Part I
Stupas / Caityas
The Rebuilding of the Licchavicaitya






History and Development of Buddhist Votive
Architecture in the Valley of Kathmandu

The four mounds (thudva) of Patan

The origin and meaning of a Stapa (Sanskr.) or Caitya
(Nep.), its representation of the Buddhist way of salvation
has been dealt with elsewhere. In the present context, it is
the confined landscape of the Kathmandu Valley and the
urban culture of the Newars we are concerned with.

It all started with the the four mounds, called thudvi or thur
in Nevari, which roughly orient the cruciform plan of the
city that forms the basis of Patan’s urban landscape.
Speculation about the origin of the mounds is abundant,
and the legend that attributes their erection to the Mauryan
emperor Asoka, who reigned in the 3 century BCE is
widely told and taken as a historical fact. An early 19*-cen-
tury chronicle tells us that it appeared to a legendary
Brahmin named Sunayasri Misra that “earlier, when King
Asoka of Pataliputra came to Nepala to perform a #rthayatra
[a pilgrimage], he founded these four caityas, marking the
days of the beginning of the four yugas [world eras].””
Given the lack of evidence, the British archaeologist
Frank Raymond Allchin agreed that the mounds “were
already in existence in Malla times” and that “the southern
stupa coincides with the site of some structures of the
Licchavi period.” There is “no firm archaeological evidence”
of any “Adokan association with the Nepal valley” but
further investigations “may even lead us to expect remains
of a yet earlier period, perhaps taking us back to within a
century or two of Asoka himself.”® The American cultural
historian Mary Slusser proposed that the four thudvi might
have “originated as pre-Buddhist funerary tumuli™ and in
1961 the British Tibetologist David Shnellgrove perceived
that their origin lay in the context of the foundation of the
city towards the end of the 4% century CE." The recent
study on Stupa and Swastika by Mohan Pant and Shuji
Funo avoids any statement regarding the origin of the four

stupas but claims that their positioning “was indeed a
planned and precisely measured configuration.”! In the
light of bricks found with Asokan-period Brahmi script at
the Cabahil stipa the Italian archacologist Giovanni Verardi
suggested in 2009 that it would not be surprising, “to find
Mauryan evidence in the valley.”12

The mounds differ in size but until the beginning of
the 20® century, they were all covered with turf. Four
drawings, made by Rajman Singh, a painter from Patan
in the service of the British Resident, document their
appearance ca 1844. A low retaining wall at the base was
punctuated by small shrines in the cardinal directions,
housing the Tathagatas. From a cube with stepped layers
of bricks at the top emerged a shaft (Skt. yasti or Nev.
yapsi) as the quintessential marker of a s#zzpa.’> What cannot
be explained are the two tall pillars with three crossbars
framing the cube.

Several inscriptions at the northern stpa verify repairs
and reconfigurations. In 1614 one Krsnaram Bharo had
the stipa repaired while King Sri Manigladhipati Sri Sri
Jaya Sivasimhadeva was ruling. Two generations later,
in 1689, a shrine (devala) was added. In 1840 the central
shaft (garbha kastha) of the stipa ($7i 3 thila devara) was re-
placed and again in 1865. On the occasion of the first re-
placement the szzpa was covered with brick dust plaster,
the courtyard was paved with bricks and six caizyas within
that locality were repaired. The simple cube was replaced
by a thirteen-stepped pinnacle (harmika), topped by a cer-
emonial umbrella in imitation of the top of the Svayamb-
hacaitya. The western szipa received a miniature stipa on
top, complete with base, dome, neck, and finial, with the
eastern szipa at Imadva following suit in 2009.

The history, shape, and development of the large stzpas at
Svayambhi, Bauddha and Cabahil have been presented
elsewhere.' The present publication focusses on the
Licchavi era to reveal the context of Vabaha’s Licchavi-
caitya and to present a short typology to rank the three
remaining caityas, dating to 1728, 1750, and 1882.
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Kathmandu

Left

The Caturvyihacaitya at
Dvakhabaha is datable to the
Licchavi era (ca 7t century),
facing west.

The tall monolithic caitya
displays two distinct sections
below a primary trio of drum,
dome, and (lost, recently
replaced) finial. The dome is
squat in proportion, supported
by a Licchavi-type drum.
Below the primary trio follows
a square upper story, from
which niches housing identical
Tathagatas (Amitabha) and
recumbent lions sharing a
common forequarter project.
The scrollwork rises towards
the crowning Kirtimukha
spouting or devouring the
frame of the niche as the
embodiment of water.

The lower shaft-like part of
the caitya houses four
Bodisattvas. The stepped
profile which mediates
between the lower and upper
parts has two registers of
dentils and a panel with

lotus motifs.

Photograph August 10, 1986

Right

The Caturvyuhacaitya at Bhagavanbaha in Thamel

is datable to the Licchavi era (ca 7 century).

This rare type of a monolithic four-faced caizya features the

four Bodhisattvas. The heads extend beyond the rim of the shaft
and are backed by an aureole, framed by rock motifs in the corners.
Photograph by Jaroslav Poncar, August 23, 1996



Characteristics of Licchavicaityas

The term Asokacaitya

The eatly caityas of the Kathmandu Valley are often called
Asokacaitya as a claim to antiquity. Even caityas covered
with layers of lime that obscure their moldings are
popularly named that way.

Only historians, Nepalese, and foreign scholars name
the early caityas Licchavicaityas in reference to the Lic-
chavis. It is said that they left their homeland in the
Gangetic plains rather than submit to the Mauryan rulers.
They were the first historical kings of the valley, of whom
various documents bear witness from the middle of the
6% century onwards. They reigned as Hindus “by the
favour of Pasupatinath” — Siva in his form as “Lord of all
animals” — from the early 4" century to the end of the
9 century. This did not prevent them from supporting
what was probably a predominantly Buddhist population.
In that context the first Buddhist votive structures were
created beginning in the 7% century in all settlements of
the valley, and were placed in monastic courtyards, in
squares, at stepwells, and rarely, along streets. This is
supported by a few fragmentarily preserved inscriptions,
which neither refer to a king or a date; however, palaco-
graphic comparison has led Patan’s eminent Buddhist
scholar Hemrij Sikya to suggest a 7%-century origin.

Caturvythacaitya at Dvakhabaha and the caitya
at Vabaha, 7* century
Of paramount importance is the Caturvythacaitya at
Dvakhabaha, dated to the 7% century. This is the best-
known Licchavi monument, repeatedly published and
described by art historians. Pradapaditya Pal wrote that it
represents “art historically one of the most significant
sculptural works in Nepal.”’> He agreed with Stella
Kramrisch’s dating to the 7% century'® and supported his
opinion by comparing it with related objects in India.
Pal even calls this votive structure a “miniature temple”
and praises “the hieratic majesty of the recumbent lions.”

Cabahil C

Kathmandu: Musabaha

Kathmandu: Dvakhibaha
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Licchavicaityas

Comparative presentation of
base blocks which are crafted
as monoliths with dome and
drum. In all cases the
crowning lotus foliage overlaps
the moldings of the drum. In
rare cases (Dhvakhabaha and
Vabaha) the scrollwork of the
niche merges with the foliated
tails of lions guarding the
corners.

Drawings by Niels Gutschow, 1994
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Kathmandu

Licchavicaitya at Tadhabaha,
ca 7% century

This caitya preserves a rare
archaic form of dome, drum
and base block with its
stepped indentation,

65 cm high as a monolith.
Uninterrupted by frames of
niches, the edges of the drum’s
stepped profiles and the sharp-
edged profile of the cube
endows the caitya with a
crystalline clarity. The bright
and shiny surface of the stone
is also superb.

As an archetype it embodies
an architectural ideal that has
undergone countless
transformations.

The truncated finial is

of recent origin.

Photograph by Niels Gutschow
March 26, 1989
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He pointed out that the artist has “clearly followed the
Mathura convention in delineating the garment of
Maitreya with formal striation added to the volume of the
garment,” adding that the manner of holding the robe
shoulder-high almost certainly originated in the Amaravati
region of India — a device used ubiquitously by sculptors
of Ajanta during the Gupta Periods."”

The second significant caitya is the one at Vabaha, of
which Mary Slusser said that it “is generally closely related”
to the one at Dvakhabaha.!® Here, the characteristic
features of Licchavicaityas are recalled.

Mary Slusser presented a precise description of the
characteristics of Licchavicaityas of which two sentences
are quoted here:

“In keeping with the Licchavi sculptors’ flair for con-
verting almost anything into a scroll, some bracket-capitals
look like meaningless ornaments, but actually are of archi-
tectural origin. (...) In stark contrast to the abundantly
decorated plinth and drum, the dome of the Licchavi
caityais a plain, polished hemisphere with slight variations
in form and size that do not seem to be significant.”®

It should be added that until today the quarries from
which the early sculptors procured the hard, dark greyish-
green stone have not been located. From the 17" century
onwards a somewhat soft stone of inferior quality was
used which developed notch-like scratches, caused by
rains.

Based on evidence from Thapahiti and Capat, both
in Patan, Slusser speculated about the original finials,
consisting “of a plain cube, the harmika, expanded by
successive stepped moldings to a broad cornice, above
which was a squat pyramid of three or four steps.”?
The “pyramids” were in fact preserved as stumps and may
have originally had seven steps. At the same time finials
with seven rings must have been widespread. A Licchavi-
caitya from Dipanani in Kathmandu has six of seven rings

preserved, on top of a harmika identical with those at the
examples in Patan.

Finials with thirteen rings or tiers representing the
ceremonial umbrella were introduced in response to
doctrinal consideration six- or seven-hundred years later.
Slusser laments the “grossly disproportionate” new finials,
and suggests that “the old finials must have been purposely
removed.” As all Licchavicaityas had ben relocated and
reconfigured, the original finials were simply lost and later
replaced from the early 17% century onwards. Monkeys
used to remove loose finials which were again replaced
some time in the 20* century.

Among all replacements, the finial of the Licchavi-
caitya at Vabaha ranks among the most artistic one in
terms of craftsmanship and proportions. The harmika is
still without shields but the cornice of the harmika has
upswept corners, a marked characteristic of Malla-period
architecture.

The specific molding of the drum has to be pointed
out as one characteristic of Licchavicaityas. It starts with a
quarter-round beading, in contrast to the half-round torus
of the Mall-period caityas. The underside of this profile is
flat at this horizontal level and somewhat indented, with
the following level denticulated. After a second inden-
tation, two steps reach the vertical level of the quarter
round. Except at this caiya, dentils are only found on the
Caturvyuhacaitya at Dvakhabaha, the four large caityas at
Cabahil, and the caitya with its three circular stories at
Teku in Kathmandu. One peculiar quality of the drum
molding is little known: the horizontal underside of the
quarter round that reliably allows dating a caitya to the
Licchavi period. It can be ascertained even with closed

eyes, simply by touching the molding.

Distribution of Licchavicaityas

Of the 263 Licchavicaityas and fragments that were
preserved in the form of a dome and its drum or as what
is called a story with niches oriented toward the four
cardinal directions were located in a survey in 1986
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Patan

Caitya of the Sikharakita type
at Guitabahi cidha.

This is the rare example of a
caitya that features Licchavi
details in a new architectural
context, dated provisionally
to the 9% to 13™ centuries.
This caitya is two-storied,
following the only extant
prototype at Subahahiti,
which is dated to 758 CE.
Absolutely innovative is the
change in scale and
proportion. The earlier squat
base story has now gained in
height to provide ample space
for the presentation of an
architectural frame, complete
with pilasters supporting the
arched tympanum.

The low drum below the
dome retains the profile

characteristic of 7% to 8%-cen-
turies Licchavicaityas. The
drum rests on an intermediate
element, a fully opened lotus
flower. The roofed top has
twelve niches, framed by
scrollwork. The lower story
has the indentations at mid
height, an essential
characteristic of
Licchavicaityas, replaced by a
torus profile. Makaras act as
counterparts to the Kirtimukha
at the apex. Cow-eye (gavaksa)
motifs in the upper register

e, TOOE

confirm the association with
Licchavicaityas as well as the
plinth displaying rock motifs.
Photograph by Stanistaw Klimek,
August 1992.




t0 1992 of the Kathmandu Valley. These represent 13 per-
cent of all caityas established till today. In Patan alone
105 Licchavicaityas were located, 73 in Kathmandu,
in Bhaktapur only six, and beyond the valley in Banepa
four, in Namobuddha four, in Markhu four and six even
in Gorkha and Sallyan. Few caityas are found in the
western quarters of the city, but more in the east, with
eight in Guita, nine at Yacchu, four at Nagbaha, four at
Tabaha, five at Alkvahiti and eight at the stepwell of
Tagahbaha.

Reconfiguration of fragments of Licchavicaityas

None of the Licchavicaityas is preserved in its original
form and most probably not in its original location either.
It remains one of the mysteries of the valley’s history that
the Buddhist infrastructure in the form of monasteries
and caityas witnessed from a disturbance in the 11t to
14t centuries.

The caitya at Vabaha serves as a good example of a
reconfiguration in the 18" century. The monolithic dome,
drum and top story were retrieved from an unknown
location and placed on top of a fragment from a different
location. Both in dimensions and type of carving, these
two elements do not match. A small gap between the base
of the upper element and the roof profile of the lower
element bear witness to an obvious incongruity. Obviously
disturbing were the arches above the lower niches. Two to
three centimeters had to be chipped off in order not to
disturb the view of the Vairocana figures in the niches on
top. Below the lower element an incomplete base with
rock motifs was left concealed within the platform and
below that basis a flat, slightly stepped layer. The donors
who decided in 1727 not to use the two bottom layers
were probably reluctant to initiate the necessary repairs
and thus placed the new ensemble, complete with a new
thirteen-tiered finial, onto the paved platform.

The matching of fragments was not at all a singular
procedure in Patan. In 1673 two fragments of Licchavi-
caityas were joined on top of an elaborate caitya in brick-
work at Hakha Square and in 1619, five Licchavicaityas

were placed on a platform at Tadhacuka in Capat in a
padicayatana fashion. The impulse to honor fragments of
the ancient caityas by creating a new configuration never
stopped. One of the most recent cases attained its present
shape at the northern large mound (#hudva) in 1918.
Dome, drum, and base story were placed on top of a fully-
fledged caitya of the Sikharakira type.

Most notable is the case of a fragment that was
enshrined within an early 18%-century octagonal caitya in
Bhaktapur. The ancient dome and drum was treated like
a relic, representing the Buddha in a powerful way.

There are also examples of caityas which try to imitate
the Licchavi conventions. The caitya at Cyasah Hiti, for
example, is made up of three elements which constitute
a new type: the finial on top follows 17% century con-
ventions with its thirteen tiers, and a shield of unusual
design. The dome rests on a quarter-round but without
the characteristic drum with its Licchavi-period inden-
tation. The dimensions are too large for the base story with
its crenellations at the top and projecting niches below.
The base might originally have been from a different
location but the carving is of a very low standard,
suggesting a recent origin. The stepped plinth of recently
produced bricks adds to the ad hoc nature of the entire
structure.
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Patan

Composite caitya at Hakha
Square; the Licchavicaitya was
relocated on top of a stepped
plinth in 1673.

The monolithic caitya on top,
of dome, drum, and top story,
rests on a base story of the
same period. Most probably
the two fragments belong to
the same original caitya,
datable to the 8" century. The
niches of both levels, originally
occupied by Tathagathas and
Bodhisattvas, are empty for
unknown reasons. The finial is
of recent, early 20®-century
origin.

The Licchavi ensemble

is elevated onto the late
17%-century large, molded
base in bricks, with protruding
niches housing the four
Tathagatas.

Facing southeast, an enlarged
niche frame, complete with
pilasters on lion blocks and
tympanum (zorana) underlines
prominence of this niche,
housing Aksobhya.

The tympanum features
Garuda, supporting Vairocana
at the apex and the four
Tathagatas to his sides along
the arch, hybrid creatures of
the birdmen type (kinnaras)
hold banners at the bottom
ends.

Drawing by Bijay Basukala, 1990

|
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Patan

Licchavicaitya at Hakha
Square, relocated on top
of a stepped plinth in 1673;
view from the southeast.

Photograph by Niels Gutschow,
February 1987
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Bhaktapur

Octagonal early 18*-century
Sikharakutacaitya on a triple-
stepped platform at the eastern
edge of Siddhapukha.

The structure on the verge of
collapse, its three southern
niches already disintegrated.
Based on the specific profiles
of the drum; the enshrined
object is datable to the

8" century.

Photographs by Niels Gutschow,
June 11, 1987
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Bhaktapur

Octagonal early 18®-century
Sikharakutacaitya on a triple-
stepped platform at the eastern
edge of Siddhapukhu,
horizontal and vertical section.
From a triple-stepped plinth
rises an eight-cornered base
story, topped by a square
intermediate story and the
primary trio (drum, dome and
finial) and with the four
Tathagatas engaged to the
drum.

It cannot be said with
certainty that the eight niches
were originally open, but
when the structure was in
ruins in the late 1980s, it
could be seen that this votive
structure encloses the
fragment of a Licchavicaitya,
datable to the 8" century,

in a vaulted relic chamber.
The way a fragment of an
ancient architectural object
was retrieved from somewhere
and treated like a relic, to be
enshrined in a new structure,
illustrates the inherent quality
of a caitya as the
representation of the Buddha
and his Teachings

Drawings by Bijay Basukala,

April 9, 1992
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Patan

Left

Composite caitya at the
northern monumental caitya,
the thudva-mound. In 1918,
a new votive structure was set
up to provide an 8"-century
fragment of dome, drum,
and base with a new base in
the style of Sikharakﬁgacaityas.
The frames of the
Licchavicaitya’s niches are
covered with foliage, the
architecturally framed niches
of the new base, complete
with pilasters bearing a
tympanum, are occupied

by the four Tathagatas.

The entire ensemble,
including the new finial,
stands on a plinth and

a wide platform.

Photograph April 4, 1988

Right

Composite caitya at
Cyasahhiti with monolithic
primary trio and base story.
The finial with its protruding
shaft, the dome with its
quarter-round (nagyah)
molding, the crenellation on
top of the base story and the
style of carving suggest a
recent origin, seen as an
attempt to copy the ancient
caitya style. Some time in the
20 century, the caitya was
placed on a double-stepped
plinth in brickwork.

Photographs by Niels Gutschow,
November 7, 2021

Vabaha




The Vabaha Caityas
The Licchavicaitya

Two fragments of Licchavicaityas were installed in 1727
on a platform, 45 c¢m high. A new, eleven-tiered finial was
added to make up a total of 132 cm for the caitya proper.
Eleven months later the same donors initiated the paving
of the courtyard and another seven months later they
established another caitya and a dharmadhitumandala,
placed between the Licchavicaitya and the shrine building
in January 1728.

Mary Slusser was probably the first scholar who noticed
the overwhelming artistic and art historical quality of the
caitya when she was exploring the lanes and courtyards
of Patan in the late 1960s. Niels Gutschow came first to
the courtyard of Vabaha on March 21, 1974 and realized
the significance of the Licchavicaitya. In 1976 Ulrich von
Schroeder made an extensive photographic inventory of
the caitya, but it took him 45 years to publish 11 photo-
graphs in his monumental inventory of Nepalese Stone
Sculptures!

In 1982 Slusser published three photographs and

a concise description as follows:

“Another illustration of the brilliant ornamentation of the
Licchavi caityas, but with a simpler inventory of motifs, is
the one at Om-bahal, Patan. The lowermost section of the
plinth rests directly on the courtyard tiling,?? inset with
lotus mandalas. Each face displays a major niche,
surrounded by a wide band of foliated scrolls, and flanked
by minor niches. Carved in the principal niches are the
directional Buddhas, one in each: Ratnasambhava,
Amitabha, Amoghasiddhi, and Aksobhya — four of the
Five Tathagatas who comprise the Vajrayana pentad.
Above each, in the niche of the next stage, is an image
of Vairocana, the fifth Tathagata. The upper niches
are surmounted with the gmalaka-crowned kirtimukha

(attached to the medhi), and are framed by the foliated tails
of magnificent corner guardian lions. Typically, the latter
share a common head and forequarters. Above them,
framed by the elaborate tails, is a series of recessed
moldings. (...) Among the molded courses of the Om-
bahal caitya drum is a row of dentils, seriate blocks of
architectural derivation, also employed at Dvakha-bahal,
but more aggressively.”

In 1988 Surendra Joshi made measured drawings of the
caitya at the scale 1:20 and in December 1992 the
Australian architect Robert Powell prepared a life-size
pencil drawing to which in May 1993 he added those
layers which were recovered from the platform when it
was dismantled. The drawing was first published in 1997
and exhibited at the Zurich Vélkerkunde Museum in
2001.% It is now kept by the Taragaon Museum in
Kathmandu.

The rebuilding of the Licchavicaityas

The inscription referring to the establishment of the
Licchavicaitya (no. 8) in February 1727 is fixed to the wall
of the Digiché. It refers to a citahahdila. We must assume
that the entire, 45 cm high platform was set up to install
two 7% century fragments (26 and 57 cm) together with a
newly carved eleven-tiered finial (49 ¢cm high) without
shields above the neck (harmika). Two more fragments
which obviously were considered inappropriate — one
was even incomplete — were kept concealed within the
platform. Another inscription dated to January 1728
(no. 9) refers to the pavement of the courtyard and in
August of the same year an inscription (no. 10) obviously
refers to the same pavement, while testifying to the
establishment of one more caitya and a dharmadharu-
mandala, south of the Licchavicaitya. However this caitya
is based on a pavement 14 cm higher than the base of the
platform of the Licchavicaitya. A 19™-century pavement
raised the level by another 13 cm, causing the original

platform to loose 27 cm of its height. This odd develop-
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Licchavicaitya, plan
and section.
Drawings by Surendra Joshi, 1988

ment, the continuous raising of the pavement level and
the invisibility of two Licchavi fragments, located within
the caitya’s platform was detected in the fall of 1992 in the
context of the rehabilitation and restoration of the shrine
building and initiated a reconfiguration of platform and

380 CM

caityain the fall of 1992. The platform was dismantled on
February 15 1993 and the caitya reconsecrated on May 26.
It gained 20 cm in height and stands on a 47 cm high
platform as a proud tribute to the art of Newar stone
carving.
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Vabaha
Licchavicatya, 7t century,
view towards southeast.

Photograph by Stanistaw Klimek,
August 10, 1992
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Vabaha

Licchavicatya, 7% century,
view towards southeast.
Detail of the two base storeys.

Photograph by Stanistaw Klimek,
August 10, 1992
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Vabaha

Licchavicatya, 7% century, view towards southeast.
Detail of the corner of the upper base.

Photograph by Stanistaw Klimek, August 10, 1992
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Vabaha

Licchavicatya, 7% century,
detail of the western niche of
the base, featuring Amitabha.

Photograph by Stanistaw Klimek,
August 10, 1992



Eleven-tiered finial,
made to crown the
reassembled cairya

in 1644.

Licchavi-era plinth,
within 17%-century

plinth.

7
G
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17%-century plinth below 18*-century pavement

Vabaha

Diagrammatic comparison, scale 1:20.

The platform (170 x 170 cm) of Licchavi-era (7% century)
caityawas dismantled on 15" February 1993 to recover

two levels which had been incorporated into a new plinth

in 1727 on the occasion of the reconfiguration and renewal
of the pavement of the courtyard.

The divine life (nydsa) of the caitya was removed on 17™ May,
summoned to a sacred vase and stored in the dgi.

The 17*-century platform was dismantled and lifted

by 22 centimetres to meet the present level of the courtyard.
On 19* May the foundation ritual (ratnanyisa) was performed
to allow the two hitherto hidden base elements to be installed
on the raised platform. The caitya was consecrated
(pranapratistha) on 27" May.

Drawings by Niels Gutschow, 1993



34

Vabaha

Licchavicatya, 7 century,
total height 148 cm.

The base structure is made of
four fragments, reinstalled in
this location some time in the
first half of the 17® century.
The two lower levels probably
form an original set, while the
lower base storey with the four
Tathagatas (East: Aksobhya)
and eight empty niches and
the upper level with its four
identical Vairocanas, drum
and dome originate from
different locations.

The finial was newly crafted
when this configuration was
consecrated in the 1727.

Drawing by Robert Powell,
March 1993
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Vabaha

Licchavicaitya, 7% century,
elevation east after
dismantling and
reconfiguration. The concealed
rock motifs were lifted and
the platform reinstalled in its
17%-century dimension.

Photograph by Niels Gutschow,
August 1993
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Vabaha
Panorama views of the
courtyard towards southeast

(top) and southwest (bottom).
Photographs by Jaroslav Poncar,
August 1995



Typology of 17 to 20t century caityas, with reference
to the three caityas of Vabaha monastery

Proto Sikarakitacaitya with a plain base story

A year after the reconfiguration and reconsecration of the
Licchavicaitya, the same donor couple established a caitya
in August 1728 of a somewhat peculiar design. The
inscription (no. 10) refers to a caittabihira and confirmed
the existence of the paving of the courtyard which was
already mentioned in an inscription (no. 9) eight months
earlier.

What Mary Slusser called the primary trio of finial,
dome, and drum faithfully followed conventions that were
established at the end of the 17% century and remain valid
still today. The thirteen-tiered finial with its ring of
dmalaka at the top and a protruding shaft, the yapsi, must
have attained this shape earlier, probably in the 14% cen-
tury. The squat dome is monolithic with the drum which
— in contrast to Licchavicaityas — has a half-round (ndgvah)
profile, a short indentation and a wide S-curve which
allows panels with the four Tathagatas to be carved on the
drum, their halo extending into the dome. Till the middle
of the 17% century dome and drum always remained untou-
ched. One of the first reliably dated Sikarakitacaityas at
the courtyard of Cvabu (next to the northern thudvi-
stipa), established in 1656, had independent panels with
the Tathagatas, supported by molded roofing below.
A year later, the Sikarakartacaitya at Cikabahi left the
primary trio without any further design intervention but
placed them in the niches of a lower story. As a secondary
base, below the drum follows a lotus flower with thirty-
two leaves turned upwards and thirty-two leaves inverted,
based on a scaled snake body. Such numbers are usually
multiples of eight. The primary trio not only rests on the
lotus flower, it emerges from it, thus associating the lotus
flower that eons ago miraculously emerged from the lake
that once filled the Kathmandu Valley. The flat base
below lotus and snake represents an odd variation
replacing or even avoiding the usual, richly molded story
with niches.

Primary trio, lotus throne, and base is supported by a
platform that follows the example of the Cvabu caitya,
albeit not in stone but in richly molded bricks. Of note is
the beading at the upper level which is not shaped as a
quarter-round but rather has a flat, slightly stepped
elevation. A similar, slightly larger, carly 18"-century caitya
is located in a courtyard of Nugah.

The Sikarakiitacaitya with seven circles of lotus leaves
(padmavali)

The realization of multiple circles of lotus leaves on various
caitya types during the last quarter of the 17% century
aimed at translating the idea of the one thousand petals
(sabasra palehah) of the self existent (svaymbhu) lotus with
its resplendent light into built form. Usually seven but
in one case even 12 circles had 252 or 336, and even the
auspicious number 1008 (12 circles of 84 petals). Alto-
gether 52 caityas of various types with circles of petals were
established from the mid 1720s to the early 20 century.
The new element took on a life of its own, becoming the
dominant feature of the entire structure.

At the beginning, the seven circles of lotus leaves were
introduced at two Caturvyuhacaityas at Jyababahi in 1680
and at Tahnani in 1709, both in Patan. There, the Tatha-
gathas are carved on the drum or incorporated into a flat
story below the drum. The shaft-like base story has the
four Bodhisattvas not in niches but rather as carved
sculptures emerging from the walls.

A licdle lacer, eight caityas with an octagonal or circular
base to accommodate the Eight Bodhisattvas were installed
in Patan at the beginning of the 18" century.

The most consistent use of the circles of petals can be
observed on the so-called Padmavalicaityas, of which 14 are
located in Patan and one each in Kirtipur and in Kath-
mandu. This fact suggests that the motif of the lotus was
designed by a workshop in Patan. Nothing is known about
such a design process, which must have been instigated by
the community of Vajracarya priests. Nothing is known
about their specific motivation for developing further
existing types and creating new ones.
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The first example of this type, which may be dated by
an inscription from 1723, stands at Bubaha in Patan; the
last one is at Khapiché and dates to 1928. In all of these
examples, the primary trio is almost standardized, with the
Tathagathas carved on the drum, as was seen at the caizya
described above. Here the dome is even more reduced
in scale.

The most popular incorporation of the padmavali
motif into a caitya occurred at Sikharakatacaityas. Four-
teen caityas of this type are located in Patan, four in
Kathmandu and one in Sunakothi. The examples at
Jhatapvah Square, one dated 1698 and termed pabitra-
caitya (pabitra = sacred, pure) in the inscription, and the
one in the neighboring Cibhahcuka dated 1704, firmly
established this type of caitya in Patan.

In 1734, the caitya at Vabaha had a number of prototypes
to refer to; the donors and the sculptors opted for the most
popular one, the Sikarakitacaitya with seven circles of
lotus petals; however, these seven circles with 40 petals
each yielded 280, a multiple of seven, not eight.

This caitya was established (inscription no. 11) by the
family of Krsnamuni Sékya in memory of his deceased
uncles. Sixteen years later, a second inscription (no. 15)
says that the dbarmadbaitucaitya is offered to the Dasavala
Bhattaraka (the Buddha). The designation says that the
caitya realizes the sphere (dhatu) of the dharma or the
Absolute Reality. The term Sikarakitacaitya never occurs
on inscriptions. It was invented by a scholar from Patan,
Amrtananda, to fulfil classificatory requirements expected
by the British Resident Brian Houghton Hodgson in the
1830s, with an overt association with the mountain-like
(Sikhara) towers of Indian temples.

Compared with similar caityas of this type, the one at
Vabaha is about thirty percent smaller than comparable
examples but retains all characteristics. It starts with the
finial and the Tathagatas engaged to the drum, which is
supported by seven circles of petals which in turn are
encircled by a snake to stress the association with water

and the legendary lake that once filled the Kathmandu

Valley. In contrast to the caitya established 22 years earlier,
the curvature of the dome is almost shouldered — a change
in shape that turned out to remain valid for the coming
twohundred years. Furthermore, the cube of the finial
(harmika) attains upright proportions and the shields on
its cornice feature the recognition symbols of the
Tathagathas. The frame of the niches follows the formula
that was well established in the middle of the 17% century:
at its sides it has molded miniature pilasters and is
surmounted by an arch of upright proportions, featuring
the leonine face of Kirtimukha, grasping a pair of snakes
with his claws, with a pair of Makara facing outward.

The double roof moldings with upswept corners, the
slightly pointed torus profile that divides the base story,
the triple-stepped base profile, and the moldings of the
platform below are all details that conform with earlier
examples.

Jvalavalicaitya with triple steps featuring lotus (padma),
flame (jvala) and scepter (vajra) motifs

As was explained above, the term was also invented in the
1830s to fulfill the expectations of the British Resident in
Kathmandu who was obsessed by the idea of classifying
not only the plants and animals of the Himalaya but also
the architecture. There is nothing wrong with this
descriptive way of creating a typology. Although it is the
voluminous lotus flower with its visible stamina that
dominates the caitya, it is the three steps on top, featuring
the flame (jvala) on the second step, which provided this
type of caitya with a name.

Of the total 78 Jvalavalicaityas in the Kathmandu Valley,
more than one-third are dated by inscriptions. Accordingly,
the first caitya of this type was constructed in 1831 at
Bapunani, a courtyard near Hakha in Patan. Others
followed at Makhabaha in Kathmandu in 1837; ten years
later on Svayambha Hill and in Sunakothi in 1863.
The majority of this type of caitya was set up at the end of

the 19 century, the most recent ones at Tuttichébaha
in Kathmandu in 1960 and at Nabaha in 1985. A few



examples are also found at Thimi and Sanagaon. If the one
at Bapunani is the very first of its type then it would again
confirm the leading role of Patan in creating new varieties
to fulfill the growing demand of donors among the
Buddhist community. Patan has 28 caityas of this type,
while Kathmandu has 34.

It is the rather inconspicuous three layers between the
primary trio and the prominent bearing lotus, featuring a
lotus, flame and scepter motif that convey a new, previously
unknown message. The two lower levels have been shaped
with sharp edges, displaying their motifs on the vertical
plane, whereas the scepters of the third level are either
displayed on the step’s horizontal plane or in a beveled
shape.

In the context of the Vajrayana doctrine, the lotus
symbolizes the purity of heart and the flame the process of
purification which one undergoes while following the path
to the vajra world of undestroyable truth. The lotus more
or less represents the potential for awakening, and the fire
the path towards that goal. It frees a person from ignorance
and by this means purges the five skandhas, the aggregates
constituting the entirety of what is generally known as
personality, the twelve dyatanas, the sense fields, and the
cighteen dhatus, elements that determine all mental
processes. It is only after this purificatory process that the
purity of the vajra is attained. Only at that stage does entry
into the realm of the dharma appear possible. The realm
of dharma represents the uncaused and immutable totality
in which all phenomena arise, dwell, and pass away.

The caitya at Vabaha is referred to as dbarmadbatuvagis-
vara, representing a three-dimensional dharmadhatuvagis-
vara-mandala. The caitya came to be a shrine housing the
five Buddhas, infused with the qualities of Buddhahood.
It was established in 1882, fifty years after the emergence
of this type in Patan. An almost identical caitrya was
established in the same size and same year in a small court-
yard of Temakva in Kathmandu.?® There, the inscription
refers to that caitya as vajradhatucaitya.

The primary trio is miniaturized in a similar way at the
Sikharakitacaitya, established in 1750. The four Tatha-
gatas are carved on the dome and drum, while the shields
above the harmika display their recognition symbols.
And similar to the caitya established in 1728, this trio is
supported by a lotus flower with 16 petals turned upwards
and 16 petals inverted — in an answer to the reduced size
of the top element these have half the number of the 1728
example. Then follows the three steps with lotus, flame,
and scepter motifs, based on a large lotus flower with two
circles of 16 petals each. In contrast to the upper lotus
flower, the stamina is made visible. The motif of the lotus
flower seems to be replicated to provide the doctrinal
message of the three motifs with the same significance as
the primary trio. A constriction below the prominent
flower stresses its volume and allows a gentle S-curve to
lead down to a triple-stepped substructure. In a rare
variation the surface of the curve is covered by a leaf
pattern that recalls the ancient acanthus motif which
reached the subcontinent before the Common Era and
Nepal no earlier than the late 18" century. The common
designation as desisvi reveals its origin from a foreign land
(desi). The snake body encircling the base of the caitya
proper reminds us of the inherent water symbolism — the
caitya floating on the primeval ocean. On other examples
of this type, this is highlighted by water motifs on the
circular base just above the snake body.

The triple-stepped substructure starts with a flat throne,
guarded in the corners by lions, sharing a common head
and forequarters. Enclosed in niches with a lobed frame
are kept further guardians, the Caturmaharajas, namely
Khadgaraja in the east, Vinaraja in the south, Caityaraja
in the west and Dhvajaraja in the north.

The plinth has the common moldings, a torus in the
upper third, with a register of seed motifs atop and lotus
leaves below. A quarter-round profile recalling the snake
body marks the bottom of the plinth with a register of
lotus leaves in the shape of the kasimvah pattern atop. The
caitya with its throne and plinth is supported by a low

39



40

platform, a quarter-round profile again marking the
bottom. Arched niches between the two registers of leaves
house the four Bodhisattvas, namely Maitreya in the east,
Vajrapani in the south, Padmapani in the west and
Mafjusri in the north.

Outlook

With the building of the Jvalavalicaitya at the northern
end of the north-south axis of Vabaha in 1882 no space
was left for the establishment of further caityas. The
madah-stone that receives ritual waste, dharmadhatu-
mandala (1728), the Proto S/ikarakﬁtacaitya with a plain
base story (1728), the Licchavicaitya (1727), the pillar
bearing the image of the donor couple (1728), the
Sikarakﬁgacaitya mit padmavali motif (1750), and the
Jvalavalicaitya (1882) took advantage of the limited space
of the courtyard that measures 17.60 by 17.40 m.

For more than a century the courtyard remained
untouched. The Digiché was replaced by a new building
in 1982 but no new structures were added to the common
space. The scene changed dramatically at the end of the
1990s because the general rise in affluence created an urge
to beautify the courtyard and even donate an additional
shrine. In a first step, the shrine building (kvapdché) was
encased with iron grillwork in 1997, allegedly to “protect”
the venerable shrine but we have to understand this
transparent addition as a “modern” extension of the shrine
itself. The caging of sanctuaries is a trend that started in
the 1980s. Referring to caityas, those at Guitabahi,
Tambahi and Dhvakhabaha were fenced with grillwork
in the first decade of the 21% century. In 2009 the
Licchavicaitya received a canopy and in the same year a
large prayer wheel (mane) was installed in a roofed cage.
Already in the 1920s two prayer wheels had been installed
in niches of the ground floor wall. The donation of ever
larger prayer wheels mirrors an ongoing trend. In 2015 a
shrine was established dedicated to Aryanémasaﬁgiti,
supported by a pillar.

The donation in August 2022 of a long banner (pazah)
of metal, tied to the pinnacle on top of the roof turret and
extending across the caves, stands for another trend. The
British author Isabella Tree had donated such a banner in
2013 to the Kumariché in Kathmandu and in March 2022
a banner was presented by Krishna Lal Maharjan, chair of
Lalitpur Chamber of Commerce & Industry on the
occasion of the reconsecration of the Bhimsen Temple in
Patan.

In 1992 there was a single electricity post in the
courtyard heralding modernity. By 2022 the courtyard is
newly paved with large-sized thin tiles imported from
India. At night some 20 motor bikes are parked there.
Almost all three-story houses have been replaced by six-
story high reinforced concrete structures. This is an
inevitable development that does not undermine the
dedication and zeal of the community; the tradition is
reconciled with modernity.
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Vabaha Established in 1728, the caitya’s four Tathagatas are carved on a wide drum.
Established in 1728, the dharmadhatumandala is supported by two circles On top of a massive monolithic base, with the lower circle of 32 lotus leaves
of twelve lotus leaves, placed on an octagonal plinth. The diamond scepter and a wide platform. The lower register were recovered when the pavement
(vajra) was installed in 1890 and four prayer wheels were affixed in the of the courtyard was removed in summer 2021.

early 2010s. Photographs by Ashesh Rajbansh, October 11, 2021



42

LK K X o Tl

W 7 N BN

[ 1 {

PRI,

L1

alRlaiEEiE)

ARl ERE R

N

L
4

| v

106 CM

Vabaha

Caitya with the four Tathagatas engaged to a wide drum,
based on double circles of lotus leaves and the usual encircling
snake body. Of note is the duplication of the substructure.
The first base is twenty-angled (vimsatikona) in plan with a
quarter-round profile at the bottom; the larger one is square

in plan, again with a quarter-round profile at its bottom,
which was based on the level of the original pavement.

The caitya was established by Amrtajyoti and his wife Devajani
in August 1728.

South Elevation and top view, drawing by Bijay Basukala, scale 1:100,
October 2021
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Vabaha Established in 1882 the Jvalavalicaitya with circles of lotus, fire, and scepter
Established in 1734, the Sikharakitacaitya with seven circles of lotus leaves motifs on two circles of voluminous lotus leaves is supported by a base and a
(padmavali) between the primary trio and the roofed base has Aksobhya carved  lower platform. Amoghasiddhi is carved on the drum, Dvajaraja guards the
on the drum and Maitreya in the niche of the base. Four prayer wheels were base, with lion guardians in the corners.

affixed in the four corners in the 2010s. Photographs by Ashesh Rajbansh, October 11, 2021
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Vabaha

Sikharakﬁtacaitya facing east, with seven circles of forty lotus leaves each
below the primary trio (finial, dome and drum), based on the body of a
snake. The panel above the neck (barmika) features the crossed scepter
(visvavajra), Aksobhya is carved on the drum and the niche of the base
houses Maitreya. The frilled throne features the scepter on all sides.

The caitya was established as dharmadhatucaitya by Krsnamuni Sékya
and his family in the name of his deceased uncles in April 1734.

East Elevation and top view, scale 1:100, drawings by Bijay Basukala, April 2021
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Vabaha

Jvalavalicaitya with triple steps featuring lotus, fire, and scepter
motifs, placed on the pericarp of a voluminous lotus flower in
high relief. The profile below has lotus acanthus leaves in very
low relief. The throne below is guarded by lions in the corners
and the guardian of the east, who carries a string instrument
(vina).

The square base features Maitreya in a flat niches and has the
sun-bird Garuda as guardian in the corners.

Elevation east, scale 1:100 and top view, scale 1:200, drawing by Bijay
Basukala, October 2021




Vabaha

Details of the Jvalavalicaitya, established in 1882.

Left, open-mouthed lions with a common forequarter guard
the corners of the throne below the bulbous lotus flower.
Right, Garuda guards the corners of the base, clutching with
his talons a pair of snakes with a common head.

Photographs by Niels Gutschow, October 9, 2021



Vabaha

Tirtha Maya Vajracarya, the daughter of Amrtaraj, who
directed the renewal of the Licchavicaitya in 1993, worships
the Jvalavalicaitya in course of her regular morning service.
She carries miniature effigies of her parents on her tray.
Photographs by Niels Gutschow, October 3, 2021






Rituals of Dismantling and Reconsecrating the Licchavicaitya in 1993

Introduction®

When Buddhism developed into Vajrayana and Mahayana
in the 6% to -7 centuries, Vajrayana Buddhism began to
place importance on the the life cycle rituals, dasakarma
samskara (Ten kinds of rituals) and started practicing these
rituals from at least the 11™ and 12 centuries in the
monasteries of the Kathmandu Valley. Earlier, such rituals
(samskara) were codified in the Hindu Manusmyriti as
mandatory performances among the Hindus*® — not
performing the rituals would even have been considered a
crime. Hindu law maintains that religious monuments
and ritual objects are to be treated as living beings.?”” The
Nepali law codex known as Muluki Ain (1854) even
considers temples and deities to be living beings. In this
way a caitya or an icon, a banner painting or a sacred text,
have to undergo the same rituals as a human body. To
perform the samskara ritual it is essential to establish and
consecrate (pratistha) religious monuments or objects. It is
believed that the samskara rituals are necessary to socially
civilize and purify a human being. For Newars, it is
impossible to imagine establishing a deity and its abode
without performing the samskara rituals. This concept was
followed for the reconsecration of the Licchavi caitya of
Vabaha.

According to Alexander von Rospatt, Acarya Kula-
datta, the son of Samghadatta who is said to have migrated
to Nepal from Kashmir, wrote the Kriydsamgrahaparijika
in Sanskrit in about the 11% to 12 centuries in Nepal.
This text has guided the ritual tradition of the Newar
Buddhist community of the Kathmandu Valley.?® Accor-
ding to Rospatt, the Kriyasamgrahaparijika is a collection
of diverse rites (kriya) that foregrounds the establishment
of a monastery, which relates in various ways to the

monastic handling of rites like the examination and
purification of the building site, the laying of the
foundation (padasthapana), elements such as the wooden
gong used in daily practice (gandi), as well as the rite
of ordination (pravrajya), the consecration of an image
(pratima) or other objects serving as receptacles for the
Buddhahood, such as a caitya, monastery, banner paint-
ing, or book. Rospatt summarizes that the Kriyasamgra-
hapaiijiki presents a complex sequence of rites that
collectively imbue the object with the qualities of Buddha-
hood and enliven it; those rites were not newly devised
by Kuladatta, rather he brought these together from
traditional practices, which he adapted to a tantric
framework and fused into a complex but coherent and
interconnected whole.

Ryugen Tanemura, who has published the critical
edition of the Kriyasamgrahapadjika as a part of his
doctoral dissertation, identifies the employment of some
Brahmanical life-cycle rituals as consecration rites in the
Kriyasamgrahaparjika.”

Most likely these kinds of ritual ceremonies were not
practiced or at least not given much importance during
the consecration of Buddhist monasteries in the Kath-
mandu Valley in the Licchavi period. This is because the
names given to the monasteries at that time were simple,
and did not mention the donor who performed the
consecration with the samskara rituals. The term pra-
tisamskara (the renovation ritual) was used in a stone
inscription on a Licchavi-period Saiva temple at Pasu-
pati.®® Later, in the mediaeval period, the names given
to the Buddhist monasteries became longer and were
elaborated by mentioning who had performed the
consecration rituals. For example, Vabaha is called Sarya
Brahma (or Sarya Varma) Samkarita Vajrakirti Maha-
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vihara which means “Vajrakirti (flame of vaj72) Monastery
Consecrated by Surya Brahma.” Every monastery or every
abode of the deity established during the Licchavi period
appears to have been re-consecrated later in the mediaeval
period, according to the samskaras.

The dasakarmasamskara used by the Newars, seems
to constitute an interpretation of the sodasasamskara
(sixteen kinds of samskara rituals). Furthermore, the code
of King Jayasthiti Malla dating to the the 14™ century
mentions that it is mandatory to perform the samskdras.>!
Today it is common practice among Newars to perform
the samskaras both in Buddhist®? and Hindu contexts;
the pattern of worship differs according to the deities

addressed.

The preparation of the rituals:

When the contract between the Patan Conservation and
Development Programme and the members of sarvasarigha
for the restoration of Vabaha was signed on August 27,
1992, the members of Vabaha consulted some well-known
Vajracarya priests and the prescribed texts. Since the
Licchavi caitya is believed by the Newars to be an Asokan
caitya, some priests were against the dismantling of the
caitya; they were afraid of commiting sins and the ensuing
harmful consequences. On the other hand, renewing a
caitya is said to ensure more merit than renovating all the
temples.’® The Jirnoddhara Vimva Katha text mentions
that a person who restores a caitya will be blessed with
good health, prosperity, peace and purity in this life; in
the next life one shall live a “kingly life” which ultimately
will lead to the Buddhahood.* Finally, the sarvasangha
was willing to dismantle the caizya. The credit goes to the
members of the sazigha led by the elder, Amrtaraja
Vajracarya.

In the beginning, Mangala Raja Josi, the royal astrologer
from Dhalayca in Patan made the required astrological
calculation to define an auspicious time (si7#) for per-
forming the ritual. The astrologer calculated the time for
the three essential rituals. The time for removing the

divine life force out from the caitya (jivaninydsa) before
dismantling the caitya should be from 8:44 to 8:59 or
11:01-11:05 am on May 17; the time for laying the
foundation with jewels (ratnanydisa) should be from 11:35
to 11:55 am on May 19, and the time for returning
the divine life force to the caitya, the consecration
(jfvanydsa), should be from 7:36 to 7:51 or 11:01 to 11:35
am on May 26, 1993.

A synopsis of the sditapau reads as follows:

“Obeisance to Lord Ganesa. In order to renew the caitya, it is
auspicious to pay respect to Lord Ganes$a and other deities
(first) and to perform Jivaninyasana Puja (the act of taking the
life force out of the caitya) on the fourth solar day of the
month of Jestha in Vikram Samvat 2050 when the Sun is in
Taurus and moon is on the 11 Junar day of the dark
fortnight, when there is a particular constellation called
Bhadra and the conjunction called Viskumbha pari Priti,
Monday, in the morning in 8:44 to 8:59, facing west and
according to the auspicious moment it is also possible to
perform the same act on same day from 11:01 to 11:05 in the
morning.

It is auspicious to perform the act of establishing the
foundation and offering of jewels to the foundation (Ratna-
nyasa) on the 6™ solar day of Jyestha, when the sun is in
Taurus, when the moon is on the thirteenth day of the dark
fortnight, when there is a particular constellation called Aévini
and the conjunction called Sobhana pari Saubhagya,
Wednesday, in the morning from 11:35 to 11:55, facing
toward the east.

It is auspicious to perform the act of returning the life
force back to the caitya (pranapratisthadi jivanyasana karma)
on the 13% solar day of Jestha, when the sun is in Taurus,
when the moon is on the fifth day of the bright fortnight,
when there is a particular constellation called Tisya and the
conjunction called Sukarmani, Wednesday, in the morning in
7:36 to 07:51 or according to the auspicious time; it is also
possible to perform the same act on the same day in morning
from 11:01 to 11:35, facing west.”



The priest Dharmaratna Vajracarya of Pyagatha near
Bubaha in Patan had prepared a list of the psja materials
to be obtained and prepared for the ritual. The following
persons — all of them have passed away in the meantime —
were designated to perform the ritual:

1 Amrtaraja Vajracarya, the eldest member of Vabaha
as Mulacarya (main priest)

2 Bhaktabahadura Sékya, the second eldest of Vabaha
as yajamana (client)

3 Muktaraja Vajracarya (alias Bhidyah Gubhaju) from
Nahbaha as Upadhyaya (reciting texts)

4 Dharmaratna Vajracarya from Pyagatha of Bubaha
as a priest (Guruju)

5 Vi$vavajra Vajracarya from Daubaha as a priest
(Guruju)

6 Dharmaraja Vajracarya from Daubaha as a priest
(Guruju)

7 Khadgaraja Vajracarya, at that time the caretaker
of the tutelary deity (kvapahdyah) of Vabaha

as a priest (Guruju)

8 Pannaratna Vajracarya from Vabaha as a priest
(Guruju)

9 Nilakumari Vajracarya, the wife of Amrtraja
Vajracarya as thakali nakhi (the first priestess)

10 Jfianamaya Sakya, the wife of Bhaktabahadura
Sékya as kvakali nakhi (the second priestess)

The day of Jivaniyasa Puja
The Deconsecration of the caitya,
May 17

The gathering of the participants started at seven in the
morning in the courtyard of Vabaha. They brought the puja
materials to the site. The priests drew the mandalas with
yellow and red powders in locations besmeared with cow
dung. They displayed the 4alasagana (the collective items
of suvarna or mitla kalasa (golden or main jar), the dhaupati
(curd pot), the nhayki (ritual mirror), the sinhama (sindur
pot), gogrdsa (a small plate of food for a cow), the mahabali,
kurkulabali (sacrificial offerings), and the astadikpala patah
(banners depicting the eight guardian deities) on top of the
drawn mandalas. They also prepared a homagih (sacrificial
firepit) in which a mandala was drawn.»

1 In the beginning, the sarikalpa, the declaration of ritual
intention was uttered and the saita pau bvanegu, the donor’s
name, time, and place of performance were announced
and the ritual vow for the completion of the ritual was
petformed. In this case, Niels Gutschow and his wife Wau
Gutschow were named as donors. The main vow for all the
rituals was taken by the Nutandhar Sharma on behalf of the
absent donors. Since the main deity of the czizya is Vairo-
cana, the entirety of the rituals were performed in the
name of Vairocana Tathagata, one of the Five Buddhas

(Paficabuddha).

2 Thapam yayegu (“establishment of the kalasagana”).
Amrtaraja Vajracarya, the Mulacarya (main priest)
established the kalasagana®®

3 Suryargha (“welcoming the Sun god”). Amrtaraja
Vajracarya welcomed the Sun god by pouring water to
witness the whole rituals.

4 Gurupadargha (/“welcoming the guru”).
Bhaktabahadura Sakya, the Yajamana welcomed the
guru by watering the feet of the Mulacarya.
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5 Paiicagavya sodhana (“purifying the mixture of five
kinds of cow products”). The Mulacarya purified the
padicagavya by spelling mantra.

6 Pujabhal sankalpa (“raking the ritual vow by touching
the puja plate”). The yajamana took the ritual vow to
complete today’s ritual by touching the puja plate, then
handed it over to the Mulacarya.

7 Svabhava pija (“worship of one’s own state of being”).
The Mulacarya worshiped the main jar (in which the
divine life force of the Paficabuddha was invoked) with
five types of primary puja materials such as flowers,
sandal paste, incense, light, and food (paricopacira).

8 Kaybhah puja (“worship of twin pots containing vermilion”)

The main priest or Malacarya performed the worship of
the twin pots symbolizing Vajravarahi and a cup for the

collection of black soot pot as the Cakrasamvara.

9 Gurumandala danegu puja (“worship of the guru’s
mandala’). The Mulacarya made the gurumandala and
worshiped it with flowers and rice.

10 Rahasyamandala danegu puja (“worship of secret
mandala’). The yajamana worshiped the rahasyamandala
by making a circle of water with his finger tip and
putting rice and flowers on it. This is considered a
shortened form of gurumandalapija.

11 Samadhi cvanegu (“observe meditation”). The Mula-
carya took the rice from the rabasyamandala and made
the tri-samadhi meditation of mind, body, and speech.

12 Kalasagana puja (“the worship of the paja pots
including a kalasa’). The Mulacarya worshiped the group
of suvarna kalasa (golden jars which represents the Pafica-
buddha) consisting of dhaupati (the curd pot, symbolizing
longevity), jualinbayki (the ritual mirror, with the
omniscient face), sinhamii (the vermilion pot, representing
Laksmi) and gograsa (a small plate of food for a cow).

13 Yajsia arambha (“starting of the fire sacrifice”). The
Mulacarya started the fire sacrifice in the sacrificial pit to
be continued later by the other priest. The Upadyaya
(priest), Muktaraja Vajracarya, read the text called the
Yajriavidhana.

14 Nirajana (“purification”). The Mulacarya performed
the rite of purification of the fire after burning a wick.

15 Jivanyasa likayegu japa (“spelling the mantra for
removing the divine life force”). Spelling mantras while
holding a vajra, a flower, and the fivefold thread in one
hand, moving a rosary in another by all the priests 2,000
times each. One end of the thread was tied to the caitya
and the other end to the jivanyisa kalasa with a coconut
on top. Thereby the deity is invoked and invited to dwell
temporarily in the jar. The technique of visualizing the
deity’s seed syllable (vijamantra), made it enter
(pravesana) into the jar, bound (bandhana) and pleased
(vasikarana).’” It is believed that after this rite is finished,
the divine life force of the czizya moves from the caitya
into the jar. From now on the caitya is considered
lifeless.

16 Sapija (“worshiping a cow”). The Malacarya
performed the worship of the cow by offering gogrisa (a
plate of food).

17 Sahkhbipata ciyegu (“to tie with a rope”). The ritual
of tying one end of the rope to the pinnacle of the caitya
and the other end to the tail of the cow.

18 Hastapuja (“worship of the hands”).
The yajamana worshiped the hands of the main mason
(lvahitkahmi) who was going to dismantle the caitya.

19 Jyabhah lahlhayegu (“handing over the tools”).

The yajamaina handed over a hammer and a chisel to the
stone mason dismantling the caitya. The hastapisja of the
worker and jabhah lahlhayegu are jointly called
Visvakarmapuja (worship of the divine architect) as well.



20 Syakegu (“demolishing”).

After the cow moved, thus pulling the rope tied to her
tail to symbolically initiate the destruction of the caizya,
the mason started to dismantle it.3

21 Godana (“gift of a cow”).

The yajamana gifted the cow that destroyed the caitya to
a Brahman. Since there was no Brahman except
Nutandhar Sharma, he received the gift in order to
complete this ritual and gave it back.

22 Jivanydsa likaya thapta yakegu (“to take the divine life
force up”).

Bhaktabahaadur Sékya, the yajamana, ook the jar with
divine life force up to the Digiché. He, along with the
divine life force, was welcomed by priestesses clearing
the path and spreading white cloth on it as a kind of
carpet. He was followed by the priests singing the
Dasaparamirta stotra and sounding a conch, while the
other devotees shake cavara (fly whisks).

23 Homa purna yayegu (“the completion of the fire-
sacrifice”).

The fire-sacrifice begun earlier was then completed by
the priests.

24 Rahasyamandala danegu (“to make a secret
mandala’). The Rabasyamandala was drawn and
worshiped by the yajamaina.

25 Cakabpiija (“the circumambulary worship”).

The yajamana worshiped Caturmaharaja (the guardians
of the principal directions) and other deities of the
monastic courtyard during a circumambulation.

26 Visarjana (“discarding”).

One assistant priest, Khadgaraja Vajracarya, discarded
the plate of sacrificial offerings on the stone located in
front of the main access to the monastery on the western
side.
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27 Kalasagana tale yika kalasagana svana puja. (“taking
the kalasagana up and worship them by combining them
with the Jivanydsa kalasa”).

The Kalasagana was taken to the first floor of the
Digiché by the yajamana and kept with Jivanyasa kalasa
(the jar with the divine life force); the Mulacarya
worshiped them together with the five kinds of puja

materials.

28 Jivanydsa kalasa puja (“worship of the jar with the
divine life force”).

The Mulacarya worshiped the jar with divine life force
separately in the Digiché.

29 Mantrajapa (“murmuring of mantra”).
Murmuring of mantras while all priests moved their
rosaries.

30 Pajiciku kayegu (“having five pieces of roasted meat”).
Sitting in a row, the priests and all participants had wine
(ailap) and pieces of roasted meat as the blessings

(prasada) from the deity.

31 Samaybaji nayegu (“having tantric food”).

The priests, participants, and devotees took the tantric
food (samaybaji) as blessings consisting of flattened rice,
dried fried rice, roasted meat, ginger, garlic, black
soybean, green vegetables, beans, va/ (bread made of
soaked black lintel), and wine.

32 Bhvay nayegu (“having a feast”). In the end, all of the
participants joined in a feast with meat and wine, with
the priests being the first in line according to the
hierarchy.

The ritual was completed at 9:30 in the evening.

The priests divided their share of murmuring mantras
125,000 times (savdlikha japa) in front of the jar with
divine life force. It was mandatory for them to complete
the mantrajapa every day in the alotted time before the
Jjivanydsa tayegu pujd began.
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Vabaha

Dismantling of the platform below the Licchavicaitya.
Robert Powell (left) discusses the sequence of fragments with
Nutandhar Sharma. Vajraraj Vajracarya is dressed in white;
to the far right is Bijay Basukala.

Photograph by Niels Gutschow, February 10, 1993
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Vabaha

Dismantling of the platform below the Licchavicaitya. Robert
Powell (left) sketches the two unearthed fragments. Vajraraj
Vajracarya and Amrtraj Vajracarya squat behind the caitya;

to the right is Bijay Basukala.

Photograph by Niels Gutschow, February 10, 1993



Vabaha, the Jivaninyasa Puja Daubaha), and Vi$vavajra Vajracarya (with white shirt, from
Dharmaratna Vajracarya (with black coat, from Bubaha), Daubaha) are inspecting the pzja materials.
Vajraraja Vajracarya (with light coat, from Vabaha), Photograph by Nutandhar Sharma, May 17, 1993.

Dharmaraja Vajracarya (white coat, in the middle, from
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Vabaha, the Jivaninyasa Puja
Jivanyasa kalasa filled with
water, topped with a coconut,
a peacock feather, and a piece
of cloth.

Photograph by Nutandhar Sharma,
May 17, 1993.
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Vabaha, the Jivaninyasa Paja and cap) from Nahtol, and Viévavajra Vajracarya (behind
The malacirya from Vabaha, Amrtaraja Vajracarya (his head the Licchavicaitya, white shirt) prepare for the ritual.
covered with a piece of cloth), starts the pija; Muktaraja Photograph by Nutandhar Sharma, May 17, 1993.

Vajracarya in his role as the Upadhyaya priest (with black coat



Vabaha, the Jivaninyasa Puja

Bhaktabahadur Sékya from Vabaha (with black vest) acts

as the yajamana (representing the client); to his side sits
Amrtaraja Vajracarya (with the uddiyana cap); Jhani Maya
Sikya, the (wife of Bhaktabahadur Sakya hands material over

59

to Muktaraja Vajracarya who invokes the life force of the deity
to the kalasa, placed on top of the tripod. Vikrama Vajracarya
in the background acts as a helper.

Photograph by Nutandhar Sharma, May 17, 1993.



Vabaha, Jivaninyasa Paja

From left: Dharmaraja Vajracarya, Vi$vavajra Vajracarya,
Dharmaratna Vajracarya, Pannaratna Vajracarya, and
Khadgaraja Vajracarya from Vabaha, murmuring the
invocation mantra.

Photograph by Nutandhar Sharma, May 17, 1993.
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Vabaha, the Jivaninyasa Paja

From left: Dharmaraja Vajracarya, Vi$vavajra Vajracarya,
Pannaratna Vajracarya, and Khadgaraja Vajracarya, continue
the murmuring of mantra japa with their rosaries.

Photograph by Nutandhar Sharma, May 17, 1993.



Vabaha, the Jivaninyasa Puja

The couple, Amrtaraja Vajracarya and his wife Nilakumari
Vajracarya, continue to invoke the deity.
Photograph by Nutandhar Sharma, May 17, 1993.
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Vabaha, the Jivaninyasa Puja
The yajamana, Bhaktabahadur
Sékya, performs the
chayhayekegu (pouring beer)
on top of the Mahabali Puja.

Photograph by Nutandhar Sharma,
May 17, 1993.
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Vabaha,the Jivaninyasa Puja

Worship of the cow: Laksmibahadur S:ikya (with white shirt)
is holding the cow, Amrtaraja Vajracarya is offering it food,
and Mukraraja Vajracarya is reciting the text.

Photograph by Nutandhar Sharma, May 17, 1993.



Vabaha, the Jivaninyasa Paja

Bhaktabahadur Sakya (behind the caitya) is tying the
padicasutra (fivefold thread) to the top of the caitya. Surendra
Sakya (behind the pillar) is holding the other end; to the right
is Mukraraja.

Photograph by Nutandhar Sharma, May 17, 1993.



Vabaha, the Jivaninyasa Puja

Right: Amrtaraja Vajracarya murmurs mantras while holding
the fivefold thread. On his right, Bhaktabahadur Sakya presents
the gesture of namaskara. On his left, Nilakumari Vajracarya,
Jaani Maya Sékya and Muktaraja Vajracarya watch.

On the left (from top): Dharmaraja Vajracarya, Visvavajra
Vajracarya, Pannaratna Vajracarya, and Khadgaraja Vajracarya
continue murmur mantra japa with their rosaries.

Photograph by Nutandhar Sharma, May 17, 1993.



Vabaha, the Jivaninyasa Puja

On both sides of the caitya the priests murmur mantra japa
while moving their rosaries. Bronwen Bledsoe, a visiting
scholar from Chicago is seen in the background on the left.
Bhaktabahadur Sikya is presenting the namaskara gesture.
Photograph by Nutandhar Sharma, May 17, 1993.
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Vabaha, the Jivaninyasa Puja
Left, the yajamana,
Bhaktabahadur $ékya, offers
paisa to the stone mason,
Asakaji Ranjitkar from
Bhaktapur, after consecrating
his hands (bastapuja).

Right, the stone carver
consecrates the hammer he
uses to dismantle (sysékegu)
the caitya.

Photograph by Nutandhar Sharma,
May 17, 1993.
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Vabaha, the Jivaninyasa Puja
The stone mason initiates the
dismantling of the caitya.

A rope is tied to the pinnacle
of the caitya and the other
end to the tail of a cow.

A short jolt indicates the
beginning of the dismantling.

Photograph by Nutandhar Sharma,
May 17, 1993.
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Vabaha, the Jivaninyasa Paja

The life force of the caitya is taken in procession to the
Digiché. Nilakumari Vajracarya is sweeping the ground, while
Jfiani Maya Sakya is sprinkling water, and Bekha Maya Sakya
scatters rice and flowers. Amrtaraja Vajracarya rings the bell,
while Surendra Sakya and Khadgaraja Vajracarya carry
burning incense. Raju Vajracarya blows on a conch and
Muktaraja Vajracarya recites the text.

Photograph by Nutandhar Sharma, May 17, 1993.
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Vabaha, the Jivaninyasa Puja
Left, the yajamana,
Bhaktabahadura Sakya carries
the jivanyasa kalasa.

Right, Bhaktabahadura Sékya
walks on a panel of white
fabric (vasa layegu), while
holding the kalasa with both
hands. Pannaratna Vajracarya
follows him with one more
kalasa.

Photograph by Nutandhar Sharma,
May 17, 1993.



72

Vabaha, the Jivaninyasa Paja

Amrtaraja Vajracarya sits next to the jivanyasa kalasa on the
first floor of the Digich&; Pannaratna Vajracarya arranges
the pots in the prescribed order (kalasagana).

Photograph by Nutandhar Sharma, May 17, 1993.



Ratnanyasapuja
Depositing Jewels at the bottom of the Platform,
May 19

Depositing the jewels involves a simple ritual performed
by the Mulacarya and the yajamana. It started at 10 in the
morning and ended at 12 noon. Amrtaraja Vajracarya, the
Mulacarya (main priest) placed the dhaupati (curd pot) on
the foundation of the dismantled czizya. The Mulacarya
and the yajamana repeated the rituals of the Jivaninydsa
pujafrom the second to the seventh steps, from Suryargha
to Svabhava puja. They offered water, rice, red and yellow
tikas, wicks, incense, puffed rice, flowers, sandal wood
paste, and coins and as the main items consisting of metal
objects and precious stones.

The moment the p#ja had been completed, the de-
votees from the neighborhood came to offer different
objects. These consisted of diamonds and precious stones
such as paficarana, navaratna, a silver- and gold-embroi-
dered blouse (#dsayagu l4), a blouse woven with gold and
silver threads (kvacinydagu ld), rings made of five kinds of
metal, old and new copper coins, bank notes, a copper
plate, an alms bowl of copper, five copper cups, rice,
incense sticks, eight clay bowls, sacred threads, a clay cup
used for burning wick lamps, wicks for the lamps, different
flowers like roses, puffed rice, and red powder, all placed
in the foundation of the dismantled caitya. In the end, the
priest kept all of the offerings within the foundation.

Dusah or Adhivasana: Summoning of the deity
on the preceding day,
May 25

There was some confusion because the Mulacarya forgot
the date of the ritual — he had mistakenly taken his
medicine early in the morning. In order to perform the
adhivasana (dusap in Nevari) ritual, the priest must fast
until the ritual is complete. Therefore, a debate arose
among the priests as to whether it would be correct to
perform the ritual or not since he had already taken his
medicine. The priests decided not to perform the ritual on
that day because the Mulacarya had broken his fast.
Muktiraja Vajracarya, one of the priests from Nahtol was
very angry with the Malacarya’s carelessness and quietly
abstained from participating in the ritual thereafter.

Thus, the adhivasana was postponed to the following
day and the remaining priests decided that the ritual
would be performed in advance of the Jivanyisa Tayegu
Puja and Dasakarma rituals.
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Vabaha, the Ratnanyasa Puja

The stones with quarter-round edges at the bottom of the of the caitya by offering the caitya “jewels” (ratna) such as gold
platform have been raised to the present pavement level. and silver coins, as well as an embroidered blouse.

Panniratna Vajricirya performs the foundation-laying rituals ~ Photograph by Nutandhar Sharma, May 19, 1993.
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Vabaha, the Ratnanyasa Puja
Pannaratna Vajracarya
observes the offerings for the
foundation of the caitya.

Photograph by Nutandhar Sharma,
May 19, 1993.
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Jivanyasa and Dasakarma homa puja
Consecration Rituals, May 26

The gathering of the participants and preparation work
started at 6 in the morning. Different groups of priests and
devotees prepared the sacrificial firepit, smeared the
ground with cow dung, and decorated the space with the
colorful banners for Astadikpala (The Eight Guardians of
the universe) and the bali pot (part of the propitiatory
sacrifice for wrathful deities, spirits and ancestors).»

The people from the monastery and the neighborhood
brought their personal statues of deities to benefit from
the divine life force (jivanyasa) during the rituals without
performing a separate jivanydsa pija for the deities owned
by them. This is a common practice among Newars.

The Thakalinakhi, Nilakumari Vajracarya, the Kvaka-
linakh, Jianamaya Sakya, and a peasant (Jyapu) went to
bring the Alidhyah from the house of a potter (Prajapati)
in the Lohla Quarter. The Phalidyah was provided by the
Citrakara, a painter from Ikhalaku. Rospatt comments
upon the close association of Alidhyah and Phalidyah;
Alidyah shaped as a caitya represents the five Buddhas, and
Phalidyah represents the five goddesses corresponding to
the five Buddhas.“’ In their account describing initiation
rituals in Bhaktapur, Niels Gutschow and Axel Michaels
provided details on the shape, making, and meaning of
the Alidyah, which in Bhaktapur is identified and
worshipped as Siva, Agni, or even Bhairava.4! Alidyah or
Alini is also called Agnidyah by the Brahman and Josi of
Bhaktapur, and Egindyah by the potters — a term that
suggests an association with Agni, the god of fire. This in
turn suggests an association with Arni Sila, the deity who
sets one free from loans, and who is a Bhairava in the shape
of a roundish stone used as a weight, as found in the
Kathmandu Valley. The cylindrical shape of the Phalidyah
can be related to phi or phalini, measuring cups used
in the household. The Newars have a long tradition
of worshipping household materials as divine entities.

At 11:30 in the morning, Bhaktabahadur Sékya, the
yajamana, brought down the jar with the divine life force

from the first floor of the Digiché to the site in order
to herald the beginning of the ritual.

1 The covering the caitya by a piece of white cloth sym-
bolically indicates that until now the caizya did not exist.
The ritual started with installation of eight bathing vessels
(snanakalasa). Rospatt has gone into great detail on the
snanakalasas.* These rituals are the part of adhivisana
pwja, which in fact should have been performed the
preceding day.

In the beginning, the rituals of Jivanyasa likayegu puja
that include steps one to seven were repeated in this
Jivanyasa pija. The Jivanydsa likayegu piijawas reversed in
respect to the Jivanydsa tayegu. The priest recited 108
times the mantra om huam hrib vajribhava drdham tistha
bhram kbam him svaha, while holding the five-fold thread
(pasiika) that was connected to the caitya, along with a
vajra and a flower in his hands. After having worshiped
and touched the caitya, the priest recited the mantra om
supratisthitavajraya svaha, thus accomplishing the shifting
of the life force of the deity of the caitya. This was the
precondition for the performance of the life cycle rituals.

Dasakarma puja®

The paja started by invoking the Catussagara (the four
kinds of snanakalasa — jars that symbolically contain the
water from four oceans, thereby representing all deities of
the Vajradhatumandala).

1 Yonisamsodhana karma (“the purifying the woman’s
womb”).

At the beginning of not only the Yonisamsodhana karma
but also of each of the dasakarma (ten kinds of rituals), the
Vajracarya priests poured the water from the four jars
(catussagarakalasa) that symbolically represent water from
four oceans on top of the caitya (Catussagaram luyegu
puja). The two priestesses performed the Nirarijana pija
(purification of the deity with a burning lamp). The priest
performed the Sadarga nydsa by touching the Buddha’s

ears, eyes, nose, and mouth with his vajra.* He also



offered a garland to the deity and an dhuzi (sacrificial
offering of grains to the fire-sacrifice).

Mantrajapa (“the murmuring mantras while moving the
rosary by the Vajracarya priests”) was performed.

2 Garbhadhana karma (“the pregnancy”)
The Vajracarya priest spelled out the mantra on a jantra
(talisman) and offered it to the deity’s icon as a necklace.

3 Jatakarma (“the giving birth and caste”)

Pidhenegu — the symbolical cutting the umbilical cord.
Nasvam ciki tayegu — the offering fragrant herbs and oil
on the navel of the deity’s icon.

Mikha kikegu — the opening the eyes of the deity.
Ghrtamadhuprasana — the teeding ghee and honey.

4 Annaprasana karma (“the first feeding of rice”)

Jakva bhujam rvaygu — letting the newborn touch one of
the items displayed on the winnowing tray, such as a lump
of clay, a brick, a book, an ornament, a pen etc. on a plate.
It is performed symbolically by facing the icon.

It is believed that if the child touches the lump of clay,
in the future it will become a landlord, if a book, a scholar,
if an ornament, a rich person.®

Ajap ulegu — applying black soot to the eyes of the deity.
Ja nakegu — feeding the deity with rice.

Tisa vastra lalhayegu — handing over clothes and ornaments
to the deity.

Kali vayegu — discarding the leftover rice at the absorbing
stone (pikhalakhu), located in front of the main gate of the
monastery, after worshiping Dhumavati (a manifestation
of Parvati).

5 Namakarana karma (“the name giving”)

The name “Vairocana Tathagata” was given to the deity,
the main deity of the caitya. At that time the priest was
spelling “... wvairocana thathagata bhurbhiuvahsvah” in
Sanskrit.

6 Cudikarana karma (“the tonsure”)

Samkhayegu — shaving the hair of the deity.

Nhaypa pvikbanegu — piercing the ears of the deity.

In this specific case, pouring holy water from the four jars
(catussagaram luyegu) and nydsa took place only after the
Nhaypam pvakhanegu ritual.

Pindapatra silayki laplhayegu — handing over an alms bowl
and a wooden stick with a caitya symbol on top, signifying
the monkhood, to the deity. The objects were handed over
to Bhaktabahadur Sékya, the yajamana.

Saptapada — taking seven steps on the seven lotus flowers
drawn on the pavement. These steps were made by the

yajamdana on behalf of the deity.

7 Vratadesa karma (“the vows of disciple”)

Sakhayegu — shaving the hair of the deity.

Maykéluyegu — grinding black pulses in a stone mortar at
its feet, signifying the removal of negative thoughts.
Dhanusavana, cala chégu, kamandalu, vastra laplhayegu —
handing over a bow and arrow, deerskin, waterport,
and dress.

The objects were handed over to the yajamana.
Saptapada— raking seven steps on the seven circles of lotus
drawn on the pavement. This was done by the yajamana
on behalf of the deity.

Amba hambani mvalhuyekegu — bathing the deity in a paste
of myrobolan and sesame seeds; finally, all participants
circumambulate around the caizya.

8 Samavartana karma (“the return from studies”).
Gaudina — the yajamana presents a piece of gold carved
with a cow to the priest on behalf of the deity.

9 Panigrahana karma (“the marriage”).

Thipah byah lahlhayegu — placing a bel fruit associated with
the bride, tied with a handkerchief on an earthen plate in
front of the deity. The wedding gazha was recited by the
priest, symbolically representing the marriage (ihipa) of
the deity.
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Opposite

Vabaha, the Jivanyasa
Tayegu Puja

Dharmaratna Vajracarya and
Khadgaraja Vajracarya are
preparing the snana kalasas
(bathing jars), namely, eight
small ones representing the
eight auspicious signs
(astmangala), which in turn
represent the Eight
Bodhisattvas, as well as larger
pots representing Siva and
Sakti, Nagaraja, Yaksa, and
Ganesa; herbs and sugar cane
have been brought for the
paricapallava offerings on top
of the pots.

Photograph by Nutandhar Sharma,

May 26, 1993.

Drstidana — bestowing of sight.

Citrakarapuja — worshipping the hand of a Vajracarya
priest holding a vajra which represents the brush of the
painter. The priest painted the eyes of Vairocana with
the vajra.

10 Vajrabhiseka (“the scepter initiation”).4

Samkhayegu — shaving the hair of the the deity.
Performing the rituals: Alidyah chayegu (offering Alidyah),
Phalidyah puikegu (decorating with Phalidyah), basa galegu
(fanning with a winnowing tray), tuphi galegu (fanning
with a broom), and Jasikési lahlhayegu (handing over the
household materials).

Udakabhiseka — sprinkling water.

Gd, vajra, sulibpah lalhiyegu — handing over a bell
(ghantibhiseka), a sceptre (vajrabhiseka), and the ladle used
during fire-sacrifice. The priest touched the chest of the
deity with his vajra.

Namakarana — conferring a tantric name to the deity
(namabhiseka).

Mukhah puyekegu — handing over the crown of a
Vajracarya (mukutabhiseka).

Yahmari, lvacamahri luyegu — showering yapmari and
lvicamahri (confectionary) across the caitya.

Catiamahri nebecikegu— placing catamahbri (pancake made
of rice flour) in front of the deity of the caizya.
Parpahuti— offering a coconut to the fire. The Mulacarya
offered an unpeeled coconut.

Samkhyihuti — offering mixed grains to the fire while
reciting the name of gods and goddesses.

Visarjana — worshipping the rice and flowers used during
rituals and discarding these on the absorbing stone outside
of the monastery. With this, the Dasakarma rituals of that
day come to an end.

Concluding events

Sesahuti— offering the remaining mixed grains to the fire-
sacrifice.

Cakappuja— circumambulatory worship of Caturmaharaja
and other deities of the baha.

Kumaripuja sarkalpa— taking a vow and handing over the
pwa plate with paija materials to the wife of the yajamana
to take to worship the goddess Kumari. The goddess
Vajrayogini of the monastery represents the virgin goddess
Kumari.

Kumaripuja — worshipping Kumari.

After the Kumaripuja, all statues of deities which were
brought to share the divine life force (jvanyasa) by
neighboring families were taken back to their homes.
Pariciku kayegu— seated in a row according to seniority, all
participants share wine and roasted meat as blessed food
(prasada).

Daksina biyegu — offering a fee to the priests. The yajamana
offered a fee to all priests and participants.

Samaybaji nayegu — sharing samaybaji, tantric food blessing
by all participants and neighbors.

Bhvay nayegu — all participants and neighbors join the
ritual feast with meat items and wine. The feast came to an
end at 11:30 in the evening.

Caturthipija - The Concluding Worship Ceremony
May 27

A simple, concluding worship ceremony (paficopacira
pwa) was performed by the Mulacarya and the yajamana.
It started at 10 in the morning and ended two hours later.
It is believed that no participant is supposed to consume
dalbhaita (cooked rice) at home without first performing
the caturthipuja.
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Vabaha, the Jivanyasa Tayegu Paja

Display of the pija materials for the consecration ritual.

The canopy for the fire-ritual is of woven bamboo and displays
a vifvavajra. Pannaratna Vajracarya (right) is preparing the site
for the ritual to the west of the reassembled caizya.

Photograph by Nutandhar Sharma, May 26, 1993.
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Vabaha, the Jivanyasa Tayegu Puaja

Amrtaraja Vajracarya starts the fire-sacrifice, while Visvavajra
Vajracarya recites the prescribed text. On the stone column
a paubha banner is hung and icons from private households
are arranged to benefit from the consecration of the caitya.
Photograph by Nutandhar Sharma, May 26, 1993.
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Vabaha, the Jivanyasa Tayegu Paja

The caitya is covered with white cloth, indicating that the
deity has not yet reached its receptacle. Left, Pannaratna
Vajracarya worships the deity, while Dharmaraja Vajracarya
recites the text. Leaning against the platform are the
winnowing tray (basa), a miniature stove, and sandals that

symbolize discipleship (vratadesa); on top of the platform, the
bowl (salapa) and the bel fruit, indicating the initiation ritual
for gitls (7hi), the parental gift of a virgin. Right, behind the
caitya, Visvavajra Vajracarya recites the text for the fire
sacrifice and Dharmaratna Vajracarya observes the ritual.
Photograph by Nutandhar Sharma, May 26, 1993.



Vabaha, the Jivanyasa Tayegu Puaja

The head priest, Amrtaraja Vajracarya, wields his vajra above
the sacrificial firepit. To his right, Vi$vavajra Vajracarya recites
the text with the yajamana, Bhaktabahadura Sﬁkya, on his left.
Vikramaraja Vajracarya decorates the caizya.

Photograph by Nutandhar Sharma, May 26, 1993.



Vabaha, the Jivanyasa Tayegu Puja

Left, west of the caitya, Pannaratna Vajracarya performs the
dasakarma rituals, while Dharmaraja Vajracarya recites the text
(in front). Amrtaraja Vajracarya is performing the fire-ritual
and Bhaktabahadura Sakya and his wife Jfiani Maya Sakya

are helping him (in the background).

Photograph by Nutandhar Sharma, May 26, 1993.
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Vabaha, the Jivanyasa Tayegu Paja

Right, Amrtaraja Vajracarya rings his bell while performing
the fire-ritual; Visvavajra Vajracarya recites a text, while
Bhaktabahadura Sékya watches. Left, Dharmaratna
Vajracarya reads a text, while Pannaratna Vajracarya
performs the dasakarma ritual.

Photograph by Nutandhar Sharma, May 26, 1993.
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Vabaha, the Jivanyasa Tayegu Puja

Right, Dharmaratna Vajracarya and Dharmaraja Vajracarya
are reading the texts, while Pannaratna Vajracarya performs
the dasakarma ritual. Left, Amrtaraja Vajracarya murmurs the
mantra japa without his ritual cap and keeps feeding the fire,
while Vi$vavajra Vajracarya recites the text.

Photograph by Nutandhar Sharma, May 26, 1993.
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Vabaha, the Jivanyasa
Tayegu Puja

Left, Pannaratna Vajracarya
recites the mantra japa for
the dasakarma ritual with
his rosary veiled.

Right, Dharmaratna
Vajracarya recites the text

Photograph by Nutandhar Sharma,
May 26, 1993.
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Vabaha, the Jivanyasa Tayegu Paja

Left, Pannaratna Vajracarya, Khadgaraja Vajracarya, and
Dharmaratna Vajracaryas are performing the dasakarma ritual.
Right, Amrtaraja Vajracarya is offering ghee to the fire using

a wooden ladle (saliku), while Vi§vavajra Vajracarya recites
the text; on the right, the yajamana.

Photograph by Nutandhar Sharma, May 26, 1993.
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Vabaha, the Jivanyasa

Tayegu Puja

Left, the yajamana,
Bhaktabahadura Sikya,
returns from the Digiché with
the jivanydsa kalasa in his
hands, a coconut with pasuka
thread tied to it.

Right, holding the jivanyasa
kalasa with the life force of
the deity in his hand,
Bhaktabahadura Sakya walks
solemnly along a panel of
white cloth (vasa layegu).
Vajraraja Vajracarya is ringing
a bell, Laksmibahadur gékya
blows a conch, Vikramaraja
Vajracarya holds a yak-tail
whisk, and Dharmaratna
Vajracaryas recites stotras.

Photograph by Nutandhar Sharma,
May 26, 1993.
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Vabaha, the Jivanyasa

Tayegu Puja

Left, Dharmaraja Vajracarya
ties the fivefold thread (pasika)
to the top of the caitya.

Right, offering a coin.
Photographs by Nutandhar Sharma,
May 26, 1993.
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Vabaha, the Jivanyasa
Tayegu Puja

Dharmaratna Vajracarya
removes the white cloth from
the caitya. With this, he
demonstrates that the deity
is permanently fixed in its
receptacle, the caitya.

Photograph by Nutandhar Sharma,
May 26, 1993.
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Vabaha, the Jivanyasa Tayegu Puja

Dharmaraja Vajracarya recites from a text and directs
Pannaratna Vajracarya to worship accordingly. The caizya is
now decorated with three white circles on its dome, indicating
the Three Jewels, the Buddha, dharma, and sarigha.
Photograph by Nutandhar Sharma, May 26, 1993.
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Vabaha, the Jivanyasa Tayegu Puaja

Devotional objects brought to the event from private
households to benefit from the dasakarma ritual were
also worshiped. /

Photograph by Nutandhar Sharma, May 26, 1993.
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Vabaha, the Jivanyasa
Tayegu Puja

Khadgaraja Vajracarya is
discarding the baupih (a plate
of offerings used in mahabali
puja) on the absorbing stone
(pikbalakhu) at the western
access point to the courtyard
of the monastery.

Photograph by Nutandhar Sharma,
May 26, 1993.
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Vabaha, the Jivanyasa
Tayegu Puja

Left, Khadgaraja Vajracarya
performs the drstidana rite,
opening of the eyes (mikha
kankegu) by touching the eyes
of Vairocana with black soot
on the fine end of a scepter
(vajra salaka). Nila Kumari
helps him holding the pzja
plate.

Right, Pannaratna Vajracarya,
Khadgaraja Vajracarya, and
Bhaktabahadura Sakya pour
holy water from the
catussagara kalasa (water of the
“four oceans”) onto the caitya.

Photographs by Nutandhar Sharma,
May 26, 1993.
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Vabaha, the Jivanyasa
Tayegu Puja

Left, the yajamana performs
the taking of seven steps
(saptapadi) at the end of the
Cudakarana rite. Dharmaraja
Vajracarya is directing him.

Right, Bhaktabahadura Sékya
performs saptapadi (taking
seven steps on betel nuts) in
course of the initiation ritual
(vratidesa karma); he carries a
begging bowl in his right hand
and a bow and arrow in his
left hand. Khadgaraja
Vajracarya is directing him.
Photographs by Nutandhar Sharma,
May 26, 1993.
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Vabaha, the Jivanyasa

Tayegu Puja

Left, the yajamana grinds
black pulses with his feet
(maykeé luyegu) as part of the
initiation ritual (vratadesa)
and Dharmaratna Vajracarya
is holding the winnowing tray
painted with the visvavajra

above his head.

Right, the yajamana offters
a lump of clay, representing
Alidyah to the caitya.

Photographs by Nutandhar Sharma,
May 26, 1993.
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Vabaha, the Jivanyasa
Tayegu Puja

Left, the yajamana offers the
thipap-plate with a bel fruit
to the caitya.

Right, Khadgaraja Vajracarya
pours flowers, puffed rice and
pieces of fruit from a wooden
measuring pot (sipham luyegu)
onto the caitya in an act of
worshipping the body of the
deity. Dharmaraja Vajracarya
is directing him.

Photographs by Nutandhar Sharma,
May 26, 1993.
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Vabaha,

Jivanyasa Tayegu Puja

Left, the yajamana holds the
Phalidyah, which is offered
to the caitya as part of the
Vajrabhiseka.

Right, the yajamana holds the
Alidyah, a mysterious lump of
clay on top of a fan of woven
bamboo.

Photographs by Nutandhar Sharma,
May 26, 1993.
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Vabaha, the Jivanyasa Tayegu Puja

The malacarya, Amrtaraja Vajracarya, offers purnahuti,
the coconut, to the fire. The head of the stone masons
(foreground) grasps the flames with his palms as a ritual
gift (prasida).

Photograph by Nutandhar Sharma, May 26, 1993.
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Vabaha, the Jivanyasa Tayegu Puja

Jani Maya Sikya performs the Kumha (Kumari) Paja.

The sarnkalpa vikya is recited by Pannaratna Vajracarya (left).
Khadgaraja Vajracarya is burning incense. Dharmaratna
Vajracarya is guiding the performance. At the end, the paja
plate is taken to the Agﬁ (esoteric shrine of the b4ha) to initiate
the Vajravarahi Paja.

Photograph by Nutandhar Sharma, May 26, 1993.
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Vabaha, the Jivanyasa Tayegu Paja

Vajraraja Vajracarya hands the blessed objects of worship
over to their owners. Dupah Tahma receives her object.
Photograph by Nutandhar Sharma, May 26, 1993.





