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Abstract

With the continuous improvement of the material quality of life, the cultivation of spiritual di-
mension has gradually become another major goal of public life. Based on this, religious culture
and artistic design have also generally begun to jump into people’s vision, among which the art
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design of Tibetan mandalas is particularly common and representative. The mandalas often refers
to the scientific name of a flower, but also be defined as a complex and mysterious symbol in reli-
gion. The psychologist called Carl Jung regards Tibetan mandalas as a circle or square with an ab-
solute center and any arrangement of radial or spherical shapes. Mandala graphics not only often
appear in the temple building layout, but also increasingly emerge in modern clothing design,
bursting out the gushing vitality. It is remarkable that the configuration of continuous fractal and
self-similar Tibetan mandalas perfectly interprets the representation of chaos. This paper will use
the relevant concepts of chaos theory to explore the aesthetic characteristics of chaos reflected in
Tibetan mandalas and the concrete ideas of applying its decorative patterns, spatial configuration
and chaos philosophy into modern art design.
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1. 5|8

AL MR EARTESE TR, S, FIARMY EAEE 2. A S S5 B R SR, %
SAAEHT SR IFHEN TR IALET , A uiAt i 2ohn 2 e 2 B2 R M 7. B 1 2B
R LD 2 2 A, A 2 SE 2 A I 3 2 B AR R iE AT B IR s 57, SeBlo R Bk

SREPMSAETETT ALk, X2 T OB AR R T 2P RS LR L TiRT
FEAIm 2838 o AEA S PALE S /E AR CRAEmmE) — B gnRIE 7 AT RS SR SRR
Fo WM HAZEFERKA RIS, “BUCNG R 5D IR A A B AR SE I X RAL LR IL Bk 5]
RIFATTRE” [1]. EPNEEXT RS M ZAPICH TR ZEH TRACHATR L. Fln, FKEERT 1 E
FERARRZ D AR R R - A - L) - BERFEEZRIIR T (2], FELHDEES
ENEHCT SIED AT S, NERED “FF 5t BAKPEE L, UL SHEMAKINERERE” =
ANUEFEBEAT R EE A P B SCAR ) 22 52 (3] ARTITELZE H A, S/ 238 XU 2 e 2 (R ZARRAAE DA S s
BRI BT RS RS S b, JRE 2 IR D AMUE AT N TR & KSR, R CRIEEE
BERAH H A, X I SO 2 e B IE AR BT i S FH SR AL T K T SE B 5T A

T 2 Y TR B AR, AR T ISR AR R IE A, 2 P 2B AR
G — T el 15 2SR AR ) S AR R, X SRS o i AR S AT S RIS R — i
(7€ SO AR S8 4 R AL ATREAL A HER, TR AE BRI R Gt b iR B i) — A P BT P B e
AP [4]e GERSPEAEGEE X 8”7 R, BIsERE “MRAEmR. ARG —. —hfH =, =
Ao T RRFIOUERL” [5]0 0T, VRIEERE OB EE F T T R A 2 R R AR B
AU T RIF R IR ST, AT R G & BB 2 B 2 TR F B AR AL 70 i HAE B
ARBETH e R S USRS BT BB R s

2. BEERTHMES S
2.1. §EE ST HIERAT
SEEY EIRA—MPEEREY), (FTRFEL) FEthEHE: “BEAK®, KWERPE, ” Btz
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b, BFEZD HERORIRT RZHA—REIE . BIZERIE TR, B “Mandala” &R, 282 MRS
HRERY Y, P RALBGEPIE R, ZUKRE, SRPY X R TERN. 2|, ik
PEFESARGIL, IERALE R TS FR IR b ERE Bt RS XHHREN “I2m7 .
BOMBENH . KARIEMRE L, mafahiBist. ik, ASOFEBK G 2 58 2 0 e LT H IR
R AT Al R4, T R AR TG TR I 3 R

2.2. HESFeTHEAFHA

KRIEKRE, 8% 2R B ER B BT AHASRE, (BAEP K, & R T 2T REE.
FRALIERRFAL 2R, R 2T AR LU IR REY . =BRIFRIEY . K2Ry . HEe
FE%, JERR “DUEo0M7 . RERDIREEZIEY, “K7 ZERARIHA KK KK KRS
R, FHRML. A B L S OEMSER IR FEANE R R, TRR CHEEBRY 7
= BRHR S FEZ AT DL S PR N2 Bl 5 B0 AR, JI8). MR VRRE DA ENERAE, W BT A
VR W BE A4 Bt K480 - VA 2 B8 2 IE I 25 -1 (198 2R SV O BE IO 3L B3 B R AT 1) 7 B
HUTIR 2 FEZ TR “Rh 7 2EER 7 o Fa % 2 FE 2 WAL I F 2 1 02 B A S A T R — A AT s A gk
IIAZNE S
3. WE ST R EE

FE B A F AR (Ford) 8 5. “ B2 X EIRTEIAFAE O — RC il Frir i BLs. 7 [6]IE4EK,
MITERER BRI AL T AR MR S LAEKA N, BB aEE i, X1 HRF i
B> MK S HRE AR (IR A k2 22 AR R I DL R At P LA B 1) S5 0L, SR ARSI ABL A 1% F i 3t 3
W EATREOES . R, HERATEHRFETORERRET EH R 2K, EURA LR R IR UL E
S, AN Z 8 AL “Har s REEREMEIE” [5]. AF STFRA 1 S REYNILZEH
W, KRATEIR—HAHER R, ITARFTEIS RN O RITR . HE 20 e 70 448, 1’
TEEAR Y I 1 AR R gL, A T I E SIS R, R Om L R s A ¢
ANESERE” (6], EBRF SRS AR, AT, RIS R A D T
BHEAGUE, ERE M T ERGEEGUR, AN FIHRAR R AR E R, 5 ASRARM GG
P AR i B AT 1R 3 R

3.1. BE[FA: BESETHPLHKF

S 2 B A AR IR ED G e JL R Rk P4k & A U 1 4 A HED B L B8 T M DE H o0 7] D
JE I BT R B R . AR SR a2 B B A B X OB FR R FE R BB g, KA I Y
NEMAGE R, FR R 0. FE, KB 2 0 S BG40 DU R O i
B, BT EMBIER SRR 2] 7 A 2 NI I 35 9 A i 5% o

AR, 2SS — R ORF R AR EAS R W5 F S (attractor) ME A R HER . JRMEEE
W, AR EE 2 A R G N R 204k iV Bl (the emergence of patterning) YR T W 51 F fi. W5 F i
fa PAFE IR “ 7, B “Zh& RGP OAEE— AN E /L BT EUEEIE T8 [7]. 28515k,
Z R R MR R IRV B AT AR R ) MREE AL E . 2 BE T B4t O i R LR
MENE RGN BRG] 5, ASEWTHR 5] A6 DY B EHR RS, X a0 SR o AT 2R ot
FaoE . M. ATt A 2 AR K .
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3.2. fciEzh: BESETHEMRNYE

“HT 5 “ARWGIT” (strange attractor) AW VIR AR o I SCHE A B8P B4 RO 2
Wl 5w, BAERNEINR I AFE G 2 e 2 R R G i w3 msl 17« &FRmsl 1
KLU A BRI RS, BAE RG] TEAERNRE T R B8R X [5]. mFELM
AT 5T 2w SR [ R P L 22 B 3 1R S SR AR 2L BT IS4G IR 51 T (Lorenz Attractor). [AIJLAE
2 YA A 18] A B ER RS AR 0L — R IR, 98 A 28R XA R 2 B /0 2R Gt A BT BT A A AT B B e 2 P £
“HURANL” (The Butterfly Effect): V53 AR (85008 B — B35, 8 AT RE SUERIE SR I — 5 e
o BTG TR RIIE AT WME BN SI & Fe A e A A R A ] YR REIE 2 <o)
B0, BONEAE “dy B I, BEERES, SHIEMAC (5], “97 (fractal) - lIRAE TR T
W “fractus” , FON “BERT, fEURIEAL b, JRWSAEE DR S RN Rl A R RUSE R R
TERR R AT FCRR ARSI MU A AN o

MR 2 FE D IS 7 I a4 8 B AR IR o A6 58 b 3R 2 FE 2 BCVAE & 13 AT
TR, Heddrg —mAL. 5, 2bBY RANEN, E0Eg LRSS R R, FEK
ANPEEH, R B FE S LT R T EABAT H AT R G AR AT, X SRS
BENHEERT RIOA P II A HEARNES]. 5350, BRI RIS, A, . BRI P
PEGE 7AW SRR T it EA S R TR W A P 3. IR 20 2 RS
M, TR KRS . =ZBRILE D . LR ICRME ST N EARER, NS eE
AFH A AR, 8T RAEN - VIERY, DTSRRI, R HIERE, AT H%
Pho TIRRE 2 FE 2 h ITRIERRE S M7 EAE. TR USOE I AR AT R itk . “1F”
TR AN, P ST XE LA BE Ao SRBRATTH 25 1 18] 5 5 e Rk o AR B i, 280
NG A A7 BT, 2S5 5E SR BRI ECE B FE 2 [8]. AREAERSCHE R L IZIsR s s W[
PREFASHI NI BRRXUAR G747 5 A FERE A M . LA B BT i) P S KO0 N 2R TR, TafE 75 s 1
Rl TR A RIS TR BRI, 2B YO LT B 2 e R ANRIM T K — R0, FA
R BTR I A 50T, S U, RS RZY . BT R L m e A A
B B M, ERRRIRG T 2 D M RE DA R 2B R BT 227550

4. MESRTEINZERNGHTHHERAR

BEAR AR R RAL IR R FER , B 2K 2 FE P K n sl NBEDUARBETT ., AT T 5 5 0 A
A A B 2 PR AT AL AN G — B TH ST 254

4.1. FIFMEER

figE AL I EE A P A BLARUIR R BT R B 1 B R B AL o SN MBI - Z R
(Alexander McQueen)fEE: 2013 [R5 BETH 2 375 Db iLKE ks g 50 rh > LUOA 1A 330 7 1B 5 2 3
BAPIR G2 P ). MNEZ Rk =, DL RLE e xd oty 5 I (RS (0 78 24 78
RCER RISt . SUERI, AR RSO THERIGE R, A5 280k B A R Mk P S AE Ok B SR R R
iNpUIRENSTIAWN I S

JEE 2 R D R RE B RE B Y VRS DU U TR BB, RERE S
R SR HI R AR 7T o 3R SR s et AT RT3k 2 DR 2 B 2 e BT ) T e U TR P E 08 S ik
RIRFFERTTER, M FEIAARIT SR AT EN . Hlan, 8PN T2\ 2 e 2 v] £ i
BOFAUR N AR, SIS A RENE. WEGE, Bk AR A R BN SR ROAR R 1 ] 5
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Figure 1. A picture of Alexander McQueen
autumn/winter 2013 men’s suit

E 1. THLAEZER 2013 S BELHRE

4.2. Z=EHE

JEE 2 FEZ T LT BB BT B8 T RO T MN SRR < iR (Clare Goodwin)
R [H — AR PR ET W, FIR R — R 2R T IRR ZREP AR 30 R4, A7 A A
I BRI OAS(H 2). Al 2 Y R 202 M A5 R — AR BIME, B ORI RIS H%
BRI ETRER . HW AR BRI ZAR 00 S TR S T, RN AT DoT
DRI R, SRR E T IR E K. RS TR EEEE — AR RE g, w7
RETI 2 fE 2 R H A L MK,

Figure 2. The cover of “Mandalas Lotus”
2. (BRETE) HEE®

ok 2 2 [ 2P (B 7 AR A2 B AR B R A R ml N TR IR . i 3 KRR SR EEHE
ARG SN B 388, AR R BT IREE R E T A X A . andt—k, BRI 2 5e 2 IR 2
MEHFE REFEHE DA R A0 5 e 1 S AR A, 17 R 093 T 1 PR 5 SOV T i RS AE AR 3 b Bl &SR I RRAE
HHUEAT I, @ISR 2 FE D 2R 2 8UE . 7 [RIARAS . Tt it Bl IR AIE A e 25 Hh 3 B A ) PRI 3 2 mT 3 7
7= b PRI 2 B R T R Jek
4.3. JBFERIE

W SRR R TR IR R T M E S T IR ER K E L RRRE, Wi AR RE—
APEHEE R, BR A N R, iEAATSEEIN B BRI AR R AT E
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Figure 3. Pattern local application

E 3. BREMMHE"

P4, HFEARR R ARG RIABHR N, BAR ) S04 (B AR O A i — AN ME B, J
TAZIUIR, — BE A H & LA o IR I ORI S T3 B 48 2 « 55 H) %2 (Leonardo Ulian) B4 H (HL
F2[g%') (Technological Mandala) & 51| FIAE (4] 4) AE &R, 18 2 BUEAFIR I B 7 ool il i e 2 5
AL AU ETE T, S — DN RS RPN RS, NFEHEE 7RI BT
T A 2 Be T B B 5 07 AR B U, ARl R i 5 ol 5 A AR I AR X o tH 57 T 2 1)
TEAEE B R SRS LARRIBEN A . BRI S AL B R B 1A% O AR . SE BN
% « SR BB AR IR, FHHEARRGH o A NI EARES, s B E s A2
i ot DLAORR TR 8 1 1 S U8

Figure 4. One of the “Technological Mandala”
series artworks

B4 (RFERT) BIUERZ—°
5. 4518

VERMBEARSACKI HA, B 2P AR 5B ANSE—, ERAERUMEZRE, KNG
X FF Lo TR PP 3t DY Jo) A BB T LA R B B S TR, AR NI A6 26 1 RO 2650t i MR U 22 577 A
BORA R ZARRIE I, R NBATH R E B0 H SR . A 2 e M IR AR B
Hep, AT 75 T R R AR B B IS A RBSCAR AL, Bl GoT R SRS LR 2 A4,
AR E B SE R RS RTINS, I & B HBUCEAR E 658 8 1 2R A AU E
R
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