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NOTES ON ROMANIZATION

Transcription of Sanskrit Words
The Sanskrit words are transcribed into Roman script with diacritical marks.

Transcription of Tibetan Words

The transcription of Tibetan words into Roman script used for this publication follows the method proposed by Turrell Wylie.!
A phonetic rendering of the Tibetan names of mahasiddhas was out of the question for one simple reason: it would represent an
English phonetic rendering of a Tibetan phonetic rendering of an Indian name. As can be seen in the appendices, the situation is
already complicated enough with the different Tibetan phonetic renderings. It seems that each Tibetan writer of the past had his
own method of recording foreign names phonetically in Tibetan script. So things were not much different in the Tibet of the past
as they are now in the West, with many Tibetologists having their own method of phonetic spelling.

Tibetan words in this book appear in Wylie transcription, followed by dBu can script. Phonetic rendering of words is restricted
to a few frequently reoccurring names.

M ka A kha q ga z nga
3 ca F3 cha E ja 3 nya
B ta g tha ] da ] na
7 pa z pha Q ba S ma
I tsa -3 tsha £ dza ¥ wa
] zha 3 za a ’a w ya
4 ra o] la q sha 3 sa
5 ha ® a
N -~ ~~
i u e o}
N

Although there are no capital letters in Tibetan script, capitalization was considered necessary here for many words as a concession
to Western practices. Of the three possibilities of either capitalizing the “first”, the “phonetic”, or the “lexicographic” letter, the
method used by René de Nebesky-Wojkowitz, known as “internal lexicographic capitalization”, has been chosen, although often
only the first syllable is subjected to such capitalization.? This facilitates the finding of words in dictionaries.

Transcription of Tibetan Inscriptions
The transcriptions reflect the actual inscriptions on the wall paintings.

! Wylie, T. V. 1959. “A Standard System of Tibetan Transcription”, Harvard ~ * Nebesky-Wojkowitz, R. de. 1956. Oracles and Demons of Tibet. The
Journal of Asiatic Studies, Vol. 22, pp. 261-67. Hague.
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Fig. 1. Overview of the Palkhor Chode monastic complex at Gyantse in Southern Tibet.
(Photo: Leslie Weir, 1909-1912).



INTRODUCTION

Some of the most important Tibetan Buddhist monuments to have survived the Cultural Revolution between 1966 and 1976
are located at Gyantse (rGyal rtse) @x@" in Tsang province of Central Tibet. For the study of Tibetan art, the temples of dPal
“khor chos sde gmm‘qflfx‘?{&'zg', namely the dPal ’khor gTsug lag khang 5qm’aflfxn1§4]‘mq'm: and dPal ’khor mchod rten ﬁqc\rqflfr\'
54%’%5', are for various reasons of great importance. The detailed information gained from the inscriptions with regard to the
sculptors and painters summoned for the work testifies to the regional distribution of workshops in 15th-century Tsang. The
sculptures and murals also document the extent to which a general consensus among the various traditions or schools had been
achieved by the middle of that century. Of particular interest is the painted cycle of eighty-four mahasiddhas, each with a name
inscribed in Tibetan script. These paintings of mahasiddhas, or “great perfected ones endowed with supernatural faculties”
(Tib. Grub chen g\r!qi,s"), are located in the Lamdre chapel (Lam ’bras lha khang) asragary@= on the second floor of the dPal
"khor gTsug lag khang. Bearing in mind that these murals are the most splendid extant painted Tibetan representations of
mahasiddhas, one wonders why they have never been published as a whole cycle. Several scholars have at times intended to
study these paintings, but it seems that difficulties of identification were the primary obstacle to publication.® Although the
life-stories of many of the eighty-four mahasiddhas still remain unidentified, the quality of the works nevertheless warrants
a publication of these great murals.

A siddha is a tantric adept who, through practice, has attained perfection and is endowed with special powers. Most
renowned among these Indian tantric adepts, who lived mostly during the 9th and 10th centuries, are the mahasiddhas,
who were often listed as a group of eighty-four. The siddhas were a class of ascetics who practiced outside the institutional
discipline of the monasteries. Instead of metaphysical speculation, they practiced an existential and unorthodox way of life.
Coming from diverse social backgrounds, the mahasiddhas included the entire variety of human experience. In addition
to brahmin priests, monks and nuns, there were also lay practitioners, kings, ministers, merchants, farmers, servants,
beggars, thieves and people from every walk of life. Each had a teacher who initiated and instructed him into the practice
of meditation of a particular tantric lineage. Whereas scholastic tantric Buddhism was especially practiced in the monastic
centres of North-Eastern India, the siddha movement touched all parts of India. The metaphysical content of the siddhas’
practice was based on texts known as tantras. About the origin of the tantras one can only speculate, but they seem to have
their roots in very ancient ritual magic associated with fertility cults. After being transmitted orally, sometimes for hundreds
of years, the tantras were only written down later. The life-stories of the siddhas at Gyantse provide fascinating insight
into a wide range of tantric practice. The purpose of this publication is not to present a general study of mahasiddhas, but
rather to make these wonderful wall paintings of Gyantse known to a wider public. Of the eighty-four mahasiddhas only
fifty-seven could be identified with reasonable certainty. The identification of the individual siddhas should be regarded

as preliminary, as further studies will certainly reveal more about their often still-obscure identities.

3 Tucci, G. 1941. Gyantse ed i suoi monasteri, Indo-Tibetica, Vol. IV, Parte
I, pp. 155-56, Parte 111, figs. 87-91; Lo Bue, E. & Ricca, F. 1990. Gyantse
Revisited, pp. 412-32, pls. 147-60.
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Fig. 2. Palkhor Chéoden, also known as Kumbum, in the Palkhor Chéde monastic complex at Gyantse in Southern Tibet.
The Great Stupa was consecrated in 1427, the decoration finished in 1439. (Photo: 1980).
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MAHASIDDHA WALL PAINTINGS AT GYANTSE

The small, picturesque town of Gyantse garg in the Nyang valley of Tsang, once the capital of a local kingdom, is the
location of the dPal ’khor chos sde ﬁum'qr‘l@?{u@' monastic complex, constructed in the 15th century. A high wall separates
it from the nearby residential area of Gyantse. The expansive site (Fig. 1) originally included sixteen monasteries, most of
which were destroyed during the Cultural Revolution. Four of the monasteries belonged to the Sa skya Ny tradition, three to
the Bu lugs AR tradition, and nine to the dGe lugs ﬁﬁ'c\qﬂm' tradition.* The main architectural structures to have survived
are the dPal khor gTsug lag khang suarafagaramym= (Fig. 3) and the nearby dPal *khor mchod rten suaraza#A s, or sKu
’bum Lﬁ‘qg&r (“great stipa’) known as bKra shis sgo mang mchod rten “’ﬂﬁ“"}f&:'&gﬁ'%i' or sKu "bum bkra shis sgo mang
%’qg&rnmﬁ&ﬁ'&:’ (Fig. 2). The foundation of the large and massive structure of the dPal khor gTsug lag khang was laid
in 1418 by Rab brtan kun bzang "phags R T RERARAR (1389-1442), the third prince of Gyantse, son of Kun dga’
"phags pa TH AR RRAE (1357-1412); construction was finished in 1425. Two years later, in 1427, the dPal ’khor mchod
rten was consecrated, and the decoration finished in 1439. All the temples contain painted clay statues, and the walls are
extensively decorated with murals.s

The dPal ’khor gTsug lag khang consists of two stories with a number of temples. On the ground floor, at the back of the
large assembly hall, is the inner sanctuary, the gTsang khang TRERE (Skt.: gandhakiiti), known as Jo bo’i lha khang ‘r{“‘q’?\x'g'
=, dedicated to the “Buddhas of the three times”, namely Dipankara (Mar me mdzad) aix& &g (past), Sakyamuni (Sakya
thub pa) Gy (present), and Maitreya (Byams pa) gaarzr (future). The western wing of the ground floor contains the
rDo rje dbyings lha khang ‘g"ﬁ'ﬁ@:{\rgm:, dedicated to the cycle of Vajradhatu (Tib.: rDo rje dbyings) ﬁ'ﬁ@:&\r. The eastern
wing, the Chos rgyal lha khang ?{L\r@xy'gm:’, is named after the three great Tibetan “kings of the doctrine” (dharmaraja)
(chos rgyal) #Farga: Srong btsan sgam po A};’:’qs’qg{&ﬁ" (reigned c. 618-649), Khri srong lde brtsan @‘A};’:’rg‘ng' (reigned c.
755-797), and Ral pa can zararzg; (reigned c. 815-838). This temple is now named rGyal ba Byams pa’i Iha khang garz
g&m'ua'gm:‘ after the large image of Maitreya, constructed later in the centre of the room by the dGe lugs pa sjqa@r=r.
Near the entrance is the mGon khang a;ﬁﬁrnr:, dedicated to the wrathful deities. Three temples, or chapels, stand on the
upper floor of the dPal "khor gTsug lag khang, namely the gNas brtan lha khang qzaragsgr=, the Lam ’bras lha khang
AR RRNY AR, and the gZhal yas khang QENNNRR. These chapels were finished in the female wood-snake year, 1425. The
gNas brtan lha khang contains large painted clay images of Sakyamuni surrounded by the sixteen arhats (Ch.: lohans), as
well as Hva shang and Dharmatala — executed in Sino-Tibetan style.c The names of the artists who made the sculptures
were not recorded. Beside the gNas brtan lha khang is the Byams pa mchod pa lha khang gam'mmgﬁugg:, housing a

large number of metal statues.’

4 The Sa skya tradition, founded by Sa chen Kun dga’ snying po (1092— ¢ Lo Bue, E. F. and Ricca, F. 1990. Gyantse Revisited, pp. 377411, pls.
1158); the Bu lugs tradition, based on the teachings of Bu ston Rin chen 132-45.

grub (1290-1364); the dGe lugs tradition, founded by Tsong kha pa " Cf. von Schroeder, U. 2001. Buddhist Sculptures in Tibet. Vol. Two: Tibet
(1357-1419). & China, pls. 37C, 169C, 224D, 231C, 234C, 271C, 277C, 280B, 280C,

SE. F. Lo Bue and F. Ricca published an excellent account of this monument. ~ 280E, 304C, 314C, 317C, 317E, 319C, 322E-F, 327D.
1993. The Great Stupa of Gyantse.
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Fig. 3. Palkhor Tsuglagkhang inside Palkhor Chode at Gyantse in Southern Tibet, completed in 1425. (Photo: 1980).

The Lam ’bras lha khang AN RFNYAR, built by Rab ’byor bzang po :;Q'quqa;ix", contains at its centre a three-
dimensional Mandala of Samvara based on the tradition founded by Luipa (Plate 1). The chapel is named after the lam
"bras azragar tradition (“path with the result”), especially popular with the Sa skya order. The lam *bras teachings were
formulated by Virilipa according to instructions received from Dakini Nairatmya. The most famous practitioners of this
tantric tradition survive as statues lined up along the walls. At the centre of the western wall sits Vajradhara (Tib.: rDo rje
’chang) ‘{‘E’qas:’ on a throne, flanked by two attendant deities. On each side of this central group are nine large painted clay
statues, representing the eighteen masters of the lineage. The almost life-size images, modelled with straw and clay on a
wooden armature, are of a striking appeal. They are placed against the walls below the paintings of the Mahasiddhas.*

Above the statues of the lam "bras azragar masters is a painted cycle composed of two registers of eighty-four
mahasiddhas and two additional personages. According to the inscription, which runs along the walls, the paintings were

8 Lo Bue, E. F. and Ricca, F. 1990. Gyantse Revisited, pp. 432-60, pls. sculptures also commemorating lam *bras masters. Cf. von Schroeder, U.
161-79; von Schroeder, U. 2001. Buddhist Sculptures in Tibet. Vol. Two: 2001. Buddhist Sculptures in Tibet. Vol. Two: Tibet & China, pp. 972-85;
Tibet & China, pp. 870-81, pls. 201-204. In Central Tibet, at sMin grol pls. 236-41.

gling monastery, there survives an intact series of large gilt copper repoussé
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executed by dPal ’byor Rin chen gqm'q‘g’xing' from gNas rnying ﬂﬁl\f%’-’\', south of Gyantse.® There seems to be some
confusion about the number of mahasiddhas painted on the walls of the Lam ’bras lha khang. This is due to the fact that
the inscription below the paintings mentions eighty siddhas, whereas actually eighty-four were originally represented."
Of these eighty-four siddhas painted on the walls, two are entirely destroyed (G55, G63) and another retains only the
lower section; the name has survived (G56). Thus, the inscribed Tibetan names of eighty-two mahasiddhas are known.
Of the original eighty-six paintings, eighty-four represent a cycle of mahasiddhas (G1-G84).

To fill empty spaces on the wall, two additional Buddhist teachers were added, namely Gling ras pa Padma rdo
rje @:‘x«’qnﬁ‘fé (1128-1188) (G85), a 'Brug pa bKa’ brgyud QAN RNARGS master, and Mahapandita St Sariputra
(Pan chen Shri sh’a ri putra) q;‘%qx_g}i‘igg (G86), abbot of the monastery at Bodhgaya (Gaya district, Bihar, Northern
India). In 1414, the latter visited Gyantse on his way to Beijing, following an invitation by the Chinese Yongle
emperor (r. 1403—-1424).m It is still not clear why Gling ras pa Padma rdo rje was added to the cycle of the eighty-four
mahasiddhas. He was the spiritual father of the 'Brug pa bKa’ brgyud sub-order and had his residence at Rwa lung
zax, located about 40 kilometres south-east of Gyantse on the road to Lhasa. It has been suggested that the particular
mahasiddha cycle at Gyantse was adopted by the Sa skya order in connection with the lam ’bras tradition, perhaps as
received through Gling ras pa g‘\]:’xxrnr (1128-1188),: though this is unlikely. Yet Gling ras pa was perhaps added to
the painted cycle of mahasiddhas because of his affiliation with the lam ’bras tradition, received from Phag mo gru pa
‘4“1'34/'%'“' (1110-1170), one of his teachers.

A single-line inscription in dBu can S35 script painted along the walls beneath the cycle of mahasiddhas contains
information about the donors and painters:

a:'m&N'Q%&'ﬁﬁf&@éﬁﬂﬁq'q]?)x'iq';&'ﬁ&'ﬂ't,ﬁ'&%ﬁ'gaw'@N'ﬁﬁg’éﬁ'@qx’&&ﬁ‘a‘n@q&nné:&x'ﬁqi'q&r'ﬁ&&'sq'aamwi@1'%:1'@&'3:@:‘
Bz Frn ) B D g iR arargry ranaEs v g e o R paa g R st Ad suaraiz e gl P mansas faiy
i{lqg‘?“@5'@@“T“m"q%a'ﬁq\f“'@éﬁnw'%"%""ﬁa‘/ﬁ"’ﬁ'ﬁ""“"‘@‘%ﬁgi@“W1gi“""'“agﬂ"'ﬁaf‘:‘"fﬂ"@*ﬁj1'55'55'“\1“"”3%4{5'&'&”
sq'aswsa@1'gn'ﬂ%&'g:'é:‘fq&‘q%&@x‘g’q&@1y‘g’q&‘q&'&:&@&@r\'i‘a’qm:\r@q1'&am'sq’;&&mmqn%@gu:ﬁq1@:3&1&'@5'&"@&
ﬁq‘fm'@'gq':154]'ﬁg’&ﬁ'ﬁ'ﬁmx'&gq'nmwéﬁwm&mqq&'%:'n'ﬁiv’q'&‘%ﬁumn§xn'ﬁi@g/m‘@&rqanmmHETRJN'ilam‘sq‘a&&‘sg'N:Ngm'%x’a/m'

il

Zhing khams ’di’i dgos kyi sbyin bdag gnyer chen rnam sras pa sku mched rnams kyis dpon drung rgya gar mgon sku
gshegs pa (....) bzhengs/. dge bas sems can thams cad kyi// sgrib gnyis byang zhing tshogs rdzogs te// chos kyi rgyal
po’i(...) zhabs drung du// rnam mkhyen sangs rgyas thob par shog/ ri mo mkhas pa gnas rnying pa dpon mo che dpal
’byor ba dpon slob kyis gzabs nas bris so//. Grub chen brgyad cuw’i [80 mahasiddhas] zhing khams ’di’i dgos kyi sbyin
bdag gnas rnying[ pa] dpon btsun dpal ’byor rin chen gyis// drin can pha ma’i thugs dgongs rdzogs phyir du// dad can
gus pa’i sgo nafs] sems can thams cad kyi// sgrib gnyis byang zhing tshogs gnyis myur rdzogs te// rdzogs pa’i sangs
rgyas myur du thob/ nas kyang// sems can rnams la phan bde byed par shog/. Zhing khams phyed po ’di’i dgos kyi

° A painter of the name dPal ’byor rin chen was one of the teachers of sMan eighty siddhas were shown, as stated in the inscription. Cf. Lo Bue, E. F. and
bla don grub (born 14097?), founder of the sMan ris school of painting. Ricca, F. 1990. Gyantse Revisited, pp. 411-32, pls. 147-60.

Jackson, D. P. 1997. “Chronological Notes on the Founding Masters of " Tucci, G. 1949. Tibetan Painted Scrolls, pp. 632, 665-66, 689, 703, nn. 154,
Tibetan Painting Traditions”, Tibetan Art, pp. 254—61. Jackson, D. P. 819, 833.

1996. A History of Tibetan Painting: The Great Tibetan Painters and Their 12 According to a personal communication, Erberto Lo Bue suggests that
Traditions. perhaps Gling ras pa formed part of the teaching lineage of the consecrating
10 According to the Myang chos ’byung, eighty-eight siddhas are represented. monk of the Lam ’bras lha khang.

G. Tucci mentions eighty-four, whereas Erberto Lo Bue assumed that only 3 Lo Bue, E. F. and Ricca, F. 1990. Gyantse Revisited, p. 431.
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sbyin bdag dbu mdzad dpal mchog pas mdzad [ri mo] mkhas pa gnas rnying pa dpon mo che dpal ’byor ba dpon slob
kyis gzabs [nas bris... bzheng?] s/ dge bas sems can thams cad sangs rgyas myur thob shog/.'

Southern wall: “The particular patrons of this mural section, the gNyer chen rNam sras pa and his brother, had
it painted [in memory of ?] the deceased Lord rGya gar mgon. By this virtue may all sentient beings purify the
obscurations, complete the preparatory accumulations and, in the presence of the King of Dharma, may they attain
the perfect wisdom of Buddhahood!”” Western wall: “The particular patron of the mural section of the eighty[-four]
mahasiddhas, the dPon btsun dPal ’byor rin chen of gNas rnying, [prays through the merit of having them painted] as
a memorial for his kind deceased parents, with faith and respect, that the two obscurations of all sentient beings will be
purified and two accumulations rapidly completed, and that even after the attainment of perfect Buddhahood, each will
bring benefit and happiness to sentient beings!”’ Northern wall: “The particular patron for this half of a mural section
was dBu mdzad dPal mchog pa. It was carefully painted by the expert chief artist (dpon mo che) dPal ’byor ba of gNas
rnying and his assistants. By this virtue may all sentient beings quickly attain Buddhahood!” (David P. Jackson)

From the inscriptions we can conclude that the sponsors of the southern wall were rNam sras pa FRNNR and his brother.
The western wall of the temple was sponsored by the noble master from gNas rnying nﬁz\r%r:, dPal ’byor Rin chen qrar
qu'ii'a“sq', presumably the painter himself. The northern wall of the temple was sponsored by a donor named dPal mchog
pa ﬁnm'sq?{zq'nr. The inscriptions further records that the paintings were done by dPal ’byor ba ﬁumu\g/xn of gNas rnying
and his assistants.

4 Lo Bue, E. F. and Ricca, F. 1990. Gyantse Revisited, p. 412, n. 119.
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Fig. 4. Four mahasiddhas painted ca. 1425 on the western wall of the Lamdre chapel inside the Palkhor Tsuglagkhang at Gyantse.
Depicted are Ka na pa (Mahasiddha Kanhapa) (Plate 17), Ka na ri (Mahasiddha Aryadeva, also known as Karnaripa) (Plate 18),
Pa dzu ki (Mahasiddha Jogipa) (Plate 44), and Ku ra (Mahasiddha Bhusuku) (Plate 45). (Photo: 1992).
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IDENTIFICATION OF MAHASIDDHAS
AT GYANTSE

To identify the individual painted mahasiddhas at Gyantse is complicated. The difficulties concern not only their selection
and arrangement but also the Tibetan spelling of their Indian names. Tibet has different traditions relating to the mahasiddhas.
Among these traditions, two were particularly popular, namely the Abhayadatta Sri list and the so-called Vajrasana list.
The number of mahasiddhas varies between eighty-four and eighty-eight, and only about thirty-six of the names occur in
both lists. In many instances more than one siddha with the same name exists, so it must be assumed that fewer than thirty
siddhas of the two traditions actually relate to the same historical persons. In the days when the siddhas of the later Tibetan
traditions flourished in India, i.e. between the 9th and 11th centuries, it was not uncommon for initiates to assume the names
of famous adepts of the past. Sometimes a disciple would have the same name as his guru, while still other names were based
on caste or tribe. In such a context the distinction between siddhas of the same name becomes blurred. The entire process of
distinguishing between siddhas with the same name of different texts and lineages is therefore to a large extent guesswork.
Thus, the purpose of the concordance lists published in the appendices is primarily for the reconstitution of the Indian names,
regardless of whether they actually represent the same historical person or not!

For the study of the Gyantse murals, the Caturasiti-siddha-pravriti (CSP), “The Lives of the Eighty-four Siddhas”,
compiled by Abhayadatta Sri, is more important than the Vajrasana list because the concordance is identical with thirty-four
siddhas. The Caturasiti-siddha-pravrtti (CSP), a Northern Indian Sanskrit text dating from the 11th or 12th century, comes
from a tradition prevalent in the ancient city-state of Campa in the modern district of Bihar. Only Tibetan translations of this
Sanskrit text seem to have survived.” This text was translated into Tibetan by sMon grub Shes rab z}ﬁgﬂ@&r:ﬂ' and is known
as the Grub thob brgyad cu rtsa bzfzi ‘ilorgyus gq’a’nngﬁggna&&’gz\r or “The Legends of the Eighty-four Siddhas”.»s It has
been suggested that Abhayadatta Sr1 is identical with the great Indian scholar Mahapandita Abhayakaragupta (late 11th—
early 12th century), the compiler of the iconographic compendiums Vajravali, Nispannayogavali, and Jyotirmanijari.” The
other major Tibetan tradition is based on the list contained in the Caturasiti-siddhabhyarthana (CSA) by Ratnakaragupta
of Vajrasana, identical with Bodhgaya (rDo rje gdan) ﬁ“ﬁi" The Tibetan translation is known as Grub thob brgyad cu
rtsa bzhi'i gsol ’debs :{lq’a/m@ﬁg'g'qaam&’m’qﬁqw by rDo rje gdan pa EZapga

To identify and reconstruct the Indian names of the painted siddhas at Gyantse, it was necessary to compare the
inscriptions with the spellings contained in different Tibetan texts. By comparing the names inscribed at Gyantse with the
spellings in different Tibetan treatises on the mahasiddhas, it has been possible to reconstruct the Indian names of almost

sixty siddhas.

1S Abhayadatta. Caturasiti-siddha-pravrtti; (“The Lives of the Eighty-four 16 sMon grub Shes rab. Grub thob brgyad cu rtsa bzhi’i lo rgyus, [Tibetan
Siddhas”); Sanskrit original of the Grub thob brgyad cu rtsa bzhi’i lo rgyus. translation of the Caturasiti-siddha-pravrtti]. bsTan ’ gyur: sNar thang

A condensed version is the Grub thob brgyad cu rtsa bzhi’i rtogs pa snying edition, LXXXVI.

po zhes bya pa (Rt). [The Sanskrit text dates from the 11th/12th century; 7 Dowman, K. 1985. Masters of Mahamudra, p. 385.

numbered in the concordance tables as CSP 1-CSP 84].
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According to the concordance tables, the selection of the mahasiddhas at Gyantse corresponds to a certain extent with
the list used by Abhayadatta Sriin the C aturasiti-siddha-pravrtti (CSP). Consequently, some fifty-eight of the mahasiddhas
can be reasonably identified with those contained in the Caturasiti-siddha-pravrtti (CSP). In the case of about thirty-eight
mahasiddhas, the position within the two lists appears to be identical in the Gyantse cycle (G1-G84) and the Caturasiti-
siddha-pravrtti (CSP 1-CSP 84). In the case of another twenty-one painted mahasiddhas at Gyantse, the Indian Sanskrit
names could be established, although they do not figure in the same position within the two lists. Of some twenty-three
of the painted mahasiddhas of Gyantse, the Indian names could not be reconstructed and we thus know only the Tibetan
spelling. Until the discovery of the text used by the painters, it will remain an enigma why only about half of the siddha
paintings correspond with the sequence of the Caturasiti-siddha-pravrtti. The mahasiddha murals at Gyantse might also
have been related to the cycle painted earlier at r'Tse chen g‘r'a‘z,i' monastery, which was founded in 1365 by dPal ldan bzang
po ﬁqo\rgﬁ'qa:‘nf(l318—l376), the first prince of Gyantse.* There seems to exist no connection with Bu ston Rin chen grub g
%/5'25@’5@“ (1290-1364), who is credited with the drawings of the eighty-four mahasiddhas at Zhwa lu gy monastery.”

For the purpose of identification, the inscriptions of the Gyantse mahasiddhas were compared with the Tibetan
spellings of the Indian names in several Tibetan texts based on the Abhayadatta list. First was the Grub thob brgyad
cu rtsa bzhi'i rtogs pa snying po zhes bya pa %:1"a’q'qgﬁ‘gg'qaa’gq&w%:h"@&r@u' (RtB) by Dpa’ bo "od gsal sua¥ds’
Qe The spellings were in turn compared with the captions of the blockprints titled Grub thob brgyad cu rtsa bzhi’i
sku brnyan gnifz:y'qgﬁg'g'qaa'ﬁ'q%q' (Rtsk). To increase the number of different Tibetan spellings of the Indian names
of siddhas, the list of Klong rdol bla ma ﬁ:{ma'&' was added (KL).» This text is closer to the Abhayadatta list than
the Vajrasana list.

To further document the diversity of spellings, Tibetan texts based on the Vajrasana list have also been included in
the concordance lists: initially, there were two versions based on the Grub thob brgyad cu rtsa bzhi’i gsol ’ debs gn’a’m:@ﬁ'
g'g’naam&fmu%nm', the one used by Toni Schmid (GsS)? and the one published by A. Egyed (GsB).* In addition, a set of
thirteen thangkas with the names of the eighty-four mahasiddhas inscribed was included in the research (STh).* Then there
was the list of eighty-eight mahasiddhas forming part of the Astasahasrika Pantheon (AS).** The last text to be taken into
consideration was the Caturasiti-siddhabhisamaya list of eighty-four mahasiddhas, written in Nepal by the Newar Srisena
in AD 1131. The Tibetan spellings used in the concordance lists are those of the Grub thob brgyad cu rtsa bzhi’i cha lugs

18 Ricca, F. 1997. “Stylistic Features of the Pelkhor Chode at Gyantse”,
Tibetan Art, pp. 208, 300, n. 47.

9 Ruegg, D. S. 1966. The Life of Bu ston Rin po che. (Roma: ISMEO), p.

117 (21a). Personal investigations at Zhwa lu revealed no wall paintings or
drawings of siddhas. Also, Bu ston’s list of mahasiddhas neither matches

the selection nor the sequence of the Gyantse murals. Rob Linrothe kindly
provided a number of lists of Mahasiddhas, among them one by Bu ston Rin
chen grub (1290-1364).

2 Dpa’ bo ‘od gsal. Grub thob brgyad cu rtsa bzhi'i rtogs pa snying po

zhes bya pa [Budapest], published by Alice Egyed. 1984. The Eighty-four
Siddhas: A Tibetan Blockprint from Mongolia. [Condensed form of Grub
thob brgyad cu rtsa bzhi’i lo rgyus (LO). Numbered in the concordance tables
as RtB 1-RtB 84].

2 Grub thob brgyad cu rtsa bzhi’i sku brnyan. Block-prints illustrating the
Grub thob brgyad cu rtsa bzhi’i rtogs pa snying po zhes bya pa, published
by Alice Egyed. 1984. The Eighty-four Siddhas: A Tibetan Blockprint from
Mongolia. [Condensed form of the Grub thob brgyad cu rtsa bzhi’i lo rgyus
(Rt). Numbered in the concordance tables as RtBsk 1-RtBsk 84].

22 Klong rdol bla ma. 1973. The Collected Works of Longdol Lama, Parts 1 &
2. Repr. by Lokesh Chandra, Sata-Pitaka Series, Indo-Asian Literatures, Vol.
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100, fols. 1057-58. [Numbered in the concordance tables as KL 1-KL 84].

2 Grub thob brgyad cu rtsa bzhi'i gsol ‘debs [Schmid], published by Toni
Schmid. 1958. The Eighty-five Siddhas. [Numbered in the concordance tables
as GsS 1-GsS 85].

2 Grub thob brgyad cu rtsa bzhi’i gsol ‘debs [Budapest]; published by Alice
Egyed. 1984. The Eighty-four Siddhas: A Tibetan Blockprint from Mongolia.
[Numbered in the concordance tables as GsB 1-GsB 84].

%5 Set of inscribed thangkas preserved in the Ethnographical Museum in
Stockholm. Published by Toni Schmid. 1958. The Eighty-five Siddhas.
(Stockholm: Statens Etnografiska Museum). [Numbered in the concordance
tables as STh 1-STh 85].

2 Astasahasrika Pantheon, Buddhist Iconography (CBI), Nos. 1082-2203,
ed. by Lokesh Chandra, (Kyoto: Rinsen, 1986). [Eighty-eight Mahasiddhas;
cf. nos. 1096-1183.] [Numbered in the concordance tables as AS 1-AS 88.]
The illustrations, some of them erronously interchanged, were drawn after
the set of thangkas (STh) published by Toni Schmid. 1958. The Eighty-five
Siddhas. (Stockholm: Statens Etnografiska Museum).



Fig. 5. Mahasiddhas painted ca. 1425 on the walls of the Lamdre chapel, upper floor of the Palkhor Tsuglagkhang. (Photo: 1992).

"dzin tshul gﬂ"if:!‘:@ﬁg'@"ﬂ@&'&'gﬂm’@?@‘é&’ in the sNar thang yREx edition of the bsTan ’gyur YRR (Nar).” The Tibetan
lists based on the Vajrasana text were included mainly for the purpose of having more variations of Tibetan transcriptions
of Indian mahasiddhas names at our disposal, to compare with the Gyantse inscriptions. This relevance applies naturally
only to those names of mahasiddhas that are included in both the Abhayadatta and the Vajrasana lists. However, as
stated above, the same names in different texts does not necessarily mean that they represent the same historical persons.
When comparing the different Tibetan texts on mahasiddhas, we can see that the transcription of the names of the Indian
masters into the Tibetan language was inconsistent and confused. The most unsettling example is an illustrated Tibetan
text on the mahasiddhas, where the spellings in the text (RtB 1-RtB 84) vary greatly from the captions of the xylographs

2 Grub thob brgyad cu rtsa bzhi’i cha lugs ’ dzin tshul. [sNar thang edition between 1730 and 1742. [Numbered in the concordance tables as Nar 1-Nar
(?); Copenhagen bsTa n’ gyur], published by Toni Schmid. 1958. The Eighty-  85]. According to Lokesh Chandra, this list is based on the Caturasiti-siddh-
five Siddhas, Excursus II, pp. 155-69, (Stockholm: Statens Etnografiska abhisamaya written by Srisena in 1130 (Cordier 3.475; Toh. 4317). Cf.
Museum). The woodblocks of the printed sNar thang edition were carved Lokesh Chandra, Dictionary of Buddhist Iconography, Vol. 4, p. 1096.
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(Rtsk 1-Rtsk 84).» To quote a few examples: Kankaripa (CSP 7) is named Kam ka li/Kangga la pa; Goraksa (CSP 9):
Go ra kha/Gau raksi; Tilopa (CSP 22): Ti la blo ba/Ti lla pa; Dukhandi (CSP 25): Dha khan dhi pa/Dwa kanti; Dhobipa
(CSP 28): Tom bhi pa/Dhu pi ra; Dengipa (CSP 31): Deng gi pa/Tinggi pa; Dhokaripa (CSP 49): Dho ka ra/Dhe ki ri pa;
Carbaripa (Carpati) (CSP 64): Tsa ba ri pa/Tsa rwa ti pa; Sakara (CSP 74): Phu rtsas ga’/Ka ra pa; Putalipa (CSP 78): Pu
ta la/Bu ta li, etc. In the same illustrated Tibetan text we find another inconsistency: the alternate use of transcription and
translation. Examples are Nagarjuna (CSP 16): Na ga’i dzu na/Klu sgrub; Aryadeva (Karnaripa) (CSP 18): Ka na ri pa/’Phags
pa lha; and Ghantapa (CSP 52): Ghanda pa/rDo rje dril bu pa, to name a few.

The great variation in phonetic transcription of Indian words into Tibetan may partly be the result of various Tibetan
dialects. In the process of copying the Tibetan transcriptions in later times, the spelling often became corrupted to such an
extent that the recognition or reconstitution of the original names became all but impossible. Whatever the reasons might
be, the Tibetan transcription of Indian names of mahasiddhas clearly becomes more and more corrupt as time passes.

A few of the paintings depict the mahasiddhas according to their description in the biographies and thus they can be
identified regardless of the inscriptions. Such examples include Liipa, typically shown in the act of eating the entrails
of a fish (Plate 1); Dombipa riding on a tigress (Plate 4); and Saraha holding an arrow (Plate 6). But some of the painted
representations do not reflect the mahasiddhas’ biographies with any accuracy: Lilapa (Plate 2), who according to his
biography should be depicted as a king engaged in sensuous activities, is instead portrayed as a teaching monk; Ghantapa
(Plate 37) should be depicted with a bell (Skt.: ghanta), but there is no bell present. Another example is the presence
of a deer-unicorn in the mural of Mahasiddha Kambala (Plate 30), which has no association with his hagiography. One
somehow gets the impression that in only a few cases did the painter actually depict the siddhas in scenes relating to
incidents in their lives, or with details of their profession or status. The scant iconographical references included in the
texts dealing with the mahasiddhas in general is another reason why their representations on thangka paintings vary so
widely. The missing specifications in the texts of postures and attributes of the masters will always provide the artist
with a certain amount of freedom regarding composition.

Perhaps one day the text will be rediscovered upon which the Gyantse mahasiddha cycle is based. But for now, the
beauty of these murals justifies their preliminary publication, regardless of the shortcomings in the method applied in the
identification process. If all eighty-four painted siddhas at Gyantse corresponded with Abhayadatta’s “The Lives of the
Eighty-four Siddhas”, then these mahasiddhas would have been published long ago — and there would have been no need
for this book.

2 Dpa’ bo ‘od gsal. Grub thob brgyad cu rtsa bzhi’i rtogs pa snying po zhes by Alice Egyed. 1984. The Eighty-four Siddhas: A Tibetan Blockprint from
bya pa [Budapest] and Grub thob brgyad cu rtsa bzhi’i sku brnyan, published ~ Mongolia.
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Fig. 6. Two of the identified mahasiddhas, painted ca. 1425 on the western wall of the Lamdre chapel, Palkhor Tsuglagkhang at
Gyantse. Shown are Bir wa pa (Mahasiddha Virapa) (Plate 3), and Li la pa (Mahasiddha Lilapa) (Plate 2). (Photo: 1992).

Fig. 7. Two of the unidentified mahasiddhas, painted ca. 1425 on the northern wall of the Lamdre chapel inside the Palkhor
Tsuglagkhang at Gyantse. Depicted are Ka ta ra (Plate 71) and Dra nu ri (Plate 72). (Photo: 1992).
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INSCRIBED MAHASIDDHA PAINTINGS AT GYANTSE (G1-G86)

CSP = Abhayadatta. Caturasiti-siddha-pravrtti; (“The Lives of the Eighty-four Siddhas”, Sanskrit text; 11th/12th c.)

Thirty-four Gyantse Paintings: Concordance the same as Mahasiddhas of the CSP

G1. Luipa fg’&'&r (Mahasiddha Luipa) (CSP 1) G19. Tha ga na g775 (Mahasiddha Thaganapa) (CSP 19)
G2. Lila pa &arzr (Mahasiddha Lilapa) (CSP 2) G20. Naro pa q"fnr (Mahasiddha Naropa) (CSP 20)

G3. Bir wa pa 3xgrzr (Mahasiddha Viriipa) (CSP 3) G21. Sha mi pa q?m' (Mahasiddha Syalipa) (CSP 21)

G4. Dom bi he ru ka ‘f’%%yq (Mahasiddha Dombipa) (CSP 4) G22. Tilo pa %ciy’u (Mahasiddha Tilopa) (CSP 22)

G5. Shwabaripa qn‘i‘u’ (Mahasiddha Savaripa) (CSP)S) (G23. Batapa ama (Mahasiddha Catrapa) (CSP 23)

G6. Saraha =% (Mahasiddha Saraha) (CSP 6) G24. Bratapa e (Mahasiddha Bhadrapa) (CSP 24)

G7. Kakali ’W’q’&y\' (Mahasiddha Kankaripa) (CSP 7) 525. Da khan di :\m'ﬁ' (Mahasiddha Dukhandi) (CSP 25)
G8. Nya nad pa g55= (Mahasiddha Minapa) (CSP 8) 528. Do mi bri ‘f’?@ (Mahasiddha Dhobipa) (CSP 28)

G9. Gor kha pa i}’x‘mu (Mahasiddha Goraksa) (CSP 9) 529. Kar ka na S (Mahasiddha Kankana) (CSP 29)
G10. Tso rang ki ‘é"'r\:'ﬁ‘ (Mahasiddha Caurangipa) (CSP 10) G30. Ka ma pa marar (Mahasiddha Kambala) (CSP 30)

G11. Binra pa aqx'u' (MahasiddhaVinapa) (CSP 11) G31. Dekipa ?ﬁm (Mahasiddha Dengipa) (CSP 31)

G12. Zhi ba lha a'mg‘ (Mahasiddha Sﬁntipa) (CSP 12) G61. Bri ksa na §'g'q' (Mahasiddha Bhiksanapa) (CSP 61)
G13. Tha gan Y (Mahasiddha Tantipa) (CSP 13) G75. Sapadraga NFAY (Mahasiddha Sarvabhaksa) (CSP 75)
G15. Klu sgrub a'a:r (Mahasiddha Nagarjuna) (CSP 16) (76. Na ga bro di q'q"g"%‘ (Mahasiddha Nagabodhi) (CSP 76)
G16. Khar ka pa @x~z (Mahasiddha Khadgapa) (CSP 15) G77. Rari pa xRz (Mahasiddha Darikapa) (CSP 77)

G17. Kana pa &= (Mahasiddha Kanhapa) (CSP 17) G78. Putapa gHr (Mahasiddha Putalipa) (CSP 78)

G18. Ka na ri 15 (Mahasiddha Aryadeva) (CSP 18) G80. Ka gi la m&jar (Mahasiddha Kokilipa) (CSP 80)

Four Gyantse Paintings: Concordance possibly the same as Mahasiddhas of the CSP

G14. Inscr. illegible (Mahasiddha Camaripa?) (CSP 147?) G27. Par kali qx’ﬂ'&' (Mahasiddha Kalapa) (CSP 27?)
G26. Rud pu ka x5z (Mahasiddha Ajogi?) (CSP 267) G32. Sha de pa qﬁu‘ (Mahasiddha Bhandepa) (CSP 32?)
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Twenty-one Gyantse paintings: concordance different than Mahasiddhas of the CSP

G34. Mari pa &Rz (Mahasiddha Mahipa) (CSP 37) G52. Mi dri ni 5}%5 (Mahasiddha Medhini) (CSP 50)
G37. Dril bu pa §m'gu' (Mahasiddha Ghantapa) (CSP 52) G53. Ku ku ri = (Mahasiddha Kukkuripa) (CSP 34)
538. Ra hula =gar (Mahasiddha Rahula) (CSP 47) G54. Ni gun ‘% & (Mahasiddha Nirgunapa) (CSP 57)
G42. Da ma pa Fzrar (Mahasiddha Dharmapa [1]) (CSP 36) G56. Tsha pa ri £ (Mahasiddha Carbaripa) (CSP 64)
G43. Dan ta pa p55% (Mahasiddha Tantepa) (CSP 33) G57. Ka dzo pa ’q’{q' (Mahasiddha Kucipa) (CSP 35)
G44. Pa dzu ki qg:‘ﬁ (Mahasiddha Jogipa) (CSP 53) GS58. Dra ma pa gara (Mahasiddha Acinta) (CSP 38)
G45. Kura 1= (Mahasiddha Bhusuku) (CSP 41) G59. Nalila q*&w (Mahasiddha Nalinapa) (CSP 40)
G46. Kamari ﬂ'&ri' (Mahasiddha Kamparipa) (CSP 45) G60. Tsa da ka S'S"W (Mahasiddha Celukapa) (CSP 54)
G47. Do khan di §z5% (Mahasiddha Dhokaripa) (CSP 49) G67. Ka pali ’q'u'&' (Mahasiddha Kapalapa) (CSP 72)
G49. Gu dri ti n\ﬁ% (Mahasiddha Godhuripa) (CSP 55) G73. Saka pa Ay (Mahasiddha Sakara) (CSP 74)

G51. Dza paka g (Mahasiddha Lucikapa) (CSP 56)

Twenty-three Gyantse Paintings: Not Identified with Mahasiddhas of the CSP

G33. Teru sha 6@@1 (unidentified Mahasiddha) G68. De pan %’uq' (unidentified Mahasiddha)

G35. Buta 5 (unidentified Mahasiddha) G69. Ka na kha ya &R (unidentified Mahasiddha)
G36. So dra bo dhe 2\1"5":1";' (unidentified Mahasiddha) G70. Ka ya la war (unidentified Mahasiddha)
G39. Sarba de Nﬁ‘%' (unidentified Mahasiddha) G71. Katara mHR (unidentified Mahasiddha)

G40. Satapa xar (unidentified Mahasiddha) G72. Dranuri 5%3 (unidentified Mahasiddha)
G41. Mikala [I] ?mm' (unidentified Mahasiddha) G74. Me dra se &5% (unidentified Mahasiddha)
G48. Kam pa ma ’ﬁ'nm' (unidentified Mahasiddha) G79. Sarana =z (unidentified Mahasiddha)

G50. Likra mi &7& (unidentified Mahasiddha) G81. Saragi N‘R’E}‘ (unidentified Mahasiddha)

G62. De pana ?g'nrq (unidentified Mahasiddha) G82. Nila kha pa ?{m'ﬁn' (unidentified Mahasiddha)
G64. Du la ma ni im‘&ra‘ (unidentified Mahasiddha) G83. Sachuta g% (unidentified Mahasiddha)
G65. Mikala [II] i'ﬂm' (unidentified Mahasiddha) G84. Nara pa &= (unidentified Mahasiddha)

G66. Sa dra zhabs NFERA (unidentified Mahasiddha)

Two Gyantse Paintings and Inscriptions Destroyed
G55. Mahasiddha painting destroyed G63. Mahasiddha painting destroyed

Two Gyantse Paintings: Not Part of the Cycle of 84 Mahasiddhas
G85. Gling ras pa Padma rdo rje %ﬂ:‘xm’u'uﬁﬁ' G86. Pan chen Shri sh’a ri putra np’éﬁ'%ﬂ'?'gﬁ'

INSCRIBED MAHASIDDHA PAINTINGS AT GYANTSE (G1-G86)



PLATE 1

Mahasiddha Liipa “The Fish-Entrails Eater’!

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G1

Palkhor Tsuglagkhang at Gyantse in Southern Tibet

Tibetan inscription reads

Lu i pala na mo @@qmi&f “Veneration to Lu i pa”

At the end of the 8th or beginning of the 9th century there lived
a young king, later known as Litipa, who had only recently
ascended the throne of Singaladvipa? Feeling nothing but
contempt for luxury and power, however, his only desire was
to abdicate his position and become an ascetic. Having been
caught during his first attempt to escape, his movements were
henceforth restrained by golden chains. But one night, after
bribing the guards and disguising himself in rags, Litipa fled
the palace grounds. Wandering throughout India, he lived as
a beggar and slept in cremation grounds. Then one day he
encountered a dakini disguised as a courtesan. She recognized
the pure nature of his mind, which was obscured by nothing
more than a teaspoon of royal pride. The courtesan poured

some rotten food into his clay bowl and sent him off. Disgusted,
he threw her inedible food into the gutter, but the courtesan
had been watching. She cursed him and asked how he could
possibly expect to attain nirvana if merely concerned with the
purity of food. As a result of this episode, he started a twelve-
year sadhana to destroy his prejudices by eating the entrails of
fish discarded by fishermen along the Ganges River.

Luipa sits on the ground with the help of a meditation band
and eats long, noodle-like entrails, which he pulls from the slit
belly of a dead fish. He is watched by the dakini disguised as a
courtesan, who rests close by in a respectful attitude evidently
approving of Luiipa’s accomplishments.

The mahasiddha inscribed as Lu i pa q&= is identical with Laipa (Skt.) of the Caturasiti-

siddha-pravrtti (CSP 1).

According to the inscription, this mural section was sponsored by the noble master from gNas
rnying s, dPal "byor Rin chen suaa@=2425, presumably the painter himself.

Selected references to the iconography of Liiipa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 143-44, no. 1: Luipa.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 31, no. 3: Lu yi pa = L yi pa.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 22-24, no. 1: Luyipa.
Dowman, K. 1985. Masters of Mahamudra, pp. 33-38, no. 1: Liipa.

Published

Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, p. [421], pl. 152: Liipa.

! The epithets after the names of the mahasiddhas are sometimes translations
of the Indian names, but more often relate to incidents in their lives.
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2 Singaladvipa was the name of Sri Lanka, but there existed other kingdoms
with this name on the Indian sub-continent.
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PLATE 2

Mahasiddha Lilapa “The Sensual King’”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G2
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Li la pa la na mo &arwrars & “Veneration to Li la pa”

A South Indian king who lived in the second half of the 9th
century received one day a visit from a wise yogin. The king
took pity on him and said that he certainly must suffer greatly
wandering through the kingdom in such a miserable state. The
yogin denied this, and replied instead that it was the king who
suffered. Baffled by the reply, the king asked why this should
be the case. The yogin explained that a king was always fright-
ened that his subjects might rebel and that he might lose his
kingdom. He further explained that he possessed the secret
teachings on immortality. The king, greatly impressed, took
faith in the yogin but said that it was obviously impossible for
him to wander around like a beggar. Yet he could certainly
meditate in the royal quarters if only the yogin would give him
the necessary instructions. Hearing this, the yogin initiated

the king into Hevajra and gave instructions in single-pointed
meditation. The king then took up the practice on his throne
lined with soft cushions. Due to his fondness of sensual plea-
sures he became famous as Lilapa. But continuing his practice
of single-pointed meditation on the ring of his right hand, he
eventually attained the siddhi of Mahamudra.

Depicted here is a monk seated on an animal skin in the act of
blessing a person prostrating in front of him. A dakint seated
in a yogic posture offers a full skull-cup to Lilapa. Above is
a long-life vase filled with flowers. The artist of this painting
was obviously unaware of the life-story of Lilapa, who should
have been depicted as a king engaged in sensual pleasures,
rather than as a teaching monk.

According to the inscribed name and the concordance, this mahasiddha is identical with
Lilapa (Skt.) of the Caturasiti-siddha-pravrtti (CSP 2).

According to the inscription, this mural section was sponsored by the noble master from gNas

rnying aaR, dPal *byor Rin chen spaagx2585, presumably the painter himself.

Selected references to the iconography of Lilapa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, p. 144, no. 2: Lilapada.

Robinson, J. B. 1979. Buddha’ s Lions, pp. 25-26, no. 2: Lilapa.
Dowman, K. 1985. Masters of Mahamudra, pp. 39—42, no. 2: Lilapa.

Published

Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, p. [421], pl. 152: Lilapa.

! As mentioned, the epithet within quotation marks next to the name of each mahasiddha is not
necessarily a translation of the name, but rather a characterization of the personality.
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PLATE 3

Mahasiddha Virapa “The Dakini-Master”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G3
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Bir wa pa la na mo 3xywars & “Veneration to Bir wa pa”

Virtipa was born in Eastern India and lived during the first
half of the 9th century. Ordained at early age, Viriipa spent
twenty-five years as a monk at Somapura monastery.' After
being expelled from the monastery following a dispute, he
became a wandering ascetic. One time, a thirsty Viripa sat
drinking wine all day in a tavern. When asked by the keeper
to settle the bill, Viriipa offered to pay when the shadow on
the ground reached a certain point. Then he transfixed the sun
and prevented it from moving for two days and one night. The
perplexed king made enquiries. Upon hearing that the sun had
been stopped in its path by a siddha, the king settled the debt.
Virtipa then left and the sun continued its course.

Virlipa, shown here in a cheerful mood, is seated with the help
of a yoga band in the attitude of royal ease on a tiger skin. He
wears a loose cloth with colourful tassles, tied below his large
belly, and is decorated with many beaded bone ornaments and
pieces of jewellery. His right elbow rests upon the shoulder
of a vomiting fellow-drinker, and with his left hand, held in
a gesture of great power, he halts the sun in its course. The
tavern-keeper, who does not quite succeed in hiding all her
charms with a sari, stands in the background. She waits to serve
the drunken Viriipa another skull-cup filled with wine.

The mahasiddha inscribed as Bir wa pa &=z is identical with Virtpa (Skt.) of the Caturasiti-

siddha-pravrtti (CSP 3).

According to the inscription, this mural section was sponsored by the noble master from gNas
rnying R, dPal “byor Rin chen suaa@=2525, presumably the painter himself.

Selected references to the iconography of Virtipa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer (mahasiddhas)”, Baessler-Archiv,

Band V, pp. 145-47, no. 3: Viripa.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 36, no. 8: Bir va pa = Bi rt pa.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 27-32, no. 3: Viriipa.
Dowman, K. 1985. Masters of Mahamudra, pp. 43-52, no. 3: Virupa.

! Modern Paharpur, Rajshahi district, Bangladesh.
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PLATE 4

Mahasiddha Dombipa “The Lord of the Low-Caste”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G4
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Dom bi he ru ka la na mo ?ﬁ%’g’qm‘q'&x" “Veneration to Dom bi he ru ka”

This mahasiddha, later to be known as Dombipa, lived dur-
ing the 9th century and was one of the kings ruling Magadha
in Northern India. He had been initiated by Viriipa into the
Mandala of Hevajra and was regarded as a benevolent ruler.
Later, he forcefully took a twelve-year-old girl from a visiting
group of low-caste singers, and secretly made her his tantric
consort. When after twelve years this became publicly known,
the king abdicated in favour of his son and went with his mis-
tress into the forest. After another twelve years, the fortunes of
the kingdom had diminished to such an extent that the people
invited the former king back onto the throne. Riding on a tigress,
the king and his consort came out of the forest. He declared him-
self to be a low-caste and therefore unfit to rule the kingdom.
However, the king promised to rule after being born again. He

requested to be burned in a great fire together with his con-
sort, and as the flames rose high, the couple transformed into
Hevajra and his consort. Following this event, he became known
as Dombipa, “lord of the low-caste” .

The mural depicts Dombipa in an intoxicated mood seated
on a growling tigress. He drinks from a skull-cup held in his
left hand while brandishing a diamond sceptre in the right.
Jewellery and beaded bone ornaments, including chains across
the chest, adorn his body, and he wears short trousers with
circular decorations His illustrious tantric consort, still look-
ing like the twelve-year-old girl abducted twenty-four years
earlier, holds up another skull-cup for Dombipa. A visionary
dakini with a vase floats in a cloud high above.

The mahasiddha inscribed as Dom bi he ru ka $83=z- is identical with Dombipa, also
Dombiheruka (Skt.) of the Caturasiti-siddha-pravrtti (CSP 4).

According to the inscription, this mural section was sponsored by the noble master from gNas

mying 3R, dPal *byor Rin chen saaad=2535, presumably the painter himself.

Selected references to the iconography of Dombipa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 14748, no. 4: Dombi.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 35, no. 7: Dom bi he ru ka.
Robinson, J. B. 1979. Buddha’s Lions, pp. 33-36, no. 4: Dombipa.
Dowman, K. 1985. Masters of Mahamudra, pp. 5359, no. 4: Dombipa.

Published

Tucci, G. 1941. Indo-Tibetica, Vol. IV, Gyantse ed i suoi monasteri, Parte 1, pp. 155-56; Parte III, fig. 91.
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PLATE 5

Mabhasiddha Savaripa “The Hunter”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G5
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Shwa ba ri pa la na mo Q‘Q'?\'Q'N'q'&" “Veneration to Shwa ba ri pa”

Savaripa was born in the late 8th century into a tribe of hunt-
ers and gatherers named the Sabara; living in the Vindhya
Hills in Northern India. Savaripa made his living as a hunter.
Avalokitesvara took pity on Savaripa’s vicious cycle of being
reborn as a hunter due to the killing of animals. In order to
convert Savaripa, the bodhisattva transformed himself into a
hunter. He broke the hunter’s pride by shooting one hundred
deer with a single arrow. Savaripa’s request to learn how to
shoot an arrow in a similar way was accepted by the bodhi-
sattva, under the condition that the hunter refrain from eating
meat for a month. After this period Savaripa saw himself,
together with his wife, burning in hell inside a mandala that

was specially produced by the bodhisattva. The hunter begged
to be saved from such a fate, and was advised to refrain for-
evermore from taking life. After meditating for twelve years,
Savaripa attained the supreme realization of the Maha-mudra-
siddhi.

Savaripa, the converted hunter, dances full of joy on an ante-
lope skin. He wields a bow above his head and carries a quiver
on his back. Note the two half-carcasses of a wild animal hang-
ing at the ends of the bow. Savaripa looks amorously at his
young dancing consort — perhaps a dakini — who grasps him
with one leg while tempting him with a skull-cup full of wine.

The mahasiddha inscribed as Shwa ba ri pa ga%= is identical with Savaripa (Skt.) of the

34

Caturasiti-siddha-pravrtti (CSP 5). Among the Tibetan names is Ri khrod dbang phyug X5
5ex7 (“mountain lord”), rMa bya gos can xg sy (“the man who wears peacock feathers”),
and Ri khrod mgon po 2F5=&#% (“mountain hermit”) (RBL).

According to the inscription, this mural section was sponsored by the noble master from gNas
mying @a3R, dPal "byor Rin chen saaa@=2535, presumably the painter himself.

Selected references to the iconography of Savaripa

Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,
Band V, pp. 148-50, no. 5: Savari.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 60, no. 27: Sha vari pa.

Robinson, J. B. 1979. Buddha’ s Lions, pp. 37-40, no. 5: Savaripa.

Dowman, K. 1985. Masters of Mahamudra, pp. 60—65, no. 5: Savaripa.

Published
Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, p. [420], pl. 151: Savari.
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PLATE 6

Mahasiddha Saraha “The Great Brahmin”’

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G6
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Sa ra ha la na mo N'R’(j’ﬂd'q'&/' “Veneration to Sa ra ha”

Saraha, a born brahmin, lived in the second half of the 8th
century in Eastern India. By day, he observed the laws of the
brahmins, at night, he practised the Buddhist way of life and
received instructions from Buddhist teachers. This, together
with his habit of drinking wine, scandalized the Brahmins, who
asked the king to exile Saraha. Refusing to admit his drinking
habit, Saraha submitted himselfto a trial to prove his innocence.
After passing several tests, the king declared that if Saraha
had these kinds of powers, he should be allowed to drink. After
singing three didactic songs, the brahmins and the king con-
verted to Buddhism. Saraha later married the fifteen-year-old
daughter of an arrowsmith and settled in a solitary place. One
day, he asked her for a dish of radishes. After preparing the
dish, she could not serve him out of fear of disturbing his medi-
tation, so she quietly withdrew. Saraha remained in meditation

uninterruptedly for twelve years. After finally awakening, the
first thing he did was to shout to his wife for the radishes.
The girl questioned the worth of his meditation, if he wasn’t
even able to cut off the thought of radishes. Abashed by her
words, Saraha devoted himself thereafter to ridding his mind
of conceptional thinking. Eventually he attained the siddhi of
Mahamudra, and together husband and wife entered the realm
of the Dakini’s Paradise.

The mural depicts a cheerful goat-bearded Saraha seated on
a decorated throne with the help of a yoga band. He holds an
arrow received from his wife, the arrowsmith’s daughter. His
wife, dressed in a blouse and short trousers, kneels beside him
and mockingly offers a radish. High above, a deity floats on
the clouds.

The mahasiddha inscribed as Sa ra ha ~=3 is identical with Saraha (Skt.) of the Caturasiti-
siddha-pravrtti (CSP 6). Saraha (“the arrow-shooter”) is rendered in Tibetan mDa’ snun

NERYE.

According to the inscription, this mural section was sponsored by the noble master from gNas

rnying 7R, dPal *byor Rin chen suara@x2525, presumably the painter himself.

Selected references to the iconography of Saraha
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 150-51, no. 6: Saraha.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 33, no. 5: Sa ra ha.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 41-43, no. 6: Saraha.
Dowman, K. 1985. Masters of Mahamudra, pp. 6672, no. 6: Saraha.

Published

Tucci, G. 1941. Indo-Tibetica, Vol. IV, Gyantse ed i suoi monasteri, Parte 1, pp. 155-56; Parte III, fig. 90.
Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, p. [420], pl. 151: Saraha.
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PLATE 7

Mahasiddha Kankaripa “The Widower”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G7
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Ka ka li la na mo ’q"q'&mqﬁf’ “Veneration to Ka ka li”’

In Magadha there once lived a householder of low-caste who
married a girl of his own caste. Subsequently he became
obsessed with sensual pleasure, and failed to direct his mind
towards the virtues of liberation. Following the sudden death
of his beloved wife, he took her body to the cremation ground.
Lost in sorrow, the householder was unable to leave the corpse.
He explained to an inquiring yogin that his hope was exhausted
without his wife. To this the yogin replied that the end of birth
is death and the end of unity is separation. The yogin further
doubted the benefit of guarding a corpse that was like a lump
of clay. On request, the yogin initiated the householder and
bestowed on him the instructions of the essence of selflessness.

After six years of meditation, the householder overcame all
ordinary concepts of his wife through knowing emptiness and
bliss. He awoke from ignorance and experienced pure light
and great joy. Subsequently he became famous far and wide as
the master Kankaripa.

The painting depicts Kankaripa in presumably happy times,
dancing with his beloved wife who offers him a full skull-
cup. She has a nimbus behing her head, and above that floats
a long-life vase with skull-cup. He wears short trousers and
is decorated with beaded bone ornaments. Over his left arm
hangs a swirling shawl.

Based on the concordance of numerous mahasiddhas at Gyantse with the Caturasiti-siddha-
pravrtti (CSP), it can be assumed that Ka ka li 77 is identical with Kankaripa (Skt.) (CSP 7).
Among the Tibetan transcriptions of the Sanskrit name Kankaripa are Kam ka li & (R1B 7),
Kangga la pa mrajarzr (Rtsk 7), and Ko ka li & (KL 9).

According to the inscription, this mural section was sponsored by the noble master from gNas

mying TR, dPal *byor Rin chen saaa@x2525, presumably the painter himself.

Selected references to the iconography of Kankaripa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 151-52, no. 7: Kamkari.

Robinson, J. B. 1979. Buddha’ s Lions, pp. 44—46, no. 7: Kankaripa.
Dowman, K. 1985. Masters of Mahamudra, pp. 73-75, no. 7: Kankaripa.
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PLATE 8

Mahasiddha Minapa “The Fisherman”

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G8
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

T

ibetan inscription reads

Nya nad pa la na mo 5’3\511'04'{34" “Veneration to Nya nad pa”

Minapa was a fisherman who used to catch fish in the Bay of
Bengal. One day he cast his line baited with meat, and a gigan-
tic fish pulled him into the sea and swallowed him. Since his
karmically predestined lifespan had not yet reached its end, the
fisherman lived on inside the fish’s belly. During this period,
Mahadeva’s divine consort, Umadevi, asked the great god for
instructions. To prevent his secret teachings from being over-
heard, Mahadeva requested Umddevi to build an appropriate
shelter under the sea. At the very moment when Mahddeva
began preaching the dharma, the fish that had swallowed the
fisherman swam nearby. Umadevi fell asleep during the teach-
ings, so it was Minapa who acknowledged the understanding
on her behalf. After the goddess woke up and further requested
to be taught, Mahddeva realized with his superior sight that

the person who had heard and responded was a man inside a
fish. After receiving initiation from Mahddeva, the fisherman
meditated inside the belly of the fish for twelve years. Later
the fish was caught, and when the stomach was cut open, there
appeared Minapa. The people were astonished, and the fisher-
man became famous as the siddha Minapa.

The painting depicts an emaciated, grim looking Minapa star-
ing into the skull-cup held in his right hand. He sits inside the
belly of a gigantic fish, rendered by the artist with three fishes
resembling a cave. A visionary manifestation of a dancing
dakint attends Minapa. Just above her floats a long-life vase
topped with a skull-cup.

The mahasiddha inscribed as Nya nad pa g55= is identical with Minapa (Skt.) of the

Caturasiti-siddha-pravrtti (CSP 8). The inscription at Gyantse is a combination of the

Sanskrit name Minapa and the Tibetan name Nya bo pa g%z

According to the inscription, this mural section was sponsored by rNam sras pa s~z and his

brother, and painted by dPal ’byor ba suaradz= of gNas rnying sv3= and his assistants.

Selected references to the iconography of Minapa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 152-53, no. 8: Minapada.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 93, no. 51: Mi na da pa.
Robinson, J. B. 1979. Buddha’s Lions, pp. 47-49, no. 8: Minapa.
Dowman, K. 1985. Masters of Mahamudra, pp. 76-80, no. 8: Minapa.
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PLATE9

Mahasiddha Goraksa ‘“The Cowherd”

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G9
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Gor kha pa la na mo fxmzarsd “Veneration to Gor kha pa”

Inthe 10th century there lived a young cowherd named Goraksa.
One day Mahdsiddha Minapa approached him while search-
ing for someone who could take care of a young prince whose
arms and legs had been cut off. For twelve years Goraksa per-
formed his services for the dismembered prince. Then one day,
when Goraksa arrived as usual, he found the prince stand-
ing on his own feet. He explained this miracle as the result
of a yoga practice learned from Minapa. Refusing the offer of
instruction by the prince, Goraksa returned to Minapa. The

cowherd instead received initiation and empowerment at the
hands of Minapa, who instructed him to teach only those who
requested the dharma. Thereafter Goraksa taught only those
people whose karma had prepared them for initiation.

The painting depicts Goraksa, wearing beaded bone orna-
ments, dancing in an intense, exalted state. He caresses the
sheepdog resting beside him, while his consort offers him a
full skull-cup.

The mahasiddha inscribed as Gor kha pa #=@m= is identical with Goraksa (Skt.) of the
Caturasiti-siddha-pravrtti (CSP 9). The Sanskrit name Goraksa means “cowherd”. The
Tibetan names are Ba glang bsrung ag==y= or Ba glang rdzi agRE.

According to the inscription, this mural section was sponsored by rNam sras pa sz and his

brother, and painted by dPal ’byor ba szaagxza of gNas rnying fsx3= and his assistants.

References

Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, p. 431: Gor kha pa appears not to be a siddha of the

well-known set of eighty-four [not illustrated].

Selected references to the iconography of Goraksa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 153-55, no. 9: Goraksa.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 62, no. 29: Nagabodhi = Na ga bodhi.
Robinson, J. B. 1979. Buddha’s Lions, pp. 50-53, no. 9: Goraksa.
Dowman, K. 1985. Masters of Mahamudra, pp. 81-85, no. 9: Goraksa.
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PLATE 10

Mahasiddha Caurangipa “The Dismembered Prince”

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G10
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Tso rang ki la na mo ?&K‘ﬁm‘q'&" “Veneration to Tso rang ki’

Caurangipa, son of an East Indian king, was twelve years
old when his mother, just before her death, instructed him to
avoid all evil even if his life was at stake. Later, the king took
another wife from a foreign country, but after only a few days
he escaped to the forest to dispel a secret sorrow. Meanwhile,
after the stepmother tried unsuccessfully to seduce Caurangipa,
she planned instead to murder him — something her attendants
refused to do. She therefore tore the clothes from her body
and, pretending to be in agony, caused herself to be covered
in blood from self-inflicted wounds. When the king returned
from the forest she accused her stepson of having violated her.
The king, dismayed, ordered the royal executioners to take the
prince into the jungle and cut off his arms and legs. These loyal
men offered instead to sacrifice one of their own sons, but the
prince rejected this proposal. Minapa, who was passing by,

gave the prince initiation and empowerment in a particular
yoga that would restore his limbs. Among the many miracles
of Caurangipa was an encounter with merchants who falsely
claimed to be charcoal-makers, only to discover later that their
goods had indeed become charcoal, something Caurangipa
later reversed. This mahasiddha, however, known as “the dis-
membered prince” , refused to teach his secrets to anyone.

The mural shows Caurangipa seated with the help of a yoga
band in the attitude of royal ease on an animal skin. The siddha
wears flowers in his hair, beaded bone ornaments, and beaded
chains across the chest. He holds an oil-lamp in his left hand,
and in the background sits a dakini holding a skull-cup. A
visionary deity floats in the clouds above.

The mahasiddha inscribed as Tso rang ki ¥x=4 is identical with Caurangipa (Skt.) of the

Caturasiti-siddha-pravrtti (CSP 10).

According to the inscription, this mural section was sponsored by rNam sras pa zarysz and his

brother, and painted by dPal ’byor ba szaagza of gNas rnying fsa3= and his assistants.

References

Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, p. 431: Tse rang ki appears not to be a siddha of the

well-known set of eighty-four [not illustrated].

Selected references to the iconography of Caurangipa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, p. 155, no. 10: Caurangi.

Robinson, J. B. 1979. Buddha’ s Lions, pp. 54-56, no. 10: Caurangi.
Dowman, K. 1985. Masters of Mahamudra, pp. 86-90, no. 10: Caurangipa.
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PLATE 11

Mahasiddha Vinapa “The Musician”

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G11
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Bin ra pa la na mo 33 xzars& “Veneration to Bin ra pa”

Vinapa was born as the only son of the royal house of Gauda,
at the present border of Bihar and Bengal. At an early age
he loved to sit among musicians and soon learned to play the
lute (vind). He quickly became absorbed in music to such an
extent that he neglected everything else. The king and queen
became worried that the heir-apparent possessed no interest at
all in the affairs of the kingdom. They hoped to cure the prince
of his lute obsession with the help of a highly trained yogin
called Buddhapad. He asked the prince if he would be inter-
ested in practising a sadhana, with the aim of disciplining the
mind as part of dharma practice. The prince agreed, but only
on the condition that he need not give up the lute. Buddhapad

instructed him to stop distinguishing between the sound of the
vind and the hearing of it. He encouraged Vindpa to meditate
with the aim of ceasing all mental obstructions, and to con-
template pure sound free of all distinction between the struck
sound and the mental sensation. After nine years of practice,
the prince attained the Mahamudra-siddhi and became famous
as the master Vindpa.

The mural depicts Vinapa in a cheerful dancing attitude. The
master of the unstruck sound holds an arrow in his hands as if
playing the lute (vind). His dancing consort with the appear-
ance of a dakini offers him a full skull-cup.

The mahasiddha inscribed as Bin ra pa 35== is identical with Vinapa (Skt.) of the Caturasiti-

siddha-pravrtti (CSP 11).

According to the inscription, this mural section was sponsored by rNam sras pa s~z and his

brother, and painted by dPal "byor ba suaag=a of gNas rnying ax3s and his assistants.

Selected references to the iconography of Vinapa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 155-56, no. 11: Vinapada.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 81, no. 43: Ghi na pa = Bhi na sa.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 57-59, no. 11: Vinapa.
Dowman, K. 1985. Masters of Mahamudra, pp. 91-93, no. 11: Vinapa.
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PLATE 12

Mabhasiddha Santipa “The Missionary”

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G12
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Zhi ba lha la na mo an’gmq'&x" “Veneration to Zhi ba lha”

Sdntipa, also known as Ratnakarasanti, who was a brahmin
by birth, lived in the 11th century and studied at the famous
Buddhist monastery of Vikramasila in North-Eastern India.
He became a highly respected teacher and his fame spread
in all directions. At that time, there was a king of Sri Lanka,
named Kabina, who had yet to meet with anyone who could
teach the dharma. Having heard of the great teacher Santipa,
Kabina dispatched a messenger to invite him to his country.
Having arrived at Vikramasila, the messenger delivered splen-
did gifts to gdntipa and told him that the king and the people
of Sri Lanka sent their most profound respects. He explained
that they were barbarians enshrouded in the mist of ignorance,
living on a small island at the edge of the world. He requested
Santipa to take pity on them and come to Sri Lanka to spread

the message of Mahayana Buddhism.' After due consideration
Santipa accepted the offer and travelled with an entourage of
two thousand monks to Sri Lanka. There they stayed for three
years, where they taught the doctrine according to the scrip-
tures. Subsequently they returned home loaded with gifts in
great quantities. Santipa, who lived to a very old age, attained
the highest siddhi of Mahamudra and went to the realm of the
Daka’s Paradise.

The mural depicts a smiling, compassionate Santipa in monk’s
garments displaying the gesture of teaching. A visionary mani-
festation of a dakini wearing a long swirling scarf over her
shoulders kneels respectfully beside him.

Within the sequence of paintings at Gyantse, this mahasiddha in monk’s attire is very likely
meant to represent Santipa (Skt.) of the Caturasiti-siddha-pravrtti (CSP 12). In the spelling of
the Tibetan name, however, there has perhaps occurred a confusion with Santideva (CSP 41),

another mahasiddha in monk’s robes, whose Tibetan name is Zhi la .

According to the inscription, this mural section was sponsored by rNam sras pa s~z and his

brother, and painted by dPal ’byor ba suaradz= of gNas rnying sv3= and his assistants.

Selected references to the iconography of Sz‘mtipa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 156-58, no. 12: Santi.

Schmid, T. 1958. The Eighty-Five Siddhas, pp. 69-70, no. 34: Shan ti pa.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 60—64, no. 12: §a‘mtipa.
Dowman, K. 1985. Masters of Mahamudra, pp. 94-99, no. 12: Sz?mtipa.

! Historians agree that Buddhism was introduced to Sri Lanka in the 3rd century BC. Mahayana Buddhism
flourished alongside the Theravada order from about the 3rd century AD until at least the 10th c.
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PLATE 13

Mahasiddha Tantipa “The Senile Weaver”

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G13
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Tha gan la na mo a’qs\m'q'if “Veneration to Tha gan”

Somewhere in North-Western India there lived during the 9th
century a weaver with many sons who worked hard all his life
and accumulated much wealth. When he was eighty-nine years
old, his wife died and he became increasingly senile and an
object of ridicule. His daughters-in-law therefore decided to
build him a thatched hut in the garden and to feed him there.
It so happened that at that time Guru Jalandharapa visited the
house of the weaver’s eldest son and asked for food. Instead
of accepting an invitation to stay overnight in the house, he
asked permission to sleep in the garden. There he met the old
weaver who complained about his situation. Jalandharapa
gave him initiation into the mandala of Hevajra and other
secret instructions. The weaver practised in complete silence

for twelve years. One night, after forgetting to bring food
during the day, one of the daughters-in-law approached the
weaver’s hut and noticing with great surprise that fifteen
maidens and mounds of food surrounded the old weaver. The
news spread quickly and many people visited him. He then
transformed his body into that of a young man and became
famous as Tantipa.

The painting depicts Tantipa with a long beard and long hair
inside a hut ornamented with hanging textiles and protected by
a wooden roof. Tantipa, seated on a decorated throne, works
at a loom fixed to his waist. One of his daughters-in-law, or
perhaps a dakini, offers him food in a skull-cup.

The mahasiddha inscribed as Tha gan == is identical with Tantipa (Skt.) of the Caturasiti-
siddha-pravrtti (CSP 13). The presence of a loom in the painting justifies an identification of
Tha gan with Tantipada, short form Tantipa, known in Tibetan as Thags mkhan sxarams; (“the

weaver”).

According to the inscription, this mural section was sponsored by rNam sras pa s~z and his
brother, and painted by dPal "byor ba suaag=a of gNas rnying 3= and his assistants.

Selected references to the iconography of Tantipa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 158-59, no. 13: Tanti.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 71, no. 35: Tha ga pa.
Robinson, J. B. 1979. Buddha’s Lions, pp. 65-68, no. 13: Tantipa.
Dowman, K. 1985. Masters of Mahamudra, pp. 100-103, no. 13: Tantipa.
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PLATE 14

Mahasiddha Camaripa (?) “The Shoemaker”

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G14
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription is illegible

Long ago there lived in the town of Visnunagar in Eastern India
a shoemaker with the name Camaripa. Day after day he made
new shoes and repaired old ones. But Camaripa was unhappy
and dreamed of other things. One day he complained to a pass-
ing monk that he was sick of this life of passion and stupidity.
Camaripa revealed that he would like to follow the path of the
Buddha, but until now had never encountered a spiritual friend.
Following a dinner at the shoemaker’ s home, the monk advised
Camaripa to visualize his work as meditation. The shoemaker
abandoned his old house and moved to a quiet place in order
to meditate. During the twelve years of practice, according
to the guru’s instruction, Visvakarman, the celestial crafts-

man, performed the work of the shoemaker. In time Camaripa
explained to the ignorant inhabitants of Visnunagar the benefit
of a guru’s instruction and expounded to them many different
doctrines and related techniques. The shoemaker thereafter
became famous as the siddha named Camaripa.

The painting depicts a master, presumably Camaripa, dancing
in an exalted state on a tiger skin, brandishing in his left hand
a skull-cup. Behind his head is a large, red nimbus. He wears
beaded bone ornaments and two beaded chains across the chest.
His attendant watches him with patience and devotion.

The Tibetan inscription is illegible. However, the concordance of the first twenty-five
mahasiddha of the Gyantse cycle otherwise correspond with the Caturasiti-siddha-pravriti
(CSP). In spite of the illegible inscription, it is therefore very likely that the painted

mahasiddha in dancing posture represents Camaripa (Skt.), “the shoemaker” (CSP 14).

Among the Tibetan transcriptions of the Sanskrit name Camaripa are Tsa ma’i ri pa
Sa@Rzr (RtB 14), Tsa mari pa &xz (Rtsk 14 & KL 17).

According to the inscription, this mural section was sponsored by rNam sras pa gsryx= and his
brother, and painted by dPal *byor ba suaag=a of gNas rnying ax3= and his assistants.

Selected references to the iconography of Camaripa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 159-60, no. 14: Camara.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 86, no. 46: Ku ma ra.
Robinson, J. B. 1979. Buddha’s Lions, pp. 69-71, no. 14: Camaripa.
Dowman, K. 1985. Masters of Mahamudra, pp. 104—107, no. 14: Camaripa.
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PLATE 15

Mahasiddha Nagarjuna ‘“The Philosopher

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G15
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Klu sgrub la na mo @iqmiéf “Veneration to Klu sgrub”

There existed more than one master with the name Nagarjuna.
The earliest one, known as Arya Nagarjuna, was born as a
brahmin in Southern India in the 2nd century AD. By the time he
reached the age of twenty he was famous for his achievements
in brahmanical studies. Thereafter he gave up learning and
instead searched for sensual pleasures. As a result of the tragic
death of three friends during an assault on a woman in a king’s
palace, Nagarjuna renounced the world and became ordained
as a Buddhist monk. He mastered in a short time the Tripitaka
and Mahdayana Sitras, but still dissatisfied he wandered all
over India in search of “missing siitras” . He was a great phi-
losopher, able to defeat all challengers in debate including any

brahmin. In time Nagarjuna wrote the Madhyamika Sastra as
the foundation of his own school. He was also the author of
some of the Prajiaparamita Sitras and commentaries, and is
sometimes called the “Second Buddha” .

The siddha depicted here represents perhaps the Nagarjuna of
the Tibetan lineages, who lived during the later part of the 8th
and the early 9th centuries. He was a disciple of Saraha (Plate
6), who initiated him into the Guhyasamaja and Samvara
Tantras. The image depicts Nagarjuna as a monk with a halo
formed by seven snakes. In Tibetan art, he is usually shown in
this way. A dancing consort offers Nagarjuna a full skull-cup.

Klu sgrub ¥ depicted with a snake-hood, is beyond any doubt identical with Nagarjuna
(Skt.) of the Caturasiti-siddha-pravrtti (CSP 16). The prominence of the position next to the
central statue of Vajradhara must have been the reason for the exchange of positions between
Khadgapa (CSP 15) and Nagarjuna (CSP 16). Among the Tibetan transcriptions of the
Sanskrit name Nagarjuna are Na ga’i dzu na iuﬁ-gq- (RtB 16) and Na ga rdzu na FIES (KL 19).

Among the Tibetan names are Klu sgrub I (Rtsk 16), Klu sgrub snying po gin'ﬁz'il" (GsB 1),

and Klu sgrub zhabs gur TYTENIE (RtD 16).

According to the inscription, this mural section was sponsored by the noble master from gNas

rnying 7, dPal *byor Rin chen spara@x2525, presumably the painter himself.

Selected references to the iconography of Nagarjuna
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 161-63, no. 16: Nagarjuna.

Schmid, T. 1958. The Eighty-Five Siddhas, pp. 26-27, no. 1: kLu grub = kLu grub snying po.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 75-80, no. 16: Nagarjuna.
Dowman, K. 1985. Masters of Mahamudra, pp. 112-22, no. 16: Nagarjuna.

! This ephithet rather fits Arya Nagarjuna of Southern India, born in the 2nd century, than the

Nagarjuna of the Tibetan lineages.
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PLATE 16

Mahasiddha Khadgapa ‘“The Swordsman”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G16
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Khar ka pa la na mo rnx"q'qm'q'if “Veneration to Khar ka pa”

Khadgapa was born into a low-caste family of farmers some-
where in Northern India at the beginning of the 10th century. He
abandoned his work as a farmer to become a professional thief.
Once, after an unsuccessful attempt to rob a wealthy household,
Khadgapa took shelter in a cremation ground and there met the
yogin Carpati (Plate 56). When asked by the thief about his pres-
ence there, Carpati replied that he was meditating in order to
escape the fearful cycle of birth and death. When further ques-
tioned about the purpose of meditation, Carpati explained that
a yogin could attain a high birth as a result. He told Khadgapa
that he too might achieve the same goal if only he tried, and
questioned him why he failed to practice the Buddha’s teaching.
To this Khadgapa replied that as a thief he had no time to medi-
tate in a cremation ground, but instead needed the invincibility
that would protect him from being caught during the act of steal-
ing. After bestowing initiation and empowerment on the thief,
Carpati instructed him in this manner: “Circambulate the statue
of Avalokitesvara in the Gauri-Sankar temple day and night for

twenty-one days until a snake glides out from beneath the statue.
You must seize it by the head without fear.” The robber followed
these instructions exactly, and as a result the snake turned into a
sword. Thus holding the sword of awareness, he purified himself
of all intentions of stealing. After this great success he became
known as Khadgapa, the swordsmen. He preached the dharma
for twenty-one days to the people of Magadha, and then contin-
ued on to the Realm of the Dakinis in his own body.

The siddha, though apparently resting comfortably on an ani-
mal hide with the help of a yoga band, is in a state of intense
concentration. Khadgapa works diligently with a set of tools,
including a small hatchet or hammer held in his right hand. He
is dressed in short trousers and wears beaded bone ornaments.
A dakint kneeling under a coconut tree offers him food in a
skull-cup, but for the moment Khadgapa ignores her while he
continues with his important job.

The mahasiddha inscribed as Khar ka pa p=mz is identical with Khadgapa (Skt.) of the Catura-
siti-siddha-pravrtti (CSP 15). The positions of Khadgapa (CSP 15) and Nagarjuna (CSP 16)
are exchanged in order to give the latter the prominent position next to the central statue of

Vajradhara.

According to the inscription, this mural section was sponsored by the noble master from gNas

mying 3R, dPal *byor Rin chen saaad=2525, presumably the painter himself.

Selected references to the iconography of Khadgapa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 16061, no. 15: Khadga.

Robinson, J. B. 1979. Buddha’s Lions, pp. 72—74, no. 15: Khadgapa.
Dowman, K. 1985. Masters of Mahamudra, pp. 108-11, no. 15: Khadgapa.
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PLATE 17

Mahasiddha Kanhapa “The Dark Man”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G17
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Ka na pa la na mo ’q'q'n'm'q'if “Veneration to Ka na pa”

Kanhapa, also known as Krsnacarya, was a monk of dark com-
plexion who studied at Somapuri monastery in Eastern India.
His guru was Jalandhara who initiated him into the mandala
of Hevajra. After practising his sadhana for twelve years,
Kanhapa was rewarded with a vision of Hevajra and his reti-
nue. This inflated his pride to such an extent that he wanted to
test his powers. He succeeded in impressing his footprint into
a rock and achieved levitation. Ignoring a warning by a dakini
to return to his practice, Kanhapa told his disciples that they
would all travel together to the island of Sri Laiika to con-
vert the inhabitants. When they reached the strait separating
Sri Larika and India, his inflated pride tempted him to cross
the sea by walking on the water. Realizing that even his guru
lacked this gift, he sank into the sea and eventually washed
ashore. There Kanhapa noticed Jalandhara floating in the sky
above him. Upon being asked where he wished to go, Kanhapa

told his guru of his intentions and, still prideful, boasted that
his powers were superior to those of his guru. Jalandhara
advised him instead to go to Pataliputra (Bihar) and search
for a weaver, who was a pupil of his. “Obey him and you will
eventually attain the ultimate truth, which you obviously have
not yet mastered,” said the master. Kanhapa accordingly went
in search of the weaver but failed to obey him faithfully. Yet at
the end of his life, when dying, Kanhapa finally attained the
Dakini’s Paradise.

Under a large tree, grim-faced Kanhapa rides on the back of
a naked man, who holds in his right hand a skull-cup while
performing with the same hand the gesture of exorcism. Two
dakinis, one light-skinned and one dark-skinned, look upon the
spectacle with concern.

The mahasiddha inscribed as Ka na pa m5z is identical with Kanhapa (Skt.) of the Caturasiti-

siddha-pravrtti (CSP 17). Kanhapa is also known as Krsnacarya or Krsnacari.

According to the inscription, this mural section was sponsored by the noble master from gNas

rnying 7R, dPal *byor Rin chen suara@z2525, presumably the painter himself.

Selected references to the iconography of Kanhapa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 163-65, no. 17: Krsnacarl.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 57, no. 24: Nag po spyod pa.
Robinson, J. B. 1979. Buddha’s Lions, pp. 81-85, no. 17: Kanhapa.
Dowman, K. 1985. Masters of Mahamudra, pp. 123-31, no. 17: Kanhapa.
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PLATE 18

Mahasiddha Aryadeva

Also known as Karnaripa “The One-Eyed”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G18
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Ka na rila na mo ’q'q"im'q'&? “Veneration to Ka na ri”

Aryadeva was the abbot of the famous monastery of Nalanda
in Northern India. Not being satisfied with his achieve-
ments, however, he decided to leave the monastery to find
the great Nagarjuna in order to gain liberation. With the
help of Bodhisattva Manijusri in the guise of a fisherman, he
eventually found Nagarjuna in a forest preparing the elixir of
immortality. Aryadeva prostrated before the great teacher and
humbly asked for instructions. Nagarjuna initiated him into
Guhyasamdja and allowed him to stay with him and practice.
When begging for food, Nagarjuna always collected very lit-
tle, while Aryadeva would return with piles of delicious food.
Nagarjuna told his disciple that lustful women provided his
food and therefore it was unwholesome. The master ordered
his disciple to eat in future only what he could lift with the end
of a pin. Although restricted to his hut, Aryadeva neverthe-
less received food from a naked tree-nymph. When Nagarjuna
learned what had happened, he went to the particular tree and
called to her. The nymph appeared but modestly refused to

expose herself, claiming that while Aryadeva was free from
passion, Nagarjuna still possessed traces of lust. When he had
finished mixing the elixir of eternal youth, Nagarjuna handed
the bowl to his disciple to drink some of it. Aryadeva instead
smashed the bowl against a tree, which instantly burst into
flower. After this he took a bucket of water, urinated into it,
and handed this to his guru, who threw the contents at another
tree, which also bloomed spontaneously. Nagarjuna realized
that his disciple had mastered the realizations. Later Aryadeva
was approached by a woman who said that she needed one
of his eyes. After plucking out his right eye to give to her, he
became known as Karnaripa, “the one-eyed”, and proceeded
to teach countless beings.

The mural depicts Aryadeva not as a monk, but as a danc-
ing siddha together with an attendant, who offers him food
in a skull-cup. One wonders whether the illustration actually
depicts a different siddha than Aryadeva.

The mahasiddha inscribed as Ka na ri 152 is identical with Aryadeva (Skt.) of the Caturasiti-
siddha-pravrtti (CSP 18), who is also known as Karnaripa (“the one-eyed”).

According to the inscription, this mural section was sponsored by the noble master from gNas

rnying xR, dPal “byor Rin chen suaa@=2525, presumably the painter himself.

Selected references to the iconography of Aryadeva
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 165-67, no. 18: Karnari.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 28, no. 2: A rya de wa = A rya de ba.

Robinson, J. B. 1979. Buddha’s Lions, pp. 8689, no. 18: Karnaripa.
Dowman, K. 1985. Masters of Mahamudra, pp. 132-37, no. 18: Aryadeva (Karnaripa).
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PLATE 19

Mahasiddha Thaganapa “The Habitual Liar”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G19
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Tha ga na la na mo a’q'a\m's"if “Veneration to Tha ga na”

Thaganapawas a habitual liar of low caste, who lived in Eastern
India. One day while sitting on a tree trunk, planning ways of
cheating people, a Buddhist monk passed by. Upon being asked
by the monk what he was doing, Thaganapa replied that he did
not want to tell him. “Do not tell lies,” the monk said. “If you
speak untruly, your karma will be affected in various ways and
you will be reborn in hell. The more you tell lies, the more you
believe that telling lies is the normal way, and the more your
habit of lying is reinforced. As a result, your breath smells foul,
and your speech is unconvincing and therefore ineffectual.”
Thaganapa, who had never thought about the results of his
lying, became very scared and addressed the monk truthfully:
“I am called Thaganapa because I am always telling lies, and
I wonder what I can do about this habit.” Asked by the monk
if he would like to practice the dharma, Thaganapa agreed if
he could receive the teachings. “But since I have been accus-

tomed to lying all my life, it may not be possible for me to
stop.” The monk replied that there existed a way, which did
not require giving up lying. “This particular meditation uti-
lizes deception as a remedy to deception.” As instructed by
the monk, Thaganapa meditated seven years upon perceptual
knowledge as deception, and his belief in deception as a lie.
Because of this practice, Thaganapa obtained siddhi, and
after instructing many others accordingly, finally attained the
Dakini’s Paradise.

Thaganapa appears as a friendly, preaching monk seated
under a tree. His right hand shows the gesture of argumenta-
tion; in his left hand is a full skull-cup. He is attended by a
dancing woman, distinguished as married by the blouse she
wears.! Although the monk is identified by the inscription as
Thaganapa, another siddha might actually be depicted.

The mahasiddha inscribed as Tha ga na s=y5 is identical with Thaganapa (Skt.) of the
Caturasiti-siddha-pravrtti (CSP 19). Among the Tibetan transcriptions of the Sanskrit name
Thaganapa are Tha ga na =157 (R£B 19) and Tha ka na =75 (Rtsk 19). In Tibetan, he is known
as rDzun smra ba gy~ (“the liar”) and 1Tag tu rdzun smra ba ggzsy= (“he who always

lies”).

According to the inscription, this mural section was sponsored by the noble master from gNas
mying 3R, dPal *byor Rin chen saaadz2525, presumably the painter himself.

Selected references to the iconography of Thaganapa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 167-68, no. 19: Thagana.

Robinson, J. B. 1979. Buddha’s Lions, pp. 90-92, no. 19: Thaganapa.
Dowman, K. 1985. Masters of Mahamudra, pp. 138-41, no. 19: Thaganapa.

! As such she is distinct from the consorts and dakinis with bare breasts depicted in

other paintings.
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PLATE 20

Mahasiddha Naropa ‘“The Unshakeable”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G20
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Na ro pa la na mo q"fmmq'&" “Veneration to Na ro pa”

Naropa, supposedly the offspring of a mixed-caste union,
earned his living as a wood-gatherer in Pataliputra (Bihar).
Not satisfied with his life, and after hearing about the great
Tilopa, he decided to leave Pataliputra in search of him.
Travelling all over Northern India, he asked everywhere about
the whereabouts of Tilopa. After many years in search of his
guru, he finally met him on the road, and after prostrating in
the dust, addressed Tilopa as guru. “I am not your guru, and
neither are you my disciple!” answered the enraged Tilopa,
who then hit him furiously. Naropa’s devotion was unshaken,
however, and he went in search of food and brought it to
Tilopa. The master ate, and then beat Naropa again in fury.
For twelve years Naropa served his guru without complaint,
and only then, after presenting a particularly delicious curry,

did Tilopa bestow the proper initiation and instruct him in
meditation. It took Naropa just six month of practice to attain
the Mahamudra-siddhi.

The above synopsis of the life of Naropa, as described in the
Caturasiti-siddha-pravrtti (CSP 20), does not do justice to this
famous teacher. Nothing is mentioned about Naropa being the
son of a royal Bengali brahmin family, or that he might have
been the abbot of the famous Buddhist University of Nalanda
in Bihar. Naropa was a great practitioner of various tantras,
especially those concerning Samvara, Hevajra, and Kalacakra.
As a teacher of Mar pa a=zr (1012—-1097) and other Tibetans
who visited India, Naropa had a great impact on the develop-
ment of the bKa’" brgyud =wezgs tradition in Tibet.

The mahasiddha inscribed as Na ro pa ¥z is identical with Naropa (956-1040) (Skt.) of the
Caturasiti-siddha-pravrtti (CSP 20). Among the Tibetan transcriptions of the Sanskrit name
Naropa are Na ro i}: (RtB 20), Na ro pa i‘x’u (Rtsk 20), and Na ro pa §¥z (KL 24). In Tibetan,

he is known as rTsa bshad pa gags=.

According to the inscription, this mural section was sponsored by the noble master from gNas

rnying aagR, dPal *byor Rin chen snaagx2585, presumably the painter himself.

Selected references to the iconography of Naropa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 168—69, no. 20: Naro.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 45, no. 16: Na ro pa.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 93-95, no. 20: Naropa.
Dowman, K. 1985. Masters of Mahamudra, pp. 142—47, no. 20: Naropa.
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PLATE 21

Mabhasiddha Syalipa “The Jackal-Man”

Wall painting. Height approx. 50 cm

Northern wall of the Lamdre chapel: painting no. G21
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Sha mi pa la na mo \q'ﬁ'umq'&/’ “Veneration to Sha mi pa”

s yalipa was of low-caste and lived near the cremation ground
of the city of Vighdsura. At night packs of jackals would roam
the cemetery in search of bones. Their howling terrified him
to such an extent that the fear became an obsession. Then one
day a Buddhist monk came to his hut to beg for food. Syalipa
brought him food and drink. The monk in return preached
about the rewards of generosity. fyalipa acknowledged the
discourse with thanks and addressed the monk: “Could you
please be so generous as to teach me how to overcome fear?”
When asked by the monk about the object of his fear, Syalipa
specified: “I live near the cemetery, and I have become ter-
rified of the jackals that roam there every night”. “I know a
mantra that will help you cure your fear,” the monk replied.
“But first you should take initiation.” Syalipa offered what lit-
tle gold and silver he had as an initiation fee. After bestowing
empowerment upon him, the monk gave him instruction upon
“the fear that destroys fear”. He continued and instructed

Syalipa to meditate constantly upon all sounds as identical to
the howl of a jackal. “First you must build a little hut inside
the cemetery and live there,” the monk advised. Syalipa acted
accordingly, and through meditation he realized that all sounds
were inseparable from emptiness, and thus overcame his fear
of the howling of the jackals. After nine years of meditation he
purified the stains of mind and body and obtained the siddhi of
Mahamudra. He wore a jackal skin and became known as the
Jjackal-man or jackal-siddha.

The painting depicts a joyful Syalipa wearing a pair of tight,
short trousers, sitting under an umbrella on a jackal skin in a
yoga posture with the aid of a yoga band. He is drinking from
a skull-cup. His consort, a dakini with bare breasts clad identi-
cally, stands under a tree in the background, ready to attend to
the master.

Although the Tibetan spelling is inaccurate, the mahasiddha inscribed as Sha mi pa q&= is
likely identical with Syalipa (Skt.) of the Caturasiti-siddha-pravriti (CSP 21). Syalipa or
Salipa is derived from Srgalapada (“jackal-man™), translated in Tibetan as sPyan ki pa gﬁnx
Among the Tibetan transcriptions of the Sanskrit name Syalipa are Sha yi pa q&= (R¢B 21),
Sha li pa q&= (KL 25), and Si ya li &w& (AS 70).

According to the inscription, this mural section was sponsored by dPal mchog pa suaa&Eayz,

and painted by dPal ’byor ba srara¥== of gNas mying siv3= and his assistants.

Selected references to the iconography of Syalipa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 16970, no. 21: Sali.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 118, no. 71: Si ya li.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 96-97, no. 21: §alipa.
Dowman, K. 1985. Masters of Mahamudra, pp. 148-50, no. 21: Syalipa.
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PLATE 22

Mahasiddha Tilopa ‘“The Renowned Renunciate”

Wall painting. Height approx. 50 cm

Northern wall of the Lamdre chapel: painting no. G22
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Ti lo pa la na mo §&zars 3 “Veneration to Ti lo pa”

The renowned sage Tilopa was the teacher of the king of
Visnunagar in West Bengal. For his services to the king and
his teachings of the Buddha’s doctrine to countless disciples,
he received every day the princely sum of five hundred gold
coins. Still, Tilopa felt uneasy and reflected on the meaning-
lessness of his existence. When he tried to resign, his followers
did everything to prevent him from leaving. One day he finally
decided to escape. To accomplish this, he exchanged his
monastic robes for patched rags. Before leaving, he left a note
in his room announcing that he would not return, and advis-
ing that nobody should follow him. Tilopa proceeded to Karict
and settled down in a cremation ground. Daily he practised

his sadhana and begged for food. Following the encounter
with Naropa (Plate 20), his daily needs were taken care of
by this new disciple. After many years of practice he attained
Mahamudra-siddhi, and became famous as the master Tilopa.

Tilopa is depicted as an anxious man lost in his thoughts, rest-
ing his head on his hands, which in turn are supported by a
standing oil-lamp. He wears the beaded bone ornaments of
a tantric ascetic, with two beaded chains across his chest. At
the side a spirit-like manifestation, armed with a sword and a
shield, is possibly the result of a hallucination by Tilopa.!

The mahasiddha inscribed as Ti lo pa 4= is identical with Tilopa (Skt.) of the Caturasiti-
siddha-pravrtti (CSP 22). Among the Tibetan transcriptions of the Sanskrit name Tilopa are
Ti la blo pa §agz (RfB 22), Ti lla pa jaaz (Rtsk 22), Tai lo pa &= (KL 23), Ti lli pa §adz
(STh 23), and Te lo pa 5= (AS 27). His Tibetan names include sNum pa g, Mar nag "tsong
mkhan a=xaaa$zamy, and Til brdung mkhan farsgzams.

According to the inscription, this mural section was sponsored by dPal mchog pa sraa&Eayz,
and painted by dPal byor ba szara¥=z of gNas mying aga3= and his assistants.

Published

Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, p. [422], pl. 153: Tilopa.

Selected references to the iconography of Tilopa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, p. 170, no. 22: Tillo.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 54, no. 23: Ti lli pa = Te lo pa.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 98-99, no. 22: Tilopa.
Dowman, K. 1985. Masters of Mahamudra, pp. 151-55, no. 22: Tilopa.
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PLATE 23

Mahasiddha Catrapa “The Fortunate Beggar”

Wall painting. Height approx. 50 cm

Northern wall of the Lamdre chapel: painting no. G23
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Ba ta pa la na mo :1'5';1'6:4’5’34/' “Veneration to Ba ta pa”

Catrapa, a low-caste beggar who lived in Sandhonagar, always
carried a manuscript with him. It happened one day that he
encountered a well-disciplined yogin who asked him what he
was doing. Catrapa replied that he was begging for his liveli-
hood. When asked by the yogin if he required a path for his
next life, the beggar requested the way to be explained. The
yogin then bestowed upon Catrapa the initiation and empow-
erment of the deity Hevajra, together with these instructions:
“Confess all your sins; meditate upon pleasure day and night.
Consider your body as the result of past actions, and your
future as dependent on your mind. If you meditate this way
for a long period of time, signs of success will arise progres-

sively and you will accomplish Buddhahood in this lifetime.”
After receiving these instructions from the guru, Catrapa prac-
tised his meditation accordingly. After six years he obtained
Mahamudra-siddhi. As a result, he became famous as the
master Catrapa, and eventually, after seven-hundred years, he
entered the Dakini’s Paradise.

The bearded Catrapa, dressed in monk’s robes, sits in a relaxed
and contented mood on an animal skin. At the side kneels a
dakini, the right hand cupped at the ear to improve her hearing.
In her left hand she holds a skull-cup.' Luxuriant foliage —
leaves, stalks, flowers, and trees — surrounds the entire scene.

The mahasiddha inscribed as Ba ta pa 5= is identical with Catrapa, or properly Cattrapada
(Skt.), “the one with the book” (Tib.: Chos khur nas blong) #Fg=s~gz, of the Caturasiti-
siddha-pravrtti (CSP 23). Among the Tibetan transcriptions of the Sanskrit name Catrapa, are
Tsi tra ri pa¥5R= (RtB 23), Tsa ta pa $5z (KL 26), and Tsa tra pa &gz (RtP 23).

According to the inscription, this mural section was sponsored by dPal mchog pa sraa&Eayz,
and painted by dPal byor ba szara¥=z of gNas mying aga3= and his assistants.

Published

Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, p. [422], pl. 153: Ba ta pa.

Selected references to the iconography of Catrapa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, p. 170, no. 23: Catra.

Robinson, J. B. 1979. Buddha’s Lions, pp. 100-102, no. 23: Catrapa.
Dowman, K. 1985. Masters of Mahamudra, pp. 15658, no. 23: Catrapa.

! In Tibetan paintings, Catrapa is often shown as a monk reading.
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PLATE 24

Mahasiddha Bhadrapa ‘“The Auspicious Brahmin”

Wall painting. Height approx. 50 cm

Northern wall of the Lamdre chapel: painting no. G24
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Bra ta pa la na mo 5'51!'04'3\'&7' “Veneration to Bra ta pa”

In a place named Manidhara, a brahmin lived a luxurious life
with a circle of friends. One day, when staying alone at his
home, he saw the approach of a well-disciplined yogin who
was begging for food. “You are impure!” shouted the brahmin.
“Get out before my friends return and see you!” After the yogin
quietly inquired about what was impure, the brahmin barked:
“Unwashed, naked, carrying a skull-bowl, consuming polluted
food, born of low caste!” “These things are not impure,” the
yogin replied. “Meanness in body, speech, and mind, those
are impure and cannot be washed away.” The yogin further
explained that only by bathing in the guru’s instructions, pure
from the beginning, could one become pure. The brahmin
was impressed and asked for further instructions. “Give me
food, and I will instruct you.” The brahmin replied that his
friends and household would object, and that it would be bet-
ter to visit the yogin at his home. “I live in the cemetery,” the
yogin replied. “Come, and bring wine and pork.” The brahmin

winced,' but agreed to visit him only at night, when nobody
could see him. When darkness fell, the brahmin went to the
dwelling of the yogin and served him with pork and wine. As a
first instruction, in order to break his pride and to demonstrate
correct vision, the yogin told the brahmin to sweep the latrine
and plaster the hut. The brahmin realized the symbolic mean-
ing of these actions. He forsook his caste, became an ascetic,
and after six years achieved the Mahamudra-siddhi. Famous
as the siddha named Bhadrapa, he eventually attained the
Dakini’s Paradise.

The siddha Bhadrapa dances in an exalted state on an animal
hide, brandishing in his right hand a skull-cup. He is clad
in a pair of short, tight trousers decorated with blue and red
stars, and wears precious ornaments. His consort watches him
attentively while dancing in a somewhat restrained state of
excitement.

The mahasiddha inscribed as Bra ta pa g5 is identical with Bhadrapa (Skt.) of the Caturasiti-

siddha-pravrtti (CSP 24). Among the Tibetan transcriptions of the Sanskrit name Bhadrapa,

which is a corrupt form of Bhadrapada (“‘aus-picious one”), are Bha ta pa gw= (RtB 24) and

Bha dra pa g5z (Rtsk 24).

According to the inscription, this mural section was sponsored by dPal mchog pa suaa&Eayz,

and painted by dPal ’byor ba srara¥== of gNas mying qpv3= and his assistants.

Selected references to the iconography of Bhadrapa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 171-72, no. 24: Bhadra.

Robinson, J. B. 1979. Buddha’s Lions, pp. 103—105, no. 24: Bhadrapa.
Dowman, K. 1985. Masters of Mahamudra, pp. 159—62, no. 24: Bhadrapa.

! Among other taboos, brahmins are not permitted to touch pork meat or wine.
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PLATE 25

Mahasiddha Dukhandi ‘“The Rag Man”

Wall painting. Height approx. 50 cm

Northern wall of the Lamdre chapel: painting no. G25
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Da khan di la na mo 5@@"%’&5’&" “Veneration to Da khan di”’

In a city called Gandhapur there lived Dukhandi, a man of the
sweeper caste, who lived by scavenging rags, which he skil-
fully patched together. One day he met an accomplished yogin
who asked him how he could live such a miserable life of pov-
erty. After being asked if his life would not be more profitable
through practising the dharma, Dukhandi doubted that anyone
would be willing to teach him. To this the yogin replied that
he would be more than willing to give him initiations and the
necessary instructions. And so it was done; the yogin initiated
the beggar into Cakrasamvara and gave him the instructions
into the Developing Stage, the Perfecting Stage, and their
ultimate Integration. The scavenger attempted to meditate,
but was distracted by his preoccupation with stitching rags.
Dukhandi complained to his guru that he was unable to visual-
ize the deity and concentrate upon the recitation of the mantra.

The yogin thus gave his disciple the instructions that would
transform his thoughts into the path itself. Following these,
Dukhandi gradually succeeded in dissolving all his thoughts
about stitching, the deity, and the mantra into the realm of
dharma-nature. After twelve years, he succeeded in the real-
ization of the Mahamudra-siddhi, and serving countless living
beings, Dukhandi finally attained the Dakint’ s Paradise.

The painting depicts a dark-skinned Dukhandi under an
umbrella, clad in short, green trousers, wearing bone ornaments
and a rag tied around his head. He sits in a relaxed attitude on
an animal skin with the aid of a yoga band, and looks atten-
tively upwards. The manifestation of a sparsely dressed dakini
kneels beside him and offers a skull-cup presumably filled with
an intoxicating drink.

The mahasiddha inscribed as Da khan di 5ps75 is identical with Dukhandi (Skt.) of the
Caturasiti-siddha-pravrtti (CSP 25). In Tibetan, he is also known as gNyis gcig tu byed pa

uﬁ&'q‘%q'@@ﬁu‘ (“he who makes two into one”, or “he who unites duality”).

According to the inscription, this mural section was sponsored by dPal mchog pa sraraEayz,

and painted by dPal ’byor ba sraradz= of gNas mying apv3= and his assistants.

Selected references to the iconography of Dukhandi
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, p. 172, no. 25: Khand.

Robinson, J. B. 1979. Buddha’s Lions, pp. 106—-107, no. 25: Dhukhandi.
Dowman, K. 1985. Masters of Mahamudra, pp. 163—65, no. 25: Dukhandi.
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PLATE 26

Mahasiddha Ayogi (?) “The Useless”

Wall painting. Height approx. 50 cm

Northern wall of the Lamdre chapel: painting no. G26
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Rud pu ka la na mo ﬁ'g’qm's\'if “Veneration to Rud pu ka”

In the city of Pataliputra (Bihar) lived a wealthy householder
blessed with a son. As he grew up, the son became so fat he
was unable to stand or walk or sit up and eat by himself. His
parents grew increasingly worried, for neither encouragement
nor abuse was of any use. Eventually, they carried him to the
cemetery ground and abandoned him. After a while, a yogin
took notice of the boy and brought food. However, he was
unable to sit up and eat. The yogin then asked how he could
do anything if he was incapable of even sitting up. To this the
boy replied that he was entirely useless and thus his parents
had abandoned him in the cemetery to die. The yogin then
asked the boy if he would be able to practice the dharma while
lying down. The boy confirmed his willingness if only some-
one would be ready to teach him. The yogin proceeded to give

him the initiation of Hevajra and the instructions of the stages
of lesser consummation, advising the boy to meditate by con-
densing the three world systems into a drop the size of a white
mustard seed, on the tip of your nose. Meditating this way, the
boy finally succeeded in dissolving the three worlds and the
mustard seed into emptiness. After nine years of meditation he
realized the Mahamudra-siddhi and became renowned as the
siddha named Ayogi.

The painting depicts the naked siddha wearing bone ornaments
and two beaded chains across the chest. Wielding a staff, he is
dancing in an exalted state on an animal skin. A dakini looks
up at him full of admiration and offers a full skull-cup.

The mahasiddha inscribed as Da khan di 5ps75 is identical with Dukhandi (Skt.) of the
Caturasiti-siddha-pravrtti (CSP 25). In Tibetan, he is also known as gNyis gcig tu byed pa

uﬁ&'q‘%q'@@ﬁu‘ (“he who makes two into one”, or “he who unites duality”).

According to the inscription, this mural section was sponsored by dPal mchog pa sraraEayz,

and painted by dPal ’byor ba sraradz= of gNas mying apv3= and his assistants.

Selected references to the iconography of Dukhandi
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, p. 172, no. 25: Khand.

Robinson, J. B. 1979. Buddha’s Lions, pp. 106—-107, no. 25: Dhukhandi.
Dowman, K. 1985. Masters of Mahamudra, pp. 163—65, no. 25: Dukhandi.
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PLATE 27

Mahasiddha Kalapa ‘“The Handsome Yogi”

Wall painting. Height approx. 50 cm

Northern wall of the Lamdre chapel: painting no. G27
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Par ka li la na mo mx’q'&mq'&f‘ “Veneration to Par ka li”

During the 12th century there lived in Rajapura an extraordi-
narily handsome man named Kalapa. As a result of meditating
on patience in a previous life, he was endowed with very attrac-
tive features. This caused people in the streets to stop and stare
at him, which irritated Kalapa so much that he decided to
renounce the world and go live in a cremation ground. A yogin
who sympathized with his plight offered him initiation and
instructions into Cakrasamvara. Meditating upon the mean-
ing of creative and fulfilment meditation, Kalapa succeeded
in dissolving the dualistic perception of self and other beings.
His resulting spontaneous behaviour, free of all embarrass-
ment, prompted the people of Rajapura to call him crazy. After

explaining that his actions arose from the non-dualistic power
of bliss, he levitated to the height of seven palms and displayed
miracles. This changed the attitude of the people, who there-
after called him Siddha Kalapa. He eventually reached the
Dakini’s Paradise.

The painting depicts an animated Kalapa seated beside a bag
with his belongings, under an umbrella. The location is obvi-
ously a cemetery, as indicated by the five skulls upon which he
is seated. In his right uplifted hand he brandishes a diamond
sceptre while gesticulation with the left hand. Behind the yogi
kneels an attendant holding an empty skull-cup.

Based on the concordance of numerous mahasiddhas at Gyantse with the Caturasiti-siddha-
pravrtti (CSP), it can be assumed that Par ka i a=m& (G27) is identical with Kalapa (Skt)
(CSP 27). Among the Tibetan trans-literation of the Sanskrit name Kalapa, which is possibly
a corrupt form of Kadapada (“the mute one”), are Ka la ba marx (RtB 27) and Ka la pa marzr

(Rtsk 27). His Tibetan name is sMyon pa fg’i'ar (“madman”).

According to the inscription, this mural section was sponsored by dPal mchog pa sraaEayz,

and painted by dPal ’byor ba srara¥x= of gNas mying ap3= and his assistants.

Selected references to the iconography of Kalapa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 173-74, no. 27: Kala.

Robinson, J. B. 1979. Buddha’s Lions, pp. 110-11, no. 27: Kalapa.
Dowman, K. 1985. Masters of Mahamudra, pp. 169-72, no. 27: Kalapa.
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PLATE 28

Mahasiddha Dhobipa “The Washerman”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G28
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Do mi bri la na mo FXJaz3F “Veneration to Do mi bri”

In the Northern Indian city of Pataliputra there lived a fam-
ily of washermen (Skt.: dhobis). It happened one day when a
young dhobi was washing clothes that a yogin passed by and
begged for alms. After giving him food, the dhobi asked if the
yogin needed anything washed. The yogin handed him a piece
of charcoal and asked the dhobi if he could clean it. The wash-
erman replied that it was not possible for him to make black
charcoal white. The yogin agreed and replied that superficial
washing can never erase the stains of internal poisons. He fur-
ther explained that he possessed the ultimate secret, by which it
was sufficient to wash things just once. Following the request of
the dhobi, the yogin gave him first the Cakrasamvara initiation
followed by the blessings with mantras, mudras, and samadhis.
The washerman accordingly performed the instructions and

PN

thus purified his body, speech, and mind. As a result of obtain-
ing the virtue of the Mahamudra-siddhi, clothes received for
washing were spontaneously cleaned by themselves. When the
people saw this, the realized that the washerman had gained
the powers of a Buddha, and he became renowned as the sid-
dha Dhobipa. Working for the benefit of all sentient beings, he
finally attained the Dakini’s Paradise.

The painting depicts Dhobipa holding a scarf and dancing in
a frenzied state on a spotted (leopard?) skin. He is clad with
a cloth tied below his belly and wears bracelets in addition to
two beaded chains across the chest. At his side a dark-skinned
elderly dakini dances likewise.

The mahasiddha inscribed as Do mi bri &7 is identical with Dhobipa (Skt.) of the Caturasiti-
siddha-pravrtti (CSP 28). Among the Tibetan transcriptions of the Sanskrit name Dhobipa
are Tom bhi pa “(T‘gu (RtB 28) and Dhu pi ra gﬁ'z‘ (Rtsk 28). The name Dhobipa (Skt.), meaning
“washerman”, translated into Tibetan is Khrus mkhan gaams.

According to the inscription, this mural section was sponsored by the noble master from gNas

rying azv3R, dPal *byor Rin chen saaagx2525, presumably the painter himself.

Selected references to the iconography of Dhobipa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, p. 174, no. 28: Dhombi.

Robinson, J. B. 1979. Buddha’s Lions, pp. 112—13, no. 28: Dhombipa.
Dowman, K. 1985. Masters of Mahamudra, pp. 173=75, no. 28: Dhobipa.
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PLATE 29

Mahasiddha Kankana ‘“The Master of the Bracelet”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G29
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Kar ka na la na mo qu"q'qmq@f “Veneration to Kar ka na”

In a place known as Visnunagar there lived a king who ruled
over a prosperous kingdom and enjoyed all the amenities of
life. It happened one day that the king was visited by a yogin
begging alms. In return for the food, the yogin offered some
unsolicited advice. He reminded the ruler that his kingdom was
without any substance, and that his Majesty would do better
to be without attachments, and instead devote himself to the
dharma. The king replied that he could only agree to practice
a sadhana if there was no need to renounce his way of life.
The yogin agreed to this request and gave him the following
instructions: “Your Majesty, you must direct your mind to the
bracelet on your left arm and visualize the light of the gem-
stone and your desireless mind as being one and the same.” As
a result of his gaze upon the jewel, the king gained insight into
the true nature of his mind, and after just six months he attained

siddhi. One day his servants, peering through a crack in the
door, noticed their ruler seated on his throne surrounded by a
host of goddesses. Later, after having been approached by his
household, the king agreed to reveal the secrets of his power.
He taught them that because realization of the mind was the
real king, and intense pleasure the kingdom, they should prac-
tice likewise. Preaching to many people, he became famous as
Karnkana, the venerable siddha of the bracelet.

The painting depicts the gesticulating Kankana seated with the
aid of a meditation band on an animal skin. He has on a pair
of colourfully deorated short trousers and wears bracelets and
beaded chains across the chest. A dark-skinned dakini kneels
under a flowering tree beside Kankana and offers him a full
skull-cup.

The mahasiddha inscribed as Kar ka na m=m3 is identical with Kankana (Skt.) of the
Caturasiti-siddha-pravrtti (CSP 29). Among the Tibetan transcriptions of the Sanskrit name
Kankana are Kam ka na A3 (R1B 29), Kangka na m=ms (Rtsk 29), and possibly Kam ka ra mar
m= (KL 45). The name Karnkana (Skt.), meaning “bracelet”, translated into Tibetan is gDu bu

can 73335 (“bracelet-wearer”).

According to the inscription, this mural section was sponsored by the noble master from gNas

rnying 7, dPal *byor Rin chen snaa@x2525, presumably the painter himself.

Selected references to the iconography of Kankana
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 17475, no. 29: Kankana.

Robinson, J. B. 1979. Buddha’s Lions, pp. 114-16, no. 29: Kankana.
Dowman, K. 1985. Masters of Mahamudra, pp. 17678, no. 29: Kankana.
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PLATE 30

Mahasiddha Kambala “The Wool Garment Wearer”’

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G30
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Ka ma pa la na mo ’q'&mmg'&f’ “Veneration to Ka ma pa”

The King of Kankarama in Eastern India had two sons. After
the king died, the subjects crowned the elder prince as king.
During his first year as a ruler, he never met his mother, who
was in mourning. After a second year had passed, the mother
finally appeared at the court, weeping. She explained that see-
ing her elder son on the throne in the wretched business of
ruling made her sad. He abdicated in favour of his younger
brother and became a Buddhist monk. Later she retuned twice
weeping, asking the first time that he abandon this crowded
place for an isolated spot; the second time requesting him to
give up the communal monastic life to become a solitary yogin.
Subsequently, his mother, who was actually a dakini, initi-
ated him into Cakrasamvara. After practising in a cemetery
for twelve years, he attained the Mahamudra-siddhi and levi-
tated into the sky. There he met his mother with her retinue of
dakinis. She advised him that instead of showing off his power

in such away, he should work for the benefit of humankind. The
siddha returned to earth and travelled widely with the selfless
intention of serving all people. After overcoming many obsta-
cles caused by dakini-witches, including an elaborate series
of events involving the recovery of his woolen blanket, which
was precious to him, he became known as Kambala, the “wool
garment wearer” . Finally, after serving countless people, he
bodily attained the Dakini’s Paradise.

The mural depicts Kambala as a bearded and vigorously danc-
ing monk. He wields a vajra-staff in his right hand and displays
the famous wool garment, which enfolds his body and clearly
makes him happy At his side a tame deer-unicorn looks up to
Kambala, who seems unaware of the attendant in the back-
ground offering him a skull-cup.

The mahasiddha inscribed as Ka ma pa marz is identical with Kambala (Skt.) of the Caturasiti-
siddha-pravrtti (CSP 30). The name Kambala (Skt.) means “wool garment”.

According to the inscription, this mural section was sponsored by the noble master from gNas

rying 3R, dPal *byor Rin chen snara@z2525, presumably the painter himself.

Selected references to the iconography of Kambala
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 175-77, no. 30: Kambhala.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 50, no. 19: Lwa wa pa = La wa pa.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 117-20, no. 30: Kambala.
Dowman, K. 1985. Masters of Mahamudra, pp. 179-85, no. 30: Kambala.
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PLATE 31

Mahasiddha Dengipa “The Courtesan’s Slave”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G31
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

De ki pa la na mo 3T waz3f “Veneration to De ki pa”

The brahmin later known as Dengipa was the minister of King
Indrapala at Pataliputra (Bihar). They both became disgusted
with their karmic situation and went to the cremation ground
to meet Liiipa (Plate 1). As they had nothing on them that
could serve as an initiation fee, Liiipa accepted the offering of
their bodies as slaves, and initiated them into the mandala of
Cakrasamvara. Then he took them to Orissa in Eastern India
where the king was sold to a temple prostitute.' Liiipa and
the brahmin continued their journey to Jayantipur, where the
former minister was sold to a wine-selling woman [chief cour-
tesan of a brothel in other texts]. One day, the woman forgot
to send him his food, but when she remembered she sent some
servants with provisions. To their amazement they found the
brahmin in the garden, his body radiating light, being served

by divine maidens. Upon hearing this news, the wine-selling
woman apologized to her slave for not having realized his
exalted status. Dengipa, as he became known, preached the
dharma to her and many others and eventually went to the
Dakini’s Paradise >

An elderly, grim-looking Dengipa, supporting himself with his
left hand on the branch of a magnificently flowering tree, works
a foot-treadle with his right foot. Dengipa carries, among many
others names, the Tibetan title "Bras-rdung ba AQNEERR, “rice-
pounder”, and thus he is clearly engaged in husking the pile of
rice at the feet of his consort. This dakini, elegantly decorated
with ringed jewellery, and wearing a shoulder bag, watches the
master with great attention.

The mahasiddha inscribed as De ki pa 3%z is identical with Dengipa (Skt.) of the Caturasiti-

siddha-pravrtti (CSP 31). Among the Tibetan transcriptions of the Sanskrit name Dengipa are
Deng gi pa == (RtB 31), Tinggi pa 3=§= (Rtsk 31), Da ki pa 5%z (GsB 31), Dhe ki pa
&M= (RtP 31), and IDing gi pa &&= (AS 36). The Tibetan name is 'Bras-rdung ba agsr=gz=r

(“rice-pounder”).

According to the inscription, this mural section was sponsored by the noble master from gNas

rying TiaER, dPal *byor Rin chen saaa@x2425, presumably the painter himself.

Selected references to the iconography of Dengipa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 177-78, no. 31: Dinka.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 66, no. 31: IDing gi pa.
Robinson, J. B. 1979. Buddha’ s Lions, pp. 121-23, no. 31: Tengipa.
Dowman, K. 1985. Masters of Mahamudra, pp. 186-90, no. 31: Dengipa.

! The story of how the king was sold is related in the legend of Darikapa
(Plate 77).

8 EMPOWERED MASTERS

2 With regard to the stories of the king and his minister, there seems to be
confusion among the various Tibetan renderings of “The Lives of the Eighty-
four Siddhas” .
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PLATE 32

Mahasiddha Bhandepa “The Compassionate God”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G32
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Sha de pa la na mo \qﬁ'qm's"if “Veneration to Sha de pa”

Within the clouds of Sravasti, Bhandepa was a god living in
the sky. One day he observed an arhat progressing through
the sky dressed as a monk, carrying a bowl, a staff, and a
parasol. An amazed Bhandepa asked Visvakarma for an
explanation about this phenomenon. Visvakarma explained
to Bhandepa that this was a saintly arhat who had forsaken
all temptations and defilements. Bhandepa, longing to become
like the arhat, descended to earth in search of a teacher.
Approaching Krsnacari, also known as Kanhapa (CSP 17),
Bhandepa received the initiation of Guhyasamdja and the
instructions of the yogin's protection — the four boundless
states of mind. Through his practice, Bhandepa acquired the
fruits of compassion, happiness, friendliness, and equanimity.
Because of his meditation, Bhandepa eventually succeeded in
cleansing his mind of all delusions, gained the Mahamudra-

siddhi, and became famous as the siddha Bhandepa.! When
Visvakarma observed the return of Bhandepa to the sky-realm
above Src?vastl', he asked him about the goals he had attained.
Bhandepa replied: “Vision without perceptions, unremitting
meditation, deeds like mother and father, and results vast as
the sky.” Serving the people of Aryavarta, Bhandepa eventu-
ally attained the Dakini’s Paradise.

Bhandepa sits in the attitude of meditation inside a jewelled
enclosure and displays the hand gesture of teaching. Smiling
confidently and dressed in intricately decorated monk’s gar-
ments, he is fully aware of his powers and radiates the aura of
an exalted state of mind. To the right, a male onlooker, envious
and irritated, hangs over the edge of the sacred space, wanting
to bother or perhaps get close to the master.

Based on the concordance of numerous mahasiddhas at Gyantse with the Caturasiti-siddha-
pravrtti (CSP), it can be assumed that Sha de pa q&= is identical with Bhandepa (Skt.) (CSP
32). Among the Tibetan transcriptions of the Sanskrit name Bhandepa are Bha na dha

g55 (RiB 32), Bandhe pa as3= (Rtsk 32), Ban dhe pa as3= (Nar 46), and Bha de pa g3= (KL
47). The Tibetan name is ¥zaa&5z Nor la *dzin pa.

This mural section was sponsored by the noble master from gNas rnying Tix3=, dPal *byor

Rin chen suarad=2525, presumably the painter himself.

Selected references to the iconography of Bhandepa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, p. 178, no. 32: Bhande.

Robinson, J. B. 1979. Buddha’s Lions, pp. 124-25, no. 32: Bhandhepa.
Dowman, K. 1985. Masters of Mahamudra, pp. 191-94, no. 32: Bhandepa.

! Bhandepa, originally an adherent of Theravada Buddhism, nevertheless succeeded in attaining

mahamudra-siddhi after receiving a tantric initiation and Mahayana precepts.
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PLATE 33

Mahasiddha Te ru sha “The Turk”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G33
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Te ru sha la na mo Bg;qmq'&y" “Veneration to Te ru sha”

Te ru sha — “the Turk” —is an unidentified mahasiddha depicted
in a joyful mood in company with a male attendant, perhaps
his spiritual mentor. The bearded, smiling master sits with the
help of a yoga band in the attitude of royal ease on an animal
skin. He wears tight, short trousers decorated with a red and
black star pattern, identical to those of his companion. Te ru
sha is adorned with a necklace and bracelets at the arms and

feet, in addition to two beaded chains worn across the chest.
At his side kneels the male attendant, who looks on attentively
at Te ru sha and offers him with his right hand a skull-cup; he
also wears jewelled ornaments, a pair of large earrings, and a
five-leaved crown. Above, the image of a phoenix in the moon
symbolizes loyalty and devotion.

It is not possible to identify Te ru sha §xq with any of the mahasiddhas accounted for in the
Caturasiti-siddha-pravrtti (CSP) or any of the other lists.

According to the inscription, this mural section was sponsored by the noble master from gNas

rnying 7=, dPal "byor Rin chen suaragx2525, presumably the painter himself.

Published

Tucci, G. 1941. Indo-Tibetica, Vol. IV, Gyantse ed i suoi monasteri, Parte 1, pp. 155-56; Parte III, fig. 90.
Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, pp. [428], 431, pl. 159: Te ru sha appears not to be a

siddha of the well-known set of eighty-four.
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PLATE 34

Mahasiddha Mahipa ‘“The Great Man”

Wall painting. Height approx. 50 cm

Western wall of the Lamdre chapel: painting no. G34
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Ma ri pa la na mo a'Ruarg & “Veneration to Ma ri pa”

Mahipa, the “great man” of Magadha, was of low caste.
Being of incredible physical power, he was a man of great
pride, believing he could defeat any living being. One day he
encountered on the street a yogin who stared at him and asked
Mahipa what he was thinking about. Mahipa denied thinking
about anything. The yogin recognized the lie and probed fur-
ther: “Aren’t you thinking that you are invincible?” Hearing
this, the arrogant Mahipa became humble, bowed down, and
paid homage to the yogin. “Get rid of your humiliating arro-
gance!” commanded the yogin. “Please show me how I can
achieve this,” begged Mahipa. The yogin gave him initiation
and the precept of transforming physical strength into spiritual
power. “Comprehend appearances as a product of the mind,
identify your strength with emptiness, and you will become

truly invincible,” the guru continued. The instructions posed
no problems for Mahipa, since the very obstacles in his way
were used as the path to liberation. Eventually he attained the
Dakini’s Paradise.

Mabhipa is dancing on an animal skin, with a look of intense
concentration on his face. He is clad with a simple cloth and
wears jewelled ornaments in addition to two beaded chains
across the chest. His consort, with bare breasts, is also dressed
with a single piece of cloth. She clings closely to Mahipa, with
one arm around his shoulder and one leg around his left thigh.
The consort also wears jewelled ornaments, including a pair of
earrings and a five-leaved crown.

Ma ri pa &2z is identical with Mahipa (Skt.) of the Caturasiti-siddha-pravrtti (CSP 37).
Among the Tibetan transcriptions of the Sanskrit name Mabhipa, a short form of Mahipada
(“great man”), are Ma hi la a&ar (RrB 37) and Mi hi la a§ar (Rtsk 37). In Tibetan, he is
recognized as Ngar rgyal can =xgxss (“the man of pride”).

According to the inscription, this mural section was sponsored by the noble master from gNas
rnying xR, dPal "byor Rin chen suaa@=2525, presumably the painter himself.

Published

Tucci, G. 1941. Indo-Tibetica, Vol. IV, Gyantse ed i suoi monasteri, Parte I, pp. 155-56; Parte III, fig. 89.
Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, pp. [428], 431, pl. 159: Ma ri pa appears not to be a

siddha of the well-known set of eighty-four.

Selected references to the iconography of Mahipa
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, p. 181, no. 37: Mahi.

Robinson, J. B. 1979. Buddha’ s Lions, pp. 13637, no. 37: Mahipa.
Dowman, K. 1985. Masters of Mahamudra, pp. 210-12, no. 37: Mahipa.
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PLATE 35

Mahasiddha Bu ta pa

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G35
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Bu ta pa la na mo g’5’qmq'&f‘ “Veneration to Bu ta pa”

Bu ta pa, an unidentified Indian mahasiddha, sits on a throne
with his right leg bent flat under him and the left leg hanging
down. He joyfully embraces his consort, who is seated on his
lap; the two are joined as a loving couple. Bu ta pa’s hands are
crossed in front of him and turned inward, with the right hand
holding a diamond sceptre and the left a bell.' The siddha and

his consort both wear short trousers opened and adjusted in
such a way as to facilitate their lovemaking, and the consort
hugs him completely with arms and legs. Both are crowned
and wear jewelled ornaments. They stare into each other’s
eyes, completely oblivious to the outer world as they sit inside
an aureole of flames.

It is difficult to identify Bu ta pa g5z (G35) with any of the mahasiddhas accounted for in the
Caturasiti-siddha-pravrtti (CSP) or any of the other lists.

According to the inscription, this mural section was sponsored by rNam sras pa zsryx= and his

brother, and painted by dPal *byor ba saaagxa of gNas rnying zaxg= and his assistants.

! Prajiialinganabhinaya-mudra: the diamond sceptre (vajra) represents
the male principle, the indestructible, transcendent diamond, a symbol of

94 EMPOWERED MASTERS

the spiritual path. The bell (ghanta) represents the female principle of the
transcendent void, a symbol of absolute wisdom.
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PLATE 36

Mahasiddha So dra bo dhe

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G36
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

So dra bo dhe la na mo E\y‘s"n‘gmq'&" “Veneration to So dra bo dhe”

So dra bo dhe, an unidentified Indian mahasiddha, is dancing
in an ecstatic mood on an animal skin. His whole attitude gives
the impression of being totally removed from this world and
totally unaware of the presence of his consort. He wears short,
tight trousers and jewelled ornaments, including ear-plugs. The
fact that the siddha wears a sacred thread across his chest might
indicate that he is of brahmanic descent. Strings of pearls deco-
rate his long hair, which is arranged with a knot. An equally

entranced dakini consort is dancing at So dra bo dhe’s side.
She tries in vain to get his attention in order to hand him the
skull-cup held in her right hand. With her breasts uncovered,
she too wears short trousers around her slim waist and also
jewelled ornaments. The row of dancing skeletons above So
dra bo dhe might indicate that this dance is taking place in a
cremation ground.'

It is difficult to identify So dra bo dhe &5%% (G36) with any of the mahasiddhas accounted for
in the Caturasiti-siddha-pravriti (CSP) or any of the other lists.

According to the inscription, this mural section was sponsored by rNam sras pa zays= and his

brother, and painted by dPal ’byor ba szaagxza of gNas rnying fsa3= and his assistants.

Published

Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, pp. [429], 431, pl. 160: So dra bo dhe appears not to be
the name of a siddha of the well-known set of eighty-four.

! A number of mahasiddhas lived part of their life near cremation grounds.
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PLATE 37

Mahasiddha Ghantapa ‘“The Bell-Ringer”

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G37
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Dril bu pa la na mo Sarguars 3 “Veneration to Dril bu pa”

Ghantdpa, as he was later called, used to be a monk of the
famous Nalandda monastery and had mastered the five sciences.
One day the monk settled under a tree at Saliputra, the seat of
the mighty king Devapala. The king, a religious man, wished to
meet this superior master. The monk refused the invitation on
the grounds that a kingdom is an evil thing. After pleading for
forty days without success, the king and his people grew angry.
The ruler promised half of the kingdom to anyone who could
cause the monk to abandon his purity. A shrewd prostitute told
the king that she could accomplish this through her dazzling
twelve-year-old daughter. The courtesan instructed her to pay
continuous reverence to the monk until he accepted her as a
patron. One day she stayed a while longer, waiting for the rain
to stop. Then, claiming that it was too late for her to return
home safely, she begged to be allowed to sleep there. Being so

The mahasiddha inscribed as Dril bu pa agz is identical with
Ghantapa (Skt.) of the Caturasiti-siddha-pravrtti (CSP 52). Among
the Tibetan transcriptions of the Sanskrit name Ghantapa, which is
a short form of Ghantapada (“the man with the bell”), are Ghanda
pa gzFx (RtB 52), and Ghandha pa gag= (RtP 52). In Tibetan, he is
known as Dril bu pa Rargz (“bearer of the bell”) (KL 40) or rDo rje
dril bu pa ¥25ag= (“bearer of the diamond sceptre and bell”) (Rtsk
52).

This mural section was sponsored by rNam sras pa gaya= and his

brother, and painted by dPal ’byor ba szaagxza of gNas rnying fsag=
and his assistants.
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close, the inevitable took its course, and after living together
for a year a son was born to them. One day they decided to go
somewhere else. On their way they met the king who accused
the monk of being a sinner himself. The monk threw the child
and a bottle to the ground where they turned into a diamond
sceptre (vajra) and a bell (ghanta). As a result, the king and the
people took faith, and the monk became famous as Ghantapa.

Ghantapa, with twisted limbs and hands clasped above his head,
dances cheerfully on an antelope skin and is clearly enjoying
himself. He wears beaded bone ornaments and decorations in
his hair. Beside him kneels his joyful consort, offering him a
skull-cup. Enigmatically, this portrayal of “The Bell-Ringer”
displays no bell anywhere.

Published

Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, pp. [429], 431, pl. 160:
Dril bu pa appears not to be a siddha of the well-known set of eighty-
four.

Selected references to the iconography of Ghantapa

Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer
[mahasiddhas]”, Baessler-Archiv, Band V, pp. 192-95, no 52:
Ghantapada.

Schmid, T. 1958. The Eighty-Five Siddhas, p. 39, no. 10: Dri bu pa = rDo rje
dril bu.

Robinson, J. B. 1979. Buddha’s Lions, pp. 174=79, no. 52: Ghandhapa.

Dowman, K. 1985. Masters of Mahamudra, pp. 267-75, no. 52: Ghantapa.
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PLATE 38

Mahasiddha Rahula “The Rejuvenated”

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G38
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Ra hu la la na mo x@mm’qﬁx" “Veneration to Ra hu la”’

The low-caste Rahula spent all his life in Kamariipa, located in
Assam. After he grew old he lost the capacity of controlling his
bodily functions. As a result, his family cursed him about his
senility, and he felt truly miserable. Worried about his rebirth,
he would visit the cemetery in the hope of meeting a guru. Then
one day, he was asked by a yogin what he was doing there. He
explained his situation and confessed that his only hope was
to find peace in death. To this the yogin replied that indeed
the torrents of childhood, youth and old age had taken their
toll, and now the time of death was unavoidable. The yogin
then asked Rahula if he wouldn’t like to practice the dharma
as a provision for death. Rahula replied his readiness but also
expressed his doubt that anybody would care to teach a poor
old man like him. To this the yogin replied with a song that the
nature of the mind is free of aging, and faith — the true wealth
— never fades away. The yogin then gave the old man initiation.

He further instructed him in the meditation practice of how to
transform the concept of duality into the realization of non-
duality. The old man meditated as instructed, and as a result his
old body was transformed into the body of a sixteen-year-old.
Eventually he obtained the virtue of the Mahamudra-siddhi,
and in his very body attained the Dakint’s Paradise.

The rejuvenated Rahula is shown here in a relaxed mood drink-
ing from a skull-cup. He is seated comfortably in the attitude
of royal ease on an antelope skin, with the help of a cloth band
often used as a support in yoga. Rahula is clad simply with a
shorts-like garment and wears ear-plugs and bracelets, in addi-
tion to two beaded chains across the chest. At his side, like a
shadow, rests an old man with a plain long-sleeved dress and
head-scarf — Rahula prior to the rejuvenation, which represents
his own presumably overcome past.

The mahasiddha inscribed as Ra hu la zgar is likely identical with Rahula (Skt.) of the
Caturasiti-siddha-pravrtti (CSP 47). Among the Tibetan transcriptions of the Sanskrit name
Rahula are Ra hu la zgar (R7B 47) and Ra hu la 35 (Rtsk 47). In Tibetan, he is known as sGra

gean ’dzin gapsaEs.

According to the inscription, this mural section was sponsored by rNam sras pa gsryx= and his

brother, and painted by dPal ’byor ba szagza of gNas rnying ssa3= and his assistants.

Selected references to the iconography of Rahula
Griinwedel, A. 1916. “Die Geschichten der Vierundachzig Zauberer [mahasiddhas]”, Baessler-Archiv,

Band V, pp. 189-90, no. 47: Rahula.

Robinson, J. B. 1979. Buddha’s Lions, pp. 163-65, no. 47: Rahula.
Dowman, K. 1985. Masters of Mahamudra, pp. 252-55, no. 47: Rahula.

! A number of mahasiddhas lived part of their life near cremation grounds.
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PLATE 39

Mahasiddha Sarba de

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G39
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Sarba de la na mo Nﬁ'ﬁmq'&" “Veneration to Sarba de”

The mahasiddha named Sarba de rests comfortably in the
so-called attitude of royal ease on an animal skin, and leans
against a pillow held in place by a small tree. Sarba de, with
his head set against a circular red nimbus, is dressed in an array
of monastic robes. The yellowish-red upper garment decorated
with flower patterns is rendered with a few folds and covers
the left shoulder only. The hem of the brown lower garment is
also visible. With the exception of simple ear-plugs, the monk
is bare of ornaments. With the left arm in an inactive pose,
the friendly monk performs with the right hand a gesture as
if lecturing or inviting others to join him. To the right are two

attendants; the fair-skinned male in front kneels in adoration
with his hands on the animal skin, almost as if touching the
monk. His dark-skinned female companion offers to the monk
a skull-cup with the right hand, while the left is raised in rev-
erence. Both wear short, tight, dhoti-like garments decorated
with flower motifs. They also wear jewelled ornaments. It is
left to the imagination of the viewer to guess what episode
could be illustrated here. The background is filled with flower
motifs as well as a vase and a circular disk representing per-
haps the sun or the full moon.

The mahasiddha depicted here is named according to the inscription in the cartouche below

as Sarba de xz5. Unfortunately, none of the names of the eighty-four mahasiddhas listed in
Abhayadatta’s work “The Lives of the Eighty-four Siddhas” bears any similarity with the

name inscribed.

According to the inscription, this mural section was sponsored by rNam sras pa s~z and his

brother, and painted by dPal *byor ba suaadza of gNas mying asa3= and his assistants.

Selected references to the iconography of Sarba de
Lo Bue, E. and Ricca, F. 1990. Gyantse Revisited, p. 431: Sa rba de appears not to be a siddha of the well-

known set of eighty-four [not illustrated].
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PLATE 40

Mahasiddha Sa ta pa

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G40
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Sa ta pa la na mo N'5'm'm'§'§4/' “Veneration to Sa ta pa”

The mahasiddha named in the inscription as Sa ta pa appears
to dance in a kind of frantic mood under a flowering tree.
The rather dark-skinned ascetic, characterized by a tall knot
of hair secured by a scarf, appears to be fully intoxicated. He
leans with his left arm on the shoulder of his youthful consort,
who, in comparison, appears small and frail. Nevertheless, she
seems to enjoy the situation as well, although one might detect
a sign of worry in her expression. Sa ta pa wears a pair of tight
short trousers decorated with stripes and flowers; above is his
protruding belly and he wears beaded bone ornaments, includ-
ing a long beaded sacred thread across the chest. The siddha,
with the expression of a madman and the belly of a gourmet,

appears to be attracted more by the tray of food beside him than
his fair-skinned agile consort clinging to him. She too is naked
except for a short dress dotted with red and blue flowers and an
array of jewelled ornaments. It is a pity that this mahasiddha
could not be identified with one of those in “The Lives of the
Eighty-four Siddhas”. But even so, the viewer of the painting
is assured that Sa ta pa did not succumb to sadness, but rather
was engulfed in the pleasurable mundane aspects of life. The
red nimbus, however, confirms that the unidentified siddha had
reached a level of achievement and respect sufficiently high to
be included in the illustrious brotherhood of the mahasiddhas.

The mahasiddha depicted here is named according to the inscription in the cartouche below

as Sa ta pa x5z, Unfortunately, none of the names of the eighty-four mahasiddhas listed in
Abhayadatta’s work “The Lives of the Eighty-four Siddhas” bears any similarity with the

name inscribed.

According to the inscription, this mural section was sponsored by rNam sras pa s~z and his

brother, and painted by dPal "byor ba suaag=a of gNas rnying a3 and his assistants.
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PLATE 41

Mahasiddha Mi ka la [I]

Wall painting. Height approx. 50 cm

Southern wall of the Lamdre chapel: painting no. G41
Palkhor Tsuglagkhang at Gyantse in Southern Tibet (Photo: 1993)

Tibetan inscription reads

Mi ka la la na mo ﬁ‘ﬂmmq'&‘ “Veneration to Mi ka la”

The image of the mahasiddha named in the inscription as Mi
ka la is partly damaged. Nevertheless, one is able to recognize
that a rather dark-skinned mahasiddha, bent slightly forward,
looks in consternation at a pair of tusked male elephants in front
of him. Elephants play a part in the life-stories of some maha-
siddhas, but none of the stories seems to match our painting.
As our mahasiddha remains unidentified and his life-story is
shrouded in mystery, there exists the possibility that he was a
farmer rather than a mahout in charge of the elephants. These
animals can appear in Tibetan paintings as a result of confu-
sion with spelling and vocabulary. In the Tibetan language,
the word for “ox” is ba glang agx, while bal glang argx,
or “wool-0x”, is the common word for elephants.! O