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This volume of the Indo-Tibetica is dedi-
cated to the six temples of Tsaparang, the
temples of Samvara and of Vajrabhairava,
the White Temple, the Red Temple. the
Temple of the Prefect, and the Lo-than
dgon-pa. These temples are unique exam-
ples of early Tibetan mural paintings as
well as sculptures, all direct derivations
from Indian traditions, and some of them
even from the brush of Indian masters. In
the feminine deities frescoed on the walls
we can discern the continuation of the trad-
ition of Indian miniatures. Professor Tucai
speaks at length about the importance of
the art of these temples. He discusses the
evident traces of Indian inspiration in the
accuracy of execution, the delicacy of draw-
ing, chairoscuro effects, figures in profile
rather than in frontal aspects, and so on.
The art of Tsaparang has unique impor-
tance for the last phase of Buddhist art in
India, especially in its Kashmiri idiom. He
deals at length with the iconography and
symbolism of Samvara; his mandala along
with its dakinis and asta-Smasana. The
mandala of Vajrabhairava, various cycles of
Vairocana, Tara, Vajrapani and
Guhyasamaja are also detailed.

In a long preface Prof. Lokesh Chandra
elucidates the problems left open by Tucci,
like the role of photism in the develop-
ments from Amitabha to Mahavirocana,
and the transformation from the orgiastic
Aksobhya cults to yab-yum mahayoga
deities, dichotomy of square and circle in
the mandala, various classifications of the
forms of Tara, and so on.

The volume is a must for the History of
Art, Buddhism, Indian Art of the post-
millenium, Tibetology, Cultural Anthropo-
logy and Himalayan Studies.
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PREFACE

SYNOPTIC VIEW OF THE BOOK

This volume of the Indo-Tibetica is dedicated to the six tem-
ples of Tsaparang, the first two named after their central deity
namely Samvara and Vajrabhairava and the remaining four
termed by their general characteristics: the White Temple, the
Red Temple, the Temple of the Prefect, and the Lo-than dgon-
pa. These temples a re unique examples of early Tibetan mural
paintings as well as sculptures, all direct derivations from
Indian traditions, and some of them even from the brush of
Indian masters. In the feminine deities frescoed on the walls
we can discern the continuation of the tradition of Indian mini-
atures. Professor Tucci speaks at length about the importance
of the art of the chapels of Tsaparang in his introduction. He
discusses the evident traces of Indian inspiration in the accu-
racy of execution, the delicacy of drawing, chiaroscuro effects,
figures in profile rather than in frontal aspects, and so on. The
art of Tsaparang has unique importance for the last phase of
Buddhist art in India, especially in its Kashmiri idiom. The
vanishing murals and images of the great Kashmiri monasteries
evoked the admiration of Somendra the son of Ksemendra as
early as the eleventh century. Already then, the light of Bud-
dhism and its artistic glories were flickering out in Kashmir.
Ksemendra set himself to capture the moral purity, enlighten-
ment and beauty of the fading cloister walls in the varied flow
of metres in the Avadana-kalpalata, as his son Somendra says
in the 108th chapter:



— XIlv —

51 Farol-Hfe-SaH-RAEEARYE TR |
G- AAnga-faa-fean: #oA d dsfy e ferem: 1)
TEa- g fafaa-aul-w: gefeaeeH: |
WA AsA fafed mered: o qoawE famm: 1
T a9 Tsha gegasy ..

“Gone are the monasteries in the flow of time whose cloisters
were painted with charming murals of Buddhist avadanas in
golden hues and which held the eyes in rapture. My father
has collected these edifying tales, painted them in variegated
hues of the poetic art, and it has verily become a magnificent
and sanctifying vihara that transcends oblivion even by
time”.

The agony of this void found an epiphany in the work of
Tsaparang artists in all the purity of faith and faithfulness to
the original inspiration.

Vira, daka. The twentyfour deities in the Samvara-mandala
are termed viras (NSP text p. 27). Tucci calls them twenty-
four viras throughout this book.

A number of anuttara yoga deities are termed vira. In Vai-
snavism, the images are classitied into “yoga, bhoga, vira and
abhicharika varieties in consequence of certain slight differ-
ences in their descriptive characteristics. These varieties are
intended to be worshipped by devotees with different desires
and objects in view: thus, the yogi should worship the yoga
form of Vishnu, the persons who desire enjoyment should
worship the bhoga form, those who desire prowess the vira
form, and kings and others who wish to conquer their
enemies the abhicharika form”. (Rao 1914:1.79).

When the deity is without his consort he is termed eka-vira
that is, the solitary or lonely hero. In the Sanskrit titles of
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works in the Tanjur, ekavira refers to Cakrasamvara or
Samvara (Cordier 2.40/13.11, 2.46/13.41, 3.102-103/73.13,
14, 15, 3.104/73.19). It is applied to Heruka in. Ekavira-
Heruka-sadhana (ibid. 2.43/13.25), Ekavira-sodasabhuja-
sriHeruka-sadhana (ibid. 2.86/21.59). It should apply to
Hevajra in Cordier 2.76/21.8. In Cordier 2.338/69.9 and
elsewhere the deity to which ekavira refers to is not clear.

The alternate title of Candamaharosana-tantraraja is Ekalla-
vira-tantra, which means that Candamahirosana a form of
Acala is referred to as ekalla-vira (Filliozat 1941: 9 no.18), and
Shastri (1917: 181-191 nos. 84, 85, 87) has the title Ekallavira-
candamahirosana-tantra.

The Greek héros denotes a famous hero promoted to divine
rank. The heroes and hero-gods are a universal phenomenon.
There are allusions to heroes in the classical and folk traditions
of India, for example, Hanuman of the Ramayana is a heroic
god. Epic heroes like Rama and Krsna reached the highest
rank. The belief in heroes plays a very important part in the
development of Greek religion (ERE. 6. 652). The promotion
of a hero to the status of a god was common in Greece: the god
Dionysus is addressed as a hero in the old ritual chant of Elis.
The worship of heroes as gods was firmly established in Greece
trom the seventh century B.C. (ERE. 6. 655).

Heruka. The word Heruka is used in two meanings, specific
and generic: (i) Heruka proper and (ii) Heruka as a generic
term of the classification of the yogini-tantras. In the first he is
an independent deity in his own right, as in the nine-deity
mandala of Heruka in the Nispanna-yogavali (text p. 20) where
he has four forms with two, four, six and sixteen arms. The
second meaning of Heruka is generic, as he is the head of the
Buddha-kula of the anuttara-yoga tantras. In this capacity
Heruka is equivalent to a Buddha and he heads the dieties
Samvara, Hevajra, Buddhakapala, Mahamaya, Arali (Wayman
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1973: 235). At times Cakrasamvara is referred to as Heruka,
but that does not mean that Heruka = Cakrasamvara or vice
versa. It simply implies that Cakrasamvara belongs to the larger
group of the hypostases of Heruka.

Tucci comments on p.22 that Heruka is called Samvara as
the central deity of the mandala. In the Nispanna-yogavali
Heruka proper has two, four, six or sixteen arms (text p.20-
21), while Samvara has twelve arms (text p-26). The present
mandala of Tsaparang pertains to Samvara. Thus on p.48 too
the central deity has to be named Samvara and not Heruka.

The etymology of Heruka is not clear. Its phonetics reminds
of the Greek hérs-s + ‘hero’, héros ‘Eros, the god of love’, and
heriko ‘to keep in, hold back, restrain, hinder; to control, curb,
keep in check’ (Liddell and Scott, Greek-English Lexicon , Oxford
1916). Eros brings to mind the yab-yum form of Heruka coup-
led with his consort (prajfia) Nairatma. All the gods of the
Heruka group are coupled with their goddesses. The word
herikd ‘to restrain, etc.’ recalls samvara ‘vow’. Edgerton (1953 :
539) translates samvara ‘restraint, control, obligation, vow’. The
Tibetan equivalent sdom-pa also covers the same semantic spec-
trum ‘restraint, obligation, vow’. Pratimoksa-samvara are ‘the
moral restraints imposed in the code called Pratimoksa’.

The word daka is equal to antaka in Padma-daka = Padm-
antaka. The Tamil word takku means ‘l. strength, robustness:
2. petulancy, pride’ (Tamil Lexicon 3.1696). Do daka and vira
converge? In Tibetan daka is translated as mkhah-hgro ‘skygoer’
and its feminine form dakini as mkhah-hgro-ma ‘the skygoing
female’. '

The importance of diaka and dakini can be discerned in
Mkhas-grub-rje’s observation that the anuttara-yoga tantras are
divided into two divisions under different names by the various
tantras:
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(maha)yoga-tantra yogini-tantra Sambarodaya etc.
(Toh.373)
upaya-tantra prajha-tantra Kalacakra etc.
(Toh.362)
daka-tantra dakini-tantra Vajrahrday-alankira
(Toh.451)
mahayoga-tantra anuttara-yoga- Atida
tantra

(Wayman 1968: 251, 100 for the classification of Ati$a).

These two divisions are further sub-divided into six:

yoga-tantras yogini-tantras

Aksobhya Heruka

Vairocana Vairocana

Ratna-kula Vajraprabha = Ratnasambhava
Padma-kula Padma-nartesvara = Amitabha
Karma-kula Paramasva = Amoghasiddhi
Vajradhara Vajradhara

Amitabha & Aksobhya lead to Vairocana & Heruka. Prof. Tucci
has raised the question of the spectrum covered by Mantrayana.
He rightly questions the belief that Mantrayana is identified
with Vairocana, under the influence of Chinese Vajrayina
where the figure of Vairocana is preeminent. In fact, we can
notice two major tendencies in the development of Vajrayana,
centred around Amitabha~Vairocana and Aksobhya~Heruka.
From Amitabha developed Rocana of the Avatamsaka, thence
Vairocana of the carya-tantras and finally Mahavairocana of
the yoga-tantras. From the Aksobhya tradition evolved Heruka
and other deities of anuttara-yoga, coupled in yab-yum. Suk-
havati the western paradise of Amitabha was devoid of women,
while Abhirati the eastern paradise of Aksobhya had beauties
(stri-ratna), involving orgiastic traditions. The evolution of
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Aksobhya to yab-yum figures was a natural course. In Akso-
bhya’s paradise women played a leading role and this fact “dis-
tinguishes it sharply from other buddhaksetra. It we bear in
mind that the pessimistic views concerning women, expressed
in the majority of mahayanic satras, will finally prevail, the
specific ideas expressed in the Chinese and Tibetan translations
of the Aksobhyavyiha, should receive due consideration”.
(Dantinne 1987: 31).

Women play a role which is both unexpected and essential in
the "Aksobhyavyuha: here Aksobhya preaches the law to
women; there is talk of jewels of women (stri-ratna); there is
frequent allusion to feminine ornaments, and childbirth is
described with a profusion of unusual details.

The interest in women may be considered as one of the
numerous manifestations of sympathy with regard to lay per-
sons of both sexes, to which free rein is given in certain siitras
of early Mahayana. This specific attitude, perceptible from the
first Prajiaparamitas, has led E. Conze to formulate the opinion
that the notion of wisdom (prajna) is an elaborate product of
the feminist ideal from the beginnings of Mahayana. (Dantinne
1987:31).

The Aksobhya tradition evolved into the anuttara-yoga tan-
tras with their emphasis on the yogini or dakini. Mrs. Miranda
Shaw of the Harvard University says that the tantric female
adept/companion was characterised by proud self-assurance
and physiéai robustness. Dakini the feminine form of déka can
be traced to Tamil where it refers to ‘strength’, as already poin-
ted out. The role of women in the emergence of the anuttara-
yoga tantras with their yab-yum images was a development of
stri-ratna in Aksobhya’s Abhirati paradise. There were two
major currents in the evolution of tantras. The other current
of photism or light-symbolism was the collateral development
of the cult of Amitabha ‘Infinite Light'. From Amitabha evolved
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Rocana ‘Light, Shine’, and thence Vairocana ‘Effulgence, Sun’
which developed further into Mahavairocana “The Great Sun,
the Supreme Light'. It was further contra-distinguished from
Aksobhya’s paradise by his Sukhavati Paradise with no women.

The cults of Amitabha and Aksobhya were collateral as their
paradises of the west and east were natural pairs. The first
extant Chinese translations of the Sukhavati-vyaha and Akso-
bhya-vyiha were done simultaneously by Lokaksema in A.D.179-
180 (Dantinne 1983 :2). Bodhiruci translated the Maharat-
nakuta between the years A.D.706-713 during the T’ang dyna-
sty. In this collection too, the two satras devoted to Amitabha
and Aksobhya are placed consecutively (K22/5, 22/6). While the
Sukhavati-vyiha was translated into Chinese five times the
Aksobhya-vyiiha only twice and that too along with the former.
The cult of Amitabha continued to prevail, but that of Akso-
bhya evolved into the anuttara-yoga tantras like the Guhyasa-
maja with their orgiastic symbolism and practices, and as such
they were taboo in the Confucian world of East Asia.

The lord of the family (kulesa) of the deities of the anuttara-
yoga tantras is mostly Aksobhya. In the Nispanna-yogavali the
mandalas of Maijuvajra (no.l), Vajradhara of the Samputa-
tantra (no.3), Hevajra (no.5), Heruka (no.8), Mahamaya (no.9),
nine-deity Buddhakapala (no.10), Samvara (no.12), twentyfive-
deity Buddhakapala Heruka (no.13), Yogambara (no.14), Yamari
(no.15) have Aksobhya as the lord of the family. It reinforces
the fact that Aksobhya is a prototype of the anuttara-yoga dei-
ties.

Vajrapani. Prof. Tucci (p.13) has rightly pointed out that the
painters were not following whims but were reproducing pre-
determined tantric schemes. According to this principle we
should be able to discern a classification in the various hypo-
stases of Vajrapani depicted on the walls of the Temple of the
Prefect. Tucci has named five forms on p.164 and illustrated



ten forms on plates 142, 144-146. The following forms are

named by him:

Jagadbhadra Vajrapani

Vajrapani similar to Garuda

Alpacanda Vajrapani

Mahacanda Vajrapani

Acala Vajrapani

The Rin-hbyun, that is illustrations to the Sadhanamala of the

Panchen Lama Bstan-pahi-fii-ma, illustrates ten forms of Vajra-

pani:

662 Phyag-rdor n-tsa-rya = Ucarya Vajrapani

663 Phyag-rdor gos-snon-can = Nilambaradhara Vajrapani

664 Phyag-rdor sa-lugs = Vajrapani of the Sa-skya-pa

665 Phyag-rdor gtum-chen bsrun-bahi mkhar-ras-chun-lugs =
Cangamaharosana Vajrapani of Mkhar-ras-chun

666 Phyag-rdor gtum-po khra-thogs = Khra-thogs Canda
Vajrapani

667 Phyag-rdor gtum-chun dmar-po = Red Alpacanda Vajra-
pani.

The three mahicanda, canda and alpacanda form a

gradation.

668 Phyag-rdor gos-snon-can hgro-bzan-lugs = Nilambara-
dhara Vajrapani of Jagadbhadra.

669 Phyag-rdor khan-brisegs = Katagara Vajrapani

670 Phyag-rdor hbyun-po-hdul-byed = Bhatadamara Vajra-
pani

671 Phyag-rdor hbyun-hdul-byed gsar-ma = the New Bhuta-
damara Vajrapani

The Vajrapani Acala of Tucci should be Ucarya Vajrapani.
The serial numbers are from the Buddhist Iconography of the
writer of this preface.
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Another series of three Vajrapani is illustrated in the Sku-
briian gsum-brgya/Three Hundred Icons, a pantheon by Lcan-
skya Hutukhtu Rol-pahi-rdo-rje. They are as follows:

2372 Phyag-rdor gtum-chun = Alpacanda Vajrapani

2373 Phyag-rdor gos-snon-can = Nilimbaradhara Vajrapani

2374 Phyag-rdor drag-po-gsum-dril = Tri-rudra-damana
Vajrapani

The text 454 in the Kanjur, Nilambaradhara Vajrapani Tri-

rudra-vinaya and 455 Tri-rudra-damana help us to correct the

Sanskrit equivalent of the Tibetan name in the above pantheon.

In both titles the Tibetan is drag-po-gsum-hdul (not hdril)

though the Sanskrit expression varies.

The ten forms of Vajrapani at Tsaparang will have to be
re-identified after reading the inscriptions accompanying them.
This can be done only at the monastery in Tsaparang.

Vajrapani comes in the first grouping of the father tantras of
anuttara-yoga. His presence at Tsaparang was natural as these
temples were primarily dedicated to the many manifestations
of anuttara-yoga. The Kanjur has eleven tantras of Vajrapani
(Toh. 454-464).

Dichotomy in the configuration of the mandala. In the centre of
the temple, the sixtytwo deities of the Samvara-mandala are
represented as three-dimensional images of wood and stucco
and the accompanying deities are represented on the walls in
two dimensions (p.49). The eight cemeteries frescoed on the
walls of our temple, when shown in a two-dimensional mandala,
are a circle between the vajra-circle and the lotus-circle. This
dichotomy is highly significant. In a mandala drawn on a flat
surface we can see two configurations, squares and circles:



— XXIl —

The square parts of the mandala are a two-dimensional dia-
gram of a sanctum dedicated to a central deity and its olympian
assembly. It has four gates in the four cardinal directions. The
inner portion of the diagram has square structures which are
the walls, pillars and other architectural elements of the
sanctum. The round parts are psychic elements. Its inner psy-
chic chore is constituted by the eight-petalled lotus of the heart
of the devotee wherein resides the main deity with his promi-
nent acolytes. The other psychic elements are also round, like
the outermost circle of fire to burn the sins of the meditator.
The vajravali or circle of vajras represents the solidity of the
adamantine plane wherein the Vajrayana practisioner has
become a vajra-being, a vajra-sattva, one empowered to under-
take Vajrayana practices and rituals. The circle of lotuses, pad-
mavali, is the purity of heart with which the devotee appro-
aches the sanctum. Thus the psychic components of the circles
of fire, vajras and lotuses in the mandala are round, while the
solid material components of the architectonic temple are
square. A mandala is thus a square and circle, the squared
material space and the circularity of psychospheres.

The square parts of the mandala are a two-dimensional dia-
gram of a sanctum dedicated to a central deity and its olympian
assembly. It has four gates in the four cardinal directions. The
inner portion of the diagram has square structures which are
the walls, pillars and other architectural elements of the
sanctum. The round parts are psychic elements. Its inner psy-
chic chore is constituted by the eight-petalled lotus of the heart
of the devotee wherein resides the main ‘deity with his promi-
nent acolytes. The other psychic elements are also round, like
the outermost circle of fire to burn the sins of the meditator.
The vajravali or circle of vajras represents the solidity of the
adamantine plane wherein the Vajrayana practisioner has
become a vajra-being, a vajra-sattva, one empowered to under-
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take Vajrayana practices and rituals. The circle of lotuses, pad-
mavali, is the purity of heart with which the devotee appro-
aches the sanctum. Thus the psychic components of the circles
of fire, vajras and lotuses in the mandala are round. while the
solid material components of the architectonic temple are
square. A mandala is thus a square and circle, the squared
material space and the circularity of psychospheres.

The mandala is the dwelling of a sugata, a sugatalaya, in the
work Prajfiopaya-viniScaya-siddhi (Tucci 1949 : 1.249). The
“mandalas are square” (ibid.267). They are encircled by circu-
lar meditative barriers which have given rise to the misconcep-
tion that the word mandala means ‘circle, globe which is round,
circular, a magic circle’ (e.g. in Tajima 1959 : 33). In fact both
the Japanese mandalas of Garbhadhatu and Vajradhitu are
rectangular. The word mandala was usually transliterated into
Chinese because of the variety of its meanings. In the Sarva-
tathagata-tattva-sangraha, Amoghavajra (A.D.753) has trans-
lated mandala by ¢ B which means ‘assembly’. It has no refer-
ence to the form of the mandala. The mandala represents the
scheme of the palace of a cakravartin, whose conceptualisation
followed the Iranian ideal metropolis. The Japanese Garbha-
dhatu has seven lines around the central enclosure of the Five
Tathagatas. These recall the palace of a cakravartin surroun-
ded by seven ramparts made of gold, silver, beryl, crystal, ruby,
coral and one of all jewels in the Dighanikaya 2.170. In the
Mulasarvastivaida Vinaya Kusavati has seven enclosures, ‘but
made of four precious stones only: gold, silver, beryl and cry-
stal. Dipavati, the capital of the Cakravartin Arcismat, has
seven vedika-jalas of seven colours of gold, silver, mother-of-
pearl, beryl, crystal, coral and ruby (Mahavastu 1.194.3, 19).
The mandala of Vairocana has to be patterned after the metro-
polis of a cakravartin, for he is Ekaksara Cakravartin. As a cak-
ravartin, a universal monarch, his residence is equated with
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Sudarsana, the palace of Indra. The city of a cakravartin recalls
the royal city of the Medes Ecbatana (ancient Hagamatana,
modern Hamadan) whose seven enclosures were of gold, silver,
-orange, blue, purple, black and white (Herodotus, 5th century
B.C., 1.98).

The terraces of the Sumeru of Vairocana are of various
jewels. “The seven walls rising up one within another—recal-
ling the seven tiers of the cosmic temple towers of Babylonia
and Assyria—obviously are an image of the seven cosmic
spheres, in the middle of which the Sun-King is seated; the gol-
den wall around the royal palace reflects the brilliance of the
sun, the silver wall next to it apparently that of the moon. The
cosmic significance of this kingly city is clear ...”. Vairocana ver-
ily means the Sun and his Sino-Japanese name is Dainichi “the
Great Sun”.

“The residence of the Indian Cakravartin like that of the
Babylonian monarch, is made after the model of the terraced
towers surmounted by a temple. The universal monarch
resides there because being like the sovereign of the gods, he
must live like him at the summit of the cosmic mountain. Sum-
eru and the Zikkurat, the imperial city and the celestial temple,
might be juxtaposed as equivalent symbols in the political and
the religious order”. (Przyluski 1935 : 26).

In a painted mandala, within the circumscribing four circles
of fire, vajra, cemeteries and lotus leaves is the square mandala.
On its four sides “are drawn four doors (sgo) in the shape of a
T. ... These doors are flanked by five bands, each painted in
one of the five colours. On the sides of each of them are two or
more pillars (ka-ba) supporting the torana (rta-hbabs) which sur-
«mounts the door. The doors are joined by a belt which is itself
divided into five parts. ... Above all, the balcony, called
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mdah-yab or padma, because it is decorated with lotus flowers.
Over the doors rises the arch, torana, made of eleven fringes
(snam-bu) or storeys, resting on the small pillars on both sides of
the doors: beginning from below, they are called rin-chen sar-bw/
jewelled band, rin-po-che/the gem, rta-rmigithe horse’s hoof,
gser/gold, chu-srin/makara; gser/gold ... On the top of the torana
there must be a lotus, on which rests the wheel of-the Law with
its twelve spokes; on its right and left two gazelles krsnasara, a
symbol of the preaching of Sarnath.

“Above the wheel we see the umbrella (gdugs) a badge of roy-
alty; on its sides ba-dan/small flags, stuck on statfs resting on
vases (bum-pa, kalasa). All round, on the edge of the belt from
door to door, paradise trees (dpag-bsam-sin) are born out of the
bhadrakalasa (bum-pa bzan-po), “vase of the water of longevity”
and next the seven gems, emblem of the Cakravartin are pla-
ced: eightspoked wheel, six-toothed white elephant, green
horse, girl of sixteen, gem with six rays, a red minister with an
inexhaustible treasure, a general of a dark colour, with cuirass,
spear and sword”. (Tucci 1949 : 1.319).

Kavaca deities. The six kavaca deities in yab-yum are intended
to protect from contrary influences. Prof. Tucci names five.
The pantheon Rin-hbyun (Lokesh Chandra 1987 : 222-227)
illustrates them in the third chapter entitled “main deities of
the mandala”. The male and female deities are shown sepa-
rately. The male deities Go-chahi dpah-bo drug ‘six kavaca-viras’
(nos.566-577) are:

566 Kavaca-Vajrasattva/Go-chahi Rdo-rje-sems-dpah
567 Kavaca-Vairocana/Go-chahi Rnam-snan

568 Kavaca-Padmanarte$vara/Go-chahi Padma-gar-dban
569 Kavaca Krsna Heruka/Go-chahi He-ru-ka nag-po
570 Kavaca-Vajrasurya/Go-chahi Rdo-rje-fi-ma

571 Kavaca-Paramasva/Go-chahi Rta-mchog
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The six Kavaca-yoginis/Go-chahi dpah-mo drug are:
572 Kavaca-Vajravarahi/Go-chahi Rdo-rje-phag-mo
573 Kavaca-Yamini/Go-chahi Gsin-rje-ma
574 Kavaca-Mohini/Go-chahi Rmons-byed-ma
575 Kavaca-Santrasini/Go-chahi Skrag-byed-ma
576 Kavaca-Saiicalini/Go-chahi Bskyed-byed-ma
577 Kavaca-Candika/Go-chahi Tsandi-ka

The six goddesses are mentioned by the Hastapaja-vidhi in
the Sadhanamala (p.498-500). Sadhanamala has Vajravarahim
yogini-cakrandytkam in the opening mangalacarana stanza,
whence we have translated dpah-mo as yogini. Both the six
kavaca-viras and the six kavaca-yoginis are described on pages
55-59 of this book.

Mandalas of the mother and father tantras. Prof. Tucci raises the
question: “should one think that in the small temple of
Tsaparang the painters have superimposed or overlapped the
two cycles, on one side that of the Guhyasamaja, which would
have inspired these five figures, and on the other side the one
of Samvara, to whom the chapel is esentially dedicated?” He
rightly says that Aksobhya is a point common to both, yet the
precise relationship of the two mandalas is not clear to him.
The anuttara-yoga tantras are divided into mother and father
tantras and each of them is further subdivided into six groups:

Mother tantras - Father tantras
(i) Herukai.e. Aksobhya Aksobhya
(1) Vairocana Vairocana
(i) Vajraprabha i.e. Ratnasambhava Ratna-kula (lacking)
(iv) Padmanartesvara i.e. Amitabha Padma-kula’
(v) Paramasva i.e. Amoghasiddhi Karma-kula (lacking)
(vi) Vajradhara Vajradhara

Heruka-kula refers exclusively to the mother tantras, namely:
Samvara, Hevajra, Buddhakapala, Mahamaya and Arali. Akso-
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bhya is the head of the family (kulesa) of the father tantras,
namely: Guhyasamaja and Vajrapani. The painters of Tsa-
parang depicted in the temple, Samvara of the mother tantras
besides Guhyasamaja and Vajrapani of the father tantras. Thus
both the classes of anuttara-yoga tantras were shown at the
Temple of Samvara. The statement on p.62 about the two
cycles of Samvara and of Guhyasamaja has to be corrected
accordingly.

The presence of the Five Tathagatas in the mandala of
Samvara (p.63) can be defined after seeing their placement in
the temple. In the mother tantras the Tathagatas are:

Heruka corresponds to Aksobhya
Vairocana = Vairocana
Vajraprabha corresponds to Ratnasambhava
Padmanarte$vara corresponds to Amitabha
Paramasva corresponds to Amoghasiddhi
Vajradhara -

These Tathagatas do not form part of either the mandala of
Samvara or of Heruka proper. They must have been represen-
ted to cover all the six groupings of the mother tantras.

The ten dakinis. On p.65 Tucci mentions the ten dakinis. The
five on the right wall are in the mandala of Mahamaya (NSP.
no.5 on p.22 of the text) and in that of the Sat-cakravartin
(NSP.no.25 on p.79-80 of the text). In the latter mandala the
dakas and dakinis are coupled. May be the coupled deities of
Tsaparang pertain to the latter mandala.

THE TEMPLE OF VAJRABHAIRAVA

In Tibet the three tutelary deities or gsan bde hjigs gsum are
Guhyasamaja, Samvara and Vajrabhairava. They are illustrated
on folio 21 of the Three Hundred Icons (Lokesh Chandra
1987 : 705). While the first two were painted in the Temple of
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Samvara, this temple was dedicated to Vajrabhairava to com-
plete the trio. Vajrabhairava is the same as Yamantaka, who
represents the second group of the Vairocana-family in the
father tantras.

Tucci refers to Sme-brtsegs as unknown. In the Kanjur, a
text is devoted to him (Toh.756) where his Sanskrit name is
Bhurkumkata. He is illustrated in the pantheon of the Mongo-
lian Kanjur (Lokesh Chandra 1987 :171), and in the Rin-
hbyun (ibid.733-35). The Rin-hbyun is interesting for its man-
tra of this deity, which runs: om bhurkhum mahapranaye bhurc
bhurkhi vimanase ucchusma mahakrodha him phat. It is the same
for both its smoke-coloured and dark forms. As a king of
anger/krodharaja, bhurkumkata is equivalent to Bhrkuta,
whose feminine form Bhrkuti is well known. The feminine
form Khro-mo Sme-brtsegs (ibid.735) has the mantra arkham
cirkham vimanase ucchusma mahdkrodha ham phat. In the Narth-
ang deities of the Rin-hbyun, the Angry Sme-brtsegs is
repeated (ibid.949) with the mantra om bhurkum mahaprandya
bhurci bhurki vimale ucchusma krodha him ham phat phat svaha.
The goddess Khro-mo Sme-brtsegs has the mantra om arkham
cirkham vimanasi ucchusma mahakrodha hum phat (ibid.2381/178).

THE WHITE TEMPLE

Like the Temple of Samvara, here too the central deity is
represented in a plastic form (p.116). On p.117 Prof. Tucci
refers to six figures of Vairocana, whom he cannot assign to a
specific tantric cycle. These six Vairocanas represent the cent-
ral deities of the six mandalas of Vairocana in one of the sama-
yas of the Sarva-tathagata-tattva-sangraha (STTS):

1.1 Vajradhatu-mahamandala (L.okesh Chandra 1986: fig.1-37).
[.2 Guhya-dharani-mandala (ibid.38-71).
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1.3 Saksma-mandala (ibid.72-104).

1.4 Karma-paja-mandala (ibid.105-137).

1.5 Catur-mudria-mandala (ibid.140-144).

1.6 Eka-mudra-mandala (ibid.145).

These six mandalas correspond to the first part of the STTS
pertaining to abhi-samaya. The remaining three parts pertain
t6 vajra-samaya, dharma-samaya, and karma-samaya. Each of
these three samayas has six mandalas. Thus in the complete
text of the STTS there are twentyfour mandalas (4 samayas X
6 mandalas = 24). The six Vairocanas represent the six manda-
las of any of the four samayas.

THE TEMPLE OF THE PREFECT

Prof. Tucci enumerates a series of Twentyone Taras. There
are other series too: the Rin-hbyun illustrates Twentyone Taras
according to Suryagupta (Lokesh Chandra 1987 : nos.784-805).
Their names are:

784  Arya-[Mala) Syama Tara/Hphags-ma [rtsa-bahi] Sgrol
ljan

785  Pravira? Tara/Rab-tu-dpah-bahi Sgrol-ma

786  Candrakanti? Gauri Tara/Dkar-mo  zla-mdans-kyi

Sgrol-ma

787  Kanakavarna Tara/Gser-mdog-can-gyi Sgrol-ma

788  Usnisavijaya Tara/Gtsug-tor-rnam-par-rgyal-bahi
Sgrol-ma

789  Humsvara-nadini Tara/Ham-sgra-sgrog-pahi Sgrol-ma

790  Trailokya-vijaya Tara/Hjig-rten-gsum-las-rnam-par-
rgyal-bahi Sgrol-ma

791  Vadi-pramardini Tara/Rgol-ba-hjoms-pahi Sgrol-ma

792  Varada? Tara/Dban-mchog-ster-bahi Sgrol-ma

793  Maric/Hod-zer-can-ma

794  Khadiravani Tara/Sen-lden-nags-kyi Sgrol-ma
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Ekajati/Ral-gcig-ma

Varada Tara/Mchog-stsol-bahi Sgrol-ma

Soka-vinodana Tara/Mya-nan-sel-bahi Sgrol-ma
Apada-vimocani Tara/Phons-pa-sel-bahi Sgrol-ma (st.11)
Mangalaloka Tara/Bkra-sis-snan-bahi Sgrol-ma
Paripacaka Tara/Yons-su-smin-par-mdzad-pahi Sgrol-ma
Bhrkuti Tara/Khro-giier-g.yo-bahi Sgrol-ma

Mahasanti Tara/Zhi-ba-chen-mohi Sgrol-ma
Raga-nisadana Tara/Chags-pa-hjoms-pahi Sgrol-ma
Sukha-sadhana Tara/Sgrol-ma bde-sgrub-ma
Samkusumita Tara/Sgrol-ma rab-rgyas-ma
Duhkha-dahana Tara/Sgrol-ma sdug-bsnal-bsreg-ma
Siddhi-sambhava Tara/Sgrol-ma dnos-grub-hbyun-ma
Paripirana Tara/Sgrol-ma yons-rdzogs-byed-ma

Another series is from the Astasahasrika Pantheon (Lokesh
Chandra 1987: nos.2145-2165) where the names again differ:

2145
2146
2147
2148
2149
2150
2151
2152
2153
2154
2155
2156
2157
2158
2159
2160

Tura-vira/Myur-ma-dpah-mo
Sarasvati/Dbyans-can-ma
Punyavarada/Bsod-nams-mchog-ster-ma
Usnisavijaya/Gtsug-tor-rnam-rgyal-ma (st.4)
Vidya/Rig-byed-ma

Bhairavi/Hjigs-byed-ma
Aparaijita/Gzhan-gyis-mi-thub
Paramjaya?/Gzhan-las-rgyal

Khadiravani Tara/Sen-lden-nags Sgrol-ma
Trailokyavijaya/Hjig-rten-gsum-rgyal
Nor-gter-ma
Mangalarthakari?/Bkra-sis-don-byed
Ripucakra-vinasini/Dgra-dpun-hjoms-mdzad-ma (st.13)
Bhrkuti/Khro-gner-can (st.14)
Prasanta?/Rab-zhi-ma
Ujjvaladyutiz/Hbar-bahi-hod-can-ma
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Amita-parakrama?/Dpag-med-gnon-ma
Mahamayuri/Rma-bya-chen-mo (st.18)
Mi-pham-rgyal-mo

Sabari/Ri-khrod-ma
Marici/Hod-zer-can-ma

Eight Taras which protect from the eight fears (Sgrol-ma
hjigs-pa-brgyad skyob-ma) are as follows in the Astasahasrika
pantheon (Lokesh Chandra 1987: nos.2169-2179):

2169
2170

2171

2172

2173

2174

2175

2176

Maina-simha-bhaya-trana/Na-rgyal-sen-gehi-hjigs-skyon
Moha-hasti-bhaya-tarini ~ devi/Gti-mug-glan-pohi-hjigs-
sgrol lha-mo
Dves-agni-prasamani/Zhe-sdan-me-dpun-tshogs-rnams-
rab-zhi-ma
Irsya-sarpavis-apaharani/Phrag-dog-sprul-gyi-dug-
rnams-yons-sel-ma
Kudrsti-cora-upadrava-nivarani/Lta-nan-rkun-pohi-
fer-htshe-las-bzlog-ma
Ghora-matsarya-$rnkhala-mocani/Mi-bzad-ser-snahi-
Icags-sgrog-hgrol-mdzad-ma
Rag-augha-vegavarta-$osani/Hdod-chags-chu-bohi-
rba-klon-skems-mdzad-ma
Samsaya-pisaca-bhaya-trana  Tara/The-tshom-$a-zahi-
hjigs-skyob Sgrol-ma

There are corresponding eight acolytes of Avalokitesvara who
protect from the eight fears (ibid.632-638).

Prof. Tucci says that the literature on the eight cemeteries is
not very large (p.173). There are quite a few descriptions of
them, e.g. Amritananda (Lokesh Chandra 1973 : 40) details the
eight $masana from the Kriya-samuccaya and from the Svaya-
mbha-purana, along with dikpala, siddha, preta, animal, bird,
tree, caitya and linga of each cemetery.
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Since Tucci chronicled his expedition to Western Tibet in
1933 and wrote the present scientific monograph in 1936, no
real progress has been achieved in the study of the temples at
Tsaparang. A decade latter (1947-49) Lama Anagarika Govinda
and his wife Li Gotami Govinda undertook an expedition to
Tsaparang. Gotami photographed the statues and some murals
at Tsaparang. Thirtyone photographs of the statues of these
temples were published by Gotami in 1979. These photographs
provide excellent details of the statues and their backgrounds.
They have been concorded with the plates at the end of this
volume. Gotami illustrates images which have not been illus-
trated by Tucci. From the Temple of Vajrabhairava she illus-
trates the statues of Maitreya (161), yab-yum Hevajra with eight
heads and sixteen arms (164), ekavira Yamantaka (165) and
yab-yum Yamantaka (167), and an unidentified yab-yum image
(166). Two photographs of the interior of the White Temple in
Gotami (179-180) merit special mention for showing the gen-
eral layout of the whole. Gotami has the photographs of the
eight Bhaisajyaguru (153-158, with two images on 153 and
155). Only two of them are illustrated in Tucci. She wrongly
identifies them as the Five Tathagatas. Gotami illustrates mur-
als of White Tara (168) and Manjusri which are not to be seen
on the plates of Tucci. Colour photographs by Adelaide de
Menil accompany a popular writeup by Frits Staal in the Natu-
ral History, July 1986. An hour-long film on the treasures of
Tsaparang and Théling has been directed and photographed
by Brian Beresford, produced by Sean Jones and sold by the
Meridian Trust, 330 Harrow Road, London.

The temples at Tsaparang await detziled investigations in the
light of the evolution and symbiosis of the various classes of
Tantras. They can lead to a precise identification of the surviv-
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ing frescoes on the walls surrounding the stucco figures. They
are excellent visual representation of Vajrayana, which domi-

nated India, Central Asia, Tibet, China, Japan and Indonesia
in centuries around the millenium.

Lokesh Chandra
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MAIN BOOK






INTRODUCTION

THE IMPORTANCE OF THE TEMPLES OF TSAPARANG
FOR THE STUDY OF TIBETAN ART.

This second volume on the temples of Western Tibet is exc-
lusively dedicated to Tsaparang.

About Tsaparang I have already spoken in my diary of the
travel of 1933 (1). There is no need to repeat here what I have
already said or to describe the region again. It is useful only to
remember that the place is an immense ruin today (Plate I).
Only the temples remain of its glorious past, and they also are
desecrated, in danger to fall, and if the Tibetan authorities do
not provide for them in time they are fated to crumble down.

In this way monuments of Indo-Tibetan art, of great value
from the point of view of history, iconography and aesthetics
will disappear. In fact, the temples which still remain, have
long panels of tantric deities in many colours. In them are
expressed with inexhaustible imagination, a great portion of
the Mahayanic Olympus, but there is also a harmony of colours

(1) Tucci-Ghersi 1933: 330, English edition: Secrets of Tibet 1935: 171.



— 6 —

which was never again reached in these parts of Tibet. Their
paintings represent the best productions of the Western Tibe-
tan schools. In them we may admire the full maturity of an art
which, as I have said elsewhere, is of direct derivation from
Indian traditions. The masters, invited to the province of Guge
at the time of Rin-chen-bzan-po and of his royal patrons
around the millenium, introduced the artistic manner of their
original regions and in this school of painting are still alive the
shadows of the great Indian monasteries, which have survived
the slow and fateful dissolution of Buddhism. The Tibetan dis-
ciples had continued it with great fidelity and with a reverential
respect with which the neophytes maintain the inheritance of
their masters.

This is the great value of the frescoed chapels of Tsaparang:
in them, in fact, we can still admire the not indignified work of
a school of painting which can be said to represent a province
of Tibetan art well defined in characteristics and peculiarities
of style. It is still totally free from Chinese influences that are
seen very strongly in the more recent paintings. Since only
these are generally known in Europe, it is natural that the his-
torians of Oriental art have in general considered Tibetan
paintings as a more or less direct affiliate to the Chinese. It is
beyond doubt that when cultural and political relations of Tibet
and China start gradually growing, while those with India start
diminishing, the art of the Land of Snows was influenced by
the Chinese. But here, in Western Tibet, we are in very diffe-
rent conditions. In fact, even if during the greatest flourishing
of Guge’s reign Chinese caravans were coming to Tsaparang
(as can be deduced from the testimonies of Catholic missionaries
and by the indirect documentation of the historical frescoes



.

painting foundations of temples where occasionally Chinese
merchants are also represented), nevertheless, the not always
friendly relations with Central Tibet and the geographical dis-
tance, were two elements contrary to the penertration of cul-
tural motifs from China in this far-away region. The relations
with India, instead, starting with the time of Rin-chen-bzan-po,
were never interrupted both via Kashmir and via Nepal.

On the other end, we know that in Western Tibet also, the
work of Rin-chen-bzan-po, of his students and of his patrons
was not only an intelligent apostolate, but a progressive work of
civilizations made through the constant penetration of Indian
motifs. This penetration was at the same time a creation because
Buddhism and its missionaries found here only large groups of
shepherds and mostly nomads. It is to say that, as the biography
of Rin-chen-bzan-po teaches us, whole schools of artists came to
live in Western Tibet and slowly they formed a school, where
they however left traces of their personal work. The fragments
of wooden sculpture published by me in the previous volume,
the doors of Tabo, Toling, Tsaparang and Khojarnath are
without doubt the few surviving documents of these masters’
schools that the piety of the kings of Guge and the sad political
events of India collected on the deserted planes of Mnah-ris.

These wooden works are conserved in large numbers. Never-
theless, an ancient frescoed chapel has survived for us. This
chapel has to be considered as being due to the brush of Indian
masters. [ want to point to the chapel of Mangnang. This chapel,
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as I have already hinted at elsewhere and later I shall demons-
trate in a more lengthy manner, has revealed to us suddenly a
great monument of Indian painting where worthily survive the
pictorial traditions till now known to us only through Ajanta,
Ellora and Sigiriya. Here in Tsaparang the first stage is lacking.
As always happens in important cities mostly subjected to politi-
cal events, the most ancient pictorial documents, even if they
were there, were substituted by new frescoed walls, during the
successive rebuilding of the temples. Nevertheless, if the point
of departure such as we find in Mangnang is there no more,
the pictorial processions preserved in the surviving temples,
allow us to have an idea of the evolution of the schools which
we shall call of Guge. If in any case it cannot be said, as it can
be said for Mangnang, that we are facing Indian works, it is
nevertheless certain that we witness a slow adaptation or accli-
matization of painting in the temples of Tsaparang. They assume
characters and forms peculiar to them without however loosing
evident traces of the primeval Indian inspiration, also in the
latest examples.

Those nearest to Indian models can be considered the small
paintings, which are true miniatures and are at the background
of the series of sculptures of the White Temple. And they are
‘Indian’ for the accuracy of execution, the delicacy of drawing,
lightness of movements, and for those chiaroscuro (light and
shade effects) which have disappeared in the late paintings. We
find in them also the preference, wherever the iconographical
scheme could allow it, for the figure ir half profile rather than

(1) Hllustrated London News, 28 January 1936.
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for the frontal. Yet, the group begins to be fragmented in
single independent figures, all circumscribed in the halo. The
isolated figure substitutes the group.

Immediately after this, there are the frescoes of the small
temple of Salilvara/Bde-mchog on the summit of the hill, in the
middle of the royal palace. The goddesses constituting the vari-
ous followers of Samvara are drawn with such a softness of line
and with such an agile lightness, although in a certain sche-
matism of forms, imposed by iconographic rules, that they do
not have an equal counterpart in the customary Tibetan paint-
ings. The figures of the Five Buddhas (plates XIII, XIV), althogh
having lost their relief and being so to say flattened down
according to the pictorial criteria later prevailing in Tibetan
art, still maintain some traces of the ancient models. Faces have
not yet been rounded, and the tiara is with triangular points
and not with olive leaves as it will become subsequently in Tibe-
tan iconography. The final developments of this art are found
in the Red Temple where the art of Guge, already far from its
primaeval inspirations, seems to feel the political decadence
incumbent as a fatal thread on the reign where it first pros-
pered. We are at the eve of the conquest of Guge by Senge-
rnam-rgyal, the king of Ladakh and this conquest has slightly
preceded the submission to Lhasa. The grace of the first works
has disappeared. In its place comes the craving for the grand-
iose; enormous and out-of-proportion figures stand out with
their trivial and uniform physiognomy on the historied walls.
The interest of the artist seems to concentrate no longer on the
figures but on the details, and the refinements of the dresses
and the chiselling of the throne and the volute surrounding it
‘and the purely ornamental developments. In them, however,
survive with persistent resistance characteristic Indian motifs:
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the volute containing in its field animals and lions rampant and
winged horses. That is to say, although the artists love the
grandiose, their skill is still manifested in the small figures and
in the schemes framing the great images and especially in the
historical legends running all along the basement of the tem-
ple. And these figures, though having assumed a decisively
Tibetan aspect have not totally forgotten the Indian inspiration
and are moving in an unreal passage such as could have only
been imagined by people who, by working through imagina-
tion, did not want to insert in the pictorial representations of
the life of the Buddha elements taken from the country where
they were living. There is not yet any trace of those pavilions of
Chinese style or of those little Tibetan houses leaning on to one
another with white walls and red framed roofs constituting the
normal background of the later representations of Buddha'’s
life in thankas or in the more recent temples.

Here is the importance of these frescoes of Tsaparang. They
document for us the developments and fortunes of pictorial art
in these Western regions. They also prove the independence of
these paintings from the schools prevailing in other parts of
Tibet and give to this art of Guge its character proper, also
manifesting itself in the thankas produced by its schools, which
I will study in a following book.

Useless to add that this art of Guge takes its motifs of inspi-
ration especially from Tantric Buddhism. Rin-chen-bzan-po, as
I have already often said, had introduced in his own region just
this Tantric literature, and introduced it not as a series of texts
understood exactly philologically, but as mystic doctrines in
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which he was initiated in India by the most celebrated masters
of his age. They, by giving him the sacred baptism, had made
him worthy of transmitting to his disciples, purified by long
exercises of ascesis and meditation, the torch of the same initia-
tic teaching. I have also already said how many among the tem-
ples built by him were actual mandalas each consecrated to a
special god and to his cycle. Also in Tsaparang the same cri-
terium is respected; in every chapel we see a following not of
figures of independent deities without connection among them,
but harmonic processions convergent toward a unique experi-
ence. This, as central point from which they emanate, confers
on them a proper meaning and a particular symbolic value, in
whose knowledge and full realization there is salvation. This
central point or this germinal being is mostly, although not exc-
lusively, Vairocana. One has not to believe, however, as often it
seems to me that it is done, perhaps under the influence of
Chinese Vajrayana where the figure of Vairocana is preemi-
nent, that Mantrayana (as it is called by the very Buddhists of
India and Tibet themselves, the Tantric form of Buddhism) is
identified with Vairocana and his symbolism. It is true that
some of the most important cycles centre around this symbol of
the germinal essence of all, but it is also true that many other
mysteriosophic trends, not less important than it, followed
other ways expressed by other cycles. Among these cycles first
of all there is that of Aksobhya in his multiple forms as Heruka,
as Hevajra, as Guhyasamaja or as Cakrasamvara. This funda-
mentally tantric content of Buddhism, sponsored by the kings
of Western Tibet and spread in Guge most, and therefore not



—12—

to be forgotten if one wants to understand deeply the meaning
of the paintings that we are going to study. It has to be ever
present in order to judge the aesthetic value of this art, which
seems to almost ignore the human form and not to draw any
inspiration from the reality in which man lives and works. With
the exception of the historic legend of the Buddha’s life, there
is never any landscape in the background; almost as to mean
that with this total lack of a point of reference, we are in an
abstract world of symbols. This abstract world is emphasized in
the larger space of the walls by the multicoloured procession of
his apparitions, while the bands running on the lower space are
particularly dedicated to the human level, either with the earthly
events of Sakyamuni, i.e. the incarnation of the Supreme truth
descended among us to teach, with the mirage of his life, the
way of redemption, or with historical events as the scenes where
the episodes of the foundation of the temples are recorded.
These scenes, with their vivid movement of masses, the realism
of the types and the harmony of the groupings, demonstrate
that, when the opportunity arose, the painters of Guge knew
how to reproduce with efficacy the complex and varied rhythm
of life. But this was not the world attracting them. It could not
fill with its vision their religious souls. Their spiritual world was
totally else. It appeared as a frightning dream or a fantastic
pandemonium where the very human figure seems to decom-
pose itself in monstrous types; heads, hands and legs multiply,
the body bécomes deformed, animal elements are inserted with
a strange union with human characters.

The first impression that these paintings make is that of a
nightmare, almost a visible projection of tumultuous vision in
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sick minds. But Tantric literature and the exegesis of tantric
masters gives us the key to understand them in their real mean-
ing. They are a figurative language in which the highest sys-
tems of Indian gnosis expressed their experiences. It is, there-
fore, an art of symbols, a kind of pictorial hieroglyphics with
which the initiatic schools, often by accepting very old religious
types and by transfiguring in their systems of mystic traditional
figures of popular demonology, shadowed their realizations.
They expressed in the convention of an iconography, predeter-
mined in all its details both of colours and proportions and gra-
dations, the spiritual conquests that they proposed to reach or
the numerous series of planes to which they imagined that the
mystics would ascend in the processes of ascesis and liturgy.

This is, therefore, so to say an art of evocation. The painter
did not follow the whims of his fantasy, but reproduced accord-
ing to predetermined technical schemes the visions appearing
to his dgvoted mind, during those trances that yoga and the
formulae of meditation (dhyana) were able to produce. Noth-
ing was copied or reproduced; but everything was experienced,
seen with the eyes of the soul, lived again in that ecstasy in
which the painter monks knew how to sink in before they star-
ted putting their hand to work. I even think that the sure effi-
cacy of many of these paintings depends on the fact that they
have come out alive almost from the meditative process; the
terrors and the beatitudes experienced by the painter seem
reflected in his work. Later on, the iconometry and the sche-
mes became traditional and then they were the only norm for
the painter and took the place of his visions. Then art-had
become decadent, become flat, uniform, trivial and lost that
power of expression that once was its principal characteristic.
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There remained only the great vivacity and harmony of colours
constituting even today the most notable value of Tibetan paint-
ings.

Everything in this art has symbolic value and meaning: from
colours to arms and to instruments in the hands of the deities,
from the ornaments by which they are covered to the orgiastic
dance that most of them dance in the rapture of the embrace. I
have said in many places what these couplings mean, and I
shall speak about them more extensively in a book, nearing
publication, on tantric psychology. This is not, therefore, the
moment to insist on the complex symbolism of these figures.
They, in my opinion, have a beauty which is their own; a
grotesque beauty, if you want, but nevertheless a sure power of
expression. There is no doubt that the type of Vajrabhairava
heading with his monstrous figure on the walls of the little tem-
ple dedicated to him, is an impressive and efficacious represen-
tation of that uncomposed world of tumultuous forces in crea-
tion and in the human subcenscious that the Indian masters
felt and tried to picture in the symbol of concrete figures in
order to dominate them and to address them finally towards
redemption.

We are then faced by an attempt to reproduce pictorially
states of the soul, spiritual impressions and motifs, that no
other art has known how to inspire such a variation of forms
nor has had such a preponderant part. And, as [ was saying
above, we see the domination of the rhythms of dance, not
always so graceful and sweet as in the small figures of the
feminine deities, constituting the train of Samvara, in the small
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temple dedicated to him, but more often violent and orgiastic
as in the type of the coupled deities. In the first case, the thin
legs, posed in different positions for each figure, seem to con-
vey almost the idea of a living cadence, in a manner that by
running over the images with the eye, it seems that this delicate
pictorial procession is animated and moves to the rhythm of a
mystic dance, as coming to a new life by mysterious evocations.

In the second case, instead, the gigantic figures grimacing,
with horrible faces crowned with macabre diadems, with the
foot placed over human bodies twisted under the horrible pres-
sure, reproduce with evident symbolism the various movements
of cosmic dance; rhythms of life and death, of creation and
involution, in the great and terrific dance of becoming, where,
however, uniting gnosis to praxis the initiated may experiment
the inneffable ecstasy of liberation.

This art, of Indian origin, seemed the most apt to be trans-
planted in a country like Tibet. The ancient Bonpo beliefs, the
cult of underworld spirits presiding over places and mountains,
ready to ambush the life of men, the macabre liturgies accom-
panying many ceremonies that Buddhism found in the Land of
Snows, and had difficulty to transmute and to refine, and spe-
cially the great popularity of magical rites, all this could have
made Tibet a field particularly adapted for the diffusion of
Tantrism and of its art; an art that, as I have said, is at first
sight not at all serene. It is the pictorial projection of the soul
of India and Tibet, in which there is connaturated and deepen-
ed the sense of tragedy of life and therefore there is a powerful
desire to overcome it.



CHAPTER 1
THE TEMPLE OF SAMVARA/BDE-MCHOG

§1. General description. 1 shall start this description of the sur-
viving temples of Tsaparang by speaking about a chapel stand-
ing on the top of the steep clayey mountain, around which the
town was constructed, and around which was spread the crown
of the caves of its inhabitants, dug out in the ravine. This small
temple is built just in the middle of the royal palace (plate II)
so that it seems that even today it insists to protect it with its
immense ruins. It was to host the tutelary spirit (yi-dam) of the
country, as it is the custom in all the fortified cities of Western
Tibet. It was a kind of sancta sanctorum, holy of holies, the
inviolate residence of the God to whom the royal family, and
thus the city and therefore the whole country prayed for pro-
tection and help during difficult moments. At the same time it
was an initiatic sacred place. It contained, as we shall see, the
mandala or mystic diagram in whose presence the disciple was
admitted after long years of learning in order to receive from
the master the sacred initiation into the mysteries of the gods
and into the experiences that it symbolized.

It is desecrated and abandoned. Most of the statues that
adorned the plastic mandala contained in it, have been taken
away. The disconnected roof begins to let water seep in, and
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that water has already cancelled or disfigured the frescoes. The
door has been uprooted and entrance to the temple is open to
any desecrator. Perhaps the merchant-caravans of Garhwal
passing on the road of Tsaparang going to the fair at Gartok
have already taken'away the few things still surviving.

The guide accompanying us in the visit, one of the few in-
habitants of Tsaparang, assured us that the temple is known as
the “Temple of Samvara/Bde-mchog”. The frescoes show that
the tradition is exact.

§2. The cycle of Samvara/Bde-mchog. Samvara/Bde-mchog is
the name of a very important Tantric cycle which commands
special favour among the Tibetan mystic schools. It is centred
in an original nucleus which has parted, so to say, into two
lines, each of them having inspired numerous series of com-
ments, ritualistic manuals and methods of mystical realization
(i.e.: sadhana, Tib. sgrub-thabs). These two lines are designated
by the name of the central divinity, that is to say by the symbol
around which evolves the whole mystic theory expressed by
them: Cakrasambara and Sambara; so at least according to the
reading of the manuscripts (1). The tantras which contain their

(1) Sricakrasambara in no. 100 of the catalogue of Buddhist manuscripts of
the Asiatic Society of Bengal (Descriptive Catalogue of Sanskrit Manuscripts in the
Government Collection, Buddhist manuscripts) by H.P. Shastri, p. 167 (but in
the English text on p. 167 Cakrasamvara): thus also in no. 101 H.P. Shastri,
transcribes sometimes Cakrasambara and sometimes Cakrasamvara.

In the catalogue of the Nepalese manuscripts preserved in the Durbar of
Kathmandu published by the same H.P. Shastri, vol. I1 p. 48: Cakrasambara.
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revelations respectively known as the (Srimad-bhagavat) Cakra-
§ambara and the Sambara-Tantra. But that the two lines are
fundamentally identical is shown by the -mandalas symbolically
expressing them. These mandalas make both deities the hypos-
tasis of another well-known divinity of the Mahayanic school,
that is to say Heruka. Tibetans have hesitated a little in render-
ing these two names; Cakrasambara or Cakrasamvara is usually
translated (1): Hkhor-lo-sdom-pa. They then were reading: sam-
vara, giving to this word the meaning of “union” (2). Sambara
instead has been rendered as: Bde-mchog, which literally
means: “supreme (mchog) beatitude (bde)”.

In the first case, that is as Cakrasamvara (Hkhor-lo-sdom-
pa), the signiticance is ditterent: according to the fact that the
word cakra, in Sanskrit meaning “wheel” or “disc”, is taken in
the meaning of “elements of existence (dharma)”, or of weapon,
because the mystic of these tantras cut the false imaginings

In the catalogue of the manuscripts of Cambridge edited by Bendall: Cak-
rasambara p. 186 and Sambara p. 202.

In the Catalogue of the Sanskrit and Prakrit manuscripts in the library of the India
Office, edited by A.B. Keith, and for the Buddhist part by F.W. Thomas, vol.
II, p. 1394 no. 7712 n. 3: Cakrasambara.

The Sanskrit titles preserved in the Tibetan collection waver betwen Sricak-
rasamvara, Cakrasambara, Sambara (i Sambara-mandala-vidhi, Sam-
bara-kalita etc.) (edition of Sde-dge) Sricakrasambara; see catalogue of the:
B_lgal.]--hgyur;by Beck or the indexes of Lalou to the catalogue of Cordier:
Catalogue-index of the Tibetan Buddhist Canons, published by the Tohoku Impe-
rial University. Of this cycle the Sricakrasamvira (transcribed however
Shricakrasambhara) has been let known by Kazi Dawa Samdup in the Tan-
trik Texts of Avalon (vol. VII).

. (1) But there are exceptions duc to the very incertitude of the name in
Sanskrit sources. See for instance, Cordiev, Catalogue T11.115.

(2) Samvara means, as the Tibetan sdom, not only “precept, rule”, but also
“union (Tib. hdus)”. The synonymity of samvara and samaja is attested by
Naropa in the Sekoddesa-tika p. 33: sarva--dhdtindm samahdrs melapakah
samajah samvarah
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which keep us attached to life, or of “existence” because these
texts reveal the law of karmic connection. Samvara, then, i.e.
union, or point of meeting, wants to point at the essence of the
whole, that is to say the gnosis of the essential luminosity which
is the ground of things. Or “wheel” are the four prime gnoses
(1), and “union” is the gnosis of the absolute (chos-kyi-dbyins=
dharmadhatu). “Wheel” is symbol of the dikini (that is of the
divine potencies of whom we shall speak later) and “union”
instead of Heruka. Or “wheel” means the four species of mysti-
cal inferior beatitudes and “union” the supreme or inborn
(sahaja) beatitude. “Wheel” can be the four Tathagata: Akso-
bhya, Amitabha, Ratnasambhava, Amoghasiddhi, while “union”
is Vairocana and so on (2).

In the second case, it is clear that the Lotsava or the Indian
milieux, in whose tradition they were formed, read: Samvara,
giving to sam the meaning of “beatitude” (3). They, then, took
Samvara as a composite name: “the supreme (vara) pleasure
($am), the supreme beatitude”. The very name tells us about the
fundamental doctrines of this school. It taught, with the help
of well-defined meditations, the way to realize a state of perfect
beatitude. For these sects of the Tantric period the supreme
goal of the Buddhist teaching still remains liberation. But this
liberation comes neither only from moral praxis, as in the

(1) On this see Indo-Tibetica 111/1.55, 152,

(2) see Guhyavajra-tantrarja-vrtti, Bstan-hgyur, rgyud Ta 264.

(3) That is sam sukham, see the comment of Madhavacarya to Sata-samhita
(Anandasrama Sanskrit Series) p. 27.
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early period of Buddhism, nor from knowledgp per se; mystic
knowledge remains, it is true, the most important point of
spiritual ascesis, but it is no longer considered—as we have said
in the preceding volume—as a mere cognitive act, but it is ade-
quate to the consubstantiation with the Eternal Truth. This
consubstantiation is therefore a possession, a full experience,
and thus a supreme beatitude. It derives from the perfect
fusion (yoga or samdpatti) of the two indissoluble coefficients of
salvation; that is to say the gnosis of the fundamental unsub-
stantiality of things and compassion, i.e. the contemplative ele-
ment and the active element. It is also the bodhicitta, the
thought of illumination understood as cause and effect at the
same time; that is, not only as initial motive of the long career
towards liberation, but as synonymous both with the eternal
background of things and with the germinal essence of the all.
In this possession, is the beatitude: and this beatitude is iden-
tified with knowledge (aksara-sukham jAanadhdtu in Vimala-
prabha VIII a) and, which is identical with the state of Buddha
(Buddhatvam paramaksara-sukham, ibid. VII. 6). The indefinite
“nirvana of the more ancient schools assumes, therefore, a posi-
tive meaning. It is repeated, moreover, as a phenomenon not
rare in mystical schools; this beatitude and the ascesis which
has to prepare for it are described in terms of love. The
thought of illumination identified with supreme beatitude
sprang from the contact and the fusion of its two coefficients as
the seed from sexual union. That is why many tantric deities
symbols as they are, as I have said many times, of religious ex-
periences are represented in the act of embracing (according to
Tibetan terminology; yab-yum, father-mother). In their desire
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to experience and to possess this beatitude, during the various
stages of the meditative process, some schools come to identify
in fact the thought of illumination with the seed and impose
the rite of the initiatic circle culminating in union with the $akti
or mudri. She is a girl of sixteen years, and of varied caste
according to the “mystical family” (1) of the initiated. She sym-
bolizes the corresponding $akti or creative energy of the sup-
reme pentad and is often called by the same name. The union,
however, is made in such a way as to avoid the ejection of the
seed.

This ritual, in fact, is performed with the full awareness of its
mystical meaning, as a liturgic drama renewing on a short con-
secrated plane the eternal process of creation and reabsorption
in the cosmos. The mystic united with his $akti is the All. Their
body contains sun, moon, stars and worlds. In him, through
the alternate vicissitudes of his breath, is mirrored the infinite
rush of time, the systole and diastole through which life flows
and again is contracted in itself in order to expand again in a
cycle that is limitless. The mystic, embracing his sakti in a plea-
sure full of possibilities and never consummated, is the syn-
thesis of potency and act, before that breaking of contingency
and phenomenon in the world, and which is represented by
the flowing of the seed (2).

(1) See Indo-Tibetica 111/1.42

(2) These theories, specially developed by the sect of siddhas and expressed
in the literature of the Dohdkosa, have continued not only in the §akta schools
of Mediaeval India, but in a special manner in that of the sahajiya, which is
its direct derivative in Bengal. But Samvara, Guhyasamaja and also the
Kalacakra-tantra already presuppose them.
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All this, however, should not let us forget that, as in almost
all the Buddhist deities, one has to distinguish also in the case
of Samvara so to say two planes: on one hand, the mystical and
esoteric symbolism elaborated, with the proceding of time,
around this god and responding to the evolution that in the
religious thought was forming itself in India; on the other
hand, the original type of this very god deprived of all his later
dogmatic constructions. Thus, Samvara-Heruka, before assum-
ing the form as represented by the tantric mystic, was nothing
else than a local deity of some ethnic group not well definable.
He is of terrific character as almost all the deities which conflu-
enced in Hinduism in the type of Siva. With the latter, he has
many elements in common, not the least the fact of carrying in
one of his arms the head of Brahma; also Siva, according to
some traditions, had the fifth head of Brahma cut.

§3. Iconographic type of Samvara and its symbolism. The very
Heruka or Samvara—in fact Heruka is called Samvara in the
form of central deity (gtso-bo) of the whole of his mandala—is
represented as coupled with his sakti (1).

He is described as such (2): “In the centre of the lotus, over a
solar seat, there is the Blessed Sri-Heruka with a blue body. He
has four faces: the first (namely, the central one) is black, the
one of the left green, the back one red and the right one yel-
low. Each face has three eyes. He has twelve hands. In front

(1) See iconographic information in Grinwedel, Mythologie des Buddhismus
in Tibet und Mongolei, p. 105 1 Getty, Gods of Northern Buddhism (First edition)
p. 127.

(2) See bibliographic list, 1, p. 14b.



—93

he wears a garland of vajra with five points. With his right leg
set forward he presses down the head of Kilabhairava, who has
four arms; two of them are in the act of adoration; in the sec-
ond of the right he holds the magic drum (damaru), and in the
second of the left he holds the sword. His left leg is bent and
presses the breast of Kali (Dus-mtshan-ma), red and also with
four arms, two of which are joined in adoration, and of the
other two the one of the right holds a skull (kapala) and the
left one holds the khatvanga (1).

“(Heruka) with his two main arms embraces Vajravarahi
holding nevertheless in the right a vajra with five points and in
the left the bell. The hands of the arms below are in the post-
ure of menacing (tarjani-mudra); with them he holds spread at
the height of his eyes a dress made with the white and bloody
skin of an elephant, grasping with his right hand behind him
the left paw, and with his left hand the left foot. In the other
hands of the right he raises, respectively: the magical drum,
the hatchert, the knife (gri-gug), the trident; in those of the left
the khatvanga marked with the vajra (symbol of illumination), a
skull (thod-pa, kapala) full of blood (symbol of the supreme
beatitude, mahasukha), the adamanatine noose (vajrapdsa) and

(1) Made of a white stick with the point towards the height; on the stick
there is a black vajra with five points, then, in order, one under the other, a
white skull, a red head on the way to dissolving (rfiin-pa), a head recently cut,
black. In the middle of the stick the vi§vavajra, namely the double vajra
under a white vase: thus explains Tson-kha-pa. See also Griinwedel, Mytho-
logie des Buddhismus p. 100 and Ribbach, Vier Bilder des Padmasambhava und
seiner Gefolgschaft, Hamburg 1917, p. 18.
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the head of Brahma with four faces. He wears the ascetic lock
marked by a double vajra disposed across (visvavajra). On every
head a crown of vajra black, on which five skulls are arranged
above and five below. He wears a half-moon slightly inclined
over the left ot his face. The faces are counterfeited (vikrta)
and they are terrific because of four teeth jutting out in the act
of grinning. He has nine moods: three in the body, he is strong,
heroic, ugly; three in speech: wild, terrible, fearful; three in
spirit: compassionate, dignified, serene. He wears a girdle made
of tiger’s skin; on his neck there is a lace of fifty human heads
recently cut and held together by human entrails. He is marked
by six signets (san-mudra) (1) and with the ashes of burnt corp-
ses sineared all over the body. The coupling ot the “mother”
and the “father” means the fusion of the two coefficients of sal-
vation, namely, on one side the “means” that is to say of com-
passion or of the active element (since this “means” or active
element when it has reached a special efficacy penetrates the
most vital parts of the body and on the other side of the “wis-
dom”. During the union with the “mother”, the “moon” namely
the thought of illumination localized in the head, is fused and
permeates the whole body. It follows the “great pleasure of the
means” which symbolizes meditation on the meaning of the four

(1) Gloss by Tsoh-kha-pa: “the gem on the summit of the head, garland,
ring, earring, sacrificial girdle, human ashes; the four central ornaments are
made of human bones.” According to the Bcom-ldan-hdas dpal hkhor-lo-sdom-
pahi mnon-par-rtogs-pa by Lui-pa, p. 2 the six mudras symbolize the six mysti-
cal perfections (paramita). See below on p. 26.



— 95—

foundations of liberation. These have as their object the insub-
stantiality of the All identified with mystic wisdom. This plea-
sure is in its turn, symbolized by the khatvanga andrby the
skull. “Means” are: this pleasure whose sense is symbolized by
the khatvanga and by the skull and the five gnoses symbolized
by these two instruments and by the bell and by the vajra, and
the sense of mystic perfection (paramita) and the formulae
(mantra), represented by the vocalic series (ali) and by the con-
sonantic series (kali). Out of them is produced the purification
of the thirst for action etc., the liberation from mental obscura-
tion, the evocation of all Buddhas, the cutting of false concepts
about the extreme theses and the errors of the three “doors”
(i.e. body, word and mind), the piercing of all moral infections
and the ligaments of pure knowledge (1), the submission of the
two extreme theses (2) namely that of eternity or of perennial
existence of samsara and that of annihilation, namely the non-
existence (of the individual) in Nirvana, in a word the submis-
sion (abhibhava) of the whole phenomenic world by means of
the concept of insubstantiality.

“Therefore the head of Brahma symbolises the full abandon-
ment of the error concerning the effect that derives from these
(realizations), (namely the not being moved toward ascesis by
the hope of a reward); the skulls forming the lace of the god
mean embodying the light born of the peace conquered in the
suppression of all the extremes. The twelve hands indicate the

(1) Symbolised by the garland of skulls stringed by human bowels.

(2) Represented by Kalabhairava and Uma.
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purification of every stain regarding the interpretation of the
twelvefold causal concatenation. The deformed face means the
denial of all false theories; the grin showing tlie teeth indicates
the overcoming of the four Maras (1), the ascetic lock of hair
raised toward the height is the conception of the ascendental
merit; the girdle of vajra the quiescence in the fivefold gnosis
that appears when merit comes to its maximum development.
The god has three eyes, because he discovers everything with
that wisdom; the double crossed vajra (visvavajra, sna-tshogs-rdo-
rje) because with his fourfold activity he performs the good of
all creatures; the six signets are equivalent to the perfection of
the methods (lit. ways) conducive to the six mystical perfections.
He is provided with all the magnificence of spiritual serenity
which is the conglomeration of the Five Tathagatas and of the
four Saktis.

“Facing the Blessed One is the blessed Vajravarahi with a red
body. She has one face, two hands and three eyes; she is nude
with open hair and wears a girdle adorned with pieces of
skulls. With the left hand she embraces the neck of the “father”
and offers him the skull full of the blood of the four Maras.
With the right hand in the attitude of menacing (tarjani-mudsa)
she holds the vajra and she scares demons (gdug-pa) of the ten
points of space (2).

“For (being symbol of the) intuition of the nonsubstantiality
of the universe she is similar to fire that destroys the worlds at
the end of the aeons. She is resplendent with solar gleam
because she expresses the possession of the purest wisdom. She

(1) Namely: skandhamara, five constituents of human personality; klefamara
passions and tendencies of evil; maranamara death; devaputramara the
temptor.

(2) That is to say the four cardinal points, the four intermediary ones and
the nadir and the zenith.
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takes pleasure in blood, oozing blood, clenched with the two
shin bones to the thigh of the “father”, consubstantiated with
the great compassion since she performs the good of creatures
also remaining in that extreme beatitude consisting in the sup-
reme vision. She is adorned with the five seals (namely the ones
cited above) minus the ashes; she wears a girdle of fifty skulls
and has on the forehead a diadem of five skulls”.

§4. The mandala of Samvara. But in the Tantric schools the
divinities are never isolated. They are imagined and repro-
duced as the centre of a divine series that evolves around them
according to a previously fixed order which is scrupulously
symbolic. Therefore, it is to be expected that Samvara too is
accompanied by his followers in the mystical diagram of the
mandala which takes its name from him. This is in fact largely
demonstrated by the vast ritualistic literature connected with
our cycle and which analyses its experiences or describes its
mandala. This mandala is presented as one of the richest and
more complex in the whole of Tantrism and surely also as one
of the most interesting. In the numerous groups of the acolytes
of Samvara we find well-known divinities of the Hindu panth-
eon almost so as to testify once more the tendency appearing
early in Buddhism of uniting itself with the popular religious
traditions and of accepting them, except to transform ther
completely in its symbolism and in its mysticism.

The exegetical literature at my disposal on the cycle of Sam-
vara can be divided into two principal groups. This does not of
course take into account the elaborations undergone by its
philosophemes and by its liturgy in the hathayoga dogmatic of



the pafnicakrama inspired by this Tantra. Of these two groups,
on one hand there are the works of Indian masters included in
the Bstan-hgyur and on the other the exegesis and the glossae
of Tibetan doctors. In both the groups one has to distinguish
the very doctrinal commentaries and the liturgical treatises
(sadhana, Tib. sgrub-thabs), namely those manuals describing in
all details the rituals preparing for or accompanying the initia-
tion or ascension to the supreme contemplation of the mystical
truths symbolised in the obscure precepts of the Tantra or in
the variegated diagrams of its mandalas. The texts contained in
the Bkah-hgyur or in the Bstan-hgyur will not be listed; it is
enough to refer back to the indices of these collections (1).
Instead, the most important works written by Tibetan doctors
and published in Tibet and therefore less known or not yet
studied have been recorded in the bibliographical index at the
end of the present volume according to my collection of man-
uscripts and xylographs (2).

The small temple of Tsaparang presents to us something if
not unusual at least not very frequent; namely, the mandala is
not painted but is built with wood and stucco. When it was
intact, it would have constituted a splendid example of a stable
mandala. In fact, normally the mandalas, if not frescoed, were
drawn every time by means of colored powders or on the floor

(1) For the Bkah-hgyur the catalogues of Beck and of the Otani University.
For the Bstan-hgyur that of Cordier with the very useful supplement in the

index by Marcelle Lalou. See also the above-quoted catalogue published by
the Tohoku Imperial University.

(2) The roman number refers to the serial number of the works listed in
the appendix.
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or over a surface properly prepared. Now, however, every
detail of the mandala has fallen down and is destroyed. The
arches that adorned the pavilions (vimdna) or were over the
“doors” are lying here and there broken in confused heaps. We
reached just in time to find among the ruins the statues or
fragments of statues of the deities originally disposed around
the mandala in the place assigned to each of them. They are
reproduced in the frontispiece and on plates IT1-XI1.

Is it possible to identify them?

In order to single out and give a name to the plastic or picto-
rial images of the small temple of Tsaparang I shall use the
liturgical manuals listed above and I shall take as a guide the
method of mystical realization of Samvara elaborated by the
celebrated Siddha Lui-pa and glossed by Tson-kha-pa (1). This

(1) According to no. 7 in the bibliographic list the whole literature of Cak-
rasamnvara and of the Samvaratantra is divided in two basic groups: Tantra as
such and works of comment. The Tantras, in turn were generally subdivided
into three groups, namely: a) the original Tantras (rtsa 7gyud) in three ver-
sions, the larger one in three hundred thousand verses, the middle one as the
Khasamatantra, and the shorter ones; b) the explanatory Tantras namely
Vajradaka, Sarhvarodaya, Yogini-saficira, Abhidhanottara, Samputa; c) the
parallel Tantras (phyogs mthun) as Herukabhyudaya, Dakarnava.

As far as their interpretations go, although no. 10 of the bibliographic list
enumerates nine different methods, each of whom goes back to a famous
master of the tantric schools; the Tibetan tradition has especially taken its
inspiration from three methods of exegesis and liturgy: either from that of
Lai-pa, or from that of Ghanti-pa, or from that of Krsnacarya. Without
entering into details, it is right to say that Rin-chen-bzan-po, and in general
the Bkah-gdams-pa have followed the first system, namely the one of Lii-
pa (bibliographic list no. 10 p. 3). That is why for the interpretation of the
paintings of Tsaparang, I have taken as guide especially the work of that
famous master of the mysticism and of the esoterism of late Buddhism.

The other methods, i.e. those of Prabhiitacandra, of Kambala, Nagarjuna,
Indrabhiiti, Maitripa, Trinetra, did not have a diffusion equal to that enjoyed
by the first three of them.
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text lists and describes the deities constituting the cycle'of Sam-
vara and have therefore to be evocated in the various moments
of the complex ceremonial. For this reason its lists are of the
greatest iconographic interest because they contain accurate
and complete descriptions of divinities mostly still unknown or
not yet identified with surety.

In order to facilitate research it is necessary to sum up the
lists of Lui-pa/Tson-kha-pa according to a scheme that allows
us to recognise easily the single divine manifestations constitut-
ing the rich mandala of Samvara.
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1. Heruka, blue, one head, when a single face it is of the
colour of the body, if more only the central head is of body col-
our. When the faces are more than one the order is as follows:
the central one, to the right and 1o the left, right hand: vajra,
left hand: bell, alidha posture. His consort is Vajravarahi, red,
two hands: vajra and kapala.

2. Rnam-snan/Vairocana, white, one head, right hand: disc
above, left hand: bell on side, alidha posture.

3. Rdo-rje-ni-ma/Vajrasirya, yellow, one head, right hand:
gem, left hand: bell at the height of the breast, alidha posture.

4. Pad-ma-gar-gyi-dban-phyug/Padmanartesvara, red, one
head, right hand: red lotus, left hand: bell at the height of the
breast, alidha posture.

5. Rdo-rje-rgyal-po/Vajraraja, green, one head, right hand:
visvavajra, left hand: bell at the height of the breast, aligha
posture.

6. Rdo-rje-sems-dpah/Vajrasattva, white one head, right
hand: vajra near breast, left hand: bell on side, alidha posture.

7. Heruka, black, one head, right hand: vajra, left hand:
bell on side, alidha posture.

8. Gti-mug-rdo-rje/Mohavajra, white, one head, right hand:
disc, left hand: bell on side, alidha posture.

9. Zhe-sdan-rdo-rje/Dvesavajra, black, one head, right
hand: vajra near breast, left hand: bell on side, alidha posture.

10. Ser-sna-rdo-rje/Matsaryavajra, yellow, one head, right
hand: gem, left hand: bell on breast, alidha posture.

11. Hdod-chags-rdo-rje/Ragavajra, red, one head, right
hand: red lotus, left hand: bell on breast, alidha posture.

12. Phrag-dog-rod-rje/Irsyavajra, green, one head, right
hand: vi$vavajra, left hand: bell on breast, alidha posture.

13. Dban-phyug-rdo-rje/I$varavajra, white, one head, right
hand: vajra on breast, left hand: bell on side, alidha posture.
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14. Ltun-byed-ma, yellow, one head, 4 hands: right hands:
knife, disc, left hands: kapala, khatvanga, alidha posture.

15. Gsod-byed-ma, black, one head, 4 hands: right hands:
knife, vajra, left hands: kapala, khatvanga, alidha posture.

16. Hgugs-byed-ma, red, one head, 4 hands: right hands:
knife, padma, left hands: kapala, khatvanga, alidha posture.

17. Gar-gyi-dban-phyug-ma/Nartesvari, green, one head, 4
hands: right hands: knife, sword, left hands: kapala, khatvanga,
alidha posture.

18. Padmahi-dra-ba-can/*Padmajala, pearly, 3 heads: pearly,
white, red, 6 hands: right hands: knife, head of Brahma, hook,
left hands: kapala, khatvanga, noose.

TEN KHRO-MO/KRODHINI

19,20. Two Khva-gdon-ma/Kakasya, black, one head, two
hands: right hand: club (rdo-rje-tho-ba), magical dagger (phur-
bu).

21. Hug-gdon-ma/Ulakasya, green, one head, two hands as
in no. 19.

22,23. Two Khyi-gdoh-ma/Svﬁnz‘lsyﬁ, red, one head, two
hands as in no. 19.

24. Phag-gdon-ma/Sikarasya, yellow, one head, two hands as
in no. 19.
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25. GSin-rje-brtan-ma/Yamadadhi or °drdha, blue on right
and yellow on left, one head, two hands as in no. 19.

26. Géin-tje-pho-fia-mo/Yamadiiti, yellow on right and red
on left, one head, two hands as in no. 19.

27. G$in-rje-mkhah-hgro-ma/Yamadamstri, red on right and
green on left, one head, two hands as in no. 19.

28. Gsin-rje-hjoms-ma/Yamamathani, green on right and
blue on left, one head, two hands as in no. 19.

5. MCHOD-PAHI-LHA-MO/PUJA-DEVI
(ADORING GODDESSES)

29. Me-tog-ma/Puspa, white, four hands: right hand: vajra,
left hand: bell, and two hands with vessel and offering of flow-
ers.

30. Bdug-pa-ma/Dhipa, grey, four hands: right hand: vajra,
left hand: bell, and two hands with vessel and offering of in-
cense.
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31. Mar-me-ma/Dipa, red-yellow, four hands: right hand:
vajra, left hand: bell, and two hands with vessel and offering of
a lamp.

32. Byug-pa-ma/Gandha, green, four hands: right hand:
vajra, left hand: bell, and two hands with vessel and offering of
fragrance.

33. Zhal-zas-ma/Naivedya, multicoloured, four hands: right
hand: vajra, left hand: bell, and two hands with vessel and of-
fering of food.

SIXTEEN VIDYA (RIG-MA)
34. Pi-wan-ma/Vina, blue, four hands: right hands: vina,

vajra, left hands: bell.

35. Glin-bu-ma/Vams$a, yellow, four hands: right hands:
vams$a, vajra, left hands: bell.

36. Rna-zlum-ma/Mrdanga, red, four hands: right hands:
mrdanga, vajra, left hands: bell.

37. Rdza-rna-ma/Muraja, green, four hands: right hands:
muraja, vajra, left hands: bell.

38. Bzhad-ma/Hasya, red, four hands: two hands in the at-
titude of one who laughs, right hand: kapala, left hand:
khatvanga.

39. Sgeg-mo/Lasya, blue, four hands: right hands: vajra,
kapala, left hands: bell on side, khatvanga.
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40. Glu-ma/Gita, yellow, four hands: cymbals in two hands,
right hand: kapila, left hand: khatvanga.

41. Gar-ma/Nrtya, grecn, four hands: two hands in the atti-
tude of beating time, right hand: kapala, left hand: khatvanga.

42. Me-tog-ma/Puspa, white, four hands: right hands: vase
of flowers, damaru, left hands: kapala, khatvanga.

43. Bdug-spos-ma/Dhapa, pearly, four hands: right hands:
vase of incense, damaru, left hands: kapala, khatvanga.

44. Mar-me-ma/Dipa, yellow, four hands: right hands: lamp,
damaru, left hand: kapala, khatvanga.

45. Dri-chab-ma/Gandha, red, four hands: right hands: vase
of perfume, damaru, left hands: kapila, khatvanga.

46. Gzugs-ma/Ripa, white, four hands: right hands: mirror,
damaru, left hands: kapala, khatvanga.

47. Ro-ma/Rasi, red, four hands: right hands: vase of
honey, damaru, left hands: kapala, khatvanga.

48. Reg-bya-ma/Sparsa, green-yellow, four hands: right
hands: multicoloured dress, damaru, left hands: kapila,
khatvanga.

49. Chos-dbyins-rdo-rje-ma/Dharmadhatu-vajra, red, four
hands: right hands: triangle (chos-hbyun), damaru, left hands:
kapala, khatvanga.



IInd MANDALA
Eight Dikpila

50. Dban-po/Indra, yellow, four hands: two joined in adora-
tion, right hand: vajra, left hand: kapala, mount (vihana):
elephant Airavata/Rab-brtan, white.

51. Nor-sbyin/Kubera, yellow, four hands: two joined in
adoration, right hand: ichneumon, left hand: kapala, mount:
man.

52. Chu-lha/Varuna, white, four hands: two joined in adora-
tion, right hand: noose of serpents, left hand: kapala, mount:
makara/chu-srin, with his crest.

53. Gsin-rje/Yama, blue, four hands: two joined in adora-
tion, right hand: baton, left hand: kapala, mount: buffalo.

54. Dban-phyug-chen-po/I$ina, white, four hands: two
joined in adoration, right hand: trident, left hand: kapala,
mount: Ox.

55. Me-lha/Agni, red, four hands: two joined in adoration,
right hand: rosary and kamandalu, left hand: kapala, mount:
ram.

56. Srin-po/Nirrti, blue, four hands: two joined in adoration,
right hand: sword, left hand: kapala, mount: ghost.

57. Rlun-lha/Vayu, pearly colour, four hands: two joined in
adoration, right hand: standard, left hand: kapala, mount:
$§a-ba-la (antelope).

[Sanskrit equivalents of 54, 56, 57 have been corrected
— Lokesh Chandra]
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Eight Ksetrapala

58. Elephant-headed, white, two hands: right hand: offering
(gtor-ma), left hand: kapala.

59. Human-headed, yellow, two hands: right hand: offering
(gtor-ma), left hand: kapala.

60. Makara-headed, white, two hands: right hand: offering
(gtor-ma), left hand: kapila.

61. Buffalo-headed, black, two hands: right hand: offering
(gtor-ma), left hand: kapala.

62. Ox-headed, white, two hands: right hand: offering (gtor-
ma), left hand: kapala.

63. Goat-headed, red, two hands: right hand: offering
(gtor-ma), left hand: kapala.

64. Ghost-headed, black, two hands: right hand: offering
(gtor-ma), left hand: kapala.

65. Gazelle-headed, green, two hands: right hand: offering
(gtor-ma), left hand: kapala.

Eight Naga
(Upper part is human, lower part is serpentine)

66. Nor-rgyas/Vasuki, white, both hands in adoration.

67. Hjog-po/Taksaka, red, both hands in adoration.

68. Karkota, blue, both hands in adoration.

69. Padma, white, both hands in adoration.

70. Padma-chen/Mahapadma, white, both hands in adora-
tion.

71.Mthah-yas/Ananta, multicoloured, both hands in adora-
tion.

72.Rigs-ldan/Kulika, white, both hands in adoration.

73. Dun-skyon/Sankhapala, yellow, both hands in adoration.
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74. Heruka, blue, four heads: blue, green, red, yellow, twelve
hands: two embrace the $akti holding vajra and bell, right
hands: damaru, hatchet, knife, trident, left hands: khatvanga,
kapila, noose, head of Brahma, the right leg in alidha, left in
pratyalidha trampling on Kalabhairava and on Kali, $akti: Rdo-
rje-phag-mo/Vajravarahi, two faces, two hands in tarjani
mudra and with a kapala.

75. Dakini, black, one head, four hands: right hands: knife,
damaru, left hands: kapala, khatvanga.

76. Lama, green, one head, four hands: right hands: knife,
damaru, left hands: kapala, khatvanga.

77. Khandarohi, red, one head, four hands: right hands:
knife, damaru, left hands: kapala, kha;vihga. .

78. Gzugs-can-ma/Rupini, yellow, one head, four hands:
right hands: knife, damaru, left hands: kapala, khatvanga.

Twenty protectors of 24 places and regions of the
“corpus of diamond”/rdo-rje-lus/vajrakaya
all coupled with their $akti (yab-yum)

(A) SPHERE OF THE SPIRIT (THUGS-KYI HKHOR-LO)
OR OF ETHER (NAM-MKHAH)

79. At Pullira Malaya: (head) Khandakapala (the spellings of
Sanskrit names are given according to the readings of the Tibe-
tan text), blue, one head, four hands: two hands embrace the
sakti holding vajra and bell, right hand: damaru, left hand:
khatvanga, s$akti: Rab-gtum-ma/Pracanda, with two hands
embracing the god, the right hand in tarjani-mudra and knife,
the left hand: kapala, hair.
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80. At Jalandhara: (top of the head) Mahakankala, blue, one
head, four hands: two hands embrace the $akti holding vajra
and bell, right hand: damaru, left hand: khatvianga, $akti:
Gtum-mig-ma/Pracandaksi (the Sanskrit names are from the
Nispanna-yogavali pp. 26,27).

"81. At Ottiyana: (right ear) Kankala, blue, two hands
embrace the $akti holding vajra and bell, right hand: damaru,
left hand: khatvanga, sakti: Hod-ldan-ma/Prabhavati.

82. At Arbuda: (nape of the neck) Mche-ba-rnam-par-gtsigs-
pa/Vikatadamstrin, blue, two hands embrace the $akti holding
vajra and bell, right hand: damaru, left hand: khatvanga, $akti:
Sna-chen-ma/Mahanasa.

83. At Godavari: (left ear) Suravairin, blue, two hands
embrace the $akti holding vajra and bell, right hand: damaru,
left hand: khatvanga, $akti: Dpah-bohi-blo-can-ma/Viramati.

84. At Ramesvara: (space between the eyebrows) Hod-dpag-
med/Amitabha, blue, two hands embrace the $akti holding
vajra and bell, right hand: damaru, left hand: khatvanga, $akti:
Kharvari.

85. At Devikota: (two eyes) Rdo-rjehi-hod/Vajraprabha, blue,
two hands embrace the $akti holding vajra and bell, right hand:
damaru, left hand: khatvanga, $akti: Lankahi-dban-phyug-
ma/Lankesvari.

86. At Malavar (in text on p. 17b: mawabar, but on p. 21 cor-
rectly malabar): (two shoulders) Rdo-rjehi-sku/Vajradeha, blue,
two hands embrace the $akti holding vajra and bell, right hand:
damaru, left hand: khatvanga, s$akti: Sih-grib-ma/Drumac-
chaya.

VERBAL SPHERE (GSUN) OR OF THE EARTH (SA)

87. At Kamarupa: (two armpits) Myu-gu-can/Ankuraka,
blue, two hands embrace the $akti holding vajra and bell, right
hand: damaru, left hand: khatvanga, $akti: Sa-sruns-ma/
Airavati.
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88. At Ote[visa] (Utre): (breasts) Rdo-rje-ral-pa-can/Vaj-
rajatila, red, right hand: damaru, left hand: khatvanga, saku:
Hjigs-byed-chen-mo/Mahabhairavi.

89. At Tisakune: (navel) Dpah-bo-chen-po/Mahavira, red,
right hand: damaru, left hand: khatvanga, $akti: Rlun-gi-sugs-
can-ma/Vayuvega.

90. At Kosala: (tip of the nose) Rdo-rje-him-mdzad/Vajra-
hamkara, red, right hand: damaru, left hand: khatvanga,
$akti: Chan-hthun-ma/Surabhaksi.

91. At Kalinga: (mouth) Rab-tu-bzan-po/Subhadra, red, right
hand: damaru, left hand: khatvanga, $akti: Sno-bsans-lha-mo/
Syamadevi.

92. At Lampaka: (neck) Rdo-rje-bzan-po/Vajrabhadra, red,
right hand: damaru, left hand: khatvanga, $akti: Sin-tu-bzan-
mo/Subhadra.

93. At Kanci (alternately Campa): (heart) Hjigs-byed-chen-
po/Mahabhairava, red, right hand: damaru, left hand: khat-
vanga, $akti: Rta-rna-ma/Hayakarni.

94. At Himalaya: (pupils of the eyes) Mig-mi-bzan/Virtipaksa,
red, right hand: damaru, left hand: khatvanga, sakti: Bya-
gdon-ma/Khaganana.

SPHERE OF THE BODY (SKU) OR
OF THE UNDERWORLD (SA-HOG)

95. At Pretapuri: (sexual organs) Stobs-po-chen/Mahabala,
red, right hand: damaru, left hand: khatvanga, saku: Hkhor-
lohi-$ugs-can-ma/Cakravega.
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96. At Grhadevata: (anus) Rin-chen-rdo-rje/Ratnavajra,
white, right hand: damaru, left hand: khatvanga, sakti: Dum-
skyes-ma/Khandaroha.

97. At Saurastra: (thighs) Rta-mgrin/Hayagriva, white, right
hand: damaru, left hand: khatvanga, $akti: Chan-htshon-ma/
Saundini.

98. At Suvarnadvipa: (calves of legs) Nam-mkhahi-siin-
po/Akasagarbha, white, right hand: damaru, left hand: khat-
vanga, $akti: Hkhor-lohi-go-cha-ma/Cakravarmini.

99. At Nagara: (sixteen fingers and toes) Dpal-Heruka/Sri-
Heruka, white, right hand: damaru, left hand: khatvanga,
sakti: Sin-tu-dpah-mo/Suvira.

100. At Sindhu: (upper part of the foot) Pad-ma-gar-gyi-
dban-phyug/Padma-narte$vara, white, right hand: damaru, left
hand: khatvanga, $akti: Stobs-can-ma/Mahabala.

101. At Maru: (four thumbs and big toes) Rnam-par-snan-
mdzad/Vairocana, white, right hand: damaru, left hand: khat-
vanga, $akti: Hkhor-lo-sgyur-ma/Cakravartini.

102. At Kulata: (knees) Rdo-rje-sems-dpah/Vajrasattva,
white, right hand: damaru, left hand: khatvanga, sakti: Brtson-
hgrus-chen-mo/Mahavirya.
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§5. The twentyfour viras and the cosmic man. Out of these dei-
ties, the last twentyfour should be particularly remembered.
These are those presiding over twentyfour places of India and
therefore they are, in the esoteric ritual, localized in as many
centres of our body. Some Tibetan sources relate that in ancient
times Rudra/Drag-po and Kali/Dus-mtshan-ma came down to
the country of Magadha and became masters of entire Jambud-
vipa. Then they enthroned twentyfour deities in twentyfour
places that may be in a certain way their viceroys. They are:
four gods of heavenly space, four Gandharvas, four Yaksas,
four Raksasas, four Nagas and four Asuras. However, in spite
of their invitations, these gods did not come to take possession
of the country given to them. That is why in their place have
been installed the corresponding images of stone, still vener-
ated in these sacred places (1).

These twentyfour “viras” are not only enthroned, during the
ritual, in the various parts of the body of the mystic, but they
divide among themselves also the dominion of the earth. In
fact, in the Tantric traditions they circumscribe the geographi-
cal vajrakaya that is to say the adamantine body which is the
concrete projection of the supreme being in the world of mat-
ter. But, while in the school properly Indian, this “adamantine
body” is identified with the twentyfour places mentioned above,
corresponding, except for few exceptions, to countries easily
identifiable in the Indian territory in a large sense, in a second
time, and possibly when the fortune of Buddhism started
declining, the zone of the geographical vajrakaya has been

(1) The legend was narrated for the first time in Tibet by Bu-ston and is
repeated by Klon-rdol in his Bstan-srun dam-can rgya-mishohi min-gi grans (p. 9
of pa of his complete works.)
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limited to the Himalayan region. This transposition which has
often done violence to the geographical traditions of India, is
already an accomplished fact in the tantric schools of Tibet.
For instance, Urgyan-pa and Stag-tshan ras-pa do their pil-
grimages from Tibet to the valley of the Swat taking care to
visit the twentyfour places of the vajrakaya already presided,
according to the theories of the Samvaratantra, by the twen-
tyfour viras. Now all these places are through Zanskar,
Kashmir, Kulu, the districts of Hazara and Swat.

Then, this adamantine body is reconstructed, so to say, dur-
ing the liturgical process, in the body of the person who medi-
tates. He, in the microcosmos of his person, sees reproduced
the double moment of the evolution and through which the
primordial consciousness is actualized in the multiplicity of con-
tingency and then returns to itself.

In other words, we find the twentyfour viras in the physical
world, in the mandala symbolising that very world schemati-
cally in a conventional representation containing the symbols
and represents their history and their mechanism, and finally
in the very body of the mystic. This latter aspect of the liturgy
will not astound us when we remember that in it the I is
equated with the universe and on this presupposition are based
both the theory and the praxis of Hathayoga. In tantric
ritualism has also remained, even more than in the other religi-
ous systems of India, the old and primaeval intuition of the
cosmic purusa, of the entire world derived from a primaeval
man or imagined in the shape of a man. The world is born
from the dismemberment of the cosmic man and is recomposed
during the sacrificial process. Thus it was already in the Vedic
ritual of agnicayana. The twentyfour gods enthroned in the
twentyfour places of the earth, as also in twentyfour parts of
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the human body, delimit the superfices of the cosmic purusa or
of his reflection, but the one or the other always mystical man-
dala in which, for him who knows it, is reproduced the alter-
nate process of the becoming in its three moments of creation,
duration and return. In order to perfect the equation between
macrocosmos and microcosmos it is asserted that as every indi-
vidual is constituted of three planes, i.e. the physical (kdya), the
verbal (vac) and the spiritual (citta), so also the twentyfour gods
presiding over as many points of the cosmos—namely of the
cosmic man—are divided into three corresponding planes (see
the annexed scheme on page 45): namely, we have three man.
dalas each of which is equivalent to a plane with eight series of
deities, four for each fundamental cardinal direction, and four
for the secondary cardinal directions. In this case too we find
in the current Tantric forms of primitive thinking maintained,
which however take a new meaning and are inserted in one of
the most complicated systems of religious psychology that man
has ever imagined (1).

§6. Meaning of the mandala of Samvara. This arid scheme that
I have taken from the ritualistics of the Sarmvara-tantra is
nothing but a skeleton. It is useful in order to identify the vari-
ous images covering with multicolour lines or series the walls

(1) This theory of the twentyfour viras is not isolated. It is perhaps to be
put together with the twentyfour forms of Krsna (his emanations called vai-
bhava-vilasa) listed and described in the Krsnaite schools of South India and
of Bengal (see for instance Caitanyacaritamrta, Madhyalila, chapter 20). They
too, except Narayana who dwells in the heavenly Vaikuntha, have their sepa-
rate heavens in the eight cardinal directions around the supreme heaven
(Paramavyoma) but they come down in the world to preside over certain spe-
cial places. They are also seated in the various parts of the body.
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Grhadevata
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of the small consecrated temple of Tsaparang, but it does not
give the slightest idea of the interior experiences that this cycle
symbolically expressed and the meaning it had for those who
were initiated to its mysteries. It was not a case of kneeling
down before this or that image or to perform the acts of formal
and external cults, as is the case today in the lamaist temples
and monasteries. Now the great initiatic tradition is over and
the images of the deities, anonymous and not identified, have
lost every value and every mystical significance. In these sacred
places were not performed cold ceremonies of cult. There were
rather rites and one ascended gradually to the enjoyment and
to the participation of profound ecstasis in which, passing from
vision to vision, the initiated believes himself to be transformed
on those planes of supreme spiritual experiences, of which
Tantras knew the schematic doctrine and the mandalas the
enigmatic representation. The masters who elaborated these
methods of mystical realizations were undoubtedly very able
knowers of the human psyche. Starting from interior experi-
ences, they were able to discover those tenuous bonds uniting
the physical world with the psychical one, the extreme of the
body to the limits of the soul. They imagined systems of con-
centration and meditation capable of producing phenomena of
auto-hypnosis and found the way to visualize their experiences
and especially to master the mobile world of our psyche, by
concentrating on it and identifying it in a single idea or in a
single experience.

One has not even to believe that it is faced by a simple
meditative process, intending this meditation to be a reflection
on some truths. These truths, as it happened in every gnostic
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school, had to be transformed into the vital lymph of our
psyche, i.e. in the complete possession of our soul: and to this
end the symbol of the image served.

Therefore the sadhana, as their complex is called, is de facto
an organic unit which moves the entire psychic underground
of the individual, it almost promotes, guides, and addresses the
visions. It is able to impose a rule on the fluctuating images by
which faith fills the spirit, by evoking the phantoms in vivid
and luminous forms, till exteriorizing them before the eye of
the initiated, who is subjugated and almost dominated by the
tremendous presence of the god in himself. Thus the rite of
the utpatti-krama or of evocation was concluded, and this rite
took out from the spiritual background of the mystic the forms
of the gods, and then it was absorbing them again unto him,
thereby giving him the certitude that the gods too were not
realities existing in themselves, but projections of our religious
consciousness, sudden colorations of that untainted lucidity
that is in the whole; in a word symbols and not beings. In the
rite in fact the painted and visible mandala had, in a second
and higher moment, to be transported in the body of the
meditating person. In his body, ideally identified with the cos-
mos, the mystic, as I have already said, saw reflected the inces-
sant process of emanation and reabsorption of the worlds and
therefore the vanity and vacuity of the flowing of ephemeral
manifestations from that ground which always is, although
remains, the cause of every becoming.

All this will be clear to the one who examines, for instance,
the same sadhana of Samvara, according to the system of Lui-
pa, interpreted and commented by Tson-kha-pa, out of which I
have taken the iconographic scheme that will serve us to iden-
tify the paintings of Tsaparang.
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§7. The mandala of Samvara as represented at Tsaparang. We
start then to study the mandala which was in the middle of the
temple and which is but a poor ruin. As 1 have said above,
except the few remaining fragments, the liturgical texts that I
have cited above allow us to reconstruct it ideally in its entirely.
And the few statues that we have snatched from destruction,
although mutilated and without symbols, nevertheless can be
identified, especially with the help of their colours which, as
every smallest detail in this Mahayanic ait, has a precise mean-
ing. These little statues, all made by a mixture of paper
(perhaps of sacred books become old or fragmented), cloth and
earth, executed with wonderful finesse, represent both mas-
culine deities coupled with their saktis, and feminine deities.
Accident has destined that, although fragmentary, there has
been preserved the image of the central deity; and this is, as I
have said, Heruka. He has twelve arms and three heads (see
frontispiece) completely according to the iconographic scheme
explained above. However the sakti is missing.

The plates I11-1V represent two of the twentyfour protectors
of the as many sacred places of the vajrakdaya. A more precise
identification is impossible because the symbols are equal for
everyone while the colour is common to a whole group.

The plates V, VIa, b VIIa, b reproduce five of the ten khro-
mo or dakinis of wrathful aspect. In this case the identification
is easy because of the colour which is quite distinct for each
deity. In plate V one has to recognise Khva-gdon-ma. The
figure VIa (red on the right and green in the left) and VIb
(yellow on the right and red on the left), VIIa (blue to the right
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and yellow to the left) and VI1Ib (green) represent respectively:
Yamadakini/G$in-rje-mkhah-hgro-ma, Yamadati/G$in-rje-pho-
na-mo, Yamadadhi/GSin-rje-brtan-ma, the last, having however
a human face could be Narte$vari/Gar-gyi-dban-phyug-ma
rather than Ulukasya/Hug-gdon. Nevertheless the number of
arms does not correspond to the one indicated in the manual
of Lui-pa/Tson-kha-pa: instead of two they are four. This
means that the artists and priests of the temple of Tsaparang
have followed another liturgical system (1). Many other divi-
nities, undoubtedly connected with the same cycle, are repro-
duced with great delicacy on the walls of the chapel. While in
the mandala of wood and stucco in the centre of the temple
were represented the sixtytwo manifestations constituting its
essential elements, on the walls the artists wanted to represent
the many accompanying deities; those who obstruct and keep
away the bad or contrary influences, or those who perform the
ideal and eternally renewed offering, and the feared guardians
and custodians. Therefore, the initiate, by seeing the mural
paintings, which starting from the baseboard, run around the
mandala, re-lived the mystical process of the evocation of the
god and of his acolytes. He therefore assisted in the liturgical
drama accompanying it and of which he himself would be the
actor when the master would have considered him worthy and
mature for it.

(1) It is certainly not that of Krsnacarya because the sidhana composed by
this master does not depart, with respect to the divinity mentioned, from the
mandala of Lui-pa and is differentiated from it only in details of secondary
importance: 1) Dpal hkhor-lo-sdom-pahi sgrub-thabs, 2) Becom-ldan-hdas dpal hkhor-
lo-sdom-pahi dhkyil-hkor-gyi cho-ga.



— 50 —

§8. The frescoes. The eight cemeteries. It is necessary not only to
identify this complex pictorial panel, but also to establish which
determined moment of the mystic liturgy it represents picto-
rially. Over a long strip at a little distance from the floor, are
reproduced with powerful research of effects, gruesome scenes
(plates VIII-XI lower portion); dismembered bodies, spread
human members, corpses devoured by birds of prey, bones and
skulls everywhere; demoniac beings, gigantic serpents twisting
around humped trees and figures of ascetics and saints in
meditation. At first sight these scenes could be taken for rep-
resentations of Buddhist hells, if the literature of the Samvara-
tantra would not suggest to us their exact interpretation. These
paintings represent the eight cemeteries well known to the
ascetic schools of India; fearful places where the Siddhas went
to retire themselves in order to gain their wonderful powers, to
dedicate themselves to meditation and to train themselves in
the complex methods of Hathayoga.

These cemeteries have always played an essential part in the
training of the ascetics, as these places were where appeared in
its sickening crudity the corruptibility of our physical being and
there was experienced the fatal dissolution of the flesh and the
inanity of the passions. The very Buddha himself, according to
hagiographic traditions, passed whole years there before acquir-
ing supreme illumination. The Majjhima-nikaya has pages of
highest poetry when it describes these places of death and
silence, in whose fearful solitudes the Saint of the Sakyas
strengthened slowly that sense of detachment from earthly
things, the will to separate himself from all that is frail and
perishable, the longing for seeking the incorruptible and the
eternal. But in the tantric schools the cemetery is no longer the
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place where one goes to meditate on the sad destiny of our
flesh; and it is not even only the gruesome symbol of the death
of passions.

Those incomparable analysts of the human psyche coming
out from the tantric milieux looked for violent impressions,
wanted to give free reign to their imagination, to evoke in the
silence of these fearful recesses visions and hallucinations of
demons and fantoms, to destroy them later on with the fire of
ascesis and of meditation; in this way they could acquire the
indestructible awareness that demons and gods are not objec-
tive and transcendent realities, but ephemeral projections of
our mind not yet mastered and therefore they could realize the
ineffable truth of the insubstantiality of whatever appears. It is
the analysis and disintegration of the psychical complex in
order to descend into that irreducible element of our ego,.by
discovering which they thought to find the ground of being
itself.

Among all the gruesome places of meditation eight, listed
and discussed in the appendix, have become specially famous;
legends have populated them with divine beings or narrated
how famous siddhas have acquired in those places their thau-
maturgical powers.

Why they are just eight is easy to imagine. It is true that the
esoteric schools considered them as symbols of the conscient
elements of the human personality. They put us in contact with
the external world and give us the sensations of it and raise in
us the desire of it. And they are in fact eight: five for the five
senses with the addition of the mano-vijiana or mental sensa-
tion, the mano-klista-vijiagna or mental sensation obscured by
karmic dispositions and the alaya i.e. the conscient centre of the
individual, in which is summed up the experience of his past
lives and from which his future existence evolves. Nevertheless,
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it is clear that this symbolism represents a secondary element,
which has been developed on an already constituted scheme of
the eight cemeteries. They had to be eight in relation to the
eight cardinal directions, the four principal and the four inter-
mediary ones.

According to the liturgy connected with Samvara, these
cemeteries (dur-khrod) are considered indispensable concomit-
ants of the mandala. There is no surprise, therefore, to see
them represented in the small temple of Tsaparang and just
according to iconographic suggestions contained in the liturgi-
cal texts. They in fact have to be represented “covered with
corpses without heads, stiff and hung on trees, lying with the
back to the earth, impaled, transfixed by a spear, cut in the
middle; covered with skulls, thigh-bones, grinning heads and
with other scattered bones or with full skeletons” (text of
Tson-kha-pa quoted above on p. 13).

And Lui-pa adds that these .cemeteries must be imagmed
“full of howls of dogs and jackals, of lions, tigers, bucks, boars,
cats, sheep, wolves and of inauspicious birds such as crows,
owls, etc., of corpses ripped up by poles; of skeletons, skulls cut
in the middle, bones, burnt pyres or half-burnt pyres, Pisacas
as eaters of corpses, divine ascetics in the act of giving offer-
ings, Yoginis in great numbers, knives, skulls and khatvangas,
dry twigs and vases full of food, and white caitya.”

Even the trees here and there that fill the background of the
paintings have their meaning; they represent the eight species
of trees each characteristic of the corresponding cemetery (1).

(1) Sirisa (Acacia sirissa), ciata or amra (Mangifera indica), asvattha (Ficus
religiosa), harikela, vata (Ficus bengalensis), karanija (Pongamia glabra), latapar-

kati, parthiva or arjuna (Terminalia arjuna).



Alternating with the described scenes one can see some
mountains near which some stapas are depicted (1). But one
has not to believe that these figures have a uniquely decorative
scope, a kind of background to the terrific landscape of the
front. Also mountains and stupas are a symbolic element neces-
sary to the representation of the sacred mandala of Samvara.
The mountains too have to be eight for reasons of cosmog-
raphic symmetry, and near each of them a stipa has to be
drawn. These eight mountains starting from east and turning
to the left, not to the right, are: the mountain made of gems
(rin-po-chehi-ran-bzhin-gyi-lhun-po) i.e. the Sumeru, the Mandara
green, the Kailasa white, the Malaya yellow; to the north-east
turning to the right, the Mahendra (dban-chen) black, the Gan-
dhamadana (spos-dan-ldan) yellow, the Himalaya (gans-can)
white, the Sriparvata blue.

The figure in adoring attitude on plate XI represents, instead,
one of the eight nagas of which the liturgical manual of Tson-
kha-pa has given us a summary description. Above the figure
of every naga is depicted a cloud, symbol of that connection
between the naga and the waters having very old origins from
India to China. But in this case too the clouds are not anonym-
ous, almost a'simple expression of this original meaning of the
nagas; they are eight and each of them has a name as it is men-
tioned in appendix I. In the same way the coupled figure seen
on plate VIII represents one of the eight ksetrapala indissolu-
bly connected with the eight cemeteries.

(1) On them see the first volume of Indo-Tibetica.
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The representation of these cemeteries and of their details is
then neither left to the will or discrimination of the artist, nor
is it a mere ornament. It answers in fact to symbolic schemes
that are well determined and whose origin has to be looked for
in the tantric traditions of India which largely take from ancient
popular beliefs, although altered and transformed.

§9. The minor deities. Above the panel that I have described,
runs another on which one can admire a procession of small
feminine figures painted with the greatest grace and delicacy.
All of them have four arms, they are of various colours, are
standing on a lotus flower with a leg wide apart sometimes on
the right and sometimes on the left, in attitudes of dance or in
other positions. They remind us of those in stucco of the man-
dala studied above. Their identification does not offer special
difficulties because they are always accompanied by short inscrip-
tions giving their names. They are the sixteen “wisdoms” (vidya)
and the eight adoring goddesses (mchod-pahi lha-mo) repro-
duced according to the iconographic scheme that can be infer-
red from the treatise of Lai-pa. This is very well seen on plate
IX which reproduces respectively:

Me-tog-ma/Puspa Mar-me-ma/Dipa
Bdug-(spos)-ma/Dhupa . Dri-chab-ma/Gandha

These deities correspond to numbers 42, 43, 44, 45 of the
scheme summarised above. Although these goddesses occur
also in the series of the adoring goddesses (mchod-pahi lha-mo),
the symbols that they carry (damaru, kapala and khatvanga) let
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them be identified as different aspects of the sixteen vidyas or
mystical wisdoms.

On plate VIII are instead represented, beginning from the
right: Mar-me-ma/Dipa, Dri-chab-ma/Gandha; Zhal-zas-ma/
Naivedya, Ro-rdo-rje-ma/Rasavajri apparently corresponding
to the numbers 31, 45, 33 and 47 of the series of the sixteen
vidyas. 1 said ‘apparently corresponding’ because the very fact
that here we find Mar-me-ma/Dipa excludes that we are faced
by the same series of the sixteen vidyas which would be an
inexplicable duplication; moreover, the symbols characteristic
of these vidyas are missing, namely, as we have seen, the magic
drum, the skull and the khatvanga. On the other hand, Nai-
vedya/Zhal-zas-ma is multicolored as in fact should be the
homonymous goddess in the series of the adoring goddesses in
which we find also Dipa/Mar-me-ma. Therefore, one is drawn
to think that the painters of Tsaparang were following also in
this case other iconographic schemes and possibly eightfold lists
of the adoring goddesses. It is therefore not useless to recall
that the more common lists of these Paja-devi/Mchod-pahi-lha-
mo count just eight and not five goddesses.

Plate X represents instead Puspa/Me-tog-ma (visible only
partially) and Padya/Zhabs-bsil-ma and Arghya/Mchod-yon-
ma, two deities who do not appear in the liturgical treatise that
I took as a guide, but are symbols of two determined moments
of ritualistics, consisting in giving to the deity the offering (ar-
ghya, mchod-yon) and the padya (zhabs-bsil) namely the water for
the washing of the feet.

There are, then, some coupled deities (vab-yum); they are
reproduced, partially, on plate XI. According to the inscriptions
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accompanying the figures, they would be Candika, Santrasini/
Skrag-byedma, Saficilini /Skyod-byed-ma and then Mohini/
Rmons-byed-ma, only partially visible, and Yamini/Gsin-rje-ma.
These deities represent the cycle of the mothers (matrka, ma-mo)
who are invoked and on whom one meditates during a special
moment of the initiatic ritual called in Tibetan : go-cha (Skr.
kavaca) i.e. “cuirass” and intended to protect the mandala or
the rite from contrary influences.

No rite can in fact reach its goal if in the commencement
have not been totally eliminated the contrary influences which
can in various ways oppose that aura of sanctity which neces-
sarily has to accompany and derive from any liturgical act.
These forces are of a double character: external and internal,
although usually they are reduced always to psychical obstacles
and repulsions, tumultuous in the physical cosmos or inside us.
As kavaca or raksd namely as protection, the rites tend to keep
afar or to circumscribe the influence of contrary forces that can
enter from outside into the consecrated or to be consecrated
zone. As dvesa or obsession, warlike aspect of compassionate
deities raised in the psyche of the mystic, they send away from
the latter’s subconscious those elements that darken the bright-
ness of his consciousness and prevent him to be put in syntony
with the highest spiritual spheres.

The central divinity of this liturgical moment is Vajrasattva
(1.22a). “The ascetic must meditate on the syllables om ha white,
(as manifested) in his heart. These syllables are then trans-
formed (till they become) Vajrasattva, (who appears) seated on
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a lunar seat. He is white and has three faces: the central one is
white, that on the right is red, the one of the left is black. He
has six hands; in the three to the right he holds the vajra, the
damaru, a head, in the three to the left the bell, the skull, and
the khatvanga. He is surrounded by a lunar halo and is united
with Vajravarahi. From the syllables ma hi yellow in colour
meditated on his head there emanates: Vairocana/Rnam-snan
yellow, who holds the disc in the first right hand. From the sylla-
bles svdhd hu, red in colour, on the summit of the head there
emanates Padmanarte$§vara/Pad-ma-gar-gyi-dban-phyug, red;
in the first right hand he has a lotus.

On the shoulders, from the syllables baum khata he, of black
colour, there emanates Heruka, black; in the first left hand he
holds the vajra.

On the eyes, from the syllables him hizm ho, of yellow-red col-
our,” emanates Vajrasurya/Rdo-rje-ni-ma, red-yellow; in the
first right hand be carries a gem.

On the forehead, from the syllables phat ham, green in col-
our, emanates Paramasva/Rta-mchog, green; in the first right
hand he holds a sword.

All these deities have in the other right hand, the lower one,
the damaru, and in those of the left, above the bell, below the
khatvanga with skull. They are seated on solar seats, surround-
ed by solar light, and each is united with his own $akti: Gsin-rje-
ma etc.

These six heroes (dpah-bo, vira) are all adorned with the six
kinds of seals and wear a diadem made of skulls, a necklace of
heads and a girdle made of tiger’s skin. They have three eyes;
they are standing with the right leg extended (alidha)
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From the navel of the mudra (1), at the centre of the mandala,
from the syllable om bam of red colour, it is imagined that ema-
nates Vajravarahi, of red colour, with three heads: the central
one red, the one on the right blue, and that on the left green.
She has six arms: the right hands hold the knife (gri-gug), the
head of Brahma and the hook; those on the left the skull, the
khatvanga and the noose.

From the syllables ham yam blue in colour, on the heart (of
the mudri): Gsin-rje-ma, blue.

From the syllables krim mom white, on the neck (of the mudra)
Rmons-byed-ma, white.

From the syllables hrem hrim of yellow colour, on the head (of
the mudra) Skyod-byed-ma, yellow.

From the syllables hum hiim of green colour, on the summit
of the head (of the mudra) Skrag-byed-ma, green.

From the syllables phat phat of pearly colour, on the fore-
head (of the mudra) Candika, pearly.

Except for Rmohs-byéd-ma, who is on a lunar seat and is
surrounded by lunar light, the other five are on a solar seat
and surrounded by solar light. They have one face and four
arms: in those on the right they hold the magical drum and the’
knife (gri-gug); in those on the left the khatvanga united to the
kapala and the bell. They have three eyes, are naked, have the
hair loose, are adorned by five kinds of seals, wear a diadem of
skulls, and a necklace of heads. They are all with the right leg
extended and embrace their masculine principle (yab), namely
respectively Vajrasattva etc. )

This is in fact the cycle of deities partially represented on
plate XI. The paintings which we have examined are, therefore,

(1) Namely the young woman present at the rite.
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indissolubly connected with the initiatic ritual of Samvara, but
different from the mandala as such which received the god at
the centre of the temple with a retinue of his fundamental
emanations, these others symbolise ritual moments which are
not exclusive to this cycle. Innumerable other mandalas and
the liturgies accompanying them also prescribe the evocation of
the cemeteries and their inhabitants. These are a psychological
and mystic preparation necessary for every ritual.

§10. The five Tathagatas. But what do the other images of big-
ger proportions represent above the panels that we have inter-
preted? Are they deities connected with Samvara or rather
refer to other cycles? The panel of divinities painted on the
girdle on which they lean is, as we have said, common to more
cycles and therefore it is not impossible that this panel be ide-
ally connected also with some other mandala, receiving in an
organic unity the figures we have to identify at present.

On the central wall there are painted five deities surrounded
by the usual halo and by the nimbus; in the free spaces there
are floral motifs and small images of divine beings, arising
from clouds roaming in the sky, their hands joined in the act of
adoration. The cycle is easily determinable; the identification of
the single figures suggested by the short inscriptions accom-
panying them. The central divinity is Rdo-rje-zhe-sdan, a pecu-
liar form of Aksobhya; the two at his right are Rin-hbyun namely
Rin-(chen)-hbyunn-(ldan)/Ratnasambhava and Rnam-snan:
namely Rnam-par-snan-mdzad/Vairocana. The others on the
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left are Hod-pa-med/ i.e. Hod-dpag-med/Amitabha and Don-
grub/Amoghasiddhi (plates XII-XV).

It is clear, therefore, that the five figures represent the sup-
reme pentad, the five Buddhas about whom I have extensively
spoken in the previous volume (Indo-Tibetica 111/1.151); but the
iconographic type is completely different. We are facing a well-
determined representation of the five, we stand before a pic-
torical translation of a special symbolism and of very complex
mystical experiences all pertaining to a particular Tantric reve-
lation, namely to that emanating from the Guhyasamaja.

This fivefold series has as its centre Aksobhya and the whole
is considered as the emanation from the germinal light (hod
gsal) symbolically expressed in the figure of Mahavajradhara,
the supreme possessor of Vajra, namely of the unfailing essence
that beyond the flowing of appearances represents the eternal
source of cosmic life. As such the pentad of the Guhyasamaja
represents the fivefold centre of the mandala of the thirtytwo
deities. Graphically it expresses the complex theory of this
school, according to the scheme described with richness of
detail in the liturgical literature teaching the manner how to
re-live in their wholeness the mystic experiences symbolized by
that very mandala.

The presence of the five central deities of the mandala of the
Guhyasamaja necessarily recalls the panel of the other twenty-
seven divinities accompanying them. I have, therefore, thought
useful to describe separately in appendix I1 this cycle according



— 6] —

to the scheme contained in a metrical work, the Sri-guhyasamaja-
mandala-devakiya-stotra by Asthiravajra, translated by Sraddha-
karavarman and Rin-chen-bzan-po. It is followed, except for
almost insignificant variants, by various treatises of Tibetan
liturgy connected with this Tantra, doubtlessly one of the more
important ones in the whole of Vajrayana.

But should one think that in the small temple of Tsaparang
the painters have superimposed or overlapped the two cycles,
on one side that of the Guhyasamaja, which would have inspired
these five figures, and on the other side the one of Samvara, to
whom the chapel is essentially dedicated? Evidently not. A con-
tamination of the two Tantras is not impossible a priori, because,
although the liturgies they explain are different, both neverthe-
less move in the same mystical psychology, start from the same
presuppositions and aim at the same realizations: only the
names change and in a certain sense also the systems that sus-
tain and transport our psychophysic forces towards them. There
is also a point in common, which is represented by Aksobhya,
symbol of the germinal essence of the whole. The coming back
to the indiscriminate being is symbolized in the schools of the
Guhyasamaja by the consubstantiation with Aksobhya, or with
his essential form Mahavajradhara; while in those of the Sarn-
vara this supreme background of things is expressed in the
form of Heruka. Otherwise, the difference of the symbols is
not enough to suppress or to obliterate the identity of the mys-
tical experience symbolized. In fact, in the liturgical treatises we
find that Aksobhya and Heruka are perfectly assimilated (1),

_ ()l) Bibliographic list no. 7, p.11a, (Heruha ni skabs hdir mi-bskyod-pahi no-bo
yin). '
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because both are reflections of the same absolute which does
appear in different forms according to the spiritual category of
the devotee. This absolute is the inneffable reality which one
reaches at the end of the long mystical process and which some
schools did realize as intellect and luminosity, that is to say as
Vairocana, and others experienced as an’indefectible plane,
incorruptible principle of the Whole, that is as “diamond”, not
subject to any decay. Unbreakable (abhedya) is the diamond, as
also transcending any vicissitudes of time, place and conditions
is this spiritual plane; it is therefore, also Aksobhya, the unwav-
ering, that is that being which in its adamantine purity is
beyond any cosmic emanation, although conditioning it. That is
why the vajrai is its symbol. It is Aksobhya because it is the
quintessential status of the being before that “trembling”
(ksobha) that the Sivaite schools of Kashmir, which have so
many analogies with the Mahayanic ones, consider as the first
moment of the cosmic emanation, the potential idea of being
contained in the supreme spirit. Aksobhya is, furthermore, the
great indeterminate, the first immobile motor in its synthesis of
intelligence, essence and beatitude, not yet differentiated and
not yet projected towards the infinite possibilities of creation.
Therefore, through these equivalences of Aksobhya, Heruka,
Sarmvara, the two Tantric cycles of the Samvara and of the
Guhyasamaija join in the same experiences and the cycle of the
five Buddhas, as characteristic of the latter, would insert itself
as an accessory element in the mandala of Samvara. As in the
Guhyasamaja the series of the Buddhas is of six, the five tradi-
tional Buddhas running around their source Mahavajradhara;
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in the same manner according to these schools of Samvara,
Heruka is the centre of the five Buddhas and their essence (1)
and also their point of origin, that is the matrix of all the Bud-
dhas ensuing therefrom (2). In fact, it is a new symbol of the
same essence and therefore, according to some texts, Heruka,
Hevajra, Kalacakra and Guhyasamaja, are always special man-
ifestations whereby the supreme being, conveniently called Vaj-
radhara, appears in the individual creatures according to their
ability and their karmic preparation (3).

The presence of the cycle of the five Tathagatas, moreover,
is easily explained by remembering that in every tantric liturgy,
it does not matter which cycle is followed, the invocation and
the meditation on the five Buddhas is necessary and a prelimi-
nary element of every rite. In the meditating process, the mys-
tic cannot realize full identity with the highest principle of
things if he has not already imagined those five Buddhas as
corresponding to the five elements forming his personality
(skandha). This equivalence of the five Buddhas and of the five
skandhas produces in the one meditating upon it the purifica-
tion or elimination of the concept of individual person (4). The
mystic identifies himself with Vajradhara who as soon as he
begins to project himself in the world of contingency becomes
embodied, so to say, in the five Tathagatas who, as it is said in
the Guhyasamaja and in other authoritative sources, represent
his first ‘becoming true’.

(1) De-bzhin-giegs-pa thams-cad-kyi de-kho-na-iiid ni dpal heruka ste (Abhidha-
nottaratantra, p. 11, chapter 40).

(2) Bstan-hgyur, rgyud Ta, p. 105 Vajradaka-vivrti.

(3) See Vajramandal-alapkara-panjika, Bstan-hgyur LXIV .4, quoted [rom
bibliographic list no. 10, p. 16.

(4) See Indo-Tibetica 111/1.1581.
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§11. The “circle of protection”. To the right and to the left of
the door, on three superposed planes, there are twelve deities
painted in the attitude of yab yum (plates XVI-XIX). Their col-
ours, symbols and features leave no doubt about their being a
panel of terrific deities. One could consider them as being a
partial representation of the fifteen irate beings who, under the
name of Ksetrapila are invoked at the end of the Guhyasamaja
ritual with the aim of keeping guard over the consecrated
plane of the mandala. Meditation on them and their evocation
constitutes a well defined moment of the liturgy connected with
that Tantra. All together these gods form the “circle of
defence” (raksa-cakra, srun-bahi-hkhor-lo) and, as I have already
said, serve to protect the rite, the beatitude and the power
deriving from them, from the assaults of contrary forces, not
only the external ones but especially the internal ones; that is
to say, those passions, those desires and those inclinations,
which, coming out from the psychic background frustrate or
pollute the aura of purity or of sanctity promoted by the cere-
mony. Nevertheless, it is enough to compare the description of
this cycle as given by the liturgical treatises with the paintings
of the small temple of Tsaparang to realise that there is nothing
common between the two schemes. Even the names themselves
of the deities are different, with the sole exception of Do-rje-
hdus. This discrepancy is easily noted, because the paintings of
Tsaparang are accompanied by short labels giving the names of
the deities they want to represent. They are: Rdo-ses, usual
abbreviation for Rdo-rje-sems-dpah/Vajrasattva; Vajrayaksa/
Rdo-rje-gnod-hbyin, Vajra-mahabala/Rdo-rje-stobs-che, Vajra-
kala/Rdo-rje-hdus, Vajrabhairava/Rdo-rje-hjigs-byed, Vajra-
patala/Rdo-rje-sa-hog, Vajrosnisa/Rdo-rje-gtsug-tor, Huamkara/
Huam-mdzad, Vajrasurya/Rdo-rje-ni-ma, Vajranitya/Rdo-rje-
rtag-pa; the names of the last two cannot be read from the
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photograph. But, as I have said above, once we have known the
names of the painted deities, we do not learn much if these
divinities are not incorporated in a given cycle and if we do not
succeed in identifying the liturgy or the particular moment of
the mystic ritual which alone can give them a content and a
meaning. In the Rgyud-sde-nas gsuns-pahi tshogs du-mahi sgrub-
thabs-kyi rim-pa phyogs gcig-tu bkod-pa pham bdehi hdod dug-ster-ba
yons-hduhi hkhri-§in of Blo-bzan-skal-bzan-rgya-mtsho, the Seventh
Dalai Lama (p. 22) a chapter dedicated to the Bcom-ldan-hdas
hkhor-lo-sdom-pahi bsrun-hkhor, that is to the rite of protec-
tion in the liturgy of the Blessed Cakrasamvara has the descrip-
tion of a cycle which is totally identical with the one represented
on the walls of this temple of Samvara/Bde-mchog. This cycle is
but the “circle of protection” concluding the liturgical cere-
monies not of the Guhyasamaja, but of the Cakrasamvara, that
is of the god who as the emanation of Heruka was represented
in the central mandala of the temple. This cycle is composed of
two central divinities, i.e. Vajrasattva and Vajrahumkara, two
aspects, the peaceful and the terrific, of a deity substantially
identical, who is followed by the ten irate beings.

How these irate divinities have to be understood is something
that I have spoken of several times and therefore it is useless
that I repeat this now. I shall be content by relegating it to
appendix II1, where, on the ground of the treatise of the Seventh
Dalai Lama, one may find a scheme of this cycle and of its
iconography.

§12. The ten dakinis. There remain, therefore, only the central
figures on the wall to the right and to the left: a terrifying
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panel of coupled divinities who seem to be engaged in a grue-
spme dance. They are adorned with necklaces made of skulls
and cut heads, brandish weapons, hold cups made of skulls and
trample on creatures of more modest proportions, who seem to
contort under their mortal pressure. In this case too we have to
do with a determined cycle. Each deity is easily known, because
they are accompained by a short formula of invocation, reveal-
ing their names. They are ten Mkhah-hgro-ma or dakinis, and
precisely;
on the left wall:
Samaya-daka/Dam-tshig-gi mkhah-hgro (pl. XX);
Kaya-daka/Sku-yi mkhah-hgro (pl.XXI);
Citta-daka/Thugs-kyi mkhah-hgro (which could not be
photographed);
Vig-daka/Gsun-gi mkhah-hgro (pl. XXII);
Mahasukha-daka/Bde-chen mkhah-hgro (pl. XXIII);
on the right wall:
Ratna-daka/Rin-chen-mkhah-hgro (pl. XXI1V);
Buddha-daka/Sans-rgyas-mkhah-hgro (pl. XXV);
Vajra-daka/Rdo-rje-mkhah-hgro (pl. XXVI);
Padma-daka/Pad-ma-mkhah-hgro (pl. XXVII);
Vis$va-daka/Sna-tshogs-mkhah-hgro (not photographed).

But in this case too the mere name is not sufficient for us.
The identification of a divinity is not limited to the knowledge
of his/her name.

I do not find in any text the precise description of mandalas
reminding of the one reproduced in Tsaparang. But I cannot
claim to know all the immense Indian and Tibetan literature
on the topic, much more so as these liturgical texts are very
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difficult to obtain, because people believe that obscure forces
are coming out of them and therefore do not like to part with
them.

Furthermore, it cannot be forgotten that the liturgy of Sam-
vara/Bde-mchog, which has ceased to prevail in Tibet, repre-
sents rather a special trend, namely, one among the many
elaborated by the Tantric schools of India and Tibet.

One has to keep in mind in fact that the great portion of the
liturgical literature today mostly in fashion in Tibet was syste-
matized by Tson-kha-pa or by his school. They have given an
indisputable uniformity to ritualistics, and have often let fall in
disuse currents and cycles which were important in more
ancient times, beginning with lotsavas and masters. little by lit-
tle retreating to a secondary position.

We cannot even say which was the school to which belonged
the kings of Guge, who were the builders of these temples. It is
true that Rin-chen-bzan-po, who was the great apostle and ani-
mator of the Buddhist renaissance, was included in the schools
of the Bkah-gdams-pa and therefore one could suppose that
the kings too would have followed this direction. But the school
of the Bkah-gdams-pa did include disparate systems, almost as
a reflection, in Tibet, of that multplicity of sects in which
Mahayana was divided in India. This one represented a new
penetration of thought and religiosity contraposing itself to the
more ancient (Riin-ma-pa), for greater exactitude of doctrine
and more rigid discipline. In the empire of Guge therefore we
cannot properly speak of a partition into schools, as it would
happen later on in Great Tibet: but only of directions (lugs srol)
fraternally coexisting besides each other, each of them deriving
from an Indian doctor or a Tibetan master, who was its apostle
in the Land of Snows.
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This is so true that Byan-chub-hod, famous in the history of
Buddhism through the Bkah-gdams-pa tradition of which he is
the hero, is not unknown even to the Rhin-ma-pa schools.
They speak of him as the introducer of special cults, probably
Bon-po (1). Even he, following the example of Padmasam-
bhava, rather than totally eliminating the primitive and aborigi-
nal cults, perhaps tried to absorb them and to welcome them
into Buddhism strongly protected by him.

If, however, it is not possible for me to determine by now the
mystic system symbolized by the panel of the ten dakini they
wanted to represent on the walls of our temple, I can, however,
say that the dakinis/mkhah-hgro-ma are recorded in various
liturgical texts of the cycle of Samvara. The dakini have a long
history in India. I have briefly spoken of them elsewhere (2),
but it would be useful to return one day to the same topic with
fresher and richer material. In this case too we are facing a
crowd of fairies or witches flying in the air, often imagined in
forms between the human and the animal. They are the inhen-
tance of ancient tribal cults and survivals of the more ancient
ethnical and religious background of India and especially of its
frontier provinces. Buddhism received them in its Olympus
and transfigured them, making of them symbols of those spiri-
tual planes to which the mystic was elevating himself during
the process of his meditation, or symbols of those cosmic energies

(1) Thus, for instance, in the Rin-chen gter-mdzod vol. Ti is preserved a Lha-
btsun Byan-chub-hod-kyi Mon-bu pu-tra min srin=gi sgrub-thabs kha-bkol-mahi gzhun
lde-ba.

(2) See Animadversiones Indicae, Journal of the Asiatic Society of Bengai 26
(1930) n.1.
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through which the divine will is displayed and realized in the
world of contingency; a symbol of those interior manifestations
of the same energies working in the spirit of the meditating
person and acting on his psychic centres, so that once under-
stood in their mystical meaning they can become instruments
of salvation. That is to say that they can become the vehicle
towards that germinal conscience from which everything emer-
ges and to which everything has to return. Practically, there-
fore, they are the equivalents in the mystic of Mantrayana, of
what $akti and groups of $akus are in the Sivaite Tantric
schools, especially in the Sakta.

The group of the ten dakini reproduced at Tsaparang can
very well be split in subgroups leading us to well-known schemes
of the mystic of Vajrayana, namely of esoteric Buddhism.

First of all we find a fundamental quinary series reminding
of those of the five “families” and about which I have already
spoken in the first part of this book, namely:

Sans-rgyas-mkhah-hgro-ma = Buddhadaikini
Rdo-rje-mkhah-hgro-ma = Vajradakini
Rin-chen-mkhah-hgro-ma = Ratnadakini
Padma-mkhah-hgro-ma = Padmadakini
Sna-tshogs-mkhah-hgro-ma = Las-kyi-mkhah-hgro-ma

= Karmadakini.

These dakini are a fundamental element of meditation. The
mystic of the new schools is centred around these symbols.
They had to give the direct psychological experience, and no
longer an abstract notion, of the moral and metaphysical prin-
ciples of Buddhism, and therefore produce that immediate
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revulsion from the plane of contingency to the potential world
of unconditioned being.

First of all they correspond respectively to: ma-riglavidya
ignorance, zhe-sdan/dvesa hatred, na-rgyal/mana pride, hdod-
chags/raga passion, phrag-doglirsya envy. They then represent
the meditative process and the ascetic practices liberating from
these moral infections which, as long as they are present in the
meditating person keep him far away from the supreme good.
In symbolic language it is enough to see them, namely to em-
body oneself with the spiritual status that they represent, in
order o have the corresponding passions eliminated. Or they
point at the transfer of these passions, from the human and
earthly plane to the mystic plane, so that converging towards
that they could be changed into redeeming forces. Thus in fact
is stated in a Hbrug-pa text, a liturgy of the cycle of Samvara,
Dpal hkhor-lo-bde-mchog mnon-dkyil, in which is described the way
to consubstantiate with the mandala of Samvara composed of
13 deities. Around the mandala spoken about in this text are
represented four dakinis, namely: gti-mug/moha (= auvidya),
phrag-dog, hdod-chags, na-rgyal. In it the fifth zhe-sdan is missing
because she is the central dakini, the one closely bound in mys-
tic embrace to the fundamental god of the mandala, so that
dvesa (zhe-sdan) is the quintessential form of Aksobhya in the
school of the Guhyasamaja and in similar ones.

According to other liturgical texts the series of these equiva-
lences is even more complex. Thus, for instance, in work of the
Riin-ma-pa, such as the Chos-nid mkhahi klon-mdzod-las mkhah-
hgro hdus-pahi skor-las dur gcod dnos-grub ban-mdzod, five offer-
ings are dedicated to the five dikini, namely, the five consti-
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tuents of a human being according to the traditional classifica-
tion of Buddhism; matter (rapa), conscience (vijiana), sensa-
tion (vedana), idea (samjia), karmic predispositions and forces
(samskara).

The offering spoken about is a mystic sacrifice, that is the
dedication of one’s own personality to a spiritual plane that
transcends this composite and transitory human individuality.

They are further equivalents to the five species of gnosis,
about which I have already spoken in the preceding volume,
and whose realization is an indisputable condition in Vajrayanic
mystics. It is therefore clear that to each of them should also
correspond one of the five supreme Buddhas, and therefore
also a color and even one of the five psychic circles in which
our own body is imagined to be divided. This body, in fact,
symbolises the macrocosmos and reproduces in itself the pro-
cess of evolution and, for the perfect mystic, of involution of
the universe.

One can therefore, establish the following table of equiva-

lences:
Dakinis Elements  Corresponding Stains  Psvchic Buddha Color
of human  gnostic elimi- centres
personality wisdoms ated by in the
sacrificed them  micro-
to them cosm
Buddhadakini rapa dharmadhatu  avidva summit of Vairocana white
head
Vajradakini  vijnana adarsa dvesa heart Aksobhya blue
Ratnadakini  vedana samata mana  navel Ratnasambhava yellow
Padmadakini s_euﬁjﬁé pratyaveksa raga  neck Amitabha red

Karmadakini  samskara  kriyinusthina irsya genitals  Amoghasiddhi green
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Three other dakinis also form a well-defined group, namely:

Thugs-kyi mkhah-hgro-ma/Cittadakini

Sku-yi mkhah-hgro-ma/Kayadakini

Gsun-gi mkhah-hgro-ma/Vagdakini
that is the dakinis of the body, of the word and of the spirit, in
their quintessential being or as our schools express themselves
“adamantine”, namely in their potential indiscriminate status
beyond any manifestation in the particular and in the indi-
vidual. They, therefore, want to signify the ascension of the
mystic from the plane of individuation to that of the indiscrimi-
nate, symbolized in the triple circle of the mandala.

Dam-tshig-mkhah-hgro/Samayadakini means the torce of the
symbol (samaya) which is a key to the vault of the whole Tan-
tric liturgy and without comprehending it the rite would be a
useless repetition of acts and formulas unable to produce any
result. Higher than them all should be Bde-chen-mkhah-hgro
that is Mahasukhadakini, the culmination of the entire mystic
and meditative process, the plenitude of ecstasis, the beatitude
existing in the consubstantiation with the being, the source of
every becoming.

All the figures are of the type usually called yab-yum “father
and mother”, that is to say united in mystic coupling. The
dakinis are the figures that embrace the dancing god: who this
god may be is clear to imagine. He can be no other than Heruka
himselt wii, in some cases namely in plates XX, XXI, XXI1I,
XXIIL, can be casily recognized because the symbols of his

arms arc the usual ones of his hypostasis: Samvara/Bde-mchog;
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four faces, twelves arms and in the last hand on the left the
head of Brahma held by the hair. Heruka is manifested on
these five different planes, usually designated by the name of
wheels (hkhor-lo). They signify the spheres of the progressive
emanation of things from their principle and the triple quintes-
sential status of the individual as body, word and spirit (kiya,
vdk, citta) and also the force of the gnostic symbol (dam-tshig)
and the beatitude of the future conquests (bde-chen). They are
spiritual planes to be reached, or rather with which one is con-
substantiated not with simple meditation, but with an adequate
action, an awareness of the creative process which serves for
eliminating and nullifying it; it is a putting into motion those
very forces which Being has given us while creating us to life
and which we have to use in order to overcome the same and
to return to the indiscriminate brightness (hod-gsa/) which is the
inexhaustible source of all. Therefore, to each symbol of these
planes imagined as Heruka corresponds his dakini. They are
moments and aspects peculiar to the supreme energy which in
symbolic representation assumes the form of Vajravarahi.

What ! have briefly hinted at is contained in some Tantras
which are part of our cycle and especially in the Abhidhanot-
taratantra introduced into Tibet by the same Rin-chen-bzan-po.

We have already noted the five forms of Heruka in the pre-
ceeding volume (page 137) while studying the cycle of Naraka.



On the side of the door it dominates with the terror of his
grimace and his sword held threateningly, the figure of Canda-
maharosana (plate XXVIII).

§13. A terracotta triptych. The ancient furnishings of the
chapels have been totally destroyed. The unique object saved
from such ruin is a terracotta triptych of Indian origin or at
least modelled with a stamp imported from India (plate XXX).
Three figures standing on a lotus flower: the central one rep-
resents the Buddha in monk’s robes. His left hand holds the
hem of the tunic painted in red, keeping it at the height of the
shoulders; his right hand is in the attitude of the symbol of the
gift (varadamudra). On both sides two figures equally standing:
on the right Avalokite$vara Padmapani: his right hand has the
posture of the symbol of the gift, his left raised at the height of
the waist holds the long stem of a lotus flower. On the left Vaj-
rapani: his right hand up to the centre of the waist holds a
vajra in vertical position; the left one leans on the hip.

Below, in Gupta characters, the quintessential formula of
Mahayana: ye dharma etc.

The triptych can be considered as a magnificent example of
Indian art of the post-Gupta period.



CHAPTER 11

THE SMALL TEMPLE OF
VAJRABHAIRAVA/RDO-RJE-H]JIGS-BYED.

§14. General aspect of the temple. Down the castle, there is another
small temple, also desecrated and in danger to fall. In a corner,
thrown one above the other, there are certain statues of stucco
and wood, broken and mutilated. The door has been taken
out; the sacred place is at the mercy of everybody. On the cent-
ral wall there is an image in stucco of Maha-Vajrabhairava/Rdo-
rje-hjigs-byed-chen-po; many of the symbols held by his hands
have disappeared. All around the walls have started delapidat-
ing; the water entering from the unpacked roof has erased the
frescoes covering the entire surface of the walls. The loss is bad
not only for the history of the art of western Tibet, since this
sacred place was one of the most richly decorated, but also for
Mahayanic iconography. The rice panels of deities, in fact, that
unknown artists of Guge have represented, are regularly accom-
panied by short invocations which contain their names and
therefore are of great help in identifying types seldom rep-
resented and therefore difficult to be identified.

The temple is known as the “Grub-thob lha-khan” namely
“the temple of the ascetic”. It owes its name perhaps to some
very famous ascetic who used to pass his time in meditation



here. In truth, however, it should be called the shrine of Vajra-
bhairava, because from the stucco statue on the central wall
and from the cycle reproduced in the frescoes, it is evident that
it should have been dedicated to this divinity. There is no place
howsoever small that the painters have not covered with figures,
almost all of them terrific and fierce. Little by little when the
eyes begin to be accustomed to the darkness of the shrine mon-
strous figures emerge from the half-darkness. It is a world of
nightmare and fear which is represented here and it seems to
threaten the few Tibetan visitors coming to look with curiosity
through the ruins or the merchants of Garhwal going to Gartok
and sometimes stopping here.

§15. The mandala of Vajrabhairava. But this multicolored panel
of deities crowding the walls and climbing almost to the roof, is
not a grotesque decoration due to the caprice of an artist. It is
not a question of having iconographic types grouped without
order just to fill up the space; but it is an organic assembling of
symbolic figurations representing the complex mandala of
Vajrabhairava with all his acolytes, his secondary manifesta-
tions, and his guardians. Vajrabhairava, who is Gsin-rje-hjigs-
byed-chen-po/Yamantaka Mahavajrabhairava, is one of the
more venerated deities in Lamaism, and especially in the schools
of the Sa-skya-pa and Dge-lugs-pa. His figure brings a sacred
terror to the crowds; he is the chos-rgyal (pronounced chogyal).
Chos-rgyal means “king of the faw”, that is to say that it trans-
lates the Sanskrit dharmardja and, as the word itself, has a dou-

ble meaning. It can be the title given to a prince governing
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according to the Buddhist Law; every king patronizing the doc-
trine and the community can, in a Buddhist country, be desig-
nated by this appellation. Asoka was a typical example of a
Dharmaraja, and so were also all the historical or legendary
princes about whom hagiography and the Buddhist tradition
speak, and who even at the cost of sacrifices and hard trials
never betrayed the sacred precepts of Sakyamuni. But Dharma-
raja/Chos-rgyal is also the god of the dead, the one who, as
Yama, judges in hells the faults of the inhabitants of the other-
world. This character of judge of the dead which is attributed
to Vajrabhairava/Rdo-rje-hjigs-byed constitutes the principal
reason of the timorous reverence that the devotees hold Rim
in. His connection with the realm of the sinful netherworld and
with the mystery of death tints with fear the figure of Vajra-
bhairava/Rdo-rje-hjigs-byed even in a Buddhist country where
the law of karma substitutes the despairing inexorability of a
judgement weighing eternally, the slow and uninterrupted
transmigration_from life to life, and therefore do not attribute
to the hells that tragic fatality imagined by other religions.

This fear is very well translated in the iconographic type
which seems to express the terrors of the crowds in the sym-
bolism of form. 