garuda, Karma-vajrapani,
Karma-garuda.

The central image on the eastern wall represents (fig. 252)
Phyag-na-rdo-rje Hgro-bzan around whom revolves the cycle
of the seventeen deities of his mandala. According to the Tibe-
tan tradition the main expositor of this mandala was Maitripa.
To the right are seen: Phyag-na-rdo-rje/Vajrapani, Rdo-je-rab-
tu-hdul, Rdo-kun-tu-hdzin, Rdo-rje-me-tog-ma/Vajrapuspa,
Rdo-rje-bde-byed, Rdo-rje-mthu-chen, Rdo-rje-bdug-spos-ma/
Vajradhiipa, Rdo-rje-zhags-pa-ma/Vajrapasa, Rdo-rje-lcags-
kyu-ma/Vajrankusi, Rgyal-khyun-mchog; to the left:
Rdo-rje-mi-bzad-hjoms, Rdo-rje-dug-pa-hdul, Phyag-rdor/Vaj-
rapani, Rdo-rje-gnod-sbyin/Vajrayaksa; Rdo-rje-srin-mo,
Rdo-rje-dbyins-las-rgyal, Rdo-rje... las-skyob, Mar-me-ma/Dipa,
Ro-lans/Vetala, Rdo-rje-dril-bu-ma/Vajraghanta etc.

On the northern wall is represented the mandala of nine
gods of Phyag-na-rdo-rje/Vajrapani; the central divinity comes
out menacingly from a halo of flames moving and rousing
around.

As it has been seen from names mentioned above the
Mchod-pahi-lha-mo/Pajadevis are not missing. So also the cycle
of the Phyogs-skyon/Dikpala and of Rnam-thos-sras/Vaisravana
is painted (fig.253).

There are 87 images in all.

I1.13, The chapel is consecrated to Mi-hkhrugs/Aksobhya re-
produced as the central statue, according to the meditation sys-
tem of Atisa (1) and surrounded by four acolytes, namely,

(1} Bstan-hgyur LXIII1.26 Aksobhya-sadhana nama.
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Lha-mo Pad-ma-can/Padmavati, Gdon-can-ma,
Rnam-rgyal-ma/Vijaya and Mdans-ldan-ma. The paintings are
rather ruined. They represent the thirteen forms of
Mi-hkhrugs/Aksobhya, according to the Yoga-Tantra and the
paradise of this god, which is known by the name of
Mnon-par-dgah-ba/Abhirati.

There are 160 images in all.

I1.14. Through this cella without statues, one can climh to
the upper floor. The walls were covered with frescoes today
mostly blackened by time and slightly visible. The cycles of ter-
rific deities in charge of the protection of the sacred places pre-
dominate, Gur-mgon/Pafijara-Nitha, Gzuns-grva Ina/Paii-
caraksa, Gsin-rje-gsed/Yamantaka.

The author of the dkar-chag could still number them and
counted 104 figures.

11.15. This chapel is named after Smra-bahi-sen-ge/Vadi-
simha. The statue of the god is surrounded by that of his four
acolytes. Many paintings are badly maintained, but those which
are still preserved have a high artistic value (fig.254). They re-
semble closely the paintings of the temples in the floor below.

The author of the dkar-chag has counted 160 images in all.

11.16. This chapel is dedicated to Spyan-ras-gzigs-dban-ph-
yug Hgro-hdul-byed, a peculiar form of Spyan-ras-gzigs/Av-
alokitesvara; his statue is surrounded by the “mother” Yi-ge-
drug-ma/Sadaksari, and by the son Nor-bu-hdzin/Manidharin,
namely the triad of the Sadaksara about which we have already
spoken in these very volumes.

On the northern wall, the main figure represents Spyan-ras-
gzigs/Avalokites§vara reproduced according to the meditation
formulas of Nagarjuna, with eleven faces and fortytwo hands
(fig.255). Around him is the retinue of gods surrounding him
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(fig.256). On the two sides are seen Nor-bzan/Sudhana, Pad-
mahi-mchi-bahi-blo-gros, Las-kyi-gsan-ba, Phyag-na-rdo-rje/
Vajrapani, Padma-chos-hdzin, Las-kyi-rdo-rje/Karmavajra,
Rdo-rje-sgyu-ma, Rdo-rje-gar-ma/Vajranrtya, Rdo-rje-mar-me-
ma/Vajraloka.

On the wall to the left of the door is painted the image of
Yid-bzhin-nor-bu/Cintamani (1) and on the same wall to the
east the figure of Spyan-ras-gzigs-dban-phyug mkhah-spyod
(fig.257) is to be admired, surrounded by the mandala of four-
teen gods.

Including statues and paintings, the author of the dkar-chag
has calculated that in this second floor of the Kumbum there
are 1542 images in all.

§50. The third floor of the Kumbum. The third floor, which in
the symbolism visualised by the builders of the Kumbum,
should represent the four rdzu-hphrul-rkan-pa/rddhipada,
namely the four elements of the mystic force operating mira-
cles, 1s seven cubits in height and has a perimeter of 262 cubits.
Thus according to the author of the eulogy, the plan of this
floor faithfully follows that of the preceding ones.

IIL1.T. This temple is dedicated to Tshe-dpag-med/Amitayus.
The statue, a gigantic one, on the wall at'the end of the temple,
represents Hod-dpag-med/Amitabha; he is surrounded by four
Bodhisattvas of the mystic family of the lotus, namely Rdo-rje-
chos-rab etc.

Along the wall there is a long procession of frescoes repro-
ducing with great vivacity of colour and richness of figures sev-
eral tantric cycles. On these, the connection with the divinity by

(1) Already met with and described according to the canon of Bu-ston, in the
third chapel of the second floor, p.206; his four acolytes are Yid-myur-
ma, Rin-chen-bzan-mo, Padma-rgyal-mo, Rta-rna-mo. Bu-ston op. cit. on the
Kriyatantra, p. 26a.
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whom the temple is named is not evident. In fact, the tantra
which has inspired the frescoes of this chapel is the Dpal-
mchog/Paramadya whose various mandalas are depicted on the
walls in succession. To the left of the door is the mandala of
Nam-mkhah-mdzod/Gaganaganja which, according to
Bu-ston’s analysis of the Dpal-mchog/Paramadya, is a mandala
of the first section. Its goal is to make easy the two accumula-
tions, that of moral merit and that of gnosis, both preparatory
elements of illumination (n0.203 of my schema).

The central divinity represents Nam-mkhah-mdzod/Gaga-
naganja with the sna-tshog-rdo-rje/vi§vavajra in the right hand
and the bell, marked by the same vajra in the left lying on the
leg. It is an attitude that copies that of Rdo-rje-sems-dpah/
Vajrasattva clearly showing that this Bodhisattva is a splitting of
him. Around runs his cycle including twelve other divinities
and four symbols, namely, 2) Rdo-rje-sems-dpah/Vajrasattva,
3) Hjam-dpal/Manjusri, 4) Nam-mkhah-siin-po/Akasagarbha
(fig.259), 5) Nam-mkhah-mdzod/Gaganaganja, 6) Hjig-rten-
dban-phyug/Lokesvara, 7) Sems-bskyed-ma-thag-tu-chos-kyi-
hkhor-lo-bskor-ba, 8) Rdo-rje-khu-tshur/Vajrasandhi who 1n
our mandala, contrary to the liturgical indications, is double, in
his peaceful manifestion as well as in his wrathful manifestation
(f1g.260), 9) Gnod-sbyin/Yaksa’ 10) Rdo-rje-sbran-rtsi/Vajramrta,
11) Rdo-rje-sprin/Vajramegha, 12) Rdo-rje-ston-ka/ Vajrasdarat,
13) Rdo-rje-dgun-ma/Vajrahemanta and then the symbols to be
depicted in the four doors of the mandala: to the east Chinese
coins (don-rtse), to the south gold (fig.261), to the west pearls, to
the north padmaraga i.e. rubies. Between this mandala and the
door is painted on top the mandala of Nag-po-chen-po/Maha-
kala derived from the same Tantra and also described by Bu-
ston p.14b (n0.237 of my schema).
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The god has ten arms (f1g.262) and is surrounded by his aco-
lytes namely: 1) Drag-mo/Raudri, 2) Tshans-ma/Brahmani, 3)
Khyab-hjug-mo/Vaisnavi, 4) Srin-ma, 5) Gzhon-nu-ma/Kaumari
6) Nag-mo/Kali, 7) Nag-mo-chen-mo/Mahakali, 8) Za-ba-mo, 9)
Zhi-ba-mo/Siva, 10) Bherunda, 11) Gtum-mo/Candi, 12) Hjigs-
byed-ma/Bhairavi (fig.262). It is also called the mandala of the
Ma-mo. Below this the mandala ot the three Min-po (Bu-ston
p-15a) 1s depicted. Its centre is represented by the triad
Rgyal-bar-byed-pa, white, Sbran-rtsir-byed-pa, yellow, to his
right  and  Don-thams-cad-grub-par-byed/Sarvarthasiddhi,
green, to his left.

The 1conographic symbol is the same for the three gods:
namely, the cup made of the skull in the right and the arrow
and bow in the left. Around it are the acolytes, namely, 1)
Grub-pa, white, with trident, 2) Hphel-ba, yellow, with vase
containing a treasure, 3) Chen-po, red, with a basket of flow-
ers, 4) Gnod-sbyin/Yaksa, black, having a tooth, 5) Gtum-po,
black, with a stick, 6) Khro-bo, black, with a serpent, 7) Mchog,
black, with the wheel, 8) Gsod-pa, . 'ack, with the sword.

The mandala is almost entirely visible in figs. 262 and 263.

On the left wall the central figure represents Rdo-rje-hum-
mdzad/Vajrahamkara (fig.264). The painters wanted to repre-
sent the mandala of Khams-gsum-rnam-rgyal/Trailokyavijaya
which is the third in the list of Bu-ston (op. cit. p. 6b, no.197 of
my schema). The god is blue in colour with the hands holding
the bell and the vajra in the mudra called khams-gsum-rnam-
par-rgyal-ba/trailokya-vijaya and having under his foot
Dban-phyug/Isvara and Uma. He has to his left 1) Khro-bo
Rdo-rje-hdzin-pa/Krodha-Vajradhara, 2) Lcags-kyu-hdzin-pa,
3) Ral-gri-hdzin-pa, 4) Zhags-hdzin-pa, 5) Dbyug-hdzin-pa, 6)
Khatvanga-hdzin-pa, 7) Gri-rin-hdzin-pa, 8) Chu-gri-hdzin-pa.
These gods have in their right hands the symbol from which
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they derive their names; the left ones are in the mudra of
threatening. How they are born is thus seen clearly: they are
but the iconographic hypostases of the weapons and of the in-
struments characteristic of the terrific deities. Below the lotus
on which the divinity stands are painted the four symbols of
the four doors of the mandala, namely, the bow and the arrow
on the eastern door, the sword to the south, the vajra to the
west, and the spear to the north.

On the wall facing, to the left, the cella having the statues, is
painted the mandala of Nam-mkhah-siin-po/Akasagarbha,
who is the fifth according to the order followed by Bu-ston (op.
cit. p.9a, no.199 of my schema). The central figure represents
Nam-mkhah-siin-po/Akasagarbha, blue in colour, in the act of
wearing a necklace of gems (fig.265). Around him are his aco-
lytes i.e.:1) Dban-skur-rin-po-che having a gemmed diadem, 2)
Rin-po-che-chen-po-nor-stsol-ba with a treasure, 3) Chos-chen-
pohi-rin-po-che with a book, 4) Rin-po-che-chen-po-ro-myan-ba
in the act of bringing a tray. All four have in their right hand
the symbol of their name and the left leans on the seat. Then
there follow: 5) Lha-mo Rin-chen-gdugs-ma having a gemmed
umbrella, 6) Lha-mo Rin-chen-rgyal-mtshan having a gemmed
flag, 7) Lha-mo Rna-can-ma with the little drum, 8) Lha-mo
Rin-chen-srog-§in-mo. Next follow the symbols of the four
doors of the mandala, namely, a gemmed diadem, a vase full of
gems, the book of supreme gnosis, a vase full of food (fig.266).
On the left wing of the cella is painted the first mandala of
Dpal-mchog/Paramadya, namely that of Rdo-rje-sems-dpah/
Vajrasattva around whom in the midst of clouds and flowers,
are symmetrically disposed his acolytes. The figures 267-270
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reproduce some details. From Bu-ston we know that this

mandala, more numerous than the others, also comprises: 1)
Rdo-rje-sems-dpah/Vajrasattva, in his usual attitude, white in
colour, 2) Rdo-rje-yid-las-byun-ba of pink colour. His name, re-
ndering the Sanskrit term manasya “he who is born from the
mind” and his symbols—that is to say the arrow adorned with
flowers, and the bow with a small arrow in it—reveals his ori-
gin. The Tantric schools took this god from Hindu mythology
adapting to their mystic schemes the God of Love (Kama),
whom Indian tradition terms as “born from the mind”. His
iconography gives him as symbols the flowered arrows and the
bow, 3) Rdo-rje-ki-la-ki-la-ya, red; he has a red vajra, 4)
Rdo-rje-dran-pa/Vajrasmrti, pale-blue; in the right hand he
has a flag with the sign of a sea monster (makara) and with the
left he leans on the seat, 5) Rdo-rje-snems-pa, of pure golden
colour, in the two hands has two vajras kept on the sides, 6)
Rdo-rje-sbran-rtsi/Vajramrta, pink, 7) Rdo-rje-sprin, pink, 8)
Rdo-rje-ston, pale blue, 9) Rdo-rje-gdun, golden. The last four
gods have their hands joined above their heads holding respec-
tively a basket of flowers, an incensoir, a lamp and a conch full
of perfumes, 10) Mi-bskyod-pa/Aksobhya, white, in his tradi-
tional attitude, 11) Phyag-na-rdo-rje/Vajrapani, white, as before,
12) Hjam-dpal/Maiijusri, of the colour of the sky, with four
arms wielding swords, 13) Rin-chen-hbyun-ldan/Ratna-
sambhava, blue, in his usual attitude, 14) Nam-mkhahi-siin-po/
Akﬁéagarbha, in the act of wearing a necklace, 15) Nam-mkhahi-
mdzod/Gaganaganja, variegated in colour, holding the double
vajra and the bell, 16) Hod-dpag-med/Amitabha, yellow in the
attitude of explaining the law (vyakhyanamudra), 17) Hjig-rten-
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dban-phyug/Lokesvara, pink, in the left hand he has a lotus
with a long stem leaning on the side, and with the right hand
he opens the flower, 18) Sems-bskyed-ma-thag-tu-chos-kyi-hkhor
lo-bskor-ba, yellow; the left hand is held on the side and on the
right there is a disc with eight rays, 19) Don-yod-grub-pa/Amo-
ghasiddhi, variegated in colour, in his usual traditional atttude,
20) Rdo-rje-gnod-sbyin/Vajrayaksa, blue, holds a tooth. Then
follow the Mchod-pahi-lha-mo/Pajadevis, 21-24) Sgeg-mo/
Lasya, Rdo-rje-bzhad-pa/Vajra-hasa, Rdo-rje-gar-ma/Vajran-
rtya, Glu-chen-po/Gita: after whom there are the following
goddesses: 25) Rdo-rje-gzugs/Vajrarapa, Rdo-rje-sgra/Vaj-
rasabda, 26) Rdo-rje-dri/Vajragandha, 27) Rdo-rje-ro/Vajrarasa
who are surrounded in the external circuit of the mandala
by Phyogs-skyon/Dikpalas, planets and lunar asterims.

On the wall to the left of the cella is sull found the mandala
of Hjig-rten-dban-phyug/Lokesvara who is the fourth in the list
of Bu-ston, op.cit. p.8a (no.198 of my schema). In the centre is
seen the figure of Hjig-rten-dban-phyug/Lokesvara, of pink
colour, having in the left a red lotus that he opens with the
right hand. Then follow: 1) Dpal-pad-ma-chen-po, red, with
lotus flower and bow, 2) Pad-ma-chen-po gtum-pohi-dban-
phyug/Mahapadma Candesvara, black, with four arms and tri-
dent, lotus, khatvanga and skull as attributes, 3) Pad-ma-chen-
po under the form of Khyab-hjug/Visnu, with four hands and
lotus, disc, club, and conch as attributes, 4) Pad-ma-chen-po
under the form of Tshans-pa/Brahma: four faces, four hands:
club, rosary, lotus, kamandalu as symbols, 5) Pad-ma-chen-po
Sa-hdzin/Dharanidhara, yellow, with six hands out of which
two are joined, and the others bear the symbols of Visnu,
namely, conch, lotus, club and disc; 6)
Pad-ma-chen-pohi-ni-ma, red, in the right hand has a lotus and
with the left holds the -solar disc resung on the lotus, 7)
Pad-ma-chen-po under the form of the God of Wind/Vayu,
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black: in the right holds a small flag and in the left a lotus, 8)
Pad-ma-chen-po-rgya-mtsho, in the form of the God of Wa-
ter/Varuna, white; in the right has a lotus and in the left a ser-
pent, 9) Pad-ma-chen-po Sa-hdzin Lha-mo-min-$ri; in the left a
lotus and in the right a vase full of treasures, 10) Pad-ma-chen-
po-rgya-mtsho-min-hri; in the right a noose made of serpents
and in the left a serpent, 11) Pad-ma-chen-po-ii-ma-min-gi;
the right hand has a lotus on which there is the solar discus,
12) Pad-ma-chen-po-rlun-gi-lha-min-dhi; in the right has a lit-
tle flag and in the left a lotus flower. Then follow the protect-
ing divinities of the four doors: 13) a woman as symbol of a
Padma-chen-po-chags-pahi-mtshon-chahi-mtshan-ma, 14) a ser-
pent as symbol of Gtum-pohi-dban-phyug/Candesvara,, 15) a
boar as symbol of Pad-ma-chen-po-nag-po, 16) a lotus as sym-
bol of Tshans-pa/Brahma.

On the wall to the right of the guard, is represented the
mandala of Sems-bskyed-ma-thag-tu-chos-kyi-hkhor-lo-bskor-
ba/Saha-cittotpada-dharmacakravartin (1), described by Bu-
ston in his already quoted work (p.11b, no.202 of my list). In
the centre is the figure of the god who gives his name to the
mandala: he has in the right hand a disc, in whose centre there
is a vajra, and he has his left hand on the seat. His acolytes are:
Phyag-na-rdo-rje/Vajrapani, Hjam-dpal/Manjusri, Nam-mkhah-
sfiln-po/Akasagarbha, Nam-mkhah-mdzod/Gaganagafija,
Hjig-rten-dban-phyug/Lokesvara, Sems-bskyed-ma-thag-tu-
chos-kyi-hkhor-lo-rab-tu-bskor-ba/Saha-cittotpada-dharma-
cakravartin, Rdo-rje-khu-tshur/Vajrasandhi, Rdo-rje-gnod-
sbyin/Vajrayaksa, and on the doors, Rdo-rje-sems-dpah/Vaj-
rasattva, Rdo-rje-hum-mdzad/Vajrahamkara, Hjig-rten-dban-
phyug/Lokesvara, Nam-mkhahi-siain-po/Akasagarbha.

Then on the wall to the right follows the mandala of Rdo-rje-
gnod-sbyin/Vajrayaksa (in Bu-ston it is no.10 on p.13b, no.204
of my list), who is in the centre, surrounded (fig.273) by Phyag-

(1) The Sanskrit name is from the Japanese Mahakaruna-garbhodbhava-
mandala/Taizokai mandara (Lokesh Chandra, Esot. no.181).
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na-rdo-rje  Hjam-dbyans/Vajrapani  Manjughosa,  Nam-
mkhah-siin/Akasagarbha, Nam-mkhah-mdzod/Gaganaganja,
Hjig-rten-dban-phyug/Lokesvara, Sems-bskyed-ma-thag-tu-
chos-kyi-hkhor-lo-bskor-ba/Saha-cittotpada-dharmacakravartin,
Rdo-rje-gnod-sbyin/Vajrayaksa. Below there are supplemen-
tary divinities evidently of terrific character pertaining to the
team of the Phyogs-skyon/Dikpala and who function as a pro-
tective ring to all the mandalas (details figs.271, 272).

Lastly, immediately to the right of the door is the man-
dala of Rdo-rje-khu-thsur/Vajrasandhi which, in the list of Bu-
ston is at the sixth place no. 200 of my list); in the middle Rdo-
rje-tshur/Vajrasandhi, yellow, can be seen; he has two hands
having, at the height of the waist, the rdo-rje/vajra. He is sur-
round by: Rdo-rje-sku-mchog iconographically identical with
Rdo-rje-sems-dpah/Vajrasattva, Rdo-rje-ljags, pink, who has a
tongue of diamonds in the right and leans on the seat with the
left hand, Byan-sems tin-ne-hdzin-rdo-rje has the rdo-rje/vajra,
Byan-sems-rdo-rje, - with  the  rdo-rje/vajra,  Lha-mo
phyag-rgyahi-khu-tshur-ma, similar to Rdo-rje-khu-tshur/Vaj-
rasandhi, Lha-mo ye-$es-khu-tshur-ma, similar to Hjig-rten-
dban-phyug/Lokesvara, Lha-mo las-kyi-khu-tshur-ma, Rin-
chen-khu-tshur-ma  similar to Nam-mkhah-siin-po/Akasa-
garbha; on the doors of the mandala Rdo-rje-siems-ma, simi-
lar to Rdo-rje-sems-dpah/Vajrasattva, Rdo-rje-ljags-ma, similar
to Rdo-rje-smra-ba/Vajrabhasa, Rdo-rje-tin-ne-hdzin, Rdo-rje-
ma, Rdo-rje-rdo-rje-ma similar to Rdo-rje-las/Vajrakarma.

It is clear, therefore, as it is testified by the inscriptions, that
in this temple they wanted to represent the five principal
mandalas and the four intermediate ones, composing the syn-
thetic mandala of the five families. Each mandala in this case
reproduces that explained in the preceding section at every
stage, according to the families taken separately.
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The scheme of this synthetic mandala is reproduced in the
following figure (1):

®@
(&

OO0
02020

Fig. B.

I. Vajrasattva 1. Vajrahamkara I11. Akasagarbha IV. Vajra-
musti V. Loke$vara VI. Manjusri VII. Gaganagaija VIIL. Saha-
cittotpada-cakravartin IX. Vajrayaksa XI. Matrka XII. The
three Min-po XIII. The four sisters

(1) See Bu-ston op. cit. fol.13b.
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I have described the main and better visible mandalas; on
the walls of this chapel, some higher and some lower, the cycle
is reproduced entirely: that of Hjam-dpal/Manjusri, that of
Ma-mo, that of the three Min-po and the one of the four Srin-
mo (1).

On the whole the mandalas are interesting besides the
iconographic point of view, also because they give us an idea
about how they were conceived. That is to say that we do not
find in them only divinities absolutely Buddhist, but also hypos-
tases of peculiar moments of the tantric liturgy or of symbols of
other divinities or of objects of cult. We have already seen, as
for instance, divine shape has been given to the arms which
are normally held by the terrific deities and sometimes also by
the mystics during the liturgic drama (p.220). Other symbols,
such as the drum, the umbrella, the flag, are equally deified
(p-221). Thus, in the cycle enter also the seasons and the ele-
ment (p.222 and 223) besides of course the main divinities of
the Hindu pantheon, who in this case are enriched by others
less frequent in Buddhist liturgy: as for instance Bherunda
(p.-220) i.e. Bherunda one of the forms of Kali.

In all, according to the calculations of the oft-quoted
dkar-chag, there would be 285 figures in this temple.

III.2. The monks call this chapel by the name of
Rdo-rje-sems-dpah/Vajrasattva. But since the mandalas dedi-
cated to this god are infinite, it is clear that this indication is
rather generic. There is need, therefore to determine

(1) See the note to the inscriptions.
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specifically as to which Tantra which has been taken as a model
in this case. It is clear that on the walls there continue to be
represented other mandalas of Dpal-mchog/Paramadya, al-
ready reproduced partially in the preceding temple. The
scheme of the paintings in this case too follows exactly the indi-
cations of Bu-ston. On the eastern wall there are three statues
representing: the middle one Bde-ba-chen-po Rdo-rje
sems-dpah/Mahasukha-Vajrasattva, symbol of the essential na-
ture of Sans-rgyas-dkon-mchog/Buddha-ratna, that to his right
Hjig-rten-dban-phyug/Lokesvara, symbol of the essential na-
ture of Chos-kyi-dkon-mchog/Dharma-ratna, and that to the
left Nam-mkhah-shin-po/Akasagarbha, symbol of the essential
nature of Dge-hdun-dkon-mchog/Sangha-ratna. In other
words, new hypostases of the three gems: the Buddha, the
Law, the Community. We face the second of the six mandalas
included in the category of those intended to realize mystic
perfections not reached through the ritual act. They represent,
as can be seen from the scheme reproduced above, the second
group of mandalas included in the category of those intended
to realize mystic perfections not reached through the ritual act.
They represent, as can be seen from the scheme reproduced
above, the second group of mandalas described by the Rtog-
pa-thams-cad-bsdus-pahi-rtsa-bahi-rgyud/Sarva-kalpa-samuc-
caya-mula-tantra (no. 323 of my list).

The technical name of this particular mandala is De-bzhin-
géegs-pahi gsan-ba ras-ris-kyi dkyil-hkhor. Regarding iconog-
raphy: Sans-rgyas-dkon-mchog/Buddha-ratna is represented in
the act of holding with the left hand the bow and with the right
to shoot an arrow, Chos-dkon-mchog/Dharma-ratna in the act
of opening a lotus flower, Dge-hdun-dkon-mchog/Sangha-
ratna has instead a gem.

On the main wall, in the middle, is the figure of Hjig-rten-
dban-phyug/Lokesvara, pink, who in the left hand has a lotus
flower with a long stem, and he opens it with the right. There-
fore, here is represented the mandala of Gti-mug-gi
gnen-por-hgro-hdul, meant to dispel from the mind the dar-
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kening that does not allow us to sec¢ the truth (no.198 of my
list, Bu-ston op. cit. fol.Ba already described above, and rep-
resented also in the precedirig temple, figs. 274, 275, 276).

On the left wall of the door, the central figure represents
Rdo-rje-hkhor-lo/Vajracakra with his retinue, i.e. the mandala
named Rigs-thams-cad-kyi dkyil-hkhor-du hjug-pahi-rgyur
rdo-rje-hkhor-lo, of the first section of the Dpal-mchog/Para-
madya already represented in the temple 11.1 (n0.202 of my
list, f1g.277).

To the right of the door instead we find the mandala of Rdo-
rje-khu-tshur/Vajrasandhi, the same that we have seen in the
preceding temple. Below is the usual line of symbols and di-
vinities representing the mystic offerings or the defence of the
sacred place.

There are 150 figures in all.

III.3. The chapel is known by the name of the Khro-
mo. But more exactly it should be named after Me-ltar-hbar-
ba-phra-mo, who is the divinity to whom it is dedicated, and
after whom a specific mandala is named: namely the fourth of
the second group of mandalas described by the Rtag-pahi
thams-cad bsdus-pahi rtsa-bahi-rgyud/Sarva-kalpa-samuccaya-
mulatantra, included in the second section of the Dpal-mc-
hog-/Paramadya (see Bu-ston op.cit. p.31, no.234 of my list).

The central statue reproduces him in a shape similar to the
terrific manifestation of Vajrapani: it is surrounded to the
right by Ki-li-ki-lahi-gzugs-can-hdzin-ma and to the left by
Hdod-pahi-me-hbar-ma — also called Thal-bar-rab-tu-hjig-
pahi-lha-mo-rdo-rje.

On the main wall is the mandala of Nam-mkhab-siin-
po/Akasagarbha, called Ser-snahi-gien-por-rdo-rje-rin-chen al-
ready described; we have found him in the first temple. To the
right of the wall 1s the mandala of Nam-mkhah-mdzod/-
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Gaganaganja also already described (no.199 of my list, for
some details see fig. 278).

On a portion coming out of the wall tacing the door there is
the figure of Hjam-dpal/Manjusri, in the centre of the mand-
ala called Ser-phyin gtso-bor-gyur hjam-dpal described in the
first section of the Dpal-mchog/Paramadya (see Bu-ston
fol.10b, no.200 of my list).

On the wall to the left of the door, is repeated the mandala
of Rgyal-bar-byed-pa, already found in the temple of
Tshe-dpag-med/Amitayus.

There are 146 figures in all.

II1.4. The chapel is dedicated to the Yum-chen-mo, whose
statue, in the traditional attitude, is accompanied to the right
by that of Phrog-ma, red, and to the left by that of
Grags-chen-ma, green.

On the main wall is the principal mandala described by the
Rdo-rje-sinin-po/Vajragarbha (no.295 of my list). The figure in
the centre (fig.279) represents Rnam-par-snan-mdzad/Vai-
rocana, white, in samadhi-mudra. He is surrounded by the
four Saktis, namely by Sems-ma-rdo-rje-ma/Sattvavajri (to the
east), Rin-chen-rdo-rje-ma/Ratnavajri (south), Chos-kyi-rdo-rje-
ma/Dharmavajri (west), Rdo-rje-las-ma/Karmavajri (north). Ac-
cording to Bu-ston (Rdo-rje-siin-po-rgyan-gyi rgyud-kyi dkyil-
hkhor-gyi rnam-gzhag, folio 3), in thismandala Rnam-par-
snan-mdzad/Vairocana is surrounded, besides by the four god-
desses now mentioned, by Gtsug-tor-hkhor-los-bsgyur-ba/-
Usnisacakravartin, red, having on the forefinger of the right
hand a wheel and the left lies on the seat, Gdugs-dkar-gtsug-
tor/Sitatapatrosnisa, Rgyal-bahi-gtsug-tor/Jayosnisa, Gsi-brjid-
phun-po-skal-ba-che, Rnam-par-hphro-byed-rnam-rgyal,
namely by the [ive Gtsug-tor/Usnisa (1).

(1) Iconographically all are idenucal with the first.
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There follow the other four Buddhas of the pentad, propor-
tionally bigger than the other figures. They are accompanied
by the secondary divinities of the cycle, mostly the same as
those in the Rdo-rje-dbyins-dkyil-hkhor/Vajradhatu-mandala,
namely: in front of Mi-bskyod-pa/Aksobhya: Rdo-rje-sems-
dpah/Vajrasattva; to the right: Rdo-rje-rgyal-pa/Vajraraja, to
the left: Rdo-rje-chags-pa/Vajraraga; behind: Rdo-rje-legs-pa/-
Vaj-rasadhu. And thus, in the same order, around Rin-chen-h-
byun-ldan/Ratnasambhava: Rdo-rje-rin-chen/Vajraratna,
Rdo-rje-gzi-brjid/Vajratejas, = Rdo-rje-rgyal-mtshan/Vajraketu,
Rdo-rje-bzhad-pa/Vajrahasa. Around Hod-dpag-med/-
Amitabha: Rdo-rje-chos/Vajradharma, Rdo-rje-rnon-po/Vaj-
ratiksna, Rdo-rje-rgyu/Vajrahetu, Rdo-rje-smra-ba/Vajrabhasa.
Around Don-yod/Amogha: Rdo-rje-las/Vajrakarma, Rdo-rje-
bsrun/Vajraraksa, Rdo-rje-gnod-sbyin/Vajrayaksa, Rdo-rje-khu-
tshur/Vajrasandhi. Then, Rdo-rje-sgeg-mo/Vajralasya, Rdo-rje-
hphren-ba/Vajramala, Glu-ma/Gita, Gar-ma/Nrtya, Bdug-pa-
ma/Dhapa, Me-tog-ma/Puspa, Mar-me-ma/Dipa, Dri-ma/
Gandha.

Some details of this mandala can be seen in fig. 280. ]
To the left of the door there is the mandala of Rin-chen-

hbyun-ldan dbugs-dbyun, surrounded by his acolytes: Rdo-rje-
rin-chen/Vajraratna, Rdo-rje-gzi-brjid/Vajratejas, Rdo-rje-sems-
dpah/Vajrasattva, Rdo-rje-rgyal-po/Vajrarija etc. (fig.281).

The other figures are much ruined. On the wall to the left of
the door Mi-bskyod-pa/Aksobhya was represented.

The small temple had 131 figures in all.
IIL5. This chapel is dedicated to Rnam-par-snan-mdzad/Vai-

rocana and therefore takes its name from him. His statue rep-
resents him with four faces flanked to the right by Rdo-rje-
sems-dpah/Vajrasattva and to the left by Rdo-rje-hchan/Vaj-

radhara. .
On the main wall is represented one of the mandalas in-

cluded in the seven mandalas comprehensiveiy called Nam-
mkhah-dri-med-chun dkyil-hkhor explained by Hjam-dpal-
bses-gnen, namely the third group of mandalas described by
Bu-ston as pertaining to the Mtshan-yan-dag-brjod-pa/Nama-
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sangiti (Bu-ston, Mtshan-brjod-ky: dkyil—ﬁkhor-gyi' bkod-pa, p.18).
The central figure represents Rnam-par-snan-mdzad/Vai-
rocana, white, with four faces and his two hands in

samiadhi-mudra, on which there is a vajra.
In the centre of his waist there is another image with four

taces, namely Dan-pohi-sans-rgyas/Adibuddha who, in the four
arms to the right has a sword, symbolising the mystic wisdom,
and in the four arms to the left the book of supreme gnosis. In
the centre of this figure there is another small image represent-
ing Hjam-dpal ye-ses-sems-dpah/Jianasattva Manjusri with six
faces and with the same symbols as Dan-pohi-sans-rgyas/Adi-
buddha. Around them are the paintings of: Sems-ma-rdo-rje/
Vajrasattvi, Rin-chen-sems-ma/Ratnasattvi, Chos-kyi-sems-ma/
Dharmasattvi, Las-kyi-sems-ma/Karmasattvi, and the other
four Tathagatas of the supreme pentad, surrounded by their
acolytes, in the following order: MI-BSKYOD-PA/AK-
SOBHYA, Rdo-rje-sems-dpah/Vajrasattva, Rdo-rje-rgyal-po/
Vajrardja, yellow, with the hook, Rdo-rje-chags-pa/Vajraraga,
red, with bow and arrow, Rdo-rje-legs-pa/Vajrasadhu, green,
having the vajra in the mudra of threatening. RIN-CHEN-
HBYUN-LDAN/RATNASAMBHAVA:  Rdo-rje-rin-po-che/
Vajraratna, ye'low, with gem and bell, Rdo-rje-ni-ma/Vaj-
rasurya, red, with solar disc, Rdo-rje-dpal/Vajrasri, blue, with
the flag, Rdo-rje-bsad-pa/Vajrabhasa, white, with a rosary of
ivory, SNAN-MTHAH-YAS/AMITABHA: Rdo-rje-chos/Vaj-
radharma, red, in the act of opening a lotus flower, Rdo-rje-
rnon-po/Vajratiksna, blue, with the sword, Rdo-rje-rgyu/Vaj-
rahetu, yellow, with a disc, Rdo-rje-smra-ba/Vajrabhasa, red, in
the act of touching his tongue. DON-GRUB/AMOGHASID-
DHI: Rdo-rje-las/Vajrakarma, green, with bell and sna-tshogs-
rdo-rje/visvavajra, Rdo-rje-bsrun-ba/Vajraraksa, yellow, with
shield, Rdo-rje-gnod-sbyin/Vajrayaksa, black, holding his teeth,
Rdo-rje-khu-tshur/Vajrasandhi, yellow, shakes the rdo-rje/vajra.
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On the wall to the left of the door, there is the mandala of
Byan-chub-sems-dpah dbugs-dbyun, identical with the preced-
ing, with the difference of a change in the central divinity. The
acolytes are the same. This is the seventh mandala according to
the liturgy of the same interpreter.

On the opposite wall there should have been the mandala of
Mi-bskyod-pa/Aksobhya equally inspired by the same source.

There are 135 figures in all.
II1.6. This temple is dedicated to Rin-chen-hbyun-ldan/Rat-
nasambhava, .and it can be considered to be one of the most

beautiful in the whole of Kumbum, for the magnificence of its

paintings and the richness of its decoration.
The central statue represents the divinity from whom the

temple derives its name, and it is surrounded by four other
statues of lesser proportions. They are two on each side,
namely, those of Rdo-rje-rin-chen/Vajraratna, Rdo-rje-gzi-
brjid/Vajratejas, Rdo-rje-rgyal-mtshan/Vajraketu, and
Rdo-rje-bzhad-pa/Vajrahasa.

The group is inspired by the mandala called Rin-hbyun
phyag-rgya bzhi/Caturmudra-mandala of Ratnasambhava de-
scribed by the Tattvasangraha (it corresponds to no.7 of my
list). _

The major part of the frescoes instead is dedicated to the
great mandala called Nam-mkhah-dri-med dkyil-hkhor-chen-
po according to the liturgic system of Hjam-dpal-grags-pa:
namely it expresses symbolically the mystic ritual and the ex-
-periences exposed in the Mtshan-brjod/Nama-sangiti (no.273
of my list).

On the left side of the door is painted the cycle of the di-
vinities normally depicted in the external band of the mandala
(Bu-ston op. cit. p.9f). Besides the Mchod-pahi-lha- mo/PUJa-
devi, and the group of Rdo-rje-gzugs-ma/Rupavajra etc. we
also see Dban-ldan/Is$ina, Umaia, Indra and such other
Phyogs-skyon/Dikpala, Gzhon-nu-Kar-ti-ka/Kumaira Karttikeya
on a peacock, with six faces and six hands of which two above
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the head in the act of homage, Nag-po-chen-po/Mahakala of
dark colour, with trident, Dgah-byed-dban-phyug/Nandikes-
vara of dark colour, in the act of playing a drum and seated
over a drum (fig.287). While in the treatise of Bu-ston these di-
vinities are in the posture of yab-yum namely accompanied by
the sakti, on the paintings of this temple the goddesses are rep-
resented separately.

Then follows the cycle of the planets: Ni-ma/Aditya, red,
with two hands that have a lotus on which there is the solar

disc; he is on a chariot drawn by horses.
Zla-ba/Soma, white, he has in his hand a lotus on which there

is solar disc; he is seated ona swan. _
Mig-dmar/Angaraka, red, in the right (hand) a knife, and in

the left a human head; he is seated on a bull.
Gzah-lhag/Budha, yellow, with bow and arrows.

Phur-bu/Brhaspati, white, with a rosary and a kamandalu;
on a vase.

Spen-pa/Sanai$cara, black, with a stick; seated on a turtle.

Sgra-gcan/Rahu, dark red, he holds the discus of the sun and

the moon. .
Mjug-rin/Ketu, black, with a sword and a noose made of ser-

pents (fig.287).
Then there are:

1) Stobs-bzan/Balabhadra, black, with sword.

2) Rgyal-byed/Jayanta, green, with four arms; rosasry of
flowers, arrows, bow and cup. He is seated on a chariot drawn
by Indian cuckoos (kokila).

3) Sbran-rtsir-byed-pa/Madhukara, white, in the right hands
carries a knife surmounted by a standard and the bow; in the
left arrow and cup. He is on a throne adorned with figures of
parrots.
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4) Dpyid-kyi-lha/Vasanta, white, with bow and spade, arrow
and cup. He is on a cloud.

Then there 1s the cycle of the eight Klu/Nagas: Klu
Mthah-yas/Ananta, red, Nor-rgyas/Vasuki, yellow, Hjog-po/
Taksaka, black Stobs-rgyu/Karkota, white, Padma, white,
Padma-chen-po/Mahapadma, black, Dun-skyon/Sankhapila,
yellow, Rigs-ldan/Kulika, red; all in the act of adoration
(figs.282, 283).

Then is reproduced the cycle of the Lha-ma-yin-dban-po/
Asurendra, namely: Thags-bzan-ris/Vemacitrin, Stobs-ldan,
Rab-dgah, Rnam-par-snan-byed/Vairocana; all with sword and
shield (figs.283, 284).

Nam-mkhah-ldin-gi-dban-po/Garudendra, with open wings
and the hands joined in an act of prayer. Mi-ham-ci-rgyal-po/
Kinnararaja, with the lute (phi-van), Dri-zahi-rgyal-po/Pisaca-
raja, of golden colour, with five crests.

Rig-hdzin-gyi-rgyal-po/Vidyadhararaja, yellow (figs.285,
286).

Below is the cycle of the Gnod-sbyin/Yaksas. All have in their
nand the lemon (bijapira) and the hawk. They are:
Gan-ba-bzan-po/Parnabha-dra, blue;
Nor-bu-bzan-po/Manibhadra, yellow;

Gnod-sbyin/Yaksa, red;
Rnam-sras/Vaisravana, yellow;
Pi-ci-kun-da, red;

Ki-li-ma-li, green;

Sgohi-dban-po, yellow;
Spyod-pahi-dban-po, yellow;
Hphrog-ma/Hariti, yellow,with her son.

On the wall to the left of the door, namely on the north of
the temple, the central image represents (fig.288) Kun-tu-bzan-
po/Samantabhadra; his right hand is in the mudra of gift, and
the left has a lotus flower with a long stem.

Around him are fifteen figures which along with him form.
the cycle of the sixteen Bodhisattvas (Bu-ston, op. cit., p.7).
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1) Blo-gros-mi-zad-pa/Aksayamati, yellow: sword in the right,
a lotus in the left in the mudra of dharmavyakhyana (1).

2) Sahi-snin-po/Ksitigarbha, yellow; the right hand touches
the earth (bhami-sparsa); the left has a heavenly tree on a
lotus.

3) Nam-mkhah-siin-po/Akasagarbha, green: in the right tree
from which gems rain; in the left the flag granting desires.

4) Nam-mkhah-mdzod/Gaganaganja, yellow: in the right the
gem granting desires and in the left heavenly tree coming out
from the auspicious vase.

5) Phyag-na-rin-chen/Ratnapani, green: the right hand in the
act of donating gems; and in the left, on a lotus, the moon,
symbol of illumination.

6) Blo-gros-rgya-mtsho/Matisagara, white: in the right a
conch, in the left the sword.

7) Rdo-rje-siiin-po/Vajragarbha, blue: in the right the vajra
and in the left the book entitled Dasabhamika-satra.

8) Spyan-ras-gzigs/Avalokita, white: the left hand in the act
of donation, in the right a lotus.

9) Mthu-chen-thoh/Mahasthamaprapta, yellow: in the right
the sword, in the left the lotus.

10) Zla-bahi-hod/Candraprabha, white: in the right disc
signed by the vajra, in the left the lunar disc on a lotus.

11) Dra-ba-can-gyi-hod/Jaliniprabha, pink: in the right the
sword, in the left the soldr disc on a lotus flower.

12) Hod-dpag-med/Amitabha, white: in the right
sna-tshogs-rdo-rje/visvavajra, in the left a vase on a lotus
flower.

13) Spobs-pa-brtsegs-pa/Pratibhanakuta, yellow: the right
hand in the act of meanacing, in the left a lotus flower on
which there is the sword.

(1) According to other sources abhayamudra and kamandalu. On this cycle
see pages 149, 243 and 250.
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14) Mya-nan-gyi-mun-pa-thams-cad-rnam-par-hjoms-pahi-blo
-gros/Sarva-§oka-tamo-nirghata-mati, of saffron colour: in the
right hand vajra emanating several rays, and in the left the
spear.

15) Sgrib-thams-cad-rnam-par-sel-ba/Sarva-nivarana-viskamb-
hin, blue: in the right hand the sword, in the left a small flag

with the sign of the vajra.
These bodhisattvas are divided into four groups, one for

every cardinal point. The following divinities are seen in the

lower line:
To the north-east: Khams-gsum-rnam-rgyal/Trailokyavijaya:

has four faces of different colours and eight hands. The two
principal hands have vajra and bell in hamkara-mudra; in the
others, to the right, sword, hook, bow; in those to the left: bow,
noose, vajra. He has under his feet Dban-phyug/I§vara and
Uma.

To south-east: Rdo-rje-me-ltar-hbar-ba/Vajrajvalanala: black,
he has four faces and eight hands; in the right vajra, sword,
bow and disc; in the left bell, noose, bow and khatvannga (1).

To the south-west: Rdo-rje-khrag-thun/Vajra-Heruka: dark
blue, four faces and eight hands; in the two main hands he has
a vajra and khatvanga; with the next two he spreads the skin of
Rdo-rje-hjigs-byed/Vajrabhairava, and then in the other two he

has bow and arrow, while in the last two he holds two skulls.
To the north-west: Rta-mchog/Paramasva: green, in his trad-

itional representation. Then follow on the four doors of the
mandala, to the east G$in-rje-g§ed/Yamantaka, to south Ses-
rab-mthar-byed/Prajnantaka, to the west Padma-mthar-byed/
Padmaintaka, to the north Bgegs-mthar-byed/Vighnantaka.

On the small wall bordering the opening of the cella is repro-
duced the cycle of the twelve earths (2), as feminine figures

(1) From the iconography it can be seen that this divinity is a duplication of
the previous one.

(2) Namely, the normal ten nos 2-11 of my schema, plus two supplemen-
tary nos 1 and 12. The list of 13 earths in Dharmasangraha 65.
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in padmasana and all with the vajra in the right hand. The
symbol of the left hand changes for each earth/bhami (figs.289,

290).
The big figure in the middle represents:

1) Mos-spyod-kyi-sa/Adhimukti-carya bhumi, of red colour:

in the left hand a red lotus (fig.290).
Then follow to the right:

2) Rab-dgah-bahi-sa/Pramudita bhiami, red; gem granting
desires.

3) Dri-med-pahi-sa/Vimalz'l bhami, white; white lotus.

4) Hod-byed-pahi-sa/Prabhdkari bhiumi, red; solar disc on
lotus.

5) Hod-hphro-bahi-sa/Arcismati bhami, green; utpala lotus.

6) Spyod-dkah-bahi-sa/Sudurjaya bhumi, yellow; emerald.

7) Mnon-du-gyur-pahi-sa/Abhimukhi bhami, golden; the
book of gnosis on a lotus.

8) Rin-du-son-bahi-sa/Darangama l_)_hﬁmi, light blue; vajra
on lotus.

9) Mi-g.yo-bahi-sa/Acala bhami, white; on a lotus a lunar
disc with a vajra above it.

10) Legs-pahi-blo-gros-kyi-sa/Sadhumati bhiami; pink; sword
on an utpala flower.

11)Chos-kyi-sprin-gyi-sa/Dharmamegha bhumi, golden; book
of gnosis.

12) Kun-tu-hod-kyi-sa/Samantaprabha bhimi, colour of the

sun at midday; image of the Buddha on a lotus flower.
To the left of the central figure is represented the cycle of

the twelve perfections Phar-phyin/Paramita (fig.291), and not
ten as is the rule. They too are represented according to the
iconographic scheme of the bodhisattvas, but feminine in as-
pect, seated in padmasana. In the right hand all of them have
the cintamani gem to symbolise that these perfections grant the

desires of creatures.
The symbol in the left is different for each figure (1). The

twelve perfections are:

(1) Also in this case 2-11 correspond to the usual cycle plus 1 and 12.
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1) Rin-chen-pad-mahi phar-phyin/Ratnapadma-paramita, red;
lunar disc on lotus flower.
2) Sbyin-pahi phar-phyin/Dana-paramita, pink; grain and
gems.
3) Tshul-khrims-kyi phar-phyin/Sila-pﬁramilﬁ, white; flower
of asoka.
4) Bzod-pahi phar-phyin/Ksanti-paramita, golden; white lotus.
5) Brtson-hgrus-kyi phar-phin/Virya-paramita, green; utpala.
6) Bsam-gtan-gyi phar-phyin/Dhyana-paramita, light blue;
white lotus.
7) Ser-phyin phar-phyin/Prajiia-paramita, golden; with four
arms.
8) Thabs-kyi phar-phyin/Upaya-paramita, green; vajra on a
lotus flower.
9) Smon-lam-gyi phar-phyin/Pranidhana-paramita, vyellow;
sword on a lotus flower.
10) Stobs-kyi phar-phyin/Bala-paramita, red; book of gnosis.
11) Ye-$es-kyi phar-phyin/Jiiana-paramita, white; branch of
the tree of illumination.
12) Rdo-rje-las-kyi phar-phyin/Vajrakarma-paramita, varieg-
ated in colour; double lotus (sna-tshog-padma/vi§vapadma).

On the wall of the cella to the left of the viewer is rep-
resented Hjam-dbyans dkar-po/White Manjughosa, with his

mandala.
This is the image which I have already met with at Lhalung

and at Tsparang and which I could not identify with certainty.
I had rightly imagined that it would be attached to a cycle con-
nected with that of Vairocana, but I could not be more precise.
Their relationship with the tantra of Vairocana is made clear
by the Tibetan tradition which considers, as I have stated

above, the Namasangiti as derived from the Tattvasangraha.
There is therefore the need to complete the indications given

in Indo-Tibetica 111/2.117 according to the new data collected in

this volume.
This divinity has four faces and eight hands; the two main

hands are in the act of explaining the law, the other three to
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the right have the sword, the bow and the vajra; those to the
left the book of gnosis, the arrow and the bell (fig.292).

Hjam-dbyans dkar-po/White Manjughosa, according to the
treatise of Bu-ston (p.3b) is surrounded by the cycle of the
eight hkhor-los-sgyur-ba/cakravartins, namely, Gtsug-tor-chen-
mo/Mahosnisa, Rnam-par-hthar-ba; Gzhi-byed-phun-po, Gyen-
hbyun, Gtsug-tor-gdugs-dkar/Usnisa-sitatapatra, Gyen-hbyu-
n-chen, Gtsug-tor-rnam-rgyal/Usnisavijaya, Rgyal-ba.

All of them are yellow; in the right hand they have a disc
and with the left they are leaning on the seat. In the other four
mandalas are reproduced the other four Tathagatas of the
pentad, and around them is developed the cycle of other thir-
tysix divinities: Rdo-rje-sems-dpah/Vajrasattva, Rdo-rje-rgyal-
po/Vajraraja, Rdo-rje-chags-pa/Vajraraga, etc. as in the
Tattva-sangraha (details in figs. 293-294). This cycle continues
on the opposite wall too, together with that of the sixteen
Bodhisattvas whom we have already met as acolytes of
Kun-tu-bzan-po/Samantabhadra in this very chapel (details in
figs.295-296).

On the wall flanking the cella to the rlght is painted the cycle
of the ten investitures dban/vasita and of the twelve formulae
gzuns/dharani. The first are seen to the right and the latter to
the left of the central divinity, who is the first of the first cycle,
namely, Tshe-la-dban/Ayurvasita.

The ten Dban/Vasita are represented according to the
iconographic scheme characteristic of the Bodhisattvas, but are
of feminine aspect, seated in padmasana. Their right hand al-
ways has a lotus flower, while the symbol of the left hand
changes for every image, as it can be seen from the following
list (see Bu-ston op. cit. p.6a, figs.297, 299).

Tshe-la-dban/Ayur-vasita, pink; image of Hod-dpag-med/
Amitabha on the lotus which she holds in the right hand
(hg.298).

Sems-la-dban/Citta-vasita, white; red vajra.

Yo-byad-la-dban/Pariskara-vasita, yellow; flag with the cinta-
mani gem.
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Las-la-dban/Karma-vasita, green; sna-tshog-rdo-rje/vi§vava-
jra.

Skye-ba-la-dban/Upapatti-vasita, mulucolored; branch of
multicoloured jati (1). _

Rdzu-hphrul-la-dban/Rddhi-vasita, green; discuses of sun
and moon on lotus flower.

Mos-pa-la-dban/adhimukti-vasita, white; flower of priyangu
(2).

Smon-lam-la-dban/Pranidhana-vasita, yellow; blue utpala.

Ye-ses-la-dban/Jinana-vasita, blue; sword on uptala.

Chos-la-dban/Dharma-vasita, pink; vase on a lotus flower.

The twelve Gzuns/dharani have in the right hand the
sna-tshogs-rdo-rje/visvavajra; the symbol of the left is indicated
below. They are of feminine appearance (3).

Nor-ldan-gyi Gzuns/Vasumati, yellow; basket of grain.

Gtsug-tor-rnam-rgyal/Usnisavijaya, white; vase of rock crys-
tal.

Hod-zer-can/Marici, pink; needle and thread.

R-i-khrod-lo-ma-can/Parnés’abari,green; heap of leaves.

Dug-sel-ma/]Janguli, white; poisonous flower.

Sgo-mthah-yas-ma/Anantamukhi, green; the wonderful vase
containing inexhaustible treasures, kept on a red lotus.

Skul-byed-ma/Cunda, white; vase with a suspended rosary.

Ses-rab-phel-ma/Sumati, white; sword on a blue utpala
flower.

L.as-skyi-sgrib-pa-thams-cad-rnam-par-sbyon-ma/Sarva-karmava
rana-viSodhani, vyellow; pink lotus with the sign of the
sna-tshogs-rdo-rje/visvavajra.

Yes-$es-mi-zad-pahi-za-ma-tog/Aksaya-jiana-karanda, red;
gemmed basket.

Sans-rgyas-thams-cad-kyi-chos-kyi-mdzod-dan-ldan ~ gzuns/
Sarva-buddha-dharma-kosavati, golden; multicoloured box.

(1) Jasminum glandiflorum.

(2) Aglaia Roxburghiana.

(3) This is different from the list of the twelve dharani in the Mahavyut-
patti.
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On the wall to the right of the door, namely the southern
wall, the same cycle is repeated, which we have seen on the op-
posite wall, with the only difference that in place of
Kun-tu-bzan-po/Samantabhadra there is Spyan-ras-gzigs/Av-

alokita (fig.300) in the centre.
Immediately to the right of the door, in the centre of the

wall is Rta-mgrin/Hayagriva surrounded by the cycle of the 28
lunar mansions (naksatra) and by various deities of an irate as-
pect (figs.301, 302, 303).

The 28 naksatras are of peaceful aspect; both the hands
joined in the act of adoration (fig.303). Below are seen:
Tshans-ma/Brahmani, Drag-mo/Rudrani, Khyab-hjug-ma/Vais-
navi, Gzhon-nu-ma/Kaumari in the same attitude of the di-
vinities of whom they are the saktis, Dban-mo/Indrani as Indra
(fig.301, last row), Phag-mo/Varahi, black, on the figure of a
ghost (yi-dag/preta) (ibid.), her symbols are a fish, and a skull,
Rgan-byad-ma, red, on a yi-dag/preta, with knife and skull
(ibid.), Bhringiriti, black, with rosary and kamandalu (ibid.),
Tshogs-bdag/Ganapati with the face of an elephant, in two
hands sweets (la-du) and radish (la-phug) and in the other two
hands trident and axe, Sahi-lha-mo/Prthvi, Rmugs-hdzin/Jam-
bhala etc. (fig.302).

There are 330 figures in all.
IIL.7. This chapel is rather ruined. Today the monks call it

the chapel of Rnam-par-snan-mdzad/Vairocana. We know,
both from the eulogy and from the inscriptions, that it was de-
dicated to Hjam-dpal ye-$es-sems-dpah/Jhana-sattva Manjuéri,
whose statue, surrounded by those of Rdo-rje-ni-ma/Vajrasirya
and Rdo-rje-sems-dpah/Vajrasattva,‘is seen on the small wall to
the south. The god has six faces. Therefore we are facing the
mandala described by the second commentator Sgeg-pa-rdo-rje
(on whom see Bu-ston, p.13a), one of the mandalas included in

the second series of mandalas corresponding to no.273 of my
list.
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On the wall to the east the central figure represents the
mandala of Rnam-par-snan-mdzad/Vairocana, according to the
commentary of Avadhitipa Padmasambhava, similar to the one
described in the Sgyu-hphrul-dra-ba/Mayajala, the god is rep-
resented in the aspect called dbugs-dbyun, namely with the
image of the Adibuddha (five faces, eight arms) in the centre
of his breast. He 1is also surrounded by the four S$ak-
tis:Sems-ma-rdo-rje-ma/Sattvavajri,  Rin-chen-rdo-rje-ma/Rat-
navajri, Rdo-rje-padma/Padmavajri, Rdo-rje-las-ma/Kar-
mavajri, and by the other four supreme Buddhas, each sur-

rouded by his acolytes.
Around the mandala there is a series of sixteen bodhisattvas

partly different from those listed above (Bu-ston op. cit. p.21)

(1) :

. Name colour symbol o
East Byams-pa/Maitreya yellow kumuda
Hjam-dpal/Manjusri green utpala
Spos-glan/Gandhahastin blue incensvir
Ye-$es-tog/Jfianaketu white standard
South  Blo-gros-rgya-mtsho/ red or gem
Sagaramati yellow
Blo-gros-mi-zad-pa/ yellow gem
Aksayamati
Bzan-skyor/Bhadrapila blue incensoir
Spobs-brtsegs/ black book
Pratibhanakiita
West Mthu-chen/Mahasthama red lotus
Nan-son-kun-hdren/ yellow hook
Apayanjaha
Mya-nan-hjoms/Sokanirghata white sword
Dra-ba-can/Jaliniprabha white net
North  Zla-ba-hod/Candraprabha white and moon
yellow
Hod-dpag-med/Amitaprabha white hook
Nam-snin/Akasagarbha green sword
Nam-mkhah-mdzod/ green basket of
Gaganaganja gems

There are 81 figures in all.

(1) See above p.149 and 236.
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IIL.8. This chapel is dedicated to Byan-chub-sems-dpah-rdo-
rje/Bodhisattva-vajra, whose statue is on the southern wall, sur-
rounded by those of Rdo-rje-chos/Vajradharma and
Rdo-rje-sgra/Vajrasabda. This is thus the seventh mandala of
the liturgy of the Mtshan-brjod/Nama-sangiti according to the
exposition of Sgeg-rdo-rje (Bu-ston p.15b, in the group bearing
no.274 of my list).

On the main wall, that on the north, is the first mandala ac-
cording to the same liturgy of Sgeg-pahi-rdo-rje (fig.304). This
mandala is called “the mandala expressing the five mystic fami-
lies in synthesis”, because it includes the five Buddhas of the
pentad, each with his appropriate acolytes. The central figure
represents white Rnam-par-snan-mdzad/Vairocana with four
faces and his two hands in the byan-chub-mchog/bodhyagri
mudra; he is repreduced in that special form called
dbugs-dbyun, i.e. as a moment of the absolute in which is con-
tained the Adibuddha as infinite potency which is represented
in the centre of his heart. In this way, during the meditative
process the divinities on whom the mystic fixes his mind are
imagined to reveal themselves in all their luminosity in the
centre of the heart to spread, afterwards, as luminous rays in
the immensity of space. Therefore this Rnam-par-snan-mdzad/
Vairocana should rather be called Rnam-par-snan-mdzad-chen-
po/Mahavairocana. The image of Dan-pahi-sans-rgyas/Adibud-
dha, white, is visible in the middle of his breast. He has five
faces and eight hands; in the four to the right he has the book
of gnosis and in those to the left he has the sword. In the mid-
dle of the breast of the Adibuddha is visible the figure of
Hjam-dpal-ye-$es/]fiana-Manjusri with six faces and two hands
in samadhi-mudra; in them a lotus flower on which there is the
book of gnosis. Four figures, placed around him represent the
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other four Buddhas of the pentad. Then follow the four
mothers: Sems-ma/Sattvi, Rdo-rje-ma/Vajri, etc. and then in
parallel lines, the same gods as in the mandala of Vairocana in
the cycle of the Tattva-sangraha.

On the western wall, namely to the right of the door, is
painted a mandala reminding of another Tantra but analogous
to this, according to the classifications of the esoteric schools al-
ready met with, namely the Rdo-rje-snin-po/Vajrahrdaya (1).

In the centre of this mandala is represented Rnam-par-snan-
mdzad/Vairocana, white, with a face and two hands in samadhi-
mudra, surrouded by the four mothers: Sems-ma/Sattvi, Rdo-
rje-ma/Vajri, etc., by the five Gtsug-tor/Usnisa about whom we
have already spoken, and by the other four Tathagatas of the
supreme pentad, besides a great deal of minor deities.

There are 168 figures in all.

IIL.9. The chapel is dedicated to Phayag-na-rdo-rje-hchi-
bdag. The great wall to the south is dedicated to the sixth of
the eleven mandalas contained in the liturgy described in the
supplement to the Nan-son-thams-cad-yons-su-sbyon-ba-gzi-
brjid-rgyal-po/Sarva-durgati-parisedhana-tejoraja. About them
Bu-ston speaks at length in his work dedicated to this very cycle
and called Kun-rig-gi dkyil-hkhor-gyi bkod-pa (p.20 no.341 of my
list). This mandala is known as the mandala of
Phyag-na-rdo-rje/Vajrapani, surroundec by the eight
Lha-chen/Mahadevas and serves to favou the conversion of

beings who may be converted by the cult of the cight
Lha-chen/Mahadevas.

The central divinity of this mandala (fig.305) represents that
form of Phyag-na-rdo-rje/Vajrapani which is known by the

(1) This too is fully described by Bu-ston in the Rdo-rje-siin-po-rgyan-gy
rgyud dkyil-hkhor-gyt ram-gzhag.
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name of Khro-bo-Hjig-rten-gsum-rgyal/Krodha-Trailokya-vij-
aya. He has four arms of which the two main ones have the
vajra and the bell, the other two the bow and the vajra. The
god is figured in the act of putting under his feet Hjigs-byed-
po/Bhairava and Uma. Around him is the cycle of the eight
Lha-chen/Mahadevas:

1) Dban-phyug/Isvara, black, with trident;

2) Brgya-byin/Indra, white and yellow, with the vajra;

3) Tshans-pa/Brahma, vellow, with the gem;

4) Khyab-hjug/Visnu, black, with disc;

5) Hdod-pahi-dban-phyug/Kamesvara, red, with bow;

6) Tshogs-bdag/Ganapati, white, has the head of an
elephant and carries the axe;

7) Bhringiriti, namely Bhrngiriti, whitish, with a box;

8) Gzhon-nu/Kumara, who has six faces and carries the

knife.
Then follow: Stobs-bzan/Balabhadra, green, with the plough,

Dgah-bahi-dban-phyug/Nandikesvara, red, in the act of drink-
ing, Nag-mo-chen-mo/Mahakali with a spear with three points.
The eight Lha-chen/Mahadevas have to be accompanied by
their Saktis whom they embrace with their left hands (figs
306-309). On the small wall to the west is reproduced the man-
dala serving to favour the conversion of persons who may be
converted by the four Rgval-chen/Caturmahiarajika. In the
centre is seen Phyag-na-rdo-rje/Vajrapani, white, represented
in the aspect of Rdo-rje-sems-dpaly/Vajrasattva; he 1s sur-
rounded by the four Rgval-chen/Caturmahiunajika in their trad-
itional types. This is the third mandala of the list already
quoted by Bu-ston (no.536 of myv list). On the northern wall is
represehte(l instead the fourth mandala, the one destined to
favour the conversion of creatures who can be converted
through the cult of the ten Phyogs-skvon/Dikpilas (no.337 of
my list) in their traditional type.
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Every cycle is completed by the four Sgo-ba(Sgo-ba-bzhi)/
Dvarapali: Lcags-kyu/Ankusa, Zhags-pa/Pasa, Lcags-sgrog/
Sphota, Dril-bu/Avesa.

There are 80 images in all.

IIL.10. This chapel is wrongly called the chapel of Hum-
mdzad/Hamkara, because the central divinity of the group of
statues seen in the east represents Sa-kya-sen-ge/Sakyasimha.
On the main wall to the south is a great mandala; its central fi-
gure, representing Me-ltar-hbar-ba/Jvalanala, indicates that we
are faced by the last of the eleven mandalas of the supplemen-
tary liturgies of the Nan-son-sbyon-ba/Durgati-pariSodhana,
the one which serves to purify wrath by wrath (no.343 of my
list). Me-ltar-hbar-ba/Jvalanala (fig.310) is a particular from of
Rdo-rje-sems-dpah/Vajrasattva; the god of irate aspect has in
his two main hands the vajra and the bell, and in the other
four bow and arrow, sword and hook; and tramples over Uma
and Dban-phyug/I$vara.

Around him is the retinue of his acolytes:

1) Hjig-rten-gsum-snan, with vajra;

2) Hjig-rten-gsum-hdul, with a skull and the club;

3) Hjig-rten-gsum-hjig, with trident;

4) Hjig-rten-gsum-hchin, with the axe;

5) Bdud-rtsi-hkhyil-ba/Amrtakundalin, with vajra as a cross;
6) Dbyug-snon-can/Niladanda, with the disc;

7) Mi-g.yo-ba/Acala, with the axe;

8) Rta-mgrin/Havagriva, with lotus;

9) Dus-kyi-srin-mo, with a skull;

10) Dus-kyi-dbyug-ma, with club;

11) Dus-kyi-dgah-ba-mo, with the lunar disc;

12)  Dus-kyi-gnod-sbyin-mo, with "vajra (figs.311-314; detaiis
of the central hgure in fig.315).
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The symbols of these acolytes, which we have so briefly
hinted at, are all kept in the first hand on the right, which is
the highest of all; the other hands have the symbols visible in
the figures.

On the western wall we have another tantric cycle, anyway
near to those represented till now: namely to the
Sku-gsun-thugs gsan brgyan bkod-pa, whose liturgy has also
been described by Bu-ston in his Gsan-ba-rgyan-bkod-kyi dkyil-
hkhor-gyi rmam-gzhag. The mandala reproduced is the fourth of
the six mandalas of Yum-chen-mo, listed and separately de-
scribed in this work. The central divinity represents an irate
form of Yum-chen-mo, with four faces and four hands: those
in the right have the vajra and the hook and those in the left
the skull and the noose (fig.316). To her mandala belong:

Mthah-mahi-zhal, multicoloured; has four faces and four
hands: the first two hands have chain and noose, the third has
a skull full of blood and the last one has the fingers in the a-t
of producing a noise.

Mthah-gdon, blue; has four arms: sword and gems, skull and
baton.

Pad-mahi-zhal-ma, red; she has two arms: discus of the sun
and of the moon.

Khro-mo-ma-bcas-ma; she has two arms: double vajra and
conch.

Then follow the male divinities who correspond to these frur

Khro-mo: they are in the same position and have the same s>m-
bols.

The mandala is concluded by the twelve Phyogs-skyon/Dik-
palas and the four Sgo-ba/Guardians of the Gates and minor
acolytes. From the number of divinities included in it, this
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mandala corresponds to the plane of action (las) and is used in
magic rites, and as said in the inscription, it is called the mandala

of 33 gods (1).

On the northern wall is the first mandala of the Gsan-rgyan
known as the mandala of the mystic knowledge (ye-$es-kyi dkyil-
hkhor/jhana-mandala, Bu-ston p.2ft).

Its central divinity is the Yum-chen-mo with four faces and
four hands, yellow; her two main hands are in the act of the
explanation of the law, the other two have a lotus and a vajra.
Around her:

1) Mthah-yas-zhal-ma, with many faces and many hands,
white; her two main hands have the vajra and the lotus.

2) Nam-mkhah-dge-ma, blue; her right hand is in the act of
giving, and the left one has the cintamani gem.

3) Yid-hphrog, red; in her right hand leaning on the side
she has a lotus which she opens with her left hand.

4) Grags-chen-ma, green; with the vajra and the bell.

In the intermediate points, Me-tog-ma/Puspa, Bdug-pa-ma/
Dhipa, Dri-chab-ma/Gan'dhi, who are followed by the other
Mchod-pahi-tha-mo/Pajadevis and the four Sgo-ba/Door-keepers.

There are 83 figures in all.

IIL.11.T. This temple, fesembling a veritable lamaistic panth-
eon, so many are the images covering its walls, is dedicated to
Don-yod/Amogha whose statue dominates the central wall, sur-
rounded by his minor acolytes: Rdo-rje-las/Vajrakarma, Rdo-
rje-bsrun-na/Vajraraksa, Rdo-rj¢-gnod-sbyin/Vajrayaksa, Rdo-
rje-khu-tshur/Vajrasandhi.

(1) With central divinity accompanied by 32 acolvtes.
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In order to be clear, it is advisable to reproduce here the

schematic plan of the temple: N

statue

On the walls c, d, e, f is the cycle proper of Kun-rig/Sarvavid

namely the group of the 37 images constituting its central nuc-

leus and about which we have already spoken in the course of

this book. . _ '
Around them are painted the images of the sixteen

Bodhisattvas who complete the cycle,-and so also the images of
the Sravakas.
The sixteen Bodhisattvas, four for each direction, are:

East:

South:

West:

North:

Byams-pa/Maitreya
Mthon-ba-don-yod/Amoghadarsin
Nan-son-kun-hdren/Sarvapayajaha
Mya-nan-dan-mun-pa-thams-cad-nes-par-hjoms-pahi-
blo-gros/Sarva-§oka-tamo-nirghata-mati
Spos-kyi-glan-po/Gandhahastin
Dpah-bar-hgro-ba/Siramhgama
Nam-mkhah-mdzod/Gaganaganja
Ye-ses-tog/Jnanaketu
Hod-dpag-med/Amitaprabha
Zla-hod/Candraprabha
Bzan-skyon/Bhadrapala
Dra-ba-can/Jaliniprabha
Rdo-rje-sinin-po/Vajragarbha
Blo-gros-mi-zad-pa/Aksayamati
Spobs-pa-brtsegs-pa/Pratibhanakata
Kun-tu-bzan-po/Samantabhadra

These figures vary only in the colour, that is to say, that each
group is represented according to the colour of its correspond-
ing direction; but all of them are reproduced in the attitude of
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Rdo-rje-sems-dpah/Vajrasattva. This means that in this case too
the authors of the paintings have followed the canons of
Bu-ston. In fact we know that other authors like Gnur-pa
changed, according to the region where the bodhisattvas were
placed, their poses as well.
The Sravakas are all dressed in monk’s robes carrying the

vase for alms. They are:
East: Dgah-bo/Nanda (1)

Sgra-can-hdzin/Rahula

Sa-rihi-bu/Sériputra

4 ‘Mohu-hgal-gyi-bu/Maudgalyayana

South: Rab-hbyor/Subhuti

Hchar-kha/Udayin

Ma-hgag-pa/Aniruddha

Kohu-di-nya/Kaundinya
West:  Ne-bar-hkhor/Upali

Rta-thul/Asvajit

Ba-lan-bdag/Gavampati

Kun-dgah-bo/Ananda
North: Min-chen/Mahanama

Nor-sbyin-hdzin

Gan-po/Pirna

Hod-srun/Kasyapa

Then follow the twelve Pratyekabuddhas, who in the symbol-

ogy of mandalas signify the twelvefold causal nexus
(pratitya-samutpada), two for each main direction and one for
each intermediate point:

Gdun-ba-bsel-ba Smra-bahi-sgra-can
Snan-ba-brtsegs-pa Bse-ru-lta-bu
Hjigs-pa-med-pa Dug-chen-hjoms
Dpah-bo-hdul-ba Rdzu-hphrul-cher-ston
Ses-rab-mgyogs-can Sen-ge-sgra
Ri-bo-rgval-ba Yid-mvur

(1) Except the T4th, all ave in the Mahdvvuepaui § 48.
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Details of these cycles and of the acolytes are reproduced in
figs.317-323.

On the walls marked with the letters a, b, h, g are rep-
resented the supplementary divinities, belonging to the same
mandala, who are unfolded around the central group.

There are first of all, one for each wall, four tetrads, which
in the mandala proper occupy the area of the doors. According
to the custom usually followed by the schools of painting which
have frescoed the Kumbum, the central place is occupied by
the first figure of the tetrad. Thus on the wall a is Khro-bo
Hjig-rten-gsum-snan-ba, who should have been placed on the
external door to the east; and he has on the right

Bdud-rtsi-hkhyil-ba/Amrtakundalin, to the left
Dus-kyi-lcags-kyu-ma,. and behind  Dus-kyi-lcags-kyu-ma
(fig.332).

On the wall b (which corresponds, in the mandala, to the ex-
ternal door to the south) is Hjig-rten-gsum-hdul, to this right
Dbyug-snon-can/Niladanda, to the left Bdus-dbyug-pa-ma, and
behind Dus-kyi-zhags-pa-ma/Kalapasi. (figs.324, 325). On the
wall g (which corresponds to the external door west of the
mandala described by Bu-ston): Hjig-rten-gsum-hchan, who
has to the right Mi-g.yo-ba/Acala, to the left Dus-kyi-mtsh-
an-mo/Kalaratri, and behind Dus-kyi-lcags-sgrog-ma
(figs.326-327). |

On the wall h (which carresponds to the external door in the
north): Hjig-rten-gsum-hjig, to his right Rta-mgrin/Hayagriva,
to his left Dus-kyi-gnod-sbyin-mo/Kalayaksi, and behind
Dus-kyi-dril-bu-ma (1) (fig.328).

Around these four tetrads are the various cycles of secondary
divinities disposed along the external margins (phyi-ma) of the
mandala. As can be seen from the plates, and as can

(1) The cycle of the Khro-bo is described in the Sundaralankara,
Bstan-hgyur, rgyud LXII, p.207.
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be deduced from quotations of the same text, mentioned both
by Bu-ston and by the inscriptions, these cycles are many and
varied: their iconographic representation differed from school
to school (1).

Since these are cycles not yet studied it is proper to give
briefly their names and characters.

Name Colour Symbols Vehicle  Sakti
Tshans-pa/Brahma yellow kamandalu  swan
Tshans-ma/Brahmani lute
Pho-fia/diita lotus
Mnag-gzhug-yid-du- sword
hon-ba
Dban-phyug-chen-po/ white trident
Mahegévara
Uma in the act
of open-
ing the
lotus
Pho-fia Rnam-par-snan- bow
ba '
Mnag-gzhug- spear
ded-dpon (2)
Brgya-byin/Indra red & vajra
yellow

(1) The iconographic description and the position of the divinities in the
mandala followed by Bu-ston is that established by the Sa-skyaspa differen-
tiating themselves from other liturgic schools (p.9a, b). The treatise of
Bu-ston must have served as a guide for the authors of the paintings of the
Kumbum, and they wanted to quote him in the inscriptions.

Bu-ston himself, after giving his own ideas, quotes also the theories of
Rtsva-skya and Gnur-pa (op. cit. p.9-14) but prefers the liturgic interpreta-
tion that Atiéa has given of the cyele in his instructions (man-nag) (p.14f).
Another exposition ot the same mandala with some variations in the position
of the images and in their iconographic representation s attributed to
Kun-dgah-siin-po (Bu-ston op. cit. p.14ff.).

(2) The Alokilarmkara makes a single category of the Pho-na and of the
Mnag-pa, Bstan-hgyur LXI11.248.6. This text is obviously the basis of the
Tibetan tradition followed by Atia and Bu-ston.
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Table continued

Name Colour Symbols Vehicle with Sakti
Bde-sogs-ma lute
Pho-iia Kun-tu-snan-ba sword
Khyab-hjug/Visnu black disc eagle
(nam-
mkhah-
1din)
Dpal-mo/Sri tree for
impaling
(gsal-$in)
Mnag-gzhug Rdo-rje- tooth
bde-ba
Pho-na Rdo-rje- disc
ded-dpon
Lha-ma-yin Thags- white armour
bzan-ris/Vemacitrin and sword
Dri-za Zur-phud-Ina- green lute
ba/Pancasikha
Mkhah-ldin-ser-mig- multiple
can
Gnod-sbyin Ku-be-ra yellow gem horse
Srin-po Lan-ka-mgrin- black sword corpse
bcu/Lanka Dasa-
kantha
Lto-hphyehi-rgyal-po- blue noose boar
sa-bdag
Hbyun-pohi-rgyal-po grey trident- bull
Dban-ldan/I$ana .
Gsin-rje/Yama blue sword buffalo
LHA-MA-YIN (1)) ASURA
Rnam-par-snan-byed arrow and bow with sakti
Sgra-gcan/Rahu moon "
Sum-brtsegs mountain "
Rab-sim ambrosia "
Keu-si vajra b
Kun-tu-snan-ba mirror "

(1) While the preceding names indicate the group: here are given individu-
ally the various gods and their retinues, according to other commentaries re-
ferred to by Bu-ston. The list of asuras is different from that already known.
Keu-§i is an abbreviation of Heranakesu (Alokalarmkara p.249 = Hiranyake-

$in).
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Name

Symbols  Vehicle with $aku

NAM-MKHAH-
LDIN/Garuda
Mkhah-ldin-gser-
mig-can
Gyog-du-ma-can
Ga-ru-na/Garuda
DRI-ZA/Pisaca
Zur-phud-Ina-ba/
Panica$ikha
Yul-hkhor-srun/

‘Dhruarastra
GNOD-SBYIN/Yaksa
Yan-dag-$es/Samjneya
Gan-ba-bzan-po/

Parnabhadra
Hbrog-gnas/Atavaka
Ku-be-ra
Nor-bu-bzan-po/

Manibhadra
Pan-ji-ka/Panicika
Hdzam-bha-la/

Jambhala
Nor-lhahi-rgyal-po
SRINPO/RAKSASA
Srin-po Lan-ka-mgrin-

bcu/Lanka-dasa-

kantha
Upakarna

Bum-snan
LTO-HPHYE/URAGA

Lto-hphye Rab-brtan
Khyus-hgro

hook

vajra
noose

garland of

flowers

Tute

moon
vase

box
club
gem

treasure
mongoose

fruit

bow &

arrows
sword

club

vajra
gems
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Table continued

Name Colour Symbols . Vehicle with sakti

HBYUN-PO/BHUTA

Hbyun-po Dban-ldan/ trident with $akti
I$ana

YI-DAGS/PRETA
Phyi-sgrib-can
Nan-sgrib-can
Ran-bzhin-gyi-sgrib
-pa-can
Me-lcehi-hkhor-lo-can
Sgo-kur-can

HDRE/PISACA

Log-hdren black  serpent

Gie-hu-thun-gnas-
gnon-me

S_pyihu'-tshugs-thur-hltas

Sehu-mon-ta-ka-hjug- sword
pahi-hdre

Dar-dbyans-ta-ka-lce- sword
la-hjug-pa

Mu-rgan-ta-ka-myur- sword

bas-hjug-pa (1)

(1) It refers to divinities who can cause such poisons/dug, cause disturbance
to various parts of the body or provoke sicknesses; hjug-pahi-dug poison pro-
ducing an illness; lce-dug poison acting on the tongue, myur-bas-hjug-pahi-dug
poison immediately causing sickness, so for the flesh, the teeth, the lips. See
Sundaralankara, fol.137.6.
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Name

Form Symbols

acolytes of :

HBYUN-POHI-BDAG-PO/

BHUTAPATI
Ri-dvags-rgyal-po
Skem-byed
Brjed-byed
Khu-tshur-can
Nam-gru
Srul-po
Dzamita.
Hdod-pa-can
Ma-rgad-byed-pa
Bzhin-byad
Gnah-lag-can
Bya-ni
Mig-hphyan
Hjam-pa-po
Ma-mo

KLU/NAGA
Mthah-yas/Ananta
Hjog-po/Taksaka
Chu-lha/Varuna
Dun-skyon/Sankhapala
Nor-rgyas/Vasuki
Stobs-rgyu/Karkotaka
Pad-chen/Mahapadma
Rigs-ldan/Kulika

in the form of antelope
aspect of youth
in the shape of fox
” ” of bird
" of dog
" of boar
” of worm (1)
of vajra
" of cat
” of owl
" of duck (bya-gag)
" of wing
” " of bat  (pha-van)
" ” of bell

” of woman

lotus
axe
lotus
conch
vase
plough
lotus
gem

(1) kita = kita.
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Table contmued

Name Symbols with sakti
Dgah-bo-sprin-phun sword
Dgah-bo-sprin rain of gems

10 RIGS = 10 Phyogs-skyon/
Dikpala
as in the traditional list

4 RGYAL-PO/Caturmah-
arajika

as in the traditonal list

9 PLANETS

the iconographical type is different from
the one quoted above

with sakn

Pa-sans/Sukra flower
Phur-bu/Brhaspati book

Gzah-lhag/Budha mudra of donation
Zla-ba/Soma lotus kumuda
Mig-dmar/Angaraka vase of ambrosia ”
Sgra-gcan/Rahu blue iotus

Ni-ma/Aditya lotus

Spen-ba/Sanai$cara fruit

28 RGYU-SKAR/NAKS-
ATRA; all are of feminine
shape: instead of being in
the act of rendering
homage to the Buddha with
the hands joined together
above the head, in this cycle
each holds his appropriate
symbol.
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Name Colour Symbols Vehicle
Last
Smin-drug/Krttika red earring vase
and
bracelet
Snar-ma/Rohini green bull (khyu-mchog)
Mgo/Mrgasiras yellow antelope
Lag/Ardra red serpent
Nabs-so/Punarvasu yellow lotus
Rgyal/Pusya green vase
Skag/Aslesa green crow
South
Mchu/Magha yellow ‘gem and buffalo
necklace
Gre/Purva-phalguni green dog
Dpo/Uttara-phalguni yellow golden throne
Me-bzhi/Hasta yellow bull
Nag-pa/Citra green peacock
Sa-ri/Svati red rat
Sa-ga/Visakha white horse
West
Lha-mtshams/Anuradha yellow flower bird
Snron/Jyestha red measuring vase
Snubs/Mula green tortoise
Chu-stod/Purvasadha yellow shield
Chu-smad/Uttarasadha green man
Byi-bzhin/Abhijit blue weasel (sre-mo)
Gro-bzhin/Sravana red tortoise (1)
North
Mon-gre/Satabhisa green flower of white eagle
utpala
Mon-gru/Dhanistha red eagle
Khrums-stod/Parva- green golden throne
bhadrapada
Khrums-smad/Uttara- yellow throne with
bhadrapada gems
Nam-gru/Revati red horse
Tha-skar/Asvini green man
Bra-ne/Bharani blue disc

————— = - " - -

(1) Ku-ma, Sanskrit karma =

Tib. rus-spal.
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Table continued

Name Symbols with sakti
KHRO-BO-MA-RUNS-
HTSHE

dmyal srun (1)
BGEGS

Tshans-ma/Brahmani

with $akti
Srin-po "
Brjed-byed "
Rnon-po
Skem-byed "
Grib-gnon

Ma-mo/Matrka

Log-hdren

DRAN-SRON (2)

Me-bzhi flaming gem

Nag-po disc

Yan-dag-$es disc with vajra

Mdun-brdar

Gya-gyu
Rgyud-mi-dad

trident
box
axe

A-gur fire

Gyon-dor disc

LAMA (3)

Keuri/Gauri club
Tseu-ma/Cauri bow and arrow

(1) Namely from the tsha-dmyal and gran-dmyal, having eight hot hells and
eight cold hells.

(2) In the Sundaralankara the list is different: Rgyas-pa, Baradvasdza,
Ser-skya, Skye-dguhi-bdag-po, Rgyun-ses. Gnas-mchog, Nag-po, Gzag-zan
(f.3.)

(3) Namely, inspite of the corruption of - names, the eight
Kuro-mo-chen-mo of the cycle of the Na-rag (lmlz-xprugs. see [Indo-Tibetica
[1{/1.124: Gauri, Cauri, Pramoha, Vaitali, Pukkasi, Ghasmari, Smasani,
Candali. [Lama = Rama “lady"—L.C.]
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Table continued

Name Symbols
Pramoha standard
Betali/Vaitali vajra
Sukasi/Pukkasi noose made of human intestines
Ghusmari/Ghasmari skull
Tsandali/Candali trident
Smasani/Smasani flaming gem
BUD-MED

Kha-rag-khyun-btsun flaming gem
Sa-med-gans-dkar disc

Nam-gru lotus

Nag-mo vajra
Dpal-ldan-rdo-rje-hgros skull and club
Hod-zer-can bow and arrow
Hjigs-byed-kun-hgro axe
SRIN-MO

Rgyal-ba/Jaya lotus
Rnam-par-rgyal-ma/Vijaya vajra
Mi-pham-ma/Ajita disc
Rig-snags-hchan/ trident
Vidyadhari

RNAL-HBYOR-MA/YOGINI

Pad-ma-can $rivatsa (1)
Hjigs-byed-ma disc
Rnam-rgyal-ma standard
Mdans-can-ma umbrella
Hod-ldan-ma lotus
Yid-gzhun-ma vase
Dri-med-ma conch
Yid-bzan-ma golden fish

(1) A sign on the chest of Visnu.
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Table continued

Name Symbols
HBYUN-BZHIHI LHA

Me-lha G.sal-byed disc

Chu-lha Sdud-byed noose made of serpents
Rlun-lha G.yo-byed flag

Sa-bdag Lag-chen disc
KHYIM-LHA

Kun-snan box with gems
RIHI LHA

Blo-hgros gems
SIN-LHA

Kun-nas-hod-zer tree

KUN-DGAH-RA-BAHI LHA
Kun-tu-snan-bahi-blo-gros

GNAS-KYI LHA
Sna-tshogs-sgo

DUR-KHROD-KYI LHA
Hbyun-po-dge-ba

GRON-KHYER-KYI LHA
Bsod-nams-dge-bahi-blo-gros

heavenly tree

disc

khatvinga

gems

Details on figures 329-331, 333-338.

This tantric cycle which, as I have already stated in the sec-
ond volume of this series, has a great popularity in Tibet, has
been resumed in its essential scheme according to the indica-
tions given by Bu-ston. The accompanying liturgy is essentially
based on the tantric text Toh.483 De-bzhin-gsegs-pa dgra-bcom-pa
yan-dag-par-rdzogs-pahi-sans-rgyas Nan-son-thams-cad-yons-su-sbyon-
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ba gu-brjid-kyi-rgyal-pohi brtag-pa (compare Toh. 485), which does not
have a Chinese version. The text must have had a notable diffusion
in India, because the Bstan-hgyur has a large nober of works com-
menting upon it or dealing with its liturgy. Of all these commenta-
ries, without taking into account individual explanations of special
liturgies, the most important are: the Sundaralankara of Vaj-
ravarman (Bstan-hgyur LXII.1), the Arthavyanjanavrtti of
Buddhaguhya (ibid. LXI.34), the tika of Kiamadhenu (ibid.
LXI1.35), the Alokalankira of an unknown author (1) (ibid.
LXIL.2), and the Kalpatika of Anandagarbha (ibid. LXIII.1).
According to the Tibetan traditions, among the numerous sys-
tems interpreting this text, the one which had more diffusion
goes down to the instructions given by Atisa to his immediate
disciples. As it is mentioned in the very name of this Tantra,
this cycle and its liturgy were meant to assure both to the of-
ficiant and to the person commissioning the ceremonies pre-
scribed in this tantra, a rebirth in good forms of existence. The
idea was to assure good karma, or to nullify the effects of a
possibly bad karma, i.e. to cancel the sins committed, in order
to accelerate birth in the body of Buddha, that is to say to ob-
tain the condition of Buddha. Till this supreme end was not
reached, one would pray at least to be reborn among the gods,
or if among men in a fortunate and prosperous condition, liv-
ing whereby one could put into practice the teachings of the

(1) Bu-ston does not know his name because he does not mention him in
his catalogue of the Bstan-hgyur.
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Great Vehicle, and spread its salvific truth. This is invoked at
the end of the ceremonies.

Then, one had also to think to get rid of the bad luck that
comes to.us in this life as a consequence of sins perpetuated in
past existences. The ceremonies prescribed by the Dur-
gatipariSodhana therefore served to vanquish illnesses and the
bad and noxious influences, with which bad deities or noxious
demons, as deva, naga, the god of wind, Nam-mkhah-ldin/
Garu-da, Kinnara, may render life gloomy and hard.

Therefore the value of this text and of the rituals prescribed
by it is twofold: on the one hand, as in this last case, which is
especially an exorcizing one, by calling together the forces of
the supreme compassion symbolized by Vairocana. And with
the energies emanating from Him one could vanquish and free
persons from all the influences which can cause concern both
to the body and to the spirit. On the other hand, this special
tantric liturgy serves another purpose as well: it is efficacious
not only in this very existence, but aims to determine a good
rebirth after death has closed the present existence. In a cer-
tain sense this cycle of the Kun-rig/Sarvavid represents, in the
Sa-skya-pa school or in that of the Dge-lugs-pa, something simi-
lar to the cycle of the Bar-do which is so popular in the
Riin-ma-pa groups. In this case too the issue is to pacify cer-
tain forces, symbolically expressed in the shapes of gods or
groups of gods, borrowed from folklore, and from the most
ancient religious traditions. This is to avoid that such forces, al-
lowing themselves to become judges and severe wardens of the
law of Karma, force us into the most hard conditions of life,
and make us reincarnate to suffering. Thus it does not seem
strange to find in the long list of gods composing this mandala
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also the eight Khro-mo-chen-mo of the Bar-do cycle; although
their names appear so changed that sometimes it is difficult
even to recognize them (see p. 259). In general it seems that
the Tibetan tradition followed specially the Alokalankira; but
since this comment only hints at single divinities included in
the various groups, Lha-ma-yin, Hdre and so on, it seems that
Tibetan interpreters had somehow enlarged these lists and ‘in-
serted in the various mandalas some demons derived not from
the Indian tradition, but that they took them from the beliefs
of their own people: such seem to me some of the Hdre gods
mentioned by Bu-ston. It is not improbable that the iconog-
raphy also maintained the remembrance of popular represen-
tations of Bon-po divinities, who entered to partake of Buddh-
ist mandalas through this cycle. The case is not new, and al-
ready in the course of this series we have seen some examples.
The author of the dkar-chag has counted 310 images in all.

IIL.12. This chapel is called Nan-son-thams-cad-sbyon-ba/
Sarva-durgati-pariSodhana. The main statue represents
Rnam-par-snan-mdzad/Vairocana; to the right is that of
Rdo-rje-sems-dpah/Vajrasattva and to the left that of Rdo-rje-
chos/Vajradharma.

As we learn from the inscriptions, on the walls are mainly
mandalas described by the supplementary section of the
Kun-rig/Sarvavid.

On the main wall is represented one of the eleven esoteric
mandalas (see chapel 9 where some of them are reproduced)
which are included in the supplementary section of the
Kun-rigs/Sarvavid (Bu-ston, op. cit., p. 17b).
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In the centre there is Rdo-rje-sems-dpah/Vajrasattva; to his
right Kun-tu-bzan-po/Samantabhadra and to his left
Bde-ba-chen/Mahasukha (fig. 339), surrounded by
Phyag-na-rdo-rje/Vajrapani, white, Rin-chen-rdo-rje/Ratnava-
jra, Rnam-par-gsal-ba, Rdo-rje-las/Vajrakarma. This central
mandala is surrounded by nine bands in which there are the
seven Buddhas, the pentad, the sixteen Bodhisattvas, the six-
teen gods of the Bskal-bzan/Bhadrakalpa  namely
Byams-pa/Maitreya etc., as in the list of the inscriptions and as
in the mandala of Kun-rig/Sarvavid. The technical term by
which this mandala is called is: Snags-dan rig-pa-dan siiin- -po

thams-cad brtan-par-byed-pahi hkhor-los-sgyur-ba bzhihi dkyil-hkhor.
On the eastern wall is painted the mandala of

Tshe-dpag-med/Amitayus who gives long life in this existence
and good rebirth; namely the ninth mandala of the
supplementary section of the Kun-rig/Sarvavid (Bu-ston op. cit.
P- 22 and no. 342 of my list). In the centre is
Tshe-dpag-med/Amitayus in samadhi-mudra surrounded by
Phag-na-rdo-rje/Vajrapani, Nam-mkhah-siin-po/Akasagarbha,
Spyan-ras-gzigs khro-bahi-rgyal-po/Krodharaja Avalokita (1).
To the left of the door is represented the second mandala of
the same series (no. 335 of my list). The central dlvmlty s
Phyag-na-rdo-rje hchi-bdag-hjoms-pa, surrounded by the
Tathagatas Mi-bskyod-pa/Aksobhya, Rin-chen-hbyun-ldan/Rat-
nasambhava, Chu-skyes-dam-pa, Gdon-mi-za-ba, all in the

mudra of giving or of protection.
The follows the group of the Mchod-pahi-lha-mo/Pajadevi

and four custodians of the doors.

There are 87 figures in all.

IIL.13. The statues seen in this chapel represent Tshe-dpag-
med/Amitayus in the centre, Rdo-rje-sems-dpah/Vajrasattva to
his right, and Rdo-rje-chos/Vajradharma to his left. Therefore

(1) Their iconography differs according to the schools (Bu-ston op. cit. p
22).
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the chapel takes its name from Tshe-dpag-med/Amitayus. In
this chapel the mandalas of the supplementary section of the
Kun-rig/Sarvavid still continue. On the southern wall, in the
centre, is the fifth of the eleven mandalas listed by Bu-ston (p.
20, no. 338 of my list), it serves to favour the conversion of
those creatures who can.be converted through the cult of
planets and of censtellations. In the centre is the figure of
Rdo-rje-him-mdzad/Vajra-humkara (fig. 340), surrounded by
the images of the eight planets, of the 28 constellations, of the,
custodians of the doors as stated in the inscription.

On the northern wall, namely to the right of the door, 1s rep-
resented the seventh mandala of the same supplementary sec-
tion (no. 340 of my list). It has in the centre Khro-bo
Hjig-rten-gsum-rgyal/Krodha-Trailokyavijaya (fig. 341) with

(1) The iconography is different from the one already met with on pages
191 and 258, as can be seen from the following scheme:

Name ' colour right left
Pa-sans/Sukra white kumuda fruit
Mig-dmar/Angaraka red vase famp
Phur-bu/Brhaspati blue book hand resting
on the hip
Sgra-gcan/Rahu grey lotus sword
Zla-ba/Soma white kumuda
Ni-ma/Aditya yellow-red lotus club
Gzah-lhag/Budha yellow mudra of utpala

giving
Spen-pa/Sanaiscara black club axe
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four hands (vajra, bell, vajra, bow) (1). This god is surrounded
by:

Name colour  symbol sakti

Hjigs-byed Pra-mi-ta gem Tshans-ma/
Brahmani
Hjigs Bhai-ra-va blue trident Bde-sogs/Indrani
Hjigs Ku-be-ra dark red club with  Reu-dri-ma/Raudri
skull
Hjigs Ye-$es-bhai- dark disc Keu-ri-ma/Gauri
ra-va (2) green
Hjigs Bhi-sa-nta dark red bow and  Khyab-hjug-ma/
arrow Vaisnavi
Hjigs Bi-te dark blueaxe Va-ra-hi
Hjigs Ka-la-bhai- grey sword Ma-nu-ha-ra-ma
ra-va (3) Manoharia
Hjigs Ganapati dark bluevajra Tsa-mu-ndv/
Camundi

To the left of the door, one below the other, there are four
figures of Me-lha/Agni, namely: Zhi-bahi-Me-lha/Santika-Agni,
Rgyas-pahi-Me-lha/Paustika-Agni, = Dban-Me-lha/Vasikarana-
Agni, and Mnon-spyod-Me-lha/Abhicaruka-Agni (fig.342),
namely, the four forms of the Fire God presiding over the four
different kinds of magic rites. They are those that serve to
calm, to make one to prosper, to submit, and to suppress.

(1) System of Rtsa-skya. The mandala is described neither in the
Sadhanamila p.511 nor in the Krodharija-trailokyavijaya-sadhana,
Btsan-hgyur, Rgyud, LXXXIII. 67 p.111.

(2) Bu-sion p.20b Bhe-ra.

(3) Bu-ston: bhe. This list of divinities corresponds, at least partially, to the
astabhairava of tantric Hinduism. They are so listed for instance, in the
purascaryarnava, p.473. Asitinga (=Kailabhairava), Ruru, Canda, Krodha,
Unmatta-bhairava, Kapilin, Bhisana (=Bhisanta of Bu-ston), Samhira. . Their
$akus correspond to the eight $aktis of the same tantric system: Brahmi
(Tshans-ma), Mahesévari (Keuri-ma=Gauri), Kaumari, Vaisnavi
(Khyab-hjug-ma), Varahi (id.), Indrani (Bde-sogs), Camunda (id.),
Mahalaksmi (Manuharama = Manohara). Without the last goddesé, they are

the seven matrka about whom see Rao, Elements of Hindu Iconography 1/2.
379ft.
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There are 98 figures in all.

II1.14. With this chapel we pass again o another tantric
cycle, although it is held by the Tibetan schools as belonging to
the same group we have met till now: it is the Rdo-rje-rise-
mo/Vajrasekhara, a text strictly similar to the Tattva-sangraha.

The chapel has its name from Sans-rgvas-chos-hdzin-
rgyal-po whose statue, alongwith those of his acolvtes, is seen
on the southern wall. He is the central divinity of the mandala
of the family of action (las-kyi rigs, karma-kula), the fifth mand-
ala of the complex mandalas divided in mystic families exposed
in synthesis (bsdus-pa, no.174 of my list), according to the
Rdo-rje-rtse-mohi rgyud/Vajrasekhara-tantra. Bu-ston speaks
of it at length in his Bsad-rgyud Rdo-rje-rtse-mohi dkyil-hkhor-gyi
bkod-pa, p.8

The description of the chapel is contained in the inscriptions
to which I refer. Moreover these mandalas are all similar to
those of the De-nid-bsdus/Tattva-sangraha to which one must
refer in any case.

The mandala reproduced on the eastern wall, south to the
door, is the mandala of the symbol of the verbal plane; around
Rnam-par-snan-mdzad/Vairocana there are, besides the many
divinities of the Garbhadhatu, many symbolic figures, namely
to the east, in place of Rdo-rje-him-mdzad/Vajrahtimkara a tri-
dent, to the south, in place of Rin-chen-ham-dzad/Ratnaha-
mkara a disc having a gem in the centre; to the west, in place
of Rdo-rje-sde a lotus with the figure of vajra; to the north, in
place of Las-kyi-him-mdzad/Karmahumkara a vajra sur-
rounded by a double vajra.

The other divinities are the same as those occurring in the

mandala of the plane of action, which is represented in fact on
the western wall.
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The divinity in the centre is Rnam-par-snan-mdzad/Vai-
rocana surrounded by four Him-mdzad/Hiamkara and by gods
of the Garbhadhatu in irate form (figs.343, 344).

There are 145 figures in all.

III.15. The chapel takes its name from
Sans-rgyas-sna-tshogs, main divinity of the fourth mandala of
the Rdo-rje-rtse-mo/Vajrasekhara, included in the mandala
representing in synthesis and simultaneously the five mystic’
families (no.174 of my list).

This mandala is described at length by Bu-ston, op. cit,
p.1ff. and it is composed of five mandalas: one in the centre
and four arranged around in the four directions. The central
mandala corresponds to the family of the Tathagatas/De-bzhin-
gsegs-rigs, the eastern to the Rdo-rje-rigs/Vajra-kula, the south-
ern to Rin-chen-rigs/Ratna-kula, the western to Padma-rigs/
Padma-kula, and the northern to las-kyi-rigs/Karma-kula. The
entire mandala comprises 189 divinities.

Every mandala, patterned on the central one, is divided into
five lotuses and comprises 33 gods. We have then a total of 33
x 5 = 165. Other twenty divinities, divided into four secondary:
mandalas, have to be added to them. They are located in the
four corners, and into four others located outside the external
bounds. Altogether the mandala has 189 divinities. For the
purpose of our study I shall reproduce the first mandala, the
central one, namely that of Rnam—par-snah-mdzad/Vairocana,
on which the others are modelled, and then I give the list of di-
vinities contained in the others.






IV
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E
Fig. C.
Central mandala (De-bzhin-g$es-rigs) of the great mandala of

the five families according to the Rdo-rje-rtse-mohi rgyud/Vaira-
$ekhara-tantra.
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1.1 Rnam-par-snan mdzad/Vairocana
four faces, two hands in bodhyagri-mudra
2 Rdo-rje-sems-pa/Vajrasattva, white, vajra and bell

o

Rdo-rje-rin-chen/Vajraratna, vajra with gem and bell

N

Rdo-rje-chos/Vajradharma, lotus in left which the
right opens

Rdo-rje-las/Vajrakarma, visvavajra and bell
Rdo-rje-sems-ma/Vajrasativi
Rdo-rje-chen-ma/Mahavajri
Rdo-rje-padma/Vajrapadina

o ~J O O

9  Rdo-rje-las/Vajrakarma.
I1.10  Mi-bskyod-pa/Aksobhya

11 Rdo-rje-sems-dpah/ Vajrasattva
12 Rdo-rje-rgyal-po/Vajraraja
13 Rdo-rje-legs/Vajrasadhu
14 Rdo-rje-chags-pa/Vajraraga.
[11.15 Rin-chen-hbyun-ldan/Ratnasambhava
16  Rdo-rje-rin-chen/Vajraratna
17  Rdo-rje-bzhad-pa/Vajrahasa
18  Rdo-rje-gzi-brjid/Vajraketu, sun
19  Rdo-rje-rgyal-mtshan/Vajraketu, standard.
IV.20 Hod-dpag-med/Amitabha
21  Rdo-rje-chos/Vajradharma
22  Rdo-rje-rnon-po/Vajratiksna, sword and book
23  Rdo-rje-smra-ba/Vajrabhasa, adamantine tongue
24  Rdo-rje-rgyu/Vajrahetu, disc.
V.25 Don-grub/Amoghasiddhi
26  Rdo-rje-las/Vajrakarma
27  Rdo-rje-bsrun-ba/Vajraraksa, armour
28  Rdo-rje-khu-tshur/Vajrasandhi, vajra
29  Rdo-rje-gnod-sbyin/Vajrayaksa, hand on the mouth.
30  Sgeg-mo/Lasya
31  Phren-ba-ma/Mala
32  Glu-ma/Gita
33  Gar-ma/Nrtya.
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ILEAST: RDO-RJE-RIGS/VAJRA-KULA, also divided in five
groups:

1) In the centre: Sans-rgyas-gzugs-can, blue; has the vajra in
his hand posed in the tirintiri mudra (both thumbs inserted in
the palms of the hands). On the sides:

Khro-bo-rdo-rje-sems-dpah,

Khor-gner-can.

In the four intermediate points:

the four Khro-mo-sems-maf}

2) East: Rdo-rje-him-mdzad/Vajrahiimkara, four faces and
eight hands: vajra and bell, bow and arrow, hook and chain,
vajra and noose. He is surrounded by:

Khro-bo-rdo-rje-sems-dpah/Krodha-Vajrasattva,

Rdo-rje-rgyal-po/Vajraraja,

Rdo-rje-chags-pa/Vajraraga,

Rdo-rje-legs-pa/Vajrasadhu.

3) South: Khro-bo-khro-gner-can (gem in the right hand).
He is surrounded by:

Khro-grier-can,

Ni-ma/°SOrya,

Rgyal-mtshan/°ketu,

Bzhad-pa/°hasa.

4) West: Khro-bo-rdo-rje/Krodhavajra (lotus in the right
hand). He is surrounded by:

Khro-bo-chos/Krodha-dharma,

Rnon-po/°tiksna,

Rgyu/°hetu

Smra-ba/°bbasa.
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5) North: Khro-bo-Rdo-rje-dran/Krodha-Vajrasmrti, with
the vi§vavajra in the right hand, surrounded by:

Rdo-rje-las-rab/Vajra-karma,

Bsrun-ba/°raksa,

Gnod-sbyin/°yaksa,

Khu-tshur/°sandhi.

In the four corners: Khro-mo-sgeg-mo/Krodha-lasya, Khro-
mo-phren-ba/Krodha-mala, Khro-mo-glu-ma/Krodha-gita,
Khro-mo-gar-ma/Krodha-nrtya.

III.SOUTH: RIN-CHEN-RIGS/RATNA-KULA

1) In the centre: Sans-rgyas-ni-ma; in his two hands has an
ivory rosary and has a standard on the thumb. Around him are
the four Rin-chen-gyi-sems-dpah/Ratnasattva, and in the inter-
mediary points the four Sems-ma/°Sattvi. according to the
same iconographic scheme.

2) East: Nor-buhi-hod-can (touches the earth with the vajra
adorned with gems), surrounded by:

Rin-chen-sems-dpah/Ratnasattva,

Rin-chen-rgyal-po/Ratnaraja,

Rin-chen-chags-pa/Ratnaraga,

Rin-chen-legs-pa/Ratnasﬁdhu.

3) South: Rdo-tje-rin-chen-bzan-po (holds the vajra in the
right hand in varada-mudra), surrounded by:

Rin-chen/°ratna,

Gzi-brjid/tejas,

Rgyal-mtshan/°ketu,

Bzhad-pa/°hasa.

4) West: Pad-ma-rin-chen (lotus in the hand in samadhi-
mudra), surrounded by:

Pad-ma.
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Rnon-po/°tiksna,

Rgyu/°hetu,

Smra-ba/°bhasa.

5) North: Don-grub/Amoghasiddhi (holds the visvavajra in
the hand in abhaya-mudra), surrounded by:

Las/°karma,

Bsrun-ba/°raksa,

Gnod-sbyin/°yaksa,

Khu-tshur/°sandhi.
In the four corners the same goddesses as in the other mandalas.

IV. WEST: PAD-MAHI-RIGS/PADMA-KULA.

1) In the centre: Sans-rgyas-sna-tshogs-gzugs-can; his hands
in samadhi-mudra hold a lotus. He is surrounded by four Pad-
mahi-sems-dpah/Padmasattva and by four Sems-ma/*Sattvi.

2) East: Sna-tshogs-hkhor-lo/Visvacakra, with eight hands.
He is surrounded by the same bodhisattvas as in mandala 11,
but of the mystic family of the lotus.

3) South: Rin-chen-pad-ma/Ratnapadma (with twelve faces
and twelve hands), surrounded by:

Khro-gner,

Ni-ma/°tejas,

Rgyal-mtshan/°ketu,

Bzhad-pa/°hasa.

4) West: Hod-dpag-med  Gar-gyi-dban-phvug/Nartesvara
Amitabha (with twelve faces and a thousand hands and
thousand eyes), surrounded by:

Pad-mahi-sgrol-ma/Padma-Tara.

Gzhon-nu Gdon-drug/Sanmukha Kumira, with four hands

(sword, book, spear, lotus).
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Mthu-can (equivalent to Pad-mahi-rgyu); four hands: disc,
club, spear, lotus.

Pad-mahi-smra-ba/Padmabhasa (equivalent to Tshans-pa/
Brahma); four faces and four hands: rosary, stick, lotus and
kamandalu (fig. 366).

5) North: Pad-mahi-las/Padmakarma (six faces and twelve
hands), surrounded by:

Pad-ma-gar-gyi-dban-phyug/Padma-narte$vara, with four
hands: hook, noose, trident and chain,

Pad-mahi-bsrun-ba/Padma-raksa, with four hands:
abhayamudra, lotus, armour, (sic)

Gnod-sbyin/°yaksa,

Khu-tshur/°sandhi.

Around him the four goddesses Sgeg-mo/Lasya etc.

V. NORTH: LAS-KYI-RIGS/KARMA-KULA.

1) In the centre: Chos-hdzin-rgyal-po with the double vajra,
surrounded by the four Las-kyi-sems-dpah/Karmasattva and in
the intermediate points by the four Sems-ma/°Sattvi.

2) East: Rdo-rje-las/Vajrakarma, surrounded by the four
corresponding bodhisattvas.

3) South: Rin-chen-las/Ratnakarma (right hand in varada-
mudra), surrounded by the‘four corresponding bodhisattvas.

4) West: Pad-mahi-las/Padmakarma, surrounded by the four
bodhisattvas.

5) North: Las-kyi-rgyal-po/Karmaraja, surrounded by the
four bodhisattvas. _

In the intermediate points: Sgeg-mo/Lasya etc.

In the intermediate corners, between mandala and mandala,
there are four minor mandalas with five gods each, namely:
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I. South-east: Rdo-rje-sems-dpah/Vajrasattva, surrounued
by:

Rdo-rje-lha-mo-sgrog-pa, embraced by the Buddha,

Rdo-rje-don-yod-dgah-ma, bow and arrow,

Lha-mo-gzi-brjid,

Dgah-bahi-rdo-rje, embraced by the Buddha, and in his right
hand is a standard which has the image of a sea-monster
(makara).

II. South-west: Pad-mahi-sems-dpah/Padmasattva, with eight
arms, surrounded by:

Lha-mo Rdo-rje-dpal/Devi Vajrasri,

Rdo-rje-dkar-mo/Vajragauri,

Rdo-rje-sgrol-ma/Vajra-Tara,

Rdo-rje-spyan-ma/Vajra-locani.

III. North-west: Rin-chen-sems-dpah/Ratnasattva, sur-
rounded by:

Nam-mkhah-rdo-rje/Akasavajra,
Skye-rguhi-bdag-mo/Prajapati,
Rin-chen-dpal-ldan-ma/Ratnasrimati,

Rigs-mdzes-ma.

IV. North-east: Rdo-rje-las/Vajrakarma, surrounded by:
Las-kyi-rdo-rje-ma/Karmavajri,

Rin-chen-ma/Ratna,

Las-ma/Karma,

Chos-ma/Dharma.

Outside the group of mandalas: Chu-lha/Varuna, Me-lha/
Agni, Sa-lha/Prthvi and Rlun-lha/Vayu.

On the western wall is painted the first mandala of the second
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group of the section of Rdo-rje-rtse-mo/Vajrasekhara: which
serves to eliminate wrath by wrath, and it is meant for persons
able to understand the truth if it is explained to them in a
lengthy way (no.185 of my list). The central divinity represents
Rnam-par-snan-mdzad/Vairocana (Bu-ston, op.cit., p.15b), sur-
rounded by the symbols of the four Hkhor-los-bsgyur-ba/Cak-
ravartins, in the middle of a halo of flames. He holds in the
hands vajra, gem, lotus, double vajra.

Then in the centre of the mandala in the east of this first
mandala: Ham-mdzad/Hamkara with four faces and eight
hands, surrounded by: Khro-bo-rdo-rje-sems-dpah/Krodha-
vajrasattva, Khro-bo-rgyal-po/Krodharaja, Khro-bo-chags-pa/
Krodharaga, Khro-bo-legs-pa/Krodhasadhu.

In the centre of the mandala to the south: Khro-bo Khro-
gner-can, surrounded by Khro-bo-rin-chen/Krodharatna, Khro-
bo-gzi-brjid/Krodhatejas, Khro-bo-rgyal-mtshan/Krodhaketu,
Khro-bo-bzhad-pa/Krodhahasa.

In the mandala to the west: Khro-bo-rdo-rje-sde, sur-
rounded by Khro-bo-rdo-rje-chos/Krodha-vajradharma, Khro-
bo-rnon-po/Krodhatiksna, Khro-bo-rgyu/Krodhahetu, Khro-

bo-smra-ba/Krodhabhasa.
In the mandala to the north: Khro-bo-rdo-rje-hbab-pa, sur-

rounded by: Khro-bo-rdo-rje-las/Krodha-vajrakarma, Khro-bo-
bsrun-ba/Krodharaksa, Khro-bo-gnod-sbyin/Krodhayaksa,

Khro-bo-khu-tshur/Krodhasandhi.
In the intermediate corners the four Khro-mo-rdo-rje-sems-

ma/Krodha-vajrasattvi (figs.341-350).
There are 209 figures in all.

IILI.16T. The divinity giving his name to this temple is
Mi-bskyod-pa/Aksobhya, whose statue is in the cella, sur-
rounded by those of the four bodhisattvas of the mystic family
of the vajra, namely, Rdo-rje-rigs/Vajra-kula, Rdo-rje-rgyal-po/
Vajrajaja, Rdo-rje-legs/Vajrasadhu,  Rdo-rje-chags-pa/Vaj-
raraga. |

This temple, which is one of the best for richness of decora-
tion, is dedicated to the Rdo-rje-rtse-mohi-rgyud/Vajrasekhara-
tantra and is the mandala expressing comprehensively the five
mystic families and whose scheme I have already given above.
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It is therefore enough to read the inscriptions with notes to
have an idea of the succession of cycles.

I will only say that on the walls of the cella is represented to
the left the mandala of the family of Tathagata (de-bzhin-gsegs-
rigs =no.174 of my scheme; see fig.C on p.271, figs.351, 352).
On the wall to the left that forms a wing to the cella is rep-
resented the mandala of Rdo-rje-Hum-mdzad/Vajra-hamkara,
namely of Sans-rgyas-gzugs-can. On the right wall of the cella
is the family of the lotus. On the wall on the right that forms a
wing to the cella (fig.353) Rdo-rje-him-mdzad/Vajrahamkara,
surrounded by the sixteen irate Bodhisattvas.

On the southern wall, the mandala of the mystic family of
the gem, rin-chen-rigs/ratna-kula (fig.354) surrounding Sans-
rgyas-fi-ma.

On the right of the door are the gods of the external mandala
(figs.355, 356, 357, 358).

This mandala is summarily hinted at in the inscriptions; but
since there are very scanty descriptions it is not inopportune to
describe it in brief.

All these divinities are named by the generic name of rdo-rje-
rigs/vajrakula “divinities of the family of the diamond”, and are
included in the external mandala. In fact they have to be
painted in the border surrounding the five mandalas described
in the scheme reproduced above: in this case, then, on the rdo-
rje-ra-ba/vajravali, namely, on the girdle of diamonds protect-
ing the mandala and the entire consecrated place from bad and
contrary influences.

These divinities include, first of all, the cycle of the Bskal-bzar'l/
Bhadrakalpa; of the series of the 249 X 4 Buddhas
bodhisattvas, according to a usage to which I have hinted at
above, only sixteen Bodhisattvas may be reproduced, four for
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each direction, that is to say the same as listed above on p.249,
iconographically represented as Rdo-rje-las/Vajrakarma.

Then 1t is prescribed that the gods of elements be rep-
resented next: fire, earth, water and wind, then four adoring
goddesses: Bdug-pa-ma/Dhapa, Me-tog-ma/Puspa, Mar-me-
ma/Dipa, Dri-chab-ma/Gandha, and they have to be repeated
five times for each cardinal direction: five instead of only once,
because five are the mandalas included in the external girdle.

Regarding the fortysix divinities, both masculine and
feminine, recorded in the inscription, they form a well-defined
series, and it is summarily described by Bu-ston in his treatise
on the Rdo-rje-rtse-mo/Vajrasekhara (p.11), but at greater length
in his other volume on the liturgy of the De-nid-bsdus/Tattva-
sangraha, p.17a:

EAST:

1-2.  Drag-po/Rudra  (Dban-phyug-chen-po/Mahes$vara),
white, with four hands: with the first right he embraces Uma,
the other hand is in varada-mudra and holds a vajra; those on
the left hold a trident and a sword.

3. Khyab-hjug/Visnu (equivalent, according to Bu-ston, to
Sgyu-ma-rdo-rje/Mayavajra), traditional iconography.

4. Rdo-rje-ser-mo, identical with the preceding.

5. Rdo-rje-dril-bu/Vajraghanta, red, with six faces, on a
peacock (equivalent to Gzhon-nu/Kumara); he has four hands:
to the right spear and vajra, to the left a hen and the bell.

6. Rdo-rje-gzhon-nu-ma/Vajrakaumari, identical with, the
preceding.

7. Thub-pa-rdo-rje/Munivajra (according to Bu-ston, identi-
cal with Tshans-pa/Brahma), yellow; he has four faces and
four hands. Symbols and vehicle of Tshans-pa/Brahma.
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8. Rdo-rje-zhi-ba-ma = Tshans-ma/Brahmani.

9 Rdo-rje-mtshon-cha/Vajrayudha (equivalent to G.yun-drun),
yellow; shakes a vajra and rides a white elephant.

10. Rdo-rje-khu-tshur-ma/Vajrasandhi, like the preceding.

SOUTH:

1. Rdo-rje-hkhyil-ba, red; in the right: lotus and vajra; in the
left: disc of sun on a lotus flower; he is on a chariot drawn by
seven horses.

2. Rdo-rje-bdud-rtsi-ma/Vajramrta, identical with the pre-
ceding.

3. Rdo-rje-hod/Vajraprabha, white; in the right: a vajra; in
the left: lunar disc on lotus; he is on a swan.

4. Rdo-rje-hod-ma/Vajraprabha, identical with the preceding.

5. Rdo-rje-dbyug-pa/Vajradanda, blue; in the Tight: a vajra;
in the left: club; he is on a frog.

6. Rdo-rje-dbyig-pa-ma, identical with the preceding.

7. Rdo-rje-ser-smug (or: Ser-skya = equivalent to Mig-dmar/
Angaraka), red; in the right: red vajra; in the left: human
head; he is on a ram. '

8. Rdo-rje-rked-chins-ma, identical with the preceding.:

WEST:

1. Rdo-rje-glan-sna (or:, Myos-pa), white; in the right: vajra;
in the left: plough; he is on a bull. .

2. Rdo-rje-hju-ba-ma, identical with the preceding, but with
the khatvanga.

3. Rdo-rje-phren-ba/Vajramala, green; in the right: vajra; in
the left: garland of flowers; he is on a chariot drawn by cuckoos.

4. Rdo-rje-za-ba-ma, identical with the preceding, but in the.
left the trident.
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5. Rdo-rje-dban, pale yellow; in the right: vajra; in the left:
standard with the figure of a sea monster; he is on a boar or a
chariot drawn by horses or by parrots.

6. Rdo-rje-sgo-ba-ma, identical with the preceding, but red in
colour.

7. Rdo-rje-rnam-rgyal (Tshogs-bdag/Ganapati), white; in the
right: vajra; in the left: sword; he is on a frog.

8. Rdo-rje-dgah-ba-mo, identical with the preceding.

9. Pho-na-rdo-rje-tho-ba, yellow; in the right: vajra; in'the
left: pestle contrasigned by a vajra; he is on a chair decorated
with flowers.

10. Rdo-rje-pho-na-mo/Vajraditi, identical with the preced-
ing, but she has the khatvinga in the left hand.

11. Pho-fa-rdo-rje-rlun, blue; in the right: vajra; in the left:
small flag; he is on an antelope.

12. Rdo-rje-mgyogs-ma, identical with the preceding.

13. Pho-fia-rdo-rje-ma/Ditavajri, red; in her two right hands:
vajra and sacrificial spoon; in her two left hands: club and sac-
rificial vase. |

14. Rdo-rje-hbar-ba-mo, identical with the preceding.

15. Pho-na-rdo-rje-hjigs-pa, blue; in the right: vajra; in the
left: club; he is on a lemur.

16. Rdo-rje-hphyor-ma, identical with the preceding, but in
the left a noose.

NORTH:

1. Rdo-rje-lcags-kyu/Vajrankusa, blue; in the right: vajra; in
the left: hook, with the head of a boar; he is on a serpent.
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2. Bran-mo-rdo-rje-kha, blue, boars head; in the right: vajra;
in the left: sword; he is on a human body.

3. Bran-rdo-rje-dus, black; in the right: vajra; in the left:
club; he is on a buffalo.

4. Rod-rje-dus-ma, identical with the preceding, but in the
left: khatvanga.

5. Bran-rdo-rje-bgegs-kyi-gtso-bo, white, elephant’s head; in
nis two right hands: vajra and axe; in the left two: trident ana
elephant’s tooth.

6. Pho-fna-mo rul-ma, blue; in her right hand: vajra; in the
left: spatula (chags-sin); she is on a rat.

7. Bran-rdo-rje-klu, yellow or white; in the right: vajra; in
the left: standard with the figure of a sea-monster; he is on a
sea-monster.

8. Chu-srin-ma, white, with serpent’s hedd; right: vajra; left:
as before.

South-east: Ma-mo-hjigs-ma, green; in.the right: vajra; in
the left: sword and shield.

North-east: Dpal-mo, yellow; in the right: vajra; in the left:
lotus.

North-west: Dbyans-can, white; in the right: vajra; in the
left: lute.

South-west: Dgah-zlog-pa, green; is on a lion; in the right
vajra and disc; in the left: trident.

The same cycle continues on the wall left to the door (figs.359,
362).

On the northern wall, around Chos-hdzin-rgyal-po, the man-
dala of the mystic family of action (=no.178 of my scheme,
figs. 363, 364). Other details in the figures 365-367.
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In this temple there should be 317 figures in all.

II1.17. This chapel completes the preceding one because it
has partly new mandalas of the Rdo-rje-rtse-mo/Vajrasekhara
and partly it repeats some of those we have already met with. It
is known by the name of chapel of Sans-rgyas-fii-ma, from the
statue of this divinity which, surrounded by two acolytes, is
seen on the northern wall. Sans-rgyas-ni-ma is, as we have seen,
the central divinity of the mandala consecrated to the family of
the gem, namely the one south of the series of the five mandalas
composing the great mandala comprehensively expressing the
five mystic families.

Therefore, on its walls, beginning with that to the west, there
follow the various mandalas of the mystic families taken sepa-
rately, beginning from those of the Tathagata; always remain-
ing in this group, there are then the four mandalas addressed
to those people who are able to understand truth if expounded
in a diffuse form (nos.175-178 of my scheme).

These mandalas are used to eliminate passions in beings hav-
ing passion, by recurring to the transfer of the very same pas-
sion. They centre themselves on the four fundamental signs:
namely those of the physical, verbal, spiritual and active planes.
In these chapels are reproduced the first three mandalas. The
first 1s almost equal to that of the Rdo-rje-dbyins/Vajradhatu
(f1gs.368-370), and the disposition of the divinities in them is
changed only partally.

The mandala of Gzuns-ma lha-mo i1s composed of five
lotuses; in the central one (Bu-ston, op. cit., on the Rdo-rje-rtse-
mo/Vajrasekhara p. 14b) is Rdo-rje-dbyins-kyi-dban-phyug-ma/
Vajradhatvisvari.
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East: Rdo-rje-thugs-ma; surrounded by Kun-tu-bzan-mo/
Samantabhadri, De-bzhin-g$egs-lcags-kyu-ma, Dgah-ba-la-chags-
ma, Legs-ldan-ma.

South: Rdo-rje-dban-skur-ma, surrounded by Rin-chen-gtso-
mo, Rin—che.n-sgrol-ma/Ratna-Térﬁ, Rgyal-mtshan-rtse-mohi-
dpun-rgyan-ma/Dhvajagra-keyiira, Bzhad-ldan-ma.

West: RHo-rje-mtshon-cha-ma, surrounded by Rdo-rje-padmo,
Kun-hdzin-ma, Hkhor-lo-thams-cad-ma, Zlog-pa-ma.

North: Rdo-rje-kun-ma, surrounded by Dnos-grub-kyi-gtso-
mo, Thams-cad-bsrun-ba-ma, Mdans-slar-hphrog-ma, Gzuns-
kyi1-phyag-rgya-ma. '

The third mandala is like the corresponding mandala of the
De-nid-bsdus/Tattva-sangraha.

In this chapel there are 162 figures in all.

IIN.18. This is more than a chapel and can be termed a ves-
tibule, an entrance hall, because from here one can ascend
higher floors. It is therefore called “the temple of access to the
city of the great liberation”. The paintings are very spoiled.
Here are seen the eight types of mchod-rten/stipa, the 35
Buddhas of Confession, and many bodhisattvas.

The author of the dkar-chag had counted 51 figures in all.

III.19. With this chapel we come back to the cycle of the
Dpal-mchog/Paramadya. It is clear, however, that if one would
have followed the order of the author of the dkar-chag, which
is the one followed by the person who created the Kumbum,
there would not have been such a discontinuity in the order,
because it is the rule of ritualistics to consider the side toward
the sacrificer or the meditating person as east. Therefore, one
has to begin with the southern temple, which is also the first I
have described, and then one goes to the two chapels on the
right and again to the two on the left. Therefore, these are
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ideally connected with the main temple of which they form the
wings. By following this order one can ‘pass regularly from one
tantric cycle to the other, without this undue return that I am
obliged by the uninterrupted course from right to left that I
chose to follow in my description.

This chapel takes its name from Me-Itar-hbar-ba/Jvalanala,
whose statue i1s on the small wall to the west, in the centre, to
whose right is Rdo-rje-mtshon-cha-hdzin and Gdun-chen-
hdzin-ma to the left.

On the main wall, that to the north, is represented the third
mandala taken from the first group of the Rtog-pa-thams-cad-
bsdus-pahi-rtsa-bahi-rgyud, second section of the same tantra
used to eliminate wrath with the transference and sublimation
of wrath. In the centre is seen Rdo-rje-ltar-hbar-ba/Vajranala,
blue (fig.371), with two hands holding the vajra and the bell
(n0.223 of my list).

Around him is the cycle of his acolytes, of whom there are
the principal ones (figs.372, 373, 374, see Bu-ston, op. cit., on
Dpal-mchog, p.21b):

Name colour  right left

EAST:

Rdo-rje-mtshon-cha- vajra leans on the seat
hdzin-ma

SOUTH:

Gdun-chen-hdzin-ma trident

WEST:

Mdzod-hdzin-ma sword mudra of menacing
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~ Table continued

Name colour right left
NORTH:
Zhags-hdzin-ma noose cranial skull

INTERMEDIATE POINTS
Mdah-hdzin-ma
Khatvanga-hdzin-ma
Hkhor-lo-hdzin-ma
Ba-dan-sna-tshog-

hdzin-ma
4 Rdo-rje-gtsug-tor blue -
4 Rdo-rje-rig-pahi- white
rgyal-po
Rig-pa-mchog blue
Khro-bo-tak-ki blue
Gsin-rje-gsed black

Khro-bo-ka-na red

Rdo-rje-lcags-kyu blue
Rdo-rje-zhags-pa yellow
Rdo-rje-ki-li-ki-la green
Rdo-rje-sitems-pa blue
Rdo-rje-bsdams yellow

Rdo-rje-khu-tshur red

Rdo-rje-sde white

and red

arrow bow

khatvanga leaning on the seat
disc 7
bell with bell

flying 'ban'clis

tuft mudra of menacing
tuft of

hair bet-
ween the
eyebrows
(mdzod - spu)
lotus mar-
ked by vajra:
bow

sword

sword

hook 7
noose
vajra
vajra
vajra
vajra ”
lotus signed

by vajra




Table Continued’ Kumbum IIIL.19

Name colour  right left
Rdo-rje-gtshug-hchan red bow arrow
Rdo-rje-phyag-htshal  blue vajra mudra of
menacing
Rdo-rje-rkan-gdub blue and anklets "
red (napura)
Rdo-rje-sgrog white chain "
and red
Rdo-rje-rnon-po blue vajra "
4 Rdo-rje-mgon-po vajra "
4 Lha-mo/Devi leans on the seat

”

4 Rdo-rje-rgyal-po/Vaj-
raraja (=Rdo-rje-

'sems-dpah/
Vajrasattva)

4 Lha-mo/Devi blue
Sgeg-mo/Lasya white cuirass
Bzhad-ma/Hasya white spear
Glu-ma/Gita green  sword
Gar-ma/Nrtya yellow  noose

On the eastern wall is represented the first four of the
esoteric mandalas, the one serving in the conversion of those
creatures who can be converted through Dban-phyug-chen-po/
Mahesvara (n0.206 of my scheme). This mandala (Bu-ston op.
cit. p.l14a) revolves around Dban-phyug-chen-po/Mahesvara
represented  with  four faces and eight hands (trident,
khatvanga, rosary and svastika, repeated twoce) and continues

with the {‘()ll()wing divinities:

Nag-po-chen-po/Mahakala with trident
Dgah-byed-dban-phyug/Nandikesvarawith drum
Dril-chen with bell

Gar-gyi-dban-phyug/Nartesvara with spear
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Thod-pa-bzan-po with skull
Gtum-pahi-dban-phyug with trident,
sword, khatvanga, skull

Khatvanga with khatvﬁhga and skull
Ba-lan-rna-bahi-dban-phyug/ with trident

Gokarnesvara
»rag-mo/Raudri with trident
Tshans-ma/Brahmani with roary
Khyab-hjug-ma/Vaisnavi with disc
Gzhon-nu-ma/Kaumari with bell
Nag-mo/Kali with sword
Nag-mo-chen-mo/Mahakali with knife (chu-gri).
Zhi-ba-mo/Siva touching her tooth
Srin-mo with khatvanga
Zhi-ba-mo with skull
Bherunda, with a noose made  (rus-pahi lu-gu

of bones rgyud)
Gtum-po with vulture
Hjigs-byed-ma/Bhairavi with cat.

Below is seen the cyde of the Ma-mo/Matrka running;
around Nag-po-chen-po/Mahakala, with ten arms (khatvanga
and sword), surrounded by Drag-mo/Raudri, Tshans-mo/
Brahmani, Khyab-hjug-ma/Vaisnavi, Gzhon-nu-ma/Kaumari,
Nag-mo/Kali, Nag-mo-chen-mo/Mahakali, Zhi-ba-mo/Siva,
Sprin-mo. Further below is painted the Rdo-rje-rigs/Vajrakula,
namely, Dban- phyug/lsvara Tshans- pa/Brahma Lha-chen- po/
Mahadeva, Khyab-hjug/Visnu, Kartika, Brgya-byin/Indra,
Zla-ba/Soma, Ni-ma/Aditya, Spen—ba/Sanaiécara, Mig-dmar/
Angaraka,  Stobs-kyi-lha/Baladeva, = Dpyid-kyi-lha/Vasanta,
Rgyal-ba/Jaya, Rnam-par-rgyal ba/Vijaya, Nor-sbyin/Dhanada,
Rlun-lha/Vayu, Me-lha/Agni, Lus-nan-po/Kubera, Gsin-rje/
Yama, Tshogs-kyi-bdag/Ganapati, all accompanied by their sak-
tis (Bu-ston, op. cit., p.4b, figs. 375-379).
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The other mandalas on the walls to the right and 1o the left
of the door and on the eastern side, are described in the in-
scriptions.

There are 222 images in all.

- III.20. The chapel takes its name from the Bde-ba-can
rdo-rje-sems-dpah/Sukhavati-vajrasattva who, surrounded by
Rdo-rje-kili-ki-la-ya-ma/Vajrakilikila and by Rdo-rje-dran-ma/
Vajrasmrti, is on the small wall to the west. This divinity gives
its name to the first mandala of the cycle described in the first
group of the second section of the Dpal-mchog/Sriparamadya
(n0.210 of my scheme). This mandala is composed of sixteen
gods beside the central one:

In the four directions:
Rdo-rje-mtshon-cha (or Yid-las-hbyun-ba/Manasija)
" ki-li-ki-1i/Vajrakilikili, white
dran-pa/Vajrasmrti, yellow
snems-pa/Vajradarpa?, blue

In the intermediate points:
Rdo-rje-dpyid/Vajravasanta, yellow
sprin/Vajramegha, white
ston/Vajrasarat, yellow

bA)

dgun/Vajrahemanta, blue

Outside the mandala:
Sgeg-mo/Lasya, red
Bzhad-ma/Hasya, white
Glu-ma/Gita, yellow
Gar-ma/Nrtya, blue
Rdo-rje-lcags-kyu/Vajrankusa, red
" zhags-pa/Vajrapasa, white
lcags-sgrog/Vajrasphota, green
hbebs/Vajravesa, yellow.
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The other cycles are described in the inscriptions to which 1
shall refer.

There are 130 images in all. Therefore, summing up the im-
ages which have been counted in the various chapels we have a
total of 3400 images [in the third floor].

§51. The fourth floor, the dome and the campana of the Kumbum.
The fourth floor follows the same plan as the preceding ones
and is seven and a half cubits high.

It contains twelve chapels: now we are not faced by definite
cycles, but by long series of masters divided in schools. The his-
tory of Buddhism is visibly reproduced through the images of
the most important figures: monks and kings, ascetics and doc-
tors multiply on the walls. The statues of the saints and of the
divinities to whom the temples are dedicated are surrounded
by painted hangings on which is depicted the secular continuity
of the doctrine which is perennially vivified by new faithful in-
terpreters.

Not all the chapels.are accompanied by inscriptions: only
chapels I, 11, V, VI, VIII, X and XII have long panegyrics,
mostly eulogies of the masters to whom they were dedicated.

Of great interest is the VII chapel which is named after the
three Chos-rgyal, namely Sron-btsan, Khri-sron-lde-btsan and
Ral-pa-can.

It is enough to read the inscriptions published in the appen-
dix to have an idea of this floor: we are not reproducing them
because the pictures add nothing to our knowledge of Tibetan
iconography, nor do they have such an artistic value which sur-
passes or 1s equal to the frescoes already studied.

The author of the dkar-chag has counted in it 1268 images
in all. o
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Here is the end of the four main floors of the Kumbum,
over which emerges the bum-pa, namely the dome (literally the
pot), symbol of the seven coetficients of supreme illumination:
in. it there are four  great temples dedicated o
Rnam-par-snan-mdzad/Vairocana, Rdo-rje-gdan/Vajrasana,
Sakyamuni and Yum-chen-mo/Prajiaparamita.

The great statues dominate the solemn temples with their
golden grandeur, surrounded by those of acolytes: they are
very many.

In the temple of Rdo-rje-gdan/Vajrasana, Thub-chen/Maha-
muni is surrounded by two figures of Spyan-ras-gzigs/Av-
alokita, by the Buddhas of the ten directions, by the sixteen
arhats.

In the temple dedicated to Ser-phyin/Prajiiaparamita, namely
to Yum-chen-mo, around the goddess and her two secondary
acolytes, 1s represented the cycle of the Tathagatas of the ten
directions with as many statues.

On the wall are mandalas partly already met with in the floor
below, with the only difference that, while in the chapels below
the figures were flowing into one another freely without always
obeying the scheme imposed by the liturgy of the mandalas,
here the mandalas are scrupulously executed according to the
rigid design imposed by the liturgic rules.

Along this dome, which is compared to a blooming lotus
flower, there runs the usual corridor that the author of the
dkar-chag says is 128 cubits in length.

Inside the chapels, the mandalas multiply completely cover-
ing the walls with the wonderful vividness of their colours so as
to let them look as if illuminated. Unfortunately many
mandalas Lave suffered; water coming down on the walls from
openings or cracks in the dome has erased the frescoes: in
many cases, hurried restorations have not saved the ancient
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paintings; elsewhere there have been attempts to substitute
new frescoes on points perished. :

In this case too the inscriptions give a good list of the ma-
ndalas reproduced: and the author of the dkar-chag repeats or
completes their information. As I have said, these mandalas
generally are the ones we have already met with in the preced-
ing chapels. For this reason and also because their own condi-
tion does not always allow a clear and useful photographic re-
production,l refer without hesitation to the summary descrip-
tion in the inscriptions published in the appendix.

But -just to gave an idea of the patient work of the artists
labouring in these.temples I shall reproduce as a sample of
paintings, a mandala of the Sakyamuni temple (fig. 330) and I
shall refer to the number of divinities reproduced in these
chapéls, according to the calculations of the patient author of
the eulogy. | |

The temple of Rnam-par-snan-mdzad/Vairocana had 7781
figures; that of Rdo-rje-gdan/Vajrasana to the south 367; that
of Sakyamuni to the west 5653; that of Yum-chen-mo/Praj-
naparamita 5085. That is to say that in this dome of the Kum-
bum were painted 18,886 figures of gods in all. This number
gives a sufficient idea of the extreme care with which the artists
frescoed the walls of this greatest sanctuary.

CAMPANA (Tib. hbre/drgna)
Then, one enters through a narrow staircase to the first floor
of the campana which is named hbre (drona) in Tibetan (1).
The corridor narrows down and runs around a central block,
on whose walls are depicted various divinities of terrific aspect,
pertaining mostly to the Gsin-rje-g§ed/Yamantaka cycle. This 1s

(1) Sce Indo-Tibetica 1.40, 41; and La Vallée Poussin, Staupikam in HJAS.
2.276 no. 2 who however does not seem to know my work.
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the symbolic expression of the experiences described in that
catagory of Tantras dealing with the first of the two supreme
coefficients of illumination, that is to say of the praxis or
medium (thabs), namely of compassion.

It would be clear to reproduce the scheme of this chapel and
to point out briefly the cycles or divinities represented on its

walls.
\%Y
6 7
8
5 2
9
S 1 3 N
4 10
12 11
| E

1. Géin-rje-géed/Yamintaka, red, in the mandala of the. five
gods,  namely,” Ser-sna-Gsin-rje-gsed/Matsarya-Yamantaka,
Gti-mug-Gsin-rje-gsed/Moha-Yamantaka, etc. in which recur
deities already met with at Tsaparang (1) and taken from the

(1) See note on next page 294
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19th chapter of the De-bzhin-gsegs-pahi rigs khro-bo
gsin-rje-géed dmar-pohi rgyud (2) according to the explana-
tions of Virupa (figs.381, 382) (3).

2. Rdo-rje-hjigs-byed/Vajrabhairava, with nine faces and
thirty-four hands, taken from the seventh rtog-pa of the
De-bzhin-gsegs-pahi rigs-kyi khro-bo hjigs-byed-kyi rgyud, ac-
cording to the liturgical system of the lotsava of Rva (4)
(figs.383, 384 detail).

3. Gsan-ba-hdus-pa Mi-bskyod-pa/Guhyasamaja Aksobhya, in
the mandala of thirtytwo divinities, according to the system of
Rdo-rje-hphags-pa (5).

4. Dpal-gsan-ba-hdus-pa Hjam-pahi-rdo-rje/Guhyasamija
Maifjuvajra, with his mandala of nine deities, according to the
liturgical system of Ye-$es-zhabs/Jnanapada (6).

(1) Indo-Tibetica 111/2.90.

(2) Toh.474, 475, and 476.

(3) Bstan-hgyur XLII1.96, 97  Rakta-yamari-sadhana. Cf. Bu-ston,
Gsin-rje-gsed dmar-pohi lha-lnahi mnon-par-rtog-pa Gsin-rje-kun-hjoms.

The central deity, red, with two arms, is surrounded by:
Gti-mug GSin-rje-géed/Moha-Yamantaka, white, embraced by Tsartsika/Car-

cika

Ser-sna Géin-rje-g§ed/Matsarya-Yamantaka, yellow, embraced by Phag-mo/
Varahi

Hdod-chags Gsin-rje-g§ed/Raga-Yamantaka, red, embraced by Dbyaris-can-
ma/Sarasvati

Phrag-dog -Géin-rje-géed/irsyé-Yaméntaka, green, embraced by Gauri

While in the cycle of the thirteen divinities found at Tsaparang the di-
vinities of the same name are represented with three faces and six arms, in
this mandala they have only one face and two hands. The symbols in the
whole cycle are: in the left hand a skull, and in the right a club.

(4) Indo-Tibetica 111/2.76ff.

() Indo-Tibetica 111/2.182.

(6) About Gsan-hdus Hjam-pahi-rdo-rje/Guhyasamaja Manjuvajra, see
Bu-ston, complete works THA: (a) Gsan-hdus Hjom-rdor-gyi sgrub-thabs
Hjam-dbyans  yid-hphrog  and (b) Gsan-hdus  Hjam-rdor  dhkyil-cho-ga
Hjam-pahi-dbyans-kyi byin-rlabs-kyi rnam-phrul. According to the first work, de-
scribing the meditative and liturgic process through which ,the images of the
mandala are evoked with the imposition of special mystic syllables in one’s
own body, the god is yellowish in colour, has two heads, with the two main
hands embraces his $akti, identical with him, and in the other two holds a
sword and a lotus.
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Besides the main divinities and their acolytes, there are rep-
resented the most known masters of the rﬁystic revelations, in-
spired by the experiences symbolized by these gods (details visi-
ble in fig.385, to the left).

On the external wall of the corridor there are:

5. Khro-bo phyag-na-rdo-rje hkhor-lo-chen-po/Krodha-
mahicakra-vajrapani, pertaining to the mystic family of
Mi-bskyod-pa/Aksobhya, in the mandala of eighteen divinities;
it is taken from the Drag-po-gsum-hdul-gyi rgyud interpreted
according to the liturgic system of Dsa-ba-ri-pa (1).

6. The mandala of Spyan-ras-gzigs/Avalokita having nineteen
gods, taken from Gsan-ba-hdus-pa/Guhyasamaja, according to
the interpretation of Atisa. Around it are represented the
yab-yum images of the sacred pentad in the same iconographic
type as that found in Tsaparang (2) (fig.386).

7. GSin-rje-gsed Hjam-dpal-rdo-rje/Yamantaka Maijuvajra,
with three faces and six hands, surrounded by four acolytes:
inspired by the Gdon-drug-gi-rgyud/Sanmukha-tantra (3).

8. Hjam-dpal g$in-rje-géed/Manjusri Yamantaka, with six
faces and six hands in a mandala of nine divinities.

9. Gsin-rje-gSed/Yamantaka, black, of the mystic family of
Rnam-par-snan-mdzad/Vairocana.

10. Gsin-rje-gSed/Yamantaka, red, in a mandala of thirteen
divinities, taken from the 22nd chapter of the GSin-rje-gsed
dmar-pohi rgyud (fig.385) (4).

(1) See Bstan-hgyur XLIV.71 Mahayaksa-senapati-nilambaradhara-vajra-
pani-mahacakra-mandala-devagana-stotra. Cf. Bu-ston, Phyag-rdor
hkhor-chen-gyi  bstod-pa  bstod-pas don-thams-cad sgrub-pa, complete works,
vol. THA.

(2) See Indo-Tibetica 111/2.64. _

(3) This cycle corresponds, except for slight variants, to the first five aco-
lytes of the cycle of Vajrabhairava, already described in Indo-Tibetica 111/2.90.

(4) The complete description of this mandala is found in the Bcom-ldan-hdas
gsin-rje-gSed dmar-po lha-bcu-gsum-gyt hjoms-pahi mtshon-cha dan rgyud-hdebs smon
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11. GSin-rje-gsed dgra-nag taken from the Dgra-nag-gi
rgyud (fig.387) (1).

12. Many bla-mas and minor divinities, among whom are the
fifteen Phyogs-skyon/Dikpalas. '

In this lower portion of the campana 391 images in all could
be counted.

Now we ascend to the upper portiorn where the paintings
want to express through symbols those tantric experiences that
guide to the realization of the absolute and undifferentiated
unity of the coefficients of supreme illumination, namely the
praxis and the mystic gnosis (§es-rab).

In order to clarify its brief description, I add the schematic
plan of this chapel, marking by numbers the various tantric cy-
cles represented here and their order:

1. Dus-kyi-hkhor-lo/Kalacakra with four faces and twen-
tyfour hands, surrounded by the gods of the cycle of the
spiritual plane, the four symbols and the ten vases (fig. 388)

(2).

lam $is-brjod-bcas of the eighth Dalai Lama. The iconography of the god is as
follows: red in colour, two arms; in the right club; in the left skull; vehicle:
the buffalo on which there is the figure of Yama holding club and noose. He
is embraced by his sakti Rdo-rje-ro-lans-ma/Vajravetali. See also Bu-ston,
Gsed-dmar lha-bcu-gsum-mahi dkyil cho-ga de-iiid gsal, complete works, Vol.
THA.

@) Namely Krsnayamari-tantra. This peculiar form of Gsin- rje-
gsed/Yamari is described for instance in the Dpal-ldan giin-rje dgra-nag-gi
mion-par-riogs-pa gsod-byed-pahi hjigs-run by Bu-ston, complete works, vol.SA:
black colour, three faces: the central one black, the right one white, and the
left one red; his two main hands embrace his $akti, Ses-rab-ma/Prajia, identi-
cal with him lconog'raphl(‘ally, holding in the rlght the gri-gug and the skull; in
the other two to the right: sword and vajra; to the left: disc and lotus.

(2) Dus-kyi-hkhor- lo is well known. See Getty, Gods of Northern Buddhism,
2nd ed., p.146.
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2. Kyai-rdo-rje/Hevajra, according to the initiatic system
known by the name of Dpalldan lhan-cig-skyes-pa
mi-hgyur-ba-chen, in the mandala’ of nine divinities sur-
rounded by the four mystic families of Kyai-rdo-rje/Hevajra
(fig.389) (1).

\%Y
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(1) In this cycle of nine deities, in the middle is Heruka with eight heads,
sixteen hands and four legs; in the sixteen hands there are as many skulls in
which there are several gods and animals: elephant, horse, ass, bull, camel,
man, antelope, Varuna, etc. Around him are the eight acolytes, namely the
eight Khro-mo-chen-mo/Mahakrodhi already met with: Gauri, black (gri-gug
and fish); Tsaur/Caurl, red (litde magic drum and boar), Vaitali, yellow (tortoise
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3. Dpal-hkhor-lo-sdom-pa/Cakrasamvara according to the
system of Nag-po-pa (1) in the mandala of sixtytwo divinities.

4. Same cycle, but according to the liturgical system of
Luyipa (fig.390) (2).

5. Thirteen divinities of the cycle of Heruka mchog: four
skulls (fig.393).

6. Mandala of the five gods taken from the
Mahamaya-tantra: four symbols, eight mystic letters (fig.392)

(3).
7. The gods of the Rdo-rje-gdan- bzhn/Catuspltha (4).

and skull); Ghamsmari, green (serpent and skull); Pukkasi, blue (lion and
skull); Ri-khrod-ma, white (monk, disc); Gdol-pa-ma, blue (disc and skull);
Gyun-mo, of various colours (vajra, mudra of threatening). In his form of
Chos-kyi-dbyins ye-$es-kyi no-bo rgya rdo-rje-hdzin-pa, the god is white in
colour; see Dpal Kyai-rdo-rje sgrub-thabs hkhrul spon by Dge-legs-dpal (complete
works, vol.NA). About Lhan-cig-skyes-pa-rdo-rje/Sahajavajra see Dpal
Kye-rdo-rje-lhan-cig-skyes-pahi sgrub-thabs byin-rlabs man-nag dan-bcas, written by
H_]am dbyans-mkhyen-brtse, according to the Sa-skya tradition and mcluded
in Sgrub-thabs kun-btus, vol. NA.

(1) See Indo-Tibetica 111/2.27ff. Bu-ston, complete works vol.JA:
Dpal-hkhor-lo-sdom-pahi sgrub-thabs-kyi hgrel-ba hkhrul-ba spon-bar-byed-pa.

(2) Fully described in Indo-Tibetica 111/2.27 note.

(3) This mandala is also described by Bu-ston in his Sgyu-hphrul-chen-mohi
mnon-rtogs rgyas-pahi sgyu-hphrul-chen-mo hbyun-ba, complete works, vol JA.
The central divinity of this cycle is a special form of Heruka, who, in the in-
scriptions of the Sku-hbum, is called Mnon-med Heruka, but who in the text
of Bu-ston is called Sgyu-hphrul-chen-po rdo-rje shin-rjehi stobs. Iconog-
raphically he is blue in colour, with four faces (see fig. 387): the central one
blue, the others yellow, white, green; in his two main hands, embracing the
sakti, he has a khatvanga and a skull, and with the other two puts an arrow in
the bow. On the head an image of Aksobhya. The $akti also has four faces
and the same symbols as the god.

(4) Already quoted above on p.162.

On this cycle and its liturgy Bu-ston has written a small treatise Dpal
gdan-bzhi-pahi dkyil-hkhor-pahi sgrub-thabs mi-brjed-par dran-byed-pa, complete
works, vol.JA. The central divinity of this mandala is represented by
Rnal-hbyor-nam-mkhah/Yogambara, blue, with three faces and six hands:
right one holds an arrow, presses the breast of the Sakti and holds a vajra;
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8. The twentyfive gods of the mandala of
Sans-rgyas-thod-pa/Buddhakapala (fig.393).

9. The gods of the cycle of Bde-chen-ran-gcig.

10. The divinities of the mystic family of the Gur-mgon with
his mkhah-hgro-ma/dakini (fig.394 reproducing Sans-rgyas-
mkhah-hgro-ma yab-yum).

11. The divinities of the mandala of Spyan-ras-gzigs
padma-dra-ba/Padmajala Avalokita (fig.395).

In all there are 577 images.

On the extreme top of the building in a dark cell, whose
walls are also covered by paintings no longer visible today, the
statue of Rdo-rje-hchan/Vajradhara smiles his mysterious smile,
he who is the symbol of the absolute in its immutability. Having
thus completed the ascension to the monument, and having
reached before the supreme principle of all things, the visitor
has gone through the various degrees of phenomenic exis-

left: bow, skull, and bell. He embraces Ye-$§es-mkhah-hgro-ma/Jinina-dakini,
white, with a face and two hands, in which she holds a khatvianga and a skull.

Besides the five Tathagatas of the supreme pentad, Rdo-rje-mkhah-hgro-
ma/Vajradakini yellow, Ro-lans-ma/Vetali red, Gtum-mo/Candi blue,
Drag-mo dbu-skra/Raudri yellow, also belong to thls cycle. All have the same
symbols as the main $akti.

(1) This cycle is also described by Bu-ston in his Thugs-rje-chen-po pad-ma-
dra-bahi sgrub-thugs-rjehi hod-zer hbyun-ba, ~~ complete works, vol.JA. The
god is white in colour, with three faces and eight hands. With his two main
hands embraces the sakti keeping in the left a lotus flower which he opens
with a vajra held in the left (sic). In the other hands to the right: hook, skull,
khatvanga, in those to the left: noose, head, gem. On top is the figure of
Hod-dpag-med/Amitibha. The $akti is Rig-ma Gos-dkar-mo/Pandaravasini,
iconographically identical with the god.

Around it there should be the cycle of the thirtysix goddesses: Pad-
mahi-spyan-ma, Rin-chen-Pad-ma, Rdo-rje-can, Pad-ma-sgrol-ma, Pad-ma-
gos-ma, Padma-hbar-ba, Pad-ma-Khro-giier-can, etc.
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tence, and traversing mystic knowledge has transcended them
uniting himself with that cosmic consciousness, colourless and
undifferentiated, of whom Rdo-rje-hchan/Vajradhara is the
svmbol. Having reversed the evolutive process that lets every-
thing be born, the mystic has nullified it by his awareness, be-
coming himself that light that gives life to everything.

//ISARVA-MANGALAM//
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