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Abstract: The Marijusribhasita-Citrakarmasastra, a Sanskrit silpa work discovered in Sri Lanka, deals
exclusively with Buddhist image making. It provides technical instructions for the fabrication of
Buddhist images as well as guidance for initial and final consecrations. This article offers a com-
parative intertextual study of the main body of the manuscript, including chapters concerning tree
selection, the ratnanyasa ritual, the techniques of clay modeling in the making of images, and the eye-
opening ceremony. This study suggests that the Marijusribhasita-Citrakarmasastra bears a remarkable
resemblance to South Indian Hindu $ilpa texts and does not perfectly correspond with actual prac-
tices and performances. The main part of the Maifijusribhasita-Citrakarmasastra is probably dated no
earlier than the 11th century but no later than the 16th century.
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1. Introduction
1.1. Discovery of the Sanskrit Manuscript in Sri Lanka

The Marijusribhasita-Vastuvidyasastra and the Marijusribhasita-Citrakarmasastra are both
Sanskrit silpa works. The Marfijusribhasita-Vastuvidyasastra (the first volume, henceforth
Viastuvidyasastra) deals exclusively with Buddhist monastic architecture, and the
Maiijusribhasita-Citrakarmasastra (the second volume, henceforth Citrakarmasastra) focuses
on Buddhist image making. The manuscript of the Citrakarmadistra is written in Sinhalese
scripts and was discovered in Sri Lanka; it is now preserved in the National Archives
in Colombo. The manuscript was previously privately owned but was acquired by the
Archives in 1972. To edit and publish the manuscript, the National Archives contacted
scholars and research institutes to inquire about the existence of any prior editions or pub-
lications, including Prof. P.E.E. Fernando, the Asiatic Society in Calcutta, and the Orien-
tal Institute of Baroda, among others. The replies received indicated that there was no
knowledge of any existing editions or publications of it. Therefore, according to the avail-
able historical and archaeological records, this is a unique manuscript. Dr. E.W. Maras-
inghe, a senior assistant librarian at the University of Peradeniya, edited and published
the manuscript in Devanagari script along with an English translation. The sequence of
events regarding the discovery of the manuscript is recorded in his publication (Maras-
inghe 1991, pp. xi—xvi).

Here are the chapters of the Vistuvidyasastra and the Citrakarmadistra:

(1) Types of Locale and Monasteries (sthanalayabheda)

(2) Characteristics of the 24 Monasteries (caturvimsaramalaksana)

(3) Characteristics of the Caitya (caityalaksana)

(4) Types of Trees (vrksasangrahah)'

(5) Explanation of Dimensions (manoddesavidhanam)®

(6) Arrangement of the Sanctuary of a Temple (garbhagaravidhanam)
(7) Characteristics of the Armature ($iilalaksana)

Religions 2024, 15, 146. https://doi.org/10.3390/rel15020146

https://www.mdpi.com/journal/religions


https://doi.org/10.3390/rel15020146
https://doi.org/10.3390/rel15020146
https://creativecommons.org/
https://creativecommons.org/licenses/by/4.0/
https://creativecommons.org/licenses/by/4.0/
https://www.mdpi.com/journal/religions
https://www.mdpi.com
https://orcid.org/0009-0006-2608-1277
https://doi.org/10.3390/rel15020146
https://www.mdpi.com/journal/religions
https://www.mdpi.com/article/10.3390/rel15020146?type=check_update&version=3

Religions 2024, 15, 146

2 of 30

(8) Installation of the Gem Deposit (ratnanyisavidhana)

(9) Making of the Eight-fold Paste (astabandhavidhina)

(10) Placing of the Ligatures (rajjukarmavidhana)

(11) Characteristics of the Clay (mrttikalaksana)

(12) Making of the Limestone Paste (katisarkaravidhana)

(13) Description of the Measurements (pramanalaksana)

(14) Description of the Plumb-lines (lambamanalaksana)

(15) Characteristics of the Five Buddhas and so on (pasicabuddhadilaksana)
(16) Preparation of the Pigments (varnalaksanavidhina)

(17) Opening of the Eyes (aksimoksana)

The first volume (chapters 1-3), the Vastuvidyasastra, provides instructions for plan-
ning, constructing, and consecrating a Buddhist monastery, while the second volume (chap-
ters 4-17), the Citrakarmaddstra, covers the art of Buddhist image making. It offers technical
instructions for the fabrication of Buddhist images as well as guidance for initial and final
consecrations.”

1.2. Background and Research Questions

Besides being attributed to Mafijusri as its author, the detailed iconographic descrip-
tions of the Dhyanibuddhas and the eight Bodhisattvas also indicate the Mahayanic origin
of the text. Hans Ruelius first noticed this manuscript and provided a brief introduction
to every chapter. According to his viewpoint, the Citrakarmasastra has a direct connection
with the Kasyapasilpa, a saiva Silpa text from the 12th century (Ruelius 1978a). However,
there is no thorough textual comparison in Ruelius’s article. Marasinghe corrected scribal
errors in the manuscript and edited it in the Devanagari scripts with an English translation,
thus making it available for academic research (Marasinghe 1991). According to Maras-
inghe, the text’s date is likely from no later than the 7th century A.D., possibly due to the
manuscript’s use of considerably old Sinhalese scripts (Marasinghe 1989, p. xiv). In con-
trast, Heinz Bechert believed that it should be dated to the 14th century A.D.%; however,
he did not give any further explanation for his opinion. In his discussion of Mahayana
Buddhist sculptures in Sri Lanka, Ulrich von Schroeder paid attention to the Citrakarmasas-
tra and mentioned some passages that described five Buddhas and Bodhisattvas as well
as other deities. He suggests that these literary references to deities are not sufficiently
detailed to be of much help in the identification of the Buddhist images discovered in Sri
Lanka (von Schroeder 1990, p. 212). According to him, comparisons of Sinhalese images
with the Citrakarmasastra are of very limited help, as the images barely match the descrip-
tions. In her dissertation’s appendix, Kellie Marie Powell provides a summary of the Cit-
rakarmasastra’s chapters, but the dissertation lacks detailed textual investigations (Powell
2018, pp. 95-99).

The Citrakarmadastra, which covers Buddhist statuary, is the most extensive work of its
kind discovered in South Asia thus far. Two additional Buddhist $ilpa éastras, the Sariputra-
bimbamana and the Alekhyalaksana, also written in Sanskrit using Sinhalese scripts, have
been found in Sri Lanka. Both texts deal exclusively with image making and iconogra-
phy, but they are much shorter and less informative than the Citrakarmasastra.” No other
Buddhist silpa text corresponding to the Citrakarmasistra exists in Sanskrit, Pali, Tibetan, or
Chinese Buddhist literature. Therefore, questions arise, such as whether the Citrakarmadas-
tra could be a compilation of various non-Buddhist silpa texts. What are the sources from
which the Citrakarmasastra draws? Finding out where the Citrakarmasastra issued from has
significant implications for our understanding of the history of Vajrayana Buddhism in Sri
Lanka. The aforementioned studies do not thoroughly examine the textual details.

Based on previous studies, this article examines the internal relationship between the
Citrakarmasastra and Hindu $ilpa texts as well as whether the techniques and rituals men-
tioned in the manuscript are still practiced in modern South Asia. By investigating chapters
on consecration rituals and clay modeling, this research also examines the Hindu origin of
the manuscript and the possible date of the Citrakarmasastra. Through intertextual studies,
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we can learn how the knowledge of Hindu $ilpa and art is integrated in Vajrayana Bud-
dhism, which deepens our understanding of the development of Vajrayana Buddhism in

Sri Lanka.

2. Analysis of the Compilation of the Citrakarmasastra
2.1. The Sequence of Chapters in the Citrakarmadastra

As Ruelius mentioned, the sequence of chapters in the Citrakarmasastra and in the
Kasyapasilpa shares a striking similarity (Table 1) (Ruelius 1978a). The Citrakarmasastra fol-
lows the same pattern, though it has inserted some other details (e.g., proportions of vari-

ous images) in between.

Table 1. A comparison of the sequence of chapters in the Citrakarmasastra and in the Kasyapasilpa.

Citrakarmasastra

Kasyapasilpa

4. Types of Trees
(vrksasamgrahana)

79. Types of Trees
(vrksasamgrahana)

7. Characteristics of the Armature
($uilalaksana)

80. Characteristics of the Armature
(itlalaksana)

8. Installation of the Gem Deposit
(ratnanyasavidhana)

81. Characteristics of the Stilapani
($ulapanilaksana) !

9. Making of the Eight-fold Paste
(astabandhavidhana)

10. Placing of the Ligatures
(rajjukarmavidhina)

82. Binding of the Ligatures
(rajjubandhalaksana)

11. Characteristics of the Clay
(mrttikalaksana)

83. Characteristics of the Clay
(mrtsakaralaksana)

12. Making of the Limestone Paste

84. Making of the Limestone Paste

(katasarkaravidhana) (kalkasamskaralaksana)

85. Preparation of the Pigments

16. Preparation of the Pigments (varnasamskaralaksaa)

(varnalaksanavidhana)

86. Plastering of the Pigments
(varnalepana)

! This chapter deals with the methods and rituals for establishing the armature ($iila-sthapana) and has much in
common with the ratnanydsa chapter in the Citrakarmasastra. However, in the Kasyapasilpa, the title of this chapter
is “characteristics of the Stlapani ($alapanilaksana)”. Stlapani literally means “one holding a trident in his hand”
and refers to one of the eight names of Siva. Strangely, neither this name nor the feature of the image of Siva is
mentioned in this chapter. It seems that a more fitting title of this chapter would be siila-sthapana-laksana.

Ruelius suggests that the Kasyapasilpa may be one of the sources for the Citrakarmasas-
tra, or that, at the very least, the authors of the Citrakarmadistra and the Kasyapasilpa might
have drawn from a common source (Ruelius 1978a). There are many Sanskrit $ilpa works
belonging to different periods in which detailed accounts of techniques and rituals are found.

After studying Hindu $ilpa texts from both North India and South India, including
the Kasyapasilpa, the Silpa sections in the Agni Purana, the Brhatsamhita, the Silpa sections
in the Visnudharmottara Purina, the Mayamata, the Manasara, and more, I have observed
distinct differences between the accounts of rituals and techniques in the two regions. The
rituals and techniques documented in South Indian texts closely align with those outlined
in the Citrakarmasastra, differing significantly from the practices detailed in the northern
texts. In the next sections of my article, I will conduct a comparative analysis focusing
on the main body of the Citrakarmasastra based on my findings from South Indian texts,
which include chapters on tree selection and rituals for cutting trees, the ratnanyasa chapter,
chapters on techniques of clay modeling, and the concluding chapter on the eye-opening
ceremony. I will begin by introducing the Silpa texts selected for comparative studies in
the upcoming sections.
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2.2. On the Chapter of Selecting Trees and Rituals for Worshipping and Felling Trees
2.2.1. Content of the Text

This section begins with a description of ten types of ground, which were previously
discussed in Chapter 3 in the context of caitya construction in the Vistuvidyasastra (Maras-
inghe 1989, pp. 168-71; Jayasuriya et al. 1995, pp. 14749, 168-69). Next, there is a classi-
fication of trees into three groups: hard-cored trees, pithless trees, and hard-barked trees.
Only hard-cored trees, such as Khadira (Acacia Catechu), sirisa (Albizzia lebbeck), raktacan-
dana (Pterocarpus santalinu), mayiira candana (sandal or Santalum Album), and saptaparna
(Alstonia scholaris, Echites scholaris), are suitable for making the armature. There is an
elaborate procedure for the felling of the selected trees. The process of leaving for the for-
est to select trees and felling trees is rigorously guided by astrological considerations. For
example, the direction the artisan would set off in is determined by astrology: the artisan
should set off in an easterly direction if it happens to be a day falling within seven lunar
mansions, beginning with the krttikd and ending in the aslesa, after taking the night’s lodg-
ing on the day prior to his setting forth for the forest (avasya Silpina{m} pirvam vanavesad-
inat subham, krttikadyaslesantarica prastheyampiirvake [disi]).% Trees infested with flies, mon-
keys, birds, serpents, and so on, along with trees inhabited by spirits and yaksas, as well
as damaged trees or those associated with temples and cemeteries, should not be used
for crafting armatures. Auspicious ones are those that can withstand strong winds and
are free-standing as well as full of fruits and flowers. Once a suitable tree is identified,
columns (stambha), an arched door (forana), an astamangala diagram, and a pitcher dedi-
cated to Brahma (brahmakumbha) should be prepared. Then the artisan should perform
the consecration ritual (adhivisana). The axe blade should be sharpened using two axes
made of gold and silver, respectively (svarnariipyakutharibhyam santejya parasor mukham).
The following morning, he should worship the tree and raise the axe in a clockwise di-
rection (pradaksina). If the tree falls to the northeast, east or north, it is auspicious. When
felling the tree, hearing the roar of a lion, tiger, or the trumpet of an elephant is consid-
ered auspicious (silpacaryah pradaksinyat parasumuddhrtya chindyat. 1$anadityasome ca patite
ca visesanam, simhasardilanaganamsabdarica chedane Subham) (Marasinghe 1991, pp. 12-13).

2.2.2. Correspondence with Non-Buddhist Texts

A comparative study shows that this chapter is mostly correspondent with Chapter
79 in the Kasyapasilpa and Chapter 59 in the Brhatsamhitd by Varahamihira.

The Kasyapasilpa is a hybrid silpasistra/saivagama of the eleventh-twelfth century A.D.
that originated from South India.” The Kasyapasilpa possesses, on the one hand, the char-
acteristics of a $ilpasastra—it is a treatise on architecture and iconography. Its first part
contains the prescriptions for the building of a temple, starting with the preparation of the
terrain, and its second part deals with the rules for the making of images of deities. On the
other hand, it is connected with the Agamic tradition: Kadyapam or Am$umatkagyapam
is the name of one of the twelve upagamas of the miildgama Amsumad (Slaczka 2007, p. 12).

The Brhatsamhitd, a 6th-century Sanskrit encyclopedic work compiled by Varahami-
hira in India, covers a wide range of subjects, including astrology, planetary movements,
eclipses, rainfall, gems, pearls, and image making.

Chapter 79 of the Kasyapasilpa has been studied by K.M.Varma, who examined both
the printed version and the manuscripts (Varma 1970, pp. 30-34). According to the Kasya-
pasilpa, the wood of the following trees is suitable for making the armature: candana, cam-
paka (Michelia Campaka), raktacandana, sala (white dammar or Vateria indica), khadira, tin-
duka (Diospyros embryopteris), arjuna (Terminalia Arjuna), siméupa (Dalbergia sissoo), and
saptaparna. Some of the trees mentioned here are also seen in the Citrakarmasistra, such
as raktacandana, khadira, and saptaparna. The Kasyapasilpa also mentions that trees in a
state of decay, those growing around burial grounds and temples, and those inhabited
by serpents and birds should be excluded. It is stated that trees are of three kinds: male,
female and neuter, and how to distinguish these three categories is also mentioned in
the Kasyapasilpa. However, this is not found in the Citrakarmasastra. Additionally, the
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Kasyapasilpa provides more detailed rituals for worshipping the selected tree. One should
chant a mantra (mantram samuccarya) and place oblations in eight directions (astadiksu balim
ksipet). Then, he should speak to spirits, demons, and deities dwelling in the tree with
words such as “This tree is for the purpose of image making, and you go, please (ayam
bimbarthavrksastu gacchadhvam)”. A fire oblation (homa) should be performed after saying
this. The falling tree’s trunk should be positioned on a platform (sthandila) and allowed to
season (sosana) for a minimum of six months before crafting the armatures (siilas) (Vajhe
1926, pp. 241-42). Similar rituals before felling the tree are also recorded in Chapter 59 in
the Brhatsamhita.® Furthermore, the Brhatsambhita states that if a tree falls toward the east,
north, or northeast, this signifies prosperity, while a tree falling in the southeast, south,
southwest, west, or northwest direction suggests the outbreak of fire, diseases, and the
death of horses (piirvena piirvottarato ‘thavodakpatedyada vrddhikarastada syat, agneyakonat
kramaso ‘gnidaharugrogarogasturagaksayasca) (Shastri and Bhat 1946, p. 521). This partially
corresponds with the text mentioned earlier in the Citrakarmasastra.

2.3. On the Chapter of the Consecration Rituals of the Pedestal of an Image
2.3.1. The Ratnanydsa-Mandala

According to the sequence of chapters in the Citrakarmasastra, the installation of the
gem deposit (ratnanyasavidhana) should be performed after the armature has been made
and before the clay work commences. During the initial image consecration ritual, the gem-
filled reliquary, which serves as the base for both standing and seated images, is prepared
and consecrated. This chapter begins with a description of the reliquary (bhajana), the size
of which varies depending on the type of the image being installed. It is a square box with
25 or 9 compartments, made of either gold, silver, or copper, and its inner surface should be
covered in sheets of mica (su-abhra) in order to reflect light onto the gems placed within the
compartments. Particular gems, each representative of a deity from one of the quadrants,
are then placed in the reliquary. The gems are deposited in the following order:

aryamse mauktika[n] nyasyalm] pusparagam vivasvake,

mitre padmaragam syad bhiimindre marakatam nyaset,

ajamse vajram vinyasyan tasyaiva dhatu niksipet.

Step 1: A pearl (mauktika) is placed in Arya’s (i.e., Aryaka’s) quarter, a yellow topaz
(puspardga) in Vivasvat’s quarter, a ruby (padmaraga) in Mitra’s quarter, an emerald (marakata)

in Bhiimindra’s quarter, and a diamond (vajra) in the quarter of Aja (i.e.,, Brahma). An un-
specified mineral (dhatu) is also placed in the center.

paficabuddhatmakam riipaficaturdigmadhye niksipet.

Step 2: Figures of the five Buddhas are placed in the center and in four directions (i.e.,
in the spaces that are only filled with precious stones).

According to the 15th chapter “Characteristics of Five Buddhas and so on
(paficabuddhadilaksana)”, the five Buddhas refer to Vairocana K H %12k, Aksobhya B & 15k,
Ratnasambhava # £ 412K, Amitabha # & & W12k, and Amoghasiddhi A7 St inzk. The
exact locations of the five Buddhas are not mentioned here. However, in Chapter 15, it is
said that Aksobhya is of a dark blue color, Vairocana is white, Ratnasambhava is yellow,
Amitabha is red, and Amoghasiddhi is green (Marasinghe 1991, p. 122). Therefore, infer-
ring from the colors of gems and their standard locations within the Vajradhatu mandala,
Vairocana is likely placed with the diamond, Aksobhya with the pearl, Ratnasambhava
with the yellow topaz, Amitabha with the ruby, and Amoghasiddhi with the emerald
(Powell 2018, pp. 52-54).

savitramse tu vaiditryam hemamakhandale nyaset,
rudraje [ca] pravalantu apavatsamse nilakam.

Step 3: Cat’s eye (vaidiirya) is placed in Savitr’s quarter, gold (hema) in Akhandala’s
(i-e., Indra’s) quarter, coral (pravala) in Rudraja’s quarter, and sapphire (nila) in Apavatsa’s
quarter.
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caturdevyatmakam riipaficatuskonesu vinyaset.

Step 4: The four devis are placed in the four intermediate directions (i.e., those quad-
rants that are only filled with gems).

The names of the four devis are not clear here, but in the third chapter “Characteris-
tics of the Caitya (caityalaksana)”, four Buddha consorts are mentioned in the laying of the
top bricks (miirdhestakanyadsa) in the building of a caitya: the images of the four $aktis (i.e.,
Tara % ZE350%, Locana R 6E, Prajaa M #EE (?), and Mamukhi B FEFAF#) should
be placed in the four corners beginning with the northeast, then the top bricks should be
laid (tara ca locana prajiia mamukhiriipamisyate. catuskone catusakti[r] idanadipratistha. evam
miirdhnestika sthapya uttarampravidhiyate) (Marasinghe 1989, p. 184). Therefore, it is likely
that the four devis used for the ratnanydsa are these four $aktis as well.”

jayante jatihingulyam bhyse tu harita[laJkam.
vitathe manahsila prokta bhrngardje tu maksikam,
sukanthe rajavartam syat sosamse gairikambhavet,

mukhye aiijanam vidhatavya ditauttaram bhavet.'

Step 5: Vermillion (jatihinguli) is placed in Jayanta’s quarter, yellow orpiment (har-
itdlaka) in Bhréa’s quarter, red arsenic (manahsild) in Vitatha's quarter, pyrite (maksika) in
Bhrngaraja’s quarter, lapis lazuli (rdjavarta) in Sukantha’s (i.e., Sugriva’s) quarter, red oxide
(gairika) in Sosa’s quarter, collyrium (afijana) in Mukhya’s quarter, and ? in Aditi’s quarter.

1se vaikr{ta}ntakam sthapyantrapusagnipade nyaset.
sisantu pitrmage (pitrbhage?) tu phanantam marutamsake.

Step 6: Mercury (vaikrnta) is placed in I$a’s quarter, tin (trapu) in Agni’s quarter, lead
(stsa) in Pitr’s (i.e., Nirrta’s) quarter, and ? (? phand) in Marut’s (i.e., Vayu’s) quarter.

aditye rajatam vajram yamamse khangamayasam.
varune ratna[n] tamram syat solmal padantaram puspakam,
sauvarnaficakramadhye tu sthapayet paficacihnake.

Step 7: A silver diamond (rajata vajra) is placed in Aditya’s quarter, an iron dagger
(khadga) in Yama'’s quarter, a copper gem (? ratnatamra) in Varuna’s quarter, and a flower
(? puspita) in Soma’s quarter. Finally, gold is placed in the center of the mandala marked
with five symbols (sauvarnaii cakramadhye tu sthiapayet paiicacihnake).'!

The figures (Figures 1-3) below show the arrangement of the minerals, gems, and
deities of this ratnanyasa mandala. Figure 1 is identical to the upapitha diagram in the
Mayamata, a Sanskrit vastusastra that likely originated from Dravidian India, particularly
the Tamil region. The Mayamata is part of the Saiva-siddhanta literature, although it does
not emphasize any specific sectarianism, and it is believed to have been composed dur-
ing the Cola period (848-1279) (Dagens 1970, pp. 3—4). This upapitha diagram is also seen
in the Manasdra, a Sanskrit treatise on South Indian architecture and design. A nine-pada
box can also be used (i.e., an image can be consecrated with either a pitha or upapitha),
but no instructions are given for this inferior (adhama) pitha design (pithaficanditavinyasa[n]
navaratnapratisthitam. evamadhamavinyasam) (Marasinghe 1991, pp. 52-53).

It can be inferred that the ratnanyisa mandala in the Citrakarmasistra combines ele-
ments of the upapitha in Hindu texts with the vajradhatu mandala. Furthermore, this
ratnanyasa mandala closely resembles the miirdhestakanyasa mandala found in the Vastu-
vidyasastra (Marasinghe 1989, pp. 181-84). These striking similarities suggest a shared
source between Hindu $ilpadistras and the Citrakarmasastra.
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North
Marut Mukhya Soma Aditi Isa
? collyrium ? ? Mercury
(phana) (ajana) (puspita) (vaikrnta)
Sosa Rudraja Bhimindra Apavatsa Jayanta
red oxide coral emerald sapphire Vermillion
(gairika) (prava'[a) (marakata) (nﬂa) (jatihinguli)
Brahma B
Varuna Mitra diamond Arya Aditya
copper gem? ruby (vajra); pearl silver diamond
(ratnatamra) | | (padmaraga) unspecified (mauktika) | | (rajata vajra)
mineral
(dhatu)
Sukantha Akhandala Vivasvat Savitr Bhrsa
lapis lazuli gold yellow topaz | | Cat’s eye yellow
(rajavarta) (hema) (pusparaga) (vaidiirya) orpiment
(haritalaka)
: . . Yama . .
Pitr Bhrigaraja . Vitatha Agni
lead pyrite Iron red arsenic tin
(sisa) (maksika) dagger (manahsila) (trapu)
(khadga)

Figure 1. The upapitha diagram.

Figure 2. The vajradhatu mandala (featuring five Buddhas and four Saktis).

Marut Mukhya Soma Aditi Isa North
Mamukhi Amoghasiddhi Tara
Sosa Rudraja | |Bhiimindra| | Apavatsa|| Jayanta
Amitabha Vairocana Aksobhya
Varuna Mitra Brahma Arya Aditya
Prajna Ratnasambhava Locana
Sukantha ||Akhandala|| Vivasvat Savitr Bhrsa
Pitr Bhrigaraja Yama Vitatha Agni
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North
Marut Mukhya Soma Aditi Isa
? collyrium ? ? Mercury
(phana) (arijana) (puspita) (vaikrnta)
Sosa Mamukhi Amoghasiddhi Tara Jayanta
red oxide coral emerald sapphire Vermillion
(gairika) (pravala) (marakata) (nila) (jatihinguli)
Vairocana
Varuna Amitabha diamond Aksobhya Aditya
copper gem? ruby (vajra); pearl silver diamond
(ratnatamra) (padmaraga) unspecified (mauktika) (rajata vajra)
mineral
(dhatu)
Sukantha Prajna Ratnasambhava Locana Bhrsa
lapis lazuli gold yellow topaz Cat’s eye yellow
(rd@javarta) (hema) (pusparaga) (vaidirya) orpiment
(haritalaka)
Pitr Bhrigaraja Yama Vitatha Agni
lead pyrite iron dagger red arsenic tin
(sisa) (maksika) (khadga) (manahsila) (trapu)

Figure 3. The ratnanydsa mandala for standing and seated Buddhist images.

2.3.2. The Rituals for Performing the Ratnanyasa

Once the reliquary has been filled with the substances and objects mentioned
above, oblations are offered. A golden thread is tied around the box, which is then cov-
ered with a cloth and placed on the grain (bhdjanadhivasanantu svarnasitrantu vestanam.
navavastravrtantamrabhajanam dhanye vinyaset) (Marasinghe 1991, pp. 52-53). The text then
proceeds to discuss the ritual pavilion (mandapa) that must be constructed for the adhivisana,
which is the ritual of summoning and establishing the presence of a deity upon an image.
This pavilion should be adorned with canopies, flags, and banners, and decorated with
darbha grass. Inside the pavilion, a platform (adhisthana) is constructed for the preparation
of water-filled pots (kalasadhivisana). On this platform, a pitha or upapitha (depending on
the choice for the reliquary) is drawn on a heap of grain. Pots are tied with string and filled
with water before being placed on this mandala.

Figures (riipa) of the aforementioned deities are subsequently placed in the pots. Ini-
tially, the figure of Brahma is installed in the central pot. Following that, the figures of the
four deities, commencing with Aryaka, are placed. Subsequently, the figures of the five
Buddhas are positioned, followed by the deities, starting with Iéa and ending with Aditi
(prathamam madhyakumbhastham brahmariipam pratisthitam, aryakadicaturdevanasica brahma ca
kalpitam. paiicabuddhatmakam riipam tadriipam tasya vinyaset, isanadyadityantafica tattattasya
pratisthatam).'>

The pots are then wrapped again with string and covered with cloth. Nine gems are
placed in Brahma’s pitcher, and all the deities are worshipped in the proper sequence with
incense, perfume, flowers, and lamps (ekaikam vastrena vestayet kalasan kramat. brahmakumb-
hasya madhye tu navaratnampratisthitam, sadhiipagandhapuspaisca dipaih santosayet kramadt)
(Marasinghe 1991, pp. 54-55).

After completing the kalasadhivisana, the artisan ($ilpin) spends the night on a pile of
grain. The following day, having bathed with water from a sacred ford (tirtha), the chief
artisan (gurusilpin) circumambulates the site amidst instrumental music and the sound of
conches. Subsequently, he places the armature in front of the image house and attaches its
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limbs. The consecration process continues: the reliquary is worshipped with unspecified
mantras, perfume, and flowers. A golden thread is then tied around the reliquary, and the
reliquary is adorned with a garland of flowers. The final consecration occurs when water
is sprinkled on the reliquary, and it is covered with a cloth (Marasinghe 1991, pp. 56-57).

Following this, the subsequent sections become unclear, possibly due to some por-
tions of the text being lost. The text mentions the offering of oblations to the vastudevas
through a disdhoma ritual, but it does not provide further instructions for this ceremony.
At a later auspicious date, the central body (madhyakaya) of the armature will be installed.
However, the text lacks details on how this installation should be carried out. The chapter
concludes with both a blessing and a warning: Prosperity hinges on the stability of the
central body of the armature. If it is firmly installed, it will lead to prosperity; if it is shaky,
it may result in disaster (Marasinghe 1991, pp. 58-59).

Before moving on to the comparative study of the ratnanyisa and the like in various
texts, I would like to clarify what ratnanydsa is in the Citrakarmasistra. This term refers
to the ceremony of placing a consecration deposit, which consists of gold and small ob-
jects of symbolic value, in the sanctuary of a temple (garbhagara), below the pedestal of a
Buddhist image. Precious and semiprecious stones figure most frequently among items
to be deposited, and they give the name to the entire ceremony: “ratna-nyasa” literally
means “the placing of gems”. Their location—below the pedestal of the images—is im-
portant as it distinguishes ratnanyisa from numerous cognate consecration rituals where
similar items are placed in different parts of the temple under construction: e.g., during
the istakasthapana (the laying of bricks) ritual in the Vistuvidyasastra, whose function is to
ceremonially mark the commencing and the completion of construction of a caitya, a small
deposit is laid among the foundation bricks and top bricks, respectively (Marasinghe 1989,
pp. 186-87), and garbhanyasa concerns placing a deposit container called “embryo” (garbha)
in the base of a templels, to name a few.

2.3.3. Correspondence with Saiva Texts

Here, I would like to offer some thoughts on the relationship between the Citrakar-
maddstra and other textual traditions in South Asia that deal with the ratnanyasa. This pre-
liminary survey is by no means complete, but I hope that it will offer a glimpse into the
importance of studying the Citrakarmasastra and texts like it.

Among various consecration rituals, ratnanyasa is the one most frequently discussed
in texts, which attests to its popularity. Furthermore, it is one of the earliest consecration
rituals, or, at the very least, one of the earliest ones described. This ritual is encountered
in both $aiva and vaisnava works (Slaczka 2017, p. 98). For instance:

devamanusabhagabhyam sthapya yatnattu pindika,

napumsakasilayantu ratnanyasam samacaret.

narasimhena hutvd ratnanydsam ca tena vai,

vrihin ratnamstridhatiims ca lohadims candanadikan.

purvadinavagartesu nyasen madhye yatharuci,

atha cendradimantrais ca garto guggulunavrtah (Mitra 1873, pp. 173-74).
(Agnipurana 60. 3-5)

The pedestal should be carefully fixed off the regions of celestials and mortals. Gems
should be embedded in the case of a hermaphrodite stone. Having performed oblations
with [the mantra sacred to] Narasimha, the gems should be placed with [the repetition of]
the same [mantra]. Rice grains, gems, three minerals, iron and other metallic substances,
sandal wood, etc., should be placed in the nine holes, commencing with the east at the
center if preferred. Then the holes should be filled with guggulu while reciting mantras for
Indra and others (Shastri et al. [1954] 1998, p. 161). Here, ratnanydsa is mentioned in only
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a single sentence. Generally, the nine gems to be placed include diamond (vajra), cat’s eye
(vaidiirya), coral (pravala), sapphire (nila), and pearl (mauktika).

As far as the objects for deposit are concerned, the ratnanyasa chapter in the Citrakar-
masastra is nearly the same with the ratnanyasa descriptions in $aiva dgamas like the
kamikagama and the Ajitagama. However, the ritual for the ratnanyasa in the Citrakarmasas-
tra has a great deal in common with the garbhanydsa in various $aiva texts, and the latter
concerns placing a deposit container called “embryo” (garbha) at the base of a temple. The
17th chapter of the Ajitagama shows how to perform the garbhanydsa in constructing villages
and saiva temples in South India. The Kasyapasilpa also provides detailed instructions for
building and consecrating $aiva temples. Anna Slaczka translates and analyzes three of
the Kasyapasilpa’s ritual chapters: “the placing of the first bricks” (prathamestaka), “the plac-
ing of the consecration deposit” (garbhanydsa), and “the placing of the crowning bricks”
(miirdhestaka). As she notes, only the southern garbhanyasa rituals include a reliquary that
has been divided into compartments (Slaczka 2007, p. 193). The presence of compartmen-
talized reliquaries in the Citrakarmasastra indicates that the text was possibly composed in
South India, more specifically in Sri Lanka, perhaps a little later than the Kasyapasilpa, as
Hans Ruelius assumes (Ruelius 1978a). Table 2 shows a comparison of Chapter 8 in the
Citrakarmasastra, Chapter 36 in the Kasyapasilpa, and Chapter 17 in the Ajitagama. The com-
parison below will not include the first and last sentences, that is to say, only the main
body of the chapters will be compared.

As shown in Table 2, the patterns of the Kasyapasilpa’s and the Ajitagama’s garbhanydsa
rituals are similar to the ratnanyasa ritual in the Citrakarmasastra. Each involves the follow-
ing processes:

(1) Preparation of a compartmentalized casket/reliquary made of gold, silver, or copper,
with 25 or 9 compartments; the division into twenty-five compartments agrees with
the upapitha diagram of the site plan, while that of nine compartments agrees with
the pitha diagram.

(2) Construction and purification of a temporary pavilion.

(3) Decoration of the pavilion for the ritual with canopies, flags, and banners, and beau-
tified with darbha grass.

(4) Consecration objects, including gems, minerals, grains, flowers, perfumes, etc.

(5) Fire oblation.

Table 2. A comparison of Chapter 8 in the Citrakarmasastra, Chapter 36 in the Kasyapasilpa, and Chap-
ter 17 in the Ajitagama.

Chapter 8 in the Citrakarmasastra

Chapter 36 in the KasyapasSilpa Chapter 17 in the Ajitagama
(Slaczka 2007, p. 88f) (Bhatt 1964, pp. 122-30)

Three kinds of receptacles, made of
gold, silver, and copper, are desired.
(svarnam ripyamayam tamram
trividham bhajanamisyate.)

A deposit casket is to be made of gold,
silver, or copper. The casket made of
gold is considered excellent, the one
made of silver is considered average,
and the one made of copper is
considered poor. (sauvarnam
rupyamayam tamram
sresthamadhyadhamam kramat.)

[A deposit casket is made of] gold, silver,
copper, or brass. (sauvarnam rajatam vapi
tamrajam kamsyajam tu va.)

[The deposit casket possesses] twenty-five
compartments or nine compartments.
(paficavim$atibhih kosthair navabhir va
samanvitam.)

Make twenty-five compartments
inside the casket. (paricavimsatikosthani
bhajanabhyantare kuru.)

One should place the gems, metals,
and minerals inside the casket.
(ratnalohani dhatiini phelayabhyantare
nyaset.)
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Table 2. Cont.

Chapter 8 in the Citrakarmasastra

Chapter 36 in the Kasyapasilpa
(Slaczka 2007, p. 88f)

Chapter 17 in the Ajitagama
(Bhatt 1964, pp. 122-30)

Pearl should be placed in the
aryamsa...The nine gems deposited in
the candita ! plan of the pitha is the
inferior deposit. [These are the three
types of deposit, namely], superior,
average, and inferior.

(aryamse mauktika[n]
nyasyalm]...pithaiicanditavinyasa[n]
navaratnapratisthitam,
evamadhamavinyasa[m]
uttamamadhyamadhamalh].)

One should place a ruby in the kiita
[compartment] while uttering the
kiitaksara. In the “Ananta”, one should
place a diamond; in the “Stiksma”, a
pearl. In “Sivottama”, there should be
a sapphire; in “Ekanetraka”, a crystal;
in “Ekarudra”, there should be a
conch; in “Trimurti”, a
topaz...(manikyam vinyaset kiite
kataksaram udaran, anante vinyased
vajram siiksme mauktikam nyaset.
sivottamendranilam syat sphatikam tov
ekanetrake, ekerudre tu Sankham syat
trimiirtau pusparagakam...)

In all these compartments, one should place
the kiitaksara in the center. In the surrounding
eight [compartments], one should place
syllables beginning with ya and ending with
ha. Outside of that, one should arrange the
sixteen vowels from the easterly direction.
(tesu kosthesu sarvesu madhye kiitaksaram nyaset.
yakaradihakarantam parito ‘stasu vinyaset.
tadbahye piirvatascapi svaransodasa vinyaset.)

In the center, one should place a golden
serpent-king and a network of letters
extending up to weapons such as
thunderbolts (vajra) and spears ($iila). Among
these, in the eastern part, one should place a
ruby; in the northern part, a sapphire
(indranila); in the western part, a sphatika
(crystal); and in the southern part, a diamond
(vajra), which resides in the realm of the moon.
In the northeastern part, a pearl...

(madhye phanindram haimam tu vinyasedatha
diksu ca. vajradisitlaparyantamattrajalam ca
vinyaset. manikyamatha tanmadhye piirve
marakatam nyaset. indranilam tu yamye tu
sphatikam pascime tathd. vajram tu
saumyadigbhage vaidiiryam vahnigocare...)

He should place the copper receptacle
covered with a new cloth on the grain.
After the consecration of the anga (?),
a pavilion (mandapa) or a hall (sabha)
or a light building (prapa) ? [should be
established] in front of the image
house ...... or behind it. It (i.e.,, a
pavilion or a hall or a prapa) is
decorated with a base (adhisthana) or a
base (adyanga) 3 occupying three out
of twelve parts [of the height],
endowed with four doorways
adorned with four arches, provided
with canopies, flags and banners, and
beautified with wreaths of darbha
grass. (navavastravrtantamrabhdjanam
dhanye vinyaset, angadhivasanampascad
mandapam vd [salbha prapa. bimbalayad
mukhe vatha [+ + +] prsthabhak,
tribhaktidvadasabhagam
adhisthanadyangabhiisanam.
catu[rJdvaramamayuktam
catustoranabhiisitam, vitanaketupataka-
darbhamalasusobhanam.)

To the north of the temple or in front
of it one should build a very beautiful
pavilion, measuring five, six, or seven
hastas and having sixteen pillars. One
should cover [the pavilion] from
above with a canopy, [the pavilion
which is endowed] with "waves” and
pillar wrappings, and it should be
equipped with doors and arches and
decorated with darbha grass and
garlands. (prasadasyottare vagre
paiicasatsaptahastakam,
sodasastambhasamyuktam prapam
krtoatisundaram.
vitanenodhvamdcchadya taramgaih
stambhavestanaih,
dvaratoranasamyuktam
darbhamaladibhiisitam.)

In the middle [of the pavilion], one
should prepare a platform measuring
one-third of the pavilion, with a

height measuring one hasta or one tala.

(mandapasya tribhagaikam madhye vedim
prakalpayet, hastamatrasamutsedham
talamatram athapi va.)

In front of the temple (prasada), on both sides,
construct a pavilion, measuring five, six or
seven hastas, with smaller and smaller [pillars]
(?). In its center, construct an elevated
platform adorned with gems. Prepare four
pits in the four directions. One [of the pits]
should be made eastward according to the
size of a gem. Or, alternatively, one should
prepare bare ground everywhere for the
purpose of fire oblation. The pavilion should
be smeared with cow dung, and the platform
and pits should be adorned with darbha grass
and other decorations as appropriate. After
declaring an auspicious day, one should
prepare the platform on the pavilion, with
purified rice grains spread as required. After
painting there a lotus with eight petals and a
pericarp, one should place the deposit
container in the center with the hrdaya mantra.
(prasadagre ‘thava parsvadvayoh krtva tu
mandapam. paficasatsaptahastaistu
kanyasadikramena (?) tu. tanmadhye vedikam
krtva ratnimatrasamucchritam. caturdiksu ca
kundani caturasrani kalpayet. ekam va praci
kartavyam ratnimatrapramanatah. sthandilam
vapi sarvatra homartham parikalpayet.
gomayenopalipydtha mandapam vedikundayuk.
darbhamaladibhih sarvairalamkrtya yathavidhi.
punydaham vacayitvatha kalpayedvedikopari.
salibhirvimalaistatra sthandilam tu yathavidhi.
tatra padmam samalikhya sastapatram sakarnikam.
tanmadhye garbhaphelam ca vinyaseddhrdayena
tu.)
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Table 2. Cont.

Chapter 8 in the Citrakarmasastra

Chapter 36 in the Kasyapasilpa
(Slaczka 2007, p. 88f)

Chapter 17 in the Ajitagama
(Bhatt 1964, pp. 122-30)

The placing of the pitchers is carried
out at the eastern part of the shed.
[There shall be] twenty-five or nine
pitchers, each full of water and tied
with thread. It is known that the
width of the grain [heap] is two hastas,
and the height is half a hasta. One
should draw the pitha or the upapitha
diagram on the grain...[Next,] one
should place the figures of the five
Buddhas in it. The deities, starting
with Isa and ending with Aditi, are
placed [in the appropriate padas].
After worshipping with a pleasant
mind...... [The artisan] shall wrap
each [pitcher] with a white cloth in
due order.

(mandapat ptirvabhige tu
kalasasthapanam krtam,
paficavimsan[nalvo vapi kalasah
siitravestitah. dvihastandhanyavistaram
hastardhoccam samasrutam (?
samasritam), dhanyopari likhet
pithamupapitham va kalpitam...
paiicabuddhatmakam riipam tadriipam
tasya vinyaset, 15anadyadityantarica
tattattasya pratisthitam. [+ + +]
namaskrtya prasannadhih, ekaikam
[Svetalvastrena vestayet kalasian kramat.)

Inside the Brahma pitcher, the nine
kinds of gem are deposited. [The
artisan] shall propitiate [the pitchers]
with incense, perfume and burning
lamps in due order...

After offering the vastudevatas their
oblations, which include ghee thrown
into the fire, one should offer food in
the form of milk rice and ghee to the
five deities identified with the
brahman.

(brahmakumbhasya madhye tu
navaratnampratisthitam,
sadhiipagandhapuspaisca dipaih
santosayet kramat...vastudevabalindatoa
ghrtannampavakadinam,
paficabrahmamaya{n}devan payasannam
ghrtam dadyat.)

Having worshipped the gods of the
directions with incense, flowers, and
so on while reciting to each god his
own mantra, having sprinkled the
casket with the products of the cow,
one should bathe it with fragrant
waters. Having tied the kautuka
[around the casket] by means of a
thread, one should wrap [the casket]
in a new cloth. [The casket] should be
placed on the ceremonial ground
while pronouncing the kiitaksara.
(gandhapuspadibhih piijya digdevan
svasvamantratah gavyabhisicya phelam
tu snapayedgandhatoyakaih. tantuna
kautukam baddhva navavastrena vestayet,
sthandile tu nidhatavyam
kiitaksaramudaharan.)

Having placed the eight jars all
around, tied with cords, provided
with covers, [decorated] with bundles
of kusa grass, enveloped with cloth,
filled with fragrant water, having
placed the jars dedicated to the
Vidyesvaras, having worshipped them
with their own mantras, having
performed the five sacraments for the
kundas, one should begin the fire
oblation.

(parito 'stau ghatannyasya sastitran
sapidhanakan, sakiircan
vastrasamchannan
gandhambuparipiiritan.
vidyesadhipakumbhamstan
sthapyabhyarcya svamantratah,
kundanam paficasamskaram kr~tva
homam samarabhet.)

Then one should perform the fire oblation and
then prepare the fire oblation to the revered
deity with a root mantra. Following a specific
order, [one should offer] various ingredients
one by one, including ghee, rice, parched
grains, sesame seeds, mustard seeds, barley,
and others. One who is proficient in the
mantra should offer either one hundred and
fifty oblations or half of that amount. Upon
completing [the offering of] all the ingredients,
one should sprinkle water with the same
mantra. Subsequently, one should offer only
the deposit container to the Phanindra. One
should offer the oblation enriched with all the
spices, while [reciting] the piirnamiila [mantra].
(tato homam prakurvita tatah prasthapitasya tu.
devasya millamantrena samiddhomam prakalpayet.
ajyam carum tathd lajam tilam sarsapameva ca.
yavamsca tattadangaisca hrdayadyairanukramat.
homayecchatamardham va tadardham vapi
mantravit. sarvadravydvasane tu tattanmantrena
samsprset. garbhabhandam tatascaiva
phanindraya nivedayet. havih
sarvopadamsadhyam pirnam miilena * homayet.)

! The term candita is a proper name for a site of sixty-four plots in the Manasara; see Acharya (2011, pp. 56-61).
However, the Citrakarmasastra and the Vistuvidyasastra present “candita” as their all-embracing term for referring
to temples of varying size and plan. According to Long (2009, p. 90), “candita” is possibly a Hindu-Javanese
word that derives from the old Javanese candi. The term candi refers to Indic temples, including both Hindu and
Buddhist temples; see Stutterheim (1931). 2 In architectural terms, “prapa” often refers to a light building without
a base or a pavilion built of light materials, similar to the mandapa, but probably without a base; see Dagens (1985,
p- 384). 3 In architectural terms, both “adhisthana” and “adyanga” denote a base. According to Dagens, they are
synonyms; see Dagens (1985, p. 68). * Manuscript A reads “piirnamiilena”, while Manuscript B reads “piirna
milena”. However, in Manuscripts D and F, it is “ptirnamiilena”; see Bhatt (1964, p. 129).
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The main differences lie in: (1) The religious affiliations of the texts; (2) Garbhanyisa is
for the base of a temple, while ratnanyasa is for the pedestal of an image. In the Kasyapasilpa,
bijamantras of Siva and his entourage are placed inside the compartments of the reliquary
during the garbhanyasa ritual (Slaczka 2007, p. 177), whereas in the Citrakarmasastra, images
of the paficatathagatas or symbolic objects such as colored gems are placed within the
reliquary during the ratnanyasa ritual. According to the Ajitagama, ingredients, including
earth, auspicious things, nine gems, primary minerals, and seeds, should be placed into
the casket in the proper order (Bhatt 1964, pp. 122-28). Therefore, the saiva architectural
tradition and Vajrayana Buddhism in South India appear to have both adopted elements
of earlier consecration rituals and adapted them according to their different needs. It is
also quite possible that the Citrakarmasdstra is an imitation of the $aiva tradition.

2.3.4. Archaeological Evidence Correspondent with Texts

These partitioned reliquaries, commonly known as yantragalas in Sri Lanka, can be
found in many Sri Lankan Buddhist sites. As already suggested by earlier scholars, the
Sri Lankan yantragalas, preserved in many ruins, are made of stone, whereas the Citrakar-
masdstra prescribes gold, silver, or copper. Examples of such stone containers with twenty-
five compartments have been discovered in Sri Lankan Buddhist sites like Vijayarama
(Figure 4), dating back to the 9th to 10th centuries, and Puliyankulama, dating to the 10th
century, both in Anuradhapura (Slaczka 2007, pp. 371-72). These reliquaries match the in-
structions for image consecration in the ratnanyasa chapter in the Citrakarmasdstra, wherein
a receptacle with twenty-five compartments is installed below sacred images as part of the
initial consecration ritual (Powell 2018, pp. 75, 78). In addition, a remarkable deposit recep-
tacle preserved at the Colombo Museum that was also found in Anuradhapura deserves a
mention. As Slaczka suggested, it is possible that this box originates from a Hindu struc-
ture, though Anuradhapura is famous mainly for its Buddhist remains. The container is
divided into twenty-five regular compartments. The difference with numerous other com-
partmented deposit boxes discovered in South and Southeast Asia is that, while all of those
are made of stone or earthenware, this box is made from copper or bronze, corresponding
entirely with the descriptions in Sanskrit texts (Slaczka 2007, pp. 248-49). Partitioned reli-
quaries are also widely used in Hindu images or the liriga in India. An example is the
Somnath shrine in Gujarat, in which a flat stone with nine cavities on its surface was found
below the Siva lifiga, dating back to a period between the 11th and 16th centuries. The
stone appears to be a support for the lifiga. Placing such a support is an important part
of the linga installation. The nine holes in it probably functioned as receptacles for the
nine precious stones deposited on this occasion (Slaczka 2007, pp. 281-82). Undoubtedly,
the idea of deposit boxes originated from India. Later, the design of partitioned boxes,
together with an appreciation of the consecration rituals involved, reached Sri Lanka and
even Java.!*

Figure 4. Reliquary stone (Yantragala) with 25 compartments in the Vijayarama Monastery, Anurad-
hapura (photographed by Osmund Bopearachchi).
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2.4. On the Chapters of the Techniques of Clay Modeling
2.4.1. Content of the Text

According to the Citrakarmasastra, a clay image is said to have saptasamskaras, meaning

it can be made using seven materials: $iila, astabandha, rajju, mritika, katasarkard, pata, and,
lastly, varna. The subsequent explanations for each of the materials are as follows:

M
@)

®)

4)

©)

(6)

@)

The wooden armatures (siila) are crafted in varying measurements, each tailored to
the intended figure’s system of measurement.

After the armatures are made, a paste or glue made from eight ingredients (astabandha)
should be applied over the whole body of the armature (sarvarngalepana). These eight
ingredients are prepared in proportion: red mineral (dhaturaga), lac (laksd), iksura'®,
gum-resin of the Indian bdellium tree (guggquli), bel resin (bilvanirydsa), wood-apple
resin (kapitthanirydsa), rasa-resin (rasanirydsa)'®, and coconut water (nalikerajala). How-
ever, the section dealing with the preparation of the paste is missing from the
manuscript. This paste is applied to provide the image with channels, veins, liga-
ments, and arteries.

Ligatures are attached to the wooden armature, representing the major and subsidiary
subtle channels (nadis and nadikas), veins (siras), ligaments (snayus), arteries (dhama-
nis), and navel cakra (nabhicakra). The central channel, the susumna, is coiled like a
sleeping serpent along the central pole (bhujangah Sayita iva{bhyd}susumna
Sitlamavrt[tlam), while the idd and pinigala are applied to the right and left sides, re-
spectively. These three major nidis meet at the meeting place of the eyebrows and
give rise to seven nadikas: gandhari, hastijihva, piisa, [yaslasvini, alambusa, kuhii, and
$ankhini. The veins, ligaments, and arteries are twenty-four in number. Details on
the siras and snayus are lacking in the text, and only the section about the dhamanis is
clear. Of the twenty-four dhamanis, ten originate from the head. The remaining ten
firmly bind the thighs, legs, and the navel, while the last four run horizontally and
are referred to as the lower dhamanis (caturvimsaddhamanyasca dasa miirdhodayam viduh,
urijangham tatha nabhimdasena vadhniyatsthiram, tiryaggasca caturbhedadho dhamanyo
vidhiyate) (Marasinghe 1991, pp. 62-65). The section regarding the navel cakras re-
mains unclear.'

The next stage is the preparation of the clay (mrttiki) that covers the armature. Clay
collection should be performed in the forenoon during the $atabhisaj star conjunction,
near a lake, mountain, or holy site (vapikiipatatakanam dirghikanam [ca] sangame, parvate
punyadese va piirvahne [Saltayogatah). The clay should be perfumed and heated, with
additional ingredients such as gold, silver, copper, three sweets (trimadhuka), three
spices (katuka), piittanasi, fragrant powder (vdsayoga), yellow orpiment (haritala), three
fruits (triphala), resin, sarja tree, vdjimiila, and coconut water mixed in. The text then
mentions the creation of three clay varieties but does not clarify what these are. Hav-
ing decorated every abhra (?), the master artisan should accordingly perfume three va-
rieties of clay for a month (trividham mrttikalepyam yatamanena kalpitam. ekaikamabhram
samskrtya gqurusilpt vidhanatah, trividham mrttikalepyam masaikam vasayet kramad).

Then limestone paste (katasarkara), in three varieties based on gender (male, female,
neuter), is added. The process for determining the gender of the powder is not speci-
fied. The limestone powder is mixed with kapittha juice and extracts from three fruits,
then fumigated for three to four months. The subsequent steps are less clear.

A new white cloth for covering the image should be made. The artisan should per-
form the adhivdsana ritual, offer oblations to the vastudevas, and then gradually cover
the image with the cloth (patamacchadana).

Then follows the preparation of pigments (varna) and coloring of the image. The
text briefly mentions the six primary colors by citing various objects representative of
each color but does not provide further instructions for preparing them. It speaks of
six types of skin (chavi) painting: the hue of the lotus (padmaka), light color (gauraka),
bindu, dark color (dhiimraka), vartana, and pravartana, with the last three remaining
unexplained. Before applying the appropriate colors, a white coating is used, fol-
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lowed by a yellowish-white coating; lastly, lines or figures are drawn that resemble

the colors.(prathamam svetavarnaiica dvitiyam pandaracchavih. trtiyam varnasamkasam

patrakadinimisyate).'®

Varma’s suggestion provides a metaphorical interpretation of the seven materials em-
ployed for making a clay image. These materials are correlated with elements of the human
body, and the scheme is as follows:

stilas correspond to bones (asthis),

astabandha is associated with fat (medas),

rajjus are compared to veins (sirds),

mrttika symbolizes flesh (mamsa),

katasarkard represents blood (Sonita/rudhira),

pata is metaphorically linked to skin (tvak/tvaca), and

varna is seen as the embodiment of life (jiva) (Varma 1970, p. 7).

The comparison provided in this context reveals a unique approach to techniques of
clay modeling. It is notable that these techniques are not found in other known Sanskrit,
Pali, Chinese, and Tibetan Buddhist scriptures. Therefore, the discussion proceeds to ex-
plore non-Buddhist texts, such as Hindu silpa-$astras, for further insights.

2.4.2. Correspondence with Hindu Silpa-éastras and Present-Day Performances of Hindu
Image Making

As shown in Table 1, both the Citrakarmasistra and the Kasyapasilpa share a common
sequence of chapters. Thus, the Kasyapasilpa is an essential text for a comparative study
in this context. Additionally, the Silparatna, a work that focuses on art and compiled by
Srikumara in Kerala, is another valuable text for comparison. Scholars generally date this
text to the later part of the 16th century A.D. (Losch 1950). Notably, the compiler of the Sil-
paratna directly borrows the section on clay modeling techniques from the Kasyapasilpa and
incorporates it into his work. Therefore, the Silparatna offers an opportunity to compare
different readings.

Furthermore, the Vimanarcanakalpa, which belongs to the vaikhdsana sect and is dated
to the 10th century A.D., is an important text to consider.!? It has also been published
under an alternative name, Vaikhanasiagama. A third edition in the Telugu script was later
published.” Multiple editions of this text exist, and they primarily align with one another
in the section related to clay modeling techniques. Consequently, I will use the Devanagari
script edition of the Vimanarcanakalpa for the comparative analysis, as it offers a consistent
basis for comparison.?! Table 3 shows a comparison of sections dealing with the techniques
of clay modeling in various texts.

Table 3. A comparison of sections dealing with the techniques of clay modeling.

Citrakarmasastra

Vimanarcanakalpa Kasyapasilpa Silparatna

making of the eight-fold paste

eight-fold paste (astabandhah)

(astabandhavidhana) characteristics of ligatures characteristics of ligatures
placing of ligatures encircling [the armature] with  (rajjubandhalaksana) (rajjubandhalaksana)
(rajjukarmavidhana) ligatures (rajjuvestanam)
characteristics of the clay employing the clay characteristics of the clay
(mrttikalaksana) (mrtsangrahanam) (mrtsakaralaksana)

preparation and rules for smearing the clay
making of the limestone paste  employing the limestone characteristics of the (mrllepanavidhi)
(katasarkaravidhana) paste (Sarkaragrahanam) limestone paste

(kalkasamskaralaksana)
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Table 3. Cont.

Citrakarmasastra

preparation of the pigments
(varnalaksanavidhana)

Vimanarcanakalpa 1 Kasyapasilpa Silparatna
preparation of the pigments

preparation of the pigments (varnasamskaralaksana)

(varnasamskarah)

painting of the pigments
(varnalepana)

! Chapter 18; see (Prayagadasaji et al. 1926, pp. 85-91).

In the Hindu texts mentioned above, the eight ingredients of the paste differ slightly
from those described in the Citrakarmasastra.”> Furthermore, the methods for cooking and
blending these eight ingredients are extensively detailed in both the Kasyapasilpa and the
Silparatna: One should mix and grind the ingredients properly, then place them in an
earthen vessel. Set them on a gentle fire with a mixture of ghee and oil to cook. When
the mixture starts to resemble molasses, one should smear it on the armature (samyojya
ciirnayet samyan mrtpatre niksipet punah. asicya ghrtatailabhyam mandagnau pacyatamidam,
yada ksaudramivayati tada $ile vilimpayet).”®> According to the Kasyapasilpa, there are two
types of eight-fold pastes. One is used to permanently affix the images to their designated
locations, while the other is applied to the wooden armature (for more details, see Varma
1970, p. 11). The Citrakarmasastra only mentions the latter type.

Concerning the ligatures, the method and ritual for making and employing ligatures
are mentioned in the Vimanarcanakalpa, while proper names of the ligatures are not: Make
two lines with coconut peels and the essence of cotton, each as wide as two yavas. Then
a fire oblation should be performed, while reciting sirabhyah svaha 108 times. After pour-
ing oblations into the fire, one should perform circumambulation from the left to the right
of the fire. Then, enter the inner room and recite the names of the deities. Starting from
the navel, wind threads onto the 24 nadis, beginning with the susumna. Then, wind the
threads from the head to the end of the feet on both sides, craft the hands and feet us-
ing copper strips, and, finally, cover them with cotton threads (nalikeraphalatvaktiilasarair
yavadvayasamasthiilamayatam rajjudvayam samahrtya daksinagnikundam krtva agharam hutvd
purvavaddhanyapithe rajjum sanyasya sirabhyonam ityabhyarcya adhivasya piirvavaddhomam
hutvd sirabhyah svahetyastottarasatamavartya hutva agnim visrjya pirvavatalayam pradaksinikrt-
ya 'bhyantaram pravisya atodevadina nabhisthanamarabhya susumnadicaturdasanadindam sthanesu
rajjum sanyasya pascat siravanmiirdhadi padaparyantam ubhau parsvau samavestya tamrapattena
hastapadatalau krtva karpasatantund sarvamgam samavestya punastathda rajjumavestayet) (Praya-
gadasaji et al. 1926, p. 86).

In the Kasyapasilpa, only the three main nadis (i.e., susumnd, ida, and pingald) are men-
tioned, and they all terminate at the male organ of the image (miilamedhravasanakam) (Vajhe
1926, p. 250). The Silparatna has more details: The susumna is known to be in the middle,
and the pingald runs along the right side. The ida, on the other hand, is situated on the left.
These are the principal nadis. Each of them measures two angulas in diameter. They are in-
tertwined, encircling each other, being triple-curved. The joint of the three nadis should be
in the middle of the eyebrow, separated below [the eyebrow], depending on the stick rep-
resenting the vertebral column. The three nadis should converge into one, starting from the
space between the eyebrows and extending to the top of the head. As they ascend the head,
they divide into seven branches. The gandhari resides within the whole body. The hastaji-
hva is inside [the body] to the end (?). The piisa runs to the end of the right ear. The yasasvini
runs to the left ear. The alambusa runs to the end of the male organ. The kuhii should be to
the end of the anus. The edge of the Sanikhini should end in the middle of the navel (susumna
madhyaga khyata pingald daksapdrsvagd. idd vai tasya vamastha pradhand nadayastvime, dvid-
vayangulaparinahayutastd vai trivartikah. tesam naditrayanam tu yogam bhrimadhyame bhavet,
tadadhovigrahastvistavamsadandapurasritah. bhriimadhyanmirdhniparyantam trinadi caikavad
bhavet, sa miirdhanoparigatd saptasikhavibhedita. gandhari sarvagatranta. hastajihvantarantaka.
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piisa daksinakarnanta. vamakarnd yadasvini. alambusa medhramiilanta. gudantd kuhii bhavet.
nabhimadhyavasanam tu sankhinilambanam bhavet) (Ganapatisastri 1929, pp. 88-89).

The Goraksasataka, a Hathayoga text composed in the 14th century A.D., also mentioned
ten nadis: They are the ida, the pingala, the susumna as the third, the gandhari, the hastijihva,
the piisa, the yasasvini, the alambusa, the kuhii, and the sankhini as the tenth. The idd is
located on the left, while the pirigala is located on the right, with the susumna in the middle
portion. The gandhari is in the left eye, while the hastijihva on the right. The piisa is in the
right ear, while the yasasvini is in the left ear. The alambusa is in a sitting posture (?). The
kithu is at the linnga portion. The Sarnikhini is at the root place (i.e., the male organ?) (ida ca
pingald caiva susumna ca trtiyaka, gandhari hastijihvd ca piisa caiva yasasvini. alambusd kuhiis
caiva $ankhini dasami smrtd. idda vame sthitda bhage pingald daksine tathda, susumna madhyadede.
gandhari vamacaksusi. daksine hastijihva. piisakarne ca daksine. yadasvini vamakarne. dsane
vapyalambusd. kithus ca lingadese. miilasthane ca $ankhini).”* Proposed by Varma, the nadi
theory has been adopted by many individuals who are neither medical professionals nor
physiologists. This adoption can be attributed to its early association with the exploration
of human existence and life’s essence. The correlation of ligatures with nddis appears to
have influenced artists in determining the number of major ligatures based on the concept
of nadi (Varma 1970, pp. 15-16).

The quoted text indicates that the §ilpamtna, the Goraksasataka, and the Citrakarmasas-
tra share commonalities in the names of ten naidis, but the latter is much more concise,
listing only the names. Moreover, both the Kagyapasilpa and the Silparatna provide details
on the methods for preparing ligatures and their sizes. According to both texts, the human
body is believed to contain 27,000 nadis. However, using so many ligatures on a clay im-
age is impractical, so only 28 main ligatures are to be tied on the armature in their proper
positions.25 However, in the Citrakarmasastra, neither the number and the size of ligatures
to be tied nor the preparation of ligatures are explained.

Regarding the preparation of clays, limestone paste, and pigments®®, the methods and
materials described in the Citrakarmadastra closely resemble those found in Hindu texts.”’”
Each follows similar steps: the clay is fragranced and stored in pots, combined with gold,
silver, copper, and a decoction made from sugar, honey, ghee, three Myrobalans (triphala),
and three pungents (namely pepper, long pepper, and dry ginger), among other ingredi-
ents. The limestone ($arkaras) should be collected from the vicinity of water sources, dried,
and then added with specific materials like the extract from the Feronia Elephantum tree
(kapittha) and three Myrobalans. After the application of the limestone paste to the arma-
ture, the Vimanarcanakalpa suggests covering the image with a piece of pure delicate cloth
made from cotton thread (Suddham karpasatantund krtam sitksmam vastram) (Prayagadasaji
et al. 1926, p. 89). Interestingly, this step is also prescribed in the Citrakarmasaistra, but it is
notably absent in the Kasyapasilpa and the Silparatna. The final stage involves painting the
image. The three steps for coloring the image mentioned earlier—applying a white coat-
ing, followed by a yellowish-white hue, and then using various colors—are evident both
in the Citrakarmasastra and the Kasyapadilpa (Vajhe 1926, pp. 258-59).

No extant Sri Lankan or Indian Buddhist images made using the techniques of clay
modeling described in the texts have been found. However, my investigation of the cur-
rent practices of Hindu image making suggests that this tradition is still prevalent in South
India and even in Hindu temples in the USA. During the Kumbhabhisheka festival, a se-
ries of consecration rituals are performed on the image, partially conforming to the text.
As depicted in the flier for the prana-pratistha rituals (establishment of the image in its vital
breath, see Figure 5), a series of rituals, such as immersing deities in the rice paddy and
conducting fire oblations, are performed in advance. The nadisandhana homa ritual is re-
lated to the nadi theory, but the present-day practice differs from the descriptions in the
Silpa texts. The cords for the nadis consist of six different types of threads (darbha grass, cop-
per, silk, cotton, silver, and gold) woven together,”® and they are connected to the main
fire-pit (homakunda) in the sacrificial hall (yajiiasald), rather than being directly linked to the
image. According to a diary account, the nadisandhana ritual comprises three processions.
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In each procession, ghee, carried in the sirk siruvam (special covered spoons), and pitchers
full of holy water (piirnakumbhas) are carried from the sacrificial hall to the temple idols.
“Soul energy” is infused into the idol through the chanting of mantras, and ghee is poured
onto the idol, from bottom to top. Finally, during the third procession, life is symbolically
breathed into the murti, and the priest recites the mantra with the name of the deity, spoken
into the idol’s right ear.”” As indicated in Figure 5, the eye-opening ceremony is then per-
formed, which will be discussed in the following section. The next step is the ratnanyasa
ritual, which is highly simplified, using small coins. Finally, the image is affixed to the
pedestal using the eight-fold paste.

Day 2: SATURDAY NOVEMBER 30, 2019

Dwara Aaradhana (Entrace Door-way Pooja)
Mandala Aaradhana (Hindu embiem Pooja)

Preparation)
Dhanyadhivasam (immersing deities in Rice
)

Paddy,

Murti Homam - Sri Subrahmanya Swamy and Sri
Ayappa Swamy Homam (Holy Fire Ritual)

Bimba Manonmana Pramana Homam (Deities Holy
Fire Ritual)

Poomahuthi (Concluding offering)

Mangala Aarathi (Concluding Prayer)

Theertha Prasada Viniyogam (Holy water handout)

++ Dhanyadhivasam

<+ Murti Homam - Sri
Subrahmanya Swamy and Sri
Ayappa Swamy Homam

<+ Bimba Manonmana Pramana
Homam

Program Highlights or Highlights or
General Program & Pooja Sequence for | additional rituals for Lord Muruga/ = additional Rituals for Sri Ayappa
both deities Sri Subrahmanya Swamy Swamy
(Specific Times, if any are noted) = (Specific Times, if any are noted)
8:00 AM Onwards 8:00 AM Onwards 8:00 AM Onwards

Nitya Pooja (Invocation)
Punyahavachanam (Purifications)
Kalasha Sthapana & Aradhana (Kalasa Pooja)

+* 8:00 am KumbheshaKalasha,
Pooja;

«+ 8:30 AM NidraaKalasha Pooja
% 9:00 Shayyaa Pooja

++ 10:AM BimbaShudhi

-

5:00 PM Onwards

5:00 PM Onwards

5:00 PM Onwards

Puspadhivasam (Immersing Deities in flower bed -
Chanting Thirupugazh Parayanam)
Sheyyadhivasam (Ptacing deities on bed ritual)
Nadisandhana Homam (Transferring power to
deities thru Homam)

Mantmyasa Homam (Holy Fire Ritual)

Murti Homam - Sri Subrahmanya Swamy and Sri
Ayappa Swamy Homam (Holy Fire Ritual)
Nathronmilanam (Ritual for opening eyes of

9:00 p.m. onwards

“Ratnanyasam (Placing precious materials under
Peedam before installation)

Astabhandanam (Placing and sealing deities to the
peedam)

«+ Puspadhivasam

++ Sheyyadhivasam

« Nadisandhana Homam

%+ Murti Homam - Sri
Subrahmanya Swamy and Sri
Ayappa Swamy Homam

<+ Nathronmilanam (Ritual for
opening eyes of Deities)

9:00 p.m. onwards

%+ *Ratnanyasam (Placing
Precious Materials under
Peedam)

«» Astabhandanam (Installation &
sealing)

+*+ 5:30 pm Adhivaasa Homam
++ 6:30 pm Dhyaanaadivaasam

6:00 PM: Music Concert By Mandakini Swain, Tabala Jitendra Kumar Swain, Harmonium Smt Shruti

*Devotees - Gold and silver for Ratnanyasam is limited to coins weighing no more than 1 gram

Figure 5. A flier for the prana-pratisthd rituals. Source: https://www.orlandohindutemple.org/ ac-
cessed on 1 October 2023.

It should be noted that the present-day ritual practices do not correspond perfectly
with the techniques described in texts. Using the flier for the prana-pratistha rituals in the
Hindu Society of Central Florida as a case study for this broader typological argument, I
have demonstrated that the ritual technologies outlined in these texts are not only still in
use but also underscore the effectiveness of a multidisciplinary approach.
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2.5. On the Chapter of the Eye-Opening Ceremony
2.5.1. Content of the Text

The opening of eyes (known as aksimoksa, aksyunmesana, aksyunmocana, netramoksa,
nayanonmilana in Sanskrit) serves as the final stage of the image-making process, as de-
tailed in the Citrakarmasastra. While Buddhist eye-opening ceremonies have been previ-
ously studied by scholars like A.K. Coomaraswamy (1908, pp. 70-75), Richard Gombrich
(1966), Hans Ruelius (1978b), Yael Bentor (1996, pp. 287-90), and Donald K. Swearer (2007,
pp. 94-118, 212-17), they have often paid minimal attention to the Citrakarmadistra. The
concluding chapter of this text outlines the procedures for the ceremonies associated with
opening the eyes of the central image. The ceremonies start with an antkurarpana (sowing of
seeds) ritual, conducted one day before the actual eye-opening ceremony (aksimoksadinatp-
iirve). At an auspicious moment, a designated spot is chosen, usually to the south or east
of the image house where the idol is placed. This area is covered with cow dung, and
four burning lamps are positioned at the four corners. An astamarngala diagram is likely
drawn on this surface, most probably using rice. The chief artisan then proceeds to circum-
ambulate the auspicious diagram, starting with the srivatsa figure. Afterward, he takes
either nine, seven, or five fumigated mungo seeds and spreads them across the square
smeared with cow dung (sumuhiirte sulagne ca priyamangalavicakaih, atodyavadyaghosaisca
Sankhakahalaghosakaih. vastudaksine vapi pramukhe va visesatah, dandamanantu vistirnam go-
mayamalipya bhiimyam. vitanaketupatakadya citracitrafica kalpanam, konesu dipasamyuktam tan-
madhye dhanyam vinyaset. tasyordhve palikam sthapyamacaryayamanah smitah, astamangalamav-
rtya Srivatsattu pradaksinam). This is the antkurarpana ritual.

The eye-opening ceremony involves the performance of a kalasadhivasana ritual within
an elaborate adhivasana-mandapa. This kalasadhivisana can be carried out using either the
pitha mandala or the upapitha mandala.

A relatively large portion of the chapter, consisting of forty-six out of eighty-nine
verses, is dedicated to the discussion of flagstaffs and banners that are to be placed in
the cardinal and intermediate directions surrounding the image-hall. The main banner is
adorned with depictions of five Buddhas and various auspicious symbols, such as lamps,
a six-spoked ratnacakra, parasols, and more.

At the culmination of a complex series of rituals, the consecration master (pratisthacar-
ya) undertakes the task of painting the black pupils onto the image, effectively opening its
eyes. The procedure involves the consecration master using a golden needle along with
a round mirror, with his assistant also contributing to the task. Once the eyes have been
successfully opened, a calf is to be presented before the idol, followed by the performance
of the homasanti ritual and a circumambulation from left to right (drstimandalamunmilyah
hemasiicikrtantatha, adarsamandalalt] sarvadilpikrtyam samapti ca. sesam pirvoktavaddhidyad
govatsabhimukhadi ca, nayanonmilanat pascad homasantilh] pradaksinam). Following this, the
idol should be bathed in water for three consecutive nights. Right after the eyes are opened,
various objects such as mirrors are presented before the idol (drstimandalamunmilya
darpanadini darsayet). After the ablution ritual, reverence is to be offered to the image from
all directions (Marasinghe 1991, pp. 164-83).

2.5.2. Correspondence with the Other Sanskrit Buddhist and Hindu Silpa Texts

The ritual descriptions for the eye-opening ceremony can be found in various $ilpa
texts representing different religious sects. In this comparative study, I will focus on five
specific texts. While these texts share many similarities, they also diverge in certain details.
It is not necessary to present all these minor differences at once, as they might become
tedious.

The Kriydsamgrahapaiijika attributed to Kuladatta (ca. 11-12th A.D.), a commentary on
the collection of Buddhist tantric rituals, is, as a whole, a kind of monastery construction
manual.’’ There is a section that pertains to the consecration of a deity’s eyes. The text in-
structs the tantric practitioner to anoint the image with five products of the cow, followed
by anointing it with saffron and other substances. Subsequently, the image should be sprin-
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kled with water empowered by the mantra of Aksobhya. The practitioner is then directed
to wipe off this water. The next steps involve empowering specific parts of the image, such
as the forehead, throat, heart, eyes, ears, nose, tongue, hairline, and navel, by using seed-
syllables. After this, the practitioner should proceed to open the eyes of the image using a
golden stick smeared with ghee and honey contained in a silver vessel while reciting the
relevant verse and mantra. However, those of the deity in a scriptural text’s manuscript
or other should be reflected in a mirror (pustakadidevatayas tu darpane bhavitapratibimbayah)
(Tanemura 2004, pp. 181, 281). In this text, the use of a mirror is mentioned, but there are
no further details about its role in the ceremony. The overall procedure described here
differs significantly from the one outlined in the Citrakarmasdstra, with the exception of
the shared use of a mirror. Now, let us explore Hindu $ilpa texts for further insights into
this ritual.

The Manasara is a comprehensive Sanskrit text comprising seventy chapters that cover
a wide range of architectural and iconographic topics. These topics include architectural
principles, systems of measurement, technical instructions for building construction, ritu-
als related to construction, building classifications, and characteristics of building materi-
als such as wood and stone. Additionally, the Manasara addresses aspects of deity iconog-
raphy. The text lacks a specific author or known historical date, but, based on internal
evidence and archaeological findings, it is estimated to have been compiled around the
tenth or eleventh century in the context of the Chola kingdom, with its capital in Tanjavur
(Tanjore) located in South India on the banks of the river Kaveri.

The final chapter of the Manasara, titled “nayanonmilanalaksanam” (Description of
Opening the Eye [of an Image of the Deity]), is particularly significant. It offers a detailed
account of the iconographic procedure for carving the eyes of a deity (in this case, Siva)
and installing them in the inner sanctum of a completed temple during a ceremonial rit-
ual setting. This chapter provides insight into the symbolic meaning, ritual processes, and
technical aspects involved in temple architecture and iconography, particularly in the con-
text of the eye-opening ceremony (Jacob 2007).

The Mayamata is another significant treatise from South India that can be regarded as a
“sister treatise” to the Manasdara in terms of its form and content. According to scholars like
Bruno Dagens, the Mayamata is believed to predate the Manasara (Dagens 1970, pp. 1-2).
In Chapter 18 of the Mayamata, titled “sikhara-karana-bhavana-karma-samapti-vidhana
(Rules for the Making of Roofs and for the End of the Building Work)”, there are only a
few simple verses that describe the eye-opening ceremony of the images placed at the four
cardinal points around the newly-built temple and other images. The architect begins the
ceremony by bathing the image with water from vases and worshipping it with perfumes
and flowers. Then, using a gold point, the first circle of the eye is drawn, followed by the
other three circles, using a sharp point. This eye-opening ceremony is part of a series of
rituals related to the completion of the temple building.

Two additional texts that offer valuable insights for comparison are the Vimanarcanak-
alpa and the Vaikhanasagama, both of which belong to the vaikhanasa sect. The sections
dealing with the eye-opening ceremony in both texts display similarities, with the Vaikha-
nasagama providing more detailed instructions. Chapter 30 of the Vaikhanasigama out-
lines the rituals associated with opening the eyes of an image. The rituals begin with an
ankurdarpana (sowing seeds), which includes making the grain-pots, sprinkling the grains
as well as adorning the bimbalaya with banners, garlands and kusa grasses. Following this,
the ratnanyasa (deposit of gems) and kalasadhivasana (the placing of pots) are performed,
accompanied by the recitation of hymns to Visnu. The next step involves establishing the
image of Visnu (bhagavato narayanasya sthapandavidhim) on an auspicious day, accompanied
by a homa (fire oblation). The third step entails opening the eyes of the image with a golden
needle and showing cows and grains to the newly opened eyes of the image (Sastri 1935,
pp. 103-8). Table 4 shows a comparison of the eye-opening ceremony in the texts men-
tioned above.
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Table 4. A comparison of the eye-opening ceremony in the Citrakarmasastra and Hindu $ilpa texts.

Mayamata !

Manasara 2

Vimanarcanakalpa 3

Vaikhanasagama *

Citrakarmasastra

Sowing seeds
(ankurarpana)

Sowing seeds
(ankurarpana)

Sowing seeds
(ankurarpana)

Sowing seeds
(ankurarpana)

The description of
flagstaffs and banners
that should be placed
in the cardinal and
intermediate directions
surrounding the
image-hall

The establishment of a
pavilion (mandapa) and
an altar (vedi) for the
sacrifice in connection
with the opening of
eyes

The establishment of a
pavilion (mandapa) and
an altar (vedi) for the
sacrifice in connection
with the opening of
eyes

Drawing a pitha on the
ground and installing
the gem deposit
(ratnanyasa)

Drawing a pitha on the
ground and installing
the gem deposit
(ratnanyasa)

The establishment of
the sacrificial altar

The drawing of a
The Elrawmg_ of a upaphlitha or pitha and Performing the fire . ‘ .
upapitha or pitha and placing of pots . - Performing the fire The placing of pots
lacing of pots (kalasadhivasana) as oblation to vastudevas oblation to vastudevas  (kalasadhivasana)
(P;culuéﬁdhivﬁsana) well as the fire oblation (vastuhoma)
(homa)
Opening the eyes with
Worship of the image Worship of the image Opening the eyes with ~ Opening the eyes with  a golden needle and
and painting of eyes and painting of eyes a golden needle a golden needle with the help of a
mirror

Burnt-offerings to
avert evil (homasanti)

The placing of pots and
worship of the image

The placing of pots and
worship of the image

The placing of pots and
worship of the image

The placing of pots and
worship of the image

Sources: ! Dagens (1970, p. 417); 2 Acharya (2011, pp. 1073-82); 3 Prayagadasaji et al. (1926, pp. 204-8); 4 Sastri

(1935, pp. 103-8).

Hans Ruelius assumed that the eye-opening ceremony in the Citrakarmasdstra is ex-
actly the same as described in the Vaikhanasigama. However, he did not give a detailed
comparison (Ruelius 1978a). Nevertheless, after conducting a comparative study between
these texts, I cannot entirely agree with him. As shown in Table 4, there are distinct Brah-
manical elements found in the Sinhalese eye-opening ceremony, as outlined in the Citrakar-
maddstra, which share a striking resemblance to Hindu image consecration rituals. Each
involves the following processes:

(1) Commencing with the sowing of seeds.
(2) Constructing and purifying a temporary pavilion.

(©)

4)
©)

Decorating the pavilion with canopies, flags, banners, and embellishments using
darbha grass.

Applying either the pitha mandala or the upapitha mandala.

Performing the placing of pots (kalasadhivasana) after opening the eyes.

There are primary differences between the Citrakarmasastra and the Hindu texts: (1) The

religious affiliations of the texts; (2) The detailed description of the flagstaffs and banners
is not covered in the Hindu texts; (3) The use of a mirror (darpana) is not mentioned in the
Hindu texts.

Numerous details on the flagstaffs and banners are unclear, making it challenging

to form a complete understanding of some of the decorative features described in the text.
Moreover, itis difficult to ascertain the corresponding archaeological evidence in Sri Lanka.
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Concerning the use of a mirror in the eye-opening ceremony, investigations into present-
day rituals suggest that this tradition has persisted in Sri Lanka up to the present day.

2.5.3. Partial Correspondence with the Buddhist Ritual Practice in Sri Lanka

In South India, the members of craftsmen communities were generally known by the
name Kammalan, a word derived from the Tamil Kannalar or Kannalan, which means “one
who rules the eye” or “one who gives the eye” (Thurston and Rangachari 1909, p. 106).
The idols consecrated in temples are made by members of this caste. On an auspicious
occasion, they perform the ritual of the opening of the eyes of the idol using a small chisel,
usually made of gold. In Sri Lanka, the people of this caste paint the eyes of the idols in
a ritual, believed to infuse the idol with divine powers (Rajeev 2016, pp. 37-38). As told
by Richard Gombrich, the eye-opening ceremony (Sinh. neétra mangalya, nétra pinkama, or
neétra pratisthapanaya utsavaya) consists of six parts, referred to as sadarnga piijava in Sinhala.
According to an eye-opening ceremony he observed in the Kandyan hill country, these six
parts include drumming (Sinh. magul bera), worshipping the gods (Sinh. deviyanta piijava),
setting pots (Sinh. kumbhasthapane), setting up indra-posts (Sinh. indrakilaya), worshipping
the statue(s) (Sinh. miirta piijava), and making peace (Sinh. santi karanaya) (Gombrich 1966).

Coomaraswamy regards the eye-opening ceremony as “Hindu rather than Buddhist
in origin” in his monumental work, but he does not discuss this further (Coomaraswamy
1908, p. 71). However, Gombrich considers that the rite is the exclusive property of Sin-
halese Buddhism (Gombrich 1966). In the ceremony Gombrich witnessed, the temple was
decorated with Buddhist flags—bars of red, yellow, white, orange, and blue—the colors
of the rays of Buddha’s halo. Over the floor of the shrine, from just inside the door to the
Buddha’s pedestal, the craftsman had spread out a bed of rice grains, and on its surface
was traced a yantra divided into a number of squares. On the rice of the central square was
traced a lotus design. On each square stood a pot full of rice that was covered with a betel
leaf and a coin. Then, offerings were made to Sakra, Brahma, Visnu and Mahesvara, nine
grahayo (Skt. navagraha), eight Bahiravayo (Skt. astabhairava), and so forth. Finally, the rit-
ualist placed an indra-post (Sinh. indrakilaya, Pa. indakhila, Skt. indrakila) shaped roughly
like an umbrella in a brass pot at the center of the yantra. After offering incense and water
and chanting Sanskrit verses, the ritualist walked clockwise around the image hall, accom-
panied by drumming and music. After the last altar, he went up to a tree at the edge of
the temple area and struck it thrice with the sword; it exuded a milky sap. Then the miirta
piijava began. As the auspicious moment approached, everyone but the craftsman and his
assistant left the temple. The ritualist, sitting high with his back to the image, looked into
the mirror and painted in the eyes. Then came the santi karanaya ceremony to ensure that
no harm ensued from any mistakes in the rituals.

As Gombrich observed, the craftsman did not dare to look at the statue in the face
but looked into a mirror, which caught the gaze of the image he was bringing to life. As
soon as the painting was completed, the craftsman himself had a dangerous gaze. He
was led out blindfolded and the covering was only removed from his eyes when they
would first fall upon something which he then symbolically destroyed with a sword stroke
(Gombrich 1966).

I was fortunate to witness an eye-opening ceremony in the Managala Viharaya in
Kandy on 27 April and 3 May 2023. Early in the morning on 27 April, the ceremony began
with the chanting of Sanskrit and Pali siitras. The temple and the nearby garden were
decorated with Buddhist flags of five colors. A square drawing was placed on the ground
just in front of the door of the image house. According to Paranagama Podisadu, this
drawing has a Sinhalese name, “kolam adhima”, and incorporates elements from the Tamil
“ababa”. It consists of 35 coconuts, 25 kg of rice, 180 coins, 180 betel leaves, and 25 kg of
grain, with the design of an “om” in the center (Figure 6).
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Figure 6. Kolam adhima in the eye-opening ceremony in Kandy (photographed by Paranagama
Podisadu).

The reciting of siitras lasted throughout the entire ceremony. Rev. Paranagama
Gnanawimala Thero, abbot of the temple, the craftsman, and his assistants entered the
image house to prepare for the painting of eyes. None of them dared to look directly at
the statue. With a mirror in his hand, the craftsman gazed into the mirror and painted the
eyes with another hand (Figure 7). According to Rev.Paranagama Gnanawimala Thero,
tradition dictates that nobody should gaze directly at the Buddha’s eyes due to the dan-
gerous power released during the painting process. Therefore, a mirror is used to receive
the image’s gaze. After completing the painting, the craftsman himself was subject to this
potentially harmful gaze. Following the eye-painting, the craftsman was blindfolded and
guided out of the image house. He first looked at a small cow and was then blindfolded
again and led to a jackfruit tree. Symbolically, he cut the tree with a sword, causing milky
juice to flow. He then cautiously walked across the yantra, still blindfolded. This act of sym-
bolically cutting the tree is believed to dispel the potentially harmful power of the evil eye.
Afterward, Rev. Paranagama Gnanawimala Thero tied a white thread around the crafts-
man’s wrist, acting as a talisman to ward off evil spirits. Actually, this practice cannot be
reconciled with any Buddhist doctrine, but it is maintained as part of their tradition.

Figure 7. The painting of eyes with the help of a mirror (photographed by Rev. Paranagama Gnanaw-
imala Thero).

During this ceremony, they did not use the indra-post. According to Rev. Paranagama
Gnanawimala Thero, the indra-post is only utilized in the pirith mandapa created for pirith
chanting at the Managala Viharaya.’! On 3 May, with the eyes of the image covered, Rev.
Paranagama Gnanawimala Thero himself personally affixed the tuft of hair made of gold
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to the statue’s forehead (Figure 8). This tuft is considered one of the 32 major characteristics
of a great man. With this act, the entire ceremony came to a conclusion.

o~

Figure 8. The golden tuft of hair pasted on the forehead of the statue (photographed by Rev.
Paranagama Gnanawimala Thero).

The ceremony I witnessed was less elaborate than the ones described in Coomaraswa-
my’s and Gombrich’s works, but they did share some similarities. As stated in Gombrich’s
version, the blindfolded ritual practitioner, carrying the pot, has the covering removed
from his eyes so that the first thing his gaze falls upon is the bull. He also smashes the
pot on the bull’s horns. He then takes a sword or knife and slashes at any tree which
will exude milky sap. Plainly, he “kills” the tree instead of the bull. Buddhism forbids
the slaughter of animals (Gombrich 1966). In Coomaraswamy’s version, there is no pot
and no bull, but there is a water-cutting ceremony instead. The blindfolded ritualist is led
straight to a vessel of water in which he washes his head; he then cuts the water with a
sword, and the vessel is shattered. Thus, any evil that might come from his gaze passes
into the water and is harmless (Coomaraswamy 1908, p. 74). In Coomaraswamy’s view,
both the mirror and the indra-post in the ceremony are intended to absorb the dangerous
power of the image’s eyes: the mirror receives the gaze of the image and the indrakilaya
functions as a scapegoat for this gaze (Coomaraswamy 1908, p. 76). Gombrich agrees with
Coomaraswamy (Gombrich 1966). Rev. Paranagama Gnanawimala Thero’s explanation
corresponds well with Coomaraswamy’s and Gombrich’s opinion.

Ruelius also witnessed an eye-opening ceremony in Sri Lanka and has offered a dif-
ferent interpretation. In his view, the mirror is used not to receive the dangerous power of
the image’s eyes but to symbolize this transformation. The mirror represents the Buddha’s
absence, and by painting the eyes, the craftsman divines the Buddha’s presence into the im-
age. For those waiting outside the image hall, the image behind the closed door is literally
absent from view (darsana). But once the eyes are painted and the door is opened, the Bud-
dha is present in both a form-likeness (riipa) and in essence (dharma) (Ruelius 1978b). As
he suggests, the use of a mirror as a ritual implement is to infuse the dharma into the image.

By further studies on the mirror in Indo-Tibetan Buddhist consecration rituals, Yael
Bentor concludes the following points: The purpose of the showing in the mirror during
the initiation (also called mirror initiation) is to create a predisposition for the realization
that all dharmas are like reflected images in a mirror. Even though they seem to possess
inherent existence, they are, in fact, devoid of a nature to call their own. The mirror plays
another important role during the consecration. It serves as a temporary abode for the
entity invited into a receptacle for the duration of the consecration. The ritual actions of
the consecration are often performed not to the actual receptacle itself but to its reflection
in a mirror situated at the center of a special consecration mandala (Bentor 1995). The
employment of the mirror is also popular in East Asian Buddhist image consecration ritu-
als. I witnessed another eye-opening ceremony of Buddhist images in the Dafo Monastery
K#SF in Guangzhou on December 28, 2023. During the ceremony, Buddhist monks held
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up mirrors in their hands and chanted verses simultaneously, with the reflective surfaces
of the mirrors facing the Buddhist images (Figure 9). The verses read:

Figure 9. The use of mirrors in the eye-opening ceremony in the Dafo Monastery (photographed by
Rujing).

“Let us raise this great circular mirror, with light radiating across all directions.

The circular radiance universally illuminates all directions, bestowing increased merit
and wisdom upon all sentient beings.

The nature of radiance is inherently the same; the mirror’s light reflects compassionate
radiance [of the Buddha and bodhisattvas].

Radiance illuminates throughout all directions, marvelously without hindrance.”

RUCKEISE, W15 .
BDGEIAAT7, B R A
JOLREAR, SO,
T 7, b A R AL

These verses are widely used during the eye-opening ceremony in Buddhist monaster-
ies in China, indicating the use of mirrors as reflecting the radiance of consecrated images.
Mirror symbolism is common in Buddhism. Evidence makes it clear that the widespread
use of the mirror in Buddhist image consecration rituals denotes multiple meanings.

As Alex Wayman reported, the uses of the mirror fall into three categories: Firstly,
the mirror as a metaphor of the mind, found primarily in the literature of the Yogacara
School. Secondly, the mirror as a simile for the emptiness of all phenomena whose true
nature is likened to reflections in a mirror, a notion prevailing in the Madhyamika School.
And thirdly, the use of the mirror in divination. The mirror plays an important role in
the concept of the five knowledges (jiianas), one of them being the mirror-like knowledge
(adarsa-jiiana) (Wayman 1971, 1974).

Investigations suggest that contemporary practices conform to only a few ceremonial
elements, mainly the oblation to Hindu deities and the application of a mirror, as described
in the 17th chapter of the Citrakarmasastra. More Hindu elements, such as the sowing of
seeds and the drawing of the upapitha (or pitha), are mentioned in the text but are not in-
corporated into the practices of contemporary Sri Lankan Buddhists.

3. Conclusions

This study highlights several aspects for further discussion:

Through a philological analysis of chapters concerning tree selection, the ratnanydsa
ritual, the techniques of clay modeling in image making, and the eye-opening ceremony, it
becomes evident that the Citrakarmasastra, while shorter and less informative than Hindu
$ilpa texts, shares a similar structure and content with the Hindu statuary tradition.

The Citrakarmasastra demonstrates a remarkable resemblance to South Indian Hindu
Silpa texts in its main body. This suggests that the Citrakarmasistra might be a composite
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work originating in South India, drawing from various sources and composed at different
times. The probable date of the main part of the text, which includes the chapters discussed
above, is a little later than the Kasyapasilpa, is likely not earlier than the 11th century A.D.,
but not later than the Silparatna, possibly predating the 16th century A.D.

How should we interpret the connection between the text and the archaeological evi-
dence as well as present-day performances? Is the Citrakarmasistra a manual for practical
use or just a compilation of an idealized $ilpa knowledge system? A section from Chap-
ter 10, which is relatively clearer in its language but obscure in content, serves as a useful
example that sheds light on the intended audience and style of the text (see Table 5).

Table 5. Literary style of the Citrakarmasastra: nadis.

Manuscript Edition !
gandharihastajivhapisasviniralampratah gandhari hastijihoa [ca] piisasvinir alambusa. kuhii ca sankhini
kuhiicatuhamadhyamanisaptadhatukproktampurvotrayodadadhika saptadha {tuk}proktas {piirvo}trayt nadikah. evam pradhananadyasca
evampradhananadicadesamrajjuprabandhanam sesam rajjuprabandhanam. tanmadhyasandhau riipasya
tatmaddhasandhauriipasydjivhasthanavidhiyate jihvasthana[m] vidhiyate.

! This edition is based on Marasinghe (1991, p. 62).

English translation:

Three nadikas are said to [be divided into] seven [nddikas, namely] the gandhari, the
hastijihva, the piisa, the yasasvini, the alambusa, the kuhii, and the $ankhini. Such are the
main nadis, and the rest is the binding of cords. At the middle joint of these, the tongue of
the idol is placed.

This passage exemplifies the text’s concise style, which may explain why Schroeder
found it less helpful for identifying Sinhalese sculptures. A literal translation of the first
verse reads: “Three nadikas are said sevenfold, the gandhari, the hastijihva, the piisa-svinir,
the alambusd, the kuhii, and the sankhini.” Based on this description alone, it is unclear
what the text is describing. While the subject is clear, the lack of a verb makes it chal-
lenging to understand the precise relationship between the three primary nadis and the
seven nadikas. Fortunately, consulting the Silparatna provides more details: The three
nadis should converge into one, starting from the space between the eyebrows and ex-
tending to the top of the head. As they ascend the head, they divide into seven branches.
(bhrimadhyanmirdhniparyantam trinadi caikavad bhavet, sa miirdhanoparigatd saptasakhavibhed-
itd). The explanation regarding the relationship between the three nadis and the seven
nadikas, as inferred from the compound “saptasakha-vibhedita” here, is quite clear. With
the help of the Silparatna, we also learn that “piisa-svinir” is short for “piisa” and “yadasv-
in1”. However, even with emendations and insertions, we could not form a clear idea of
the ten nadis in the Citrakarmasastra. The text lacks further details about the seven nadikas,
such as their precise locations in the body, their divergence from the three major nadis, their
spatial relations, and the significance of the middle joint (madhyasandhau) in relation to the
tongue. It is mentioned later in the text that the total number of nadis is 2070 (sarvesam
nadisamyuktam dvisahasradhisaptatih).> However, is it possible/practical to lay thousands
of cords representative of nadis onto the wooden armature of the image? The text does
not relate the exact number of cords to be laid and the method for making the cords. For
a modern reader, it appears impractical and challenging to implement these instructions
effectively based on the information provided in the text.

It is essential to acknowledge that similar examples can be identified throughout the
entire text. These instances contribute to our understanding of the text’s overall style and
content. Therefore, it is important to recognize that such examples are not isolated inci-
dents but part of a broader pattern within the Citrakarmadistra. If we consider this text
seriously and assume that it was written in order to be understood, we can draw three
conclusions:
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(1) The Citrakarmasastra was likely intended for ritual specialists and artisans who al-
ready possessed a good understanding of the practices described in the text.

(2) The Citrakarmasastra appears to serve as a rough outline or reference guide rather than
a comprehensive and detailed explanation of the practices and performances. It may
have assumed that practitioners were already familiar with the basics.

(3) The Citrakarmasastra can be seen as a Buddhist attempt to emulate Brahmanical $ilpa
literature, as well as a compilation of an idealized knowledge system. This ideal-
ized system might not perfectly correspond with actual practices and performances,
which could explain the absence of crucial information and the use of simplified San-
skrit within the text.

These conclusions shed light on the possible purpose and audience of the Citrakar-
masdstra, as well as the reasons behind its specific style and content.
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Abbreviations

Pa. Pali

Sinh.  Sinhalese

Skt. Sanskrit

Symbols used in the Transliteration and Translation

{} superfluous aksara(s)

M omitted (part of) aksara(s) and word(s)

[+++] corrupt sections in the manuscript, with no suggestions offered by the editor or the author
! avagraha (not written in the manuscript, but added in the transliteration)

Notes

1

Marasinghe splits the fourth chapter into two separate chapters, which become chapters four and five of his edition. Because he
splits this chapter into two, he also emends each of the subsequent chapter colophons to accommodate this change (i.e., there
are 18 chapters in his edition). Powell does not agree with his change and follows the original colophons for the subsequent
chapters, giving seventeen rather than eighteen chapters. I agree with Powell; see Powell (2018, p. 95).

According to the manuscript, the concluding sentence at the end of this chapter is “vrksasaredavidhano paficamo ‘dhyayah.”
Based on the contents of this chapter, Marasinghe reconstructs the title of this chapter as “manoddesavidhanam.” I follow his
suggestion; see Marasinghe (1991, p. 18). Powell also agrees with Marasinghe; see Powell (2018, p. 95).

The two volumes covering the two subjects separately are, therefore, published under the two titles Vastuvidyasastra and Cit-
rakarmasdstra respectively; see Marasinghe (1991, p. xi).

Bechert only mentioned this in a private conversation with Hans Ruelius; see Ruelius (1978a).

Regarding the studies on the Sariputra-bimbamana, see Coomaraswamy (1908, pp. 150-63), Ruelius (1974), and Marasinghe (1994).
Regarding the research on the Alekhyalaksana, see Ruelius (1974).

Marasinghe (1991, pp. 8-9). The translation of passages from the Citrakarmasastra is based on Marasinghe’s translation, with
some modifications and explanatory notes added by the author. The same approach is followed throughout the article.

For a discussion of the date of the Kasyapasilpa, see Slaczka (2007, pp. 18-19).

Shastri and Bhat (1946, pp. 518-21). The Sanskrit text reads: paramannamodakaudanadadhipalalollopikadibhir bhaksyaih madyaih
kusumair dhiipair gandhaica tarum samabhyarcya. surapitrpidacaraksasabhujagasuraganavindyakadyanam, krtva ratrau piijam vrksam
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samspréya ca briyat. arcarthamamukasya tvam devasya parikalpitah, namaste vrksa piijeyam vidhivat sampragrhyatam. yaniha bhiitani
vasanti tani balim grhitva vidhivat prayuktam, anyatra vasam parikalpayantu ksamantu tanyadya namo ‘stu tebhyah.

It is interesting to note that the names of the four Saktis (i.e., Tara, Locana, Prajia, and Mamukhi) here are slightly different
from the regular four consorts (i.e., Tara, Locana, Pandara, Mamaki) in the vajradhatu mandala in Buddhism in North India and
Nepal as well as China’s Xizang. The text reads catuskone catusakti[r] isanadipratistha, literally meaning “the four saktis are placed
at four corners beginning with I$ana (i.e., I§a)”. Marasinghe interpreted “I$ana” as the quadrant of I$a; see Marasinghe (1989, p.
185). According to Powell, “T§a” here refers to the northeast, rather than to the quadrant of T$a. Otherwise, the four $aktis would
be placed on the periphery of the mandala, at quite a distance form their male counterparts, which is possible but unlikely; see
Powell (2018, p. 48). I agree with Powell’s suggestion.

10 The manuscript reads “mukhye afjanam vidhatavya ditauttaram bhavet”, but E.W.Marasinghe reads “mukhye afijanam vidha-

tavya[n] ditavantaritam bhavet”. He proposes “antaritam” to be red lead; see Marasinghe (1991, pp. 50-51).
1 The manuscript reads “paficacihnake”, while Marasinghe emends it to “paficacihnakam”. Marasinghe’s translation states: gold
as well as the five symbols should be deposited in the center of the diagram; see Marasinghe (1991, pp. 52-53). I follow the reading

in the manuscript and interpret “paficacihnake” as a bahuvrihi compound (one having five symbols), describing “cakramadhye”.

Marasinghe (1991, pp. 54-55). The deities here are clear, though not mentioned by name. The only deities that might be missing
are the four female consorts.
Regarding the definition of “ratnanyasa” and the associated ritual in the Devyamata, see Slaczka (2017).

Similar stone deposit boxes have also been discovered in Hindu and Buddhist ruins in Java; see Deraniyagala (1978).

In the manuscript, this ingredient is first referred to as “pusaraka” and later “iksara”. Marasinghe emends the latter to “pusaraka”,
aligning it with the first enumeration; see Marasinghe (1991, p. 60). Powell suggests the reading “iksura”, which likely refers to
the Saccharum Spontaneum, a common grass in the Indian subcontinent and Sri Lanka; see Powell (2018, p. 97). I concur with
Powell’s interpretation.

16 The manuscript reads “rataniryasa”, while Marasinghe emends it to “rasaniryasa”; see Marasinghe (1991, p. 60). Powell suggests

the reading “ratnaniryasa”; see Powell (2018, p. 97). I agree with Marasinghe.

7 The manuscript reads: “nabhicakradamastho ca sarvesarmastabandhanam”, which Marasinghe emends to read: “nabhicakram

dasastafica sarvesamasthibandhanam.” Both readings are confusing; see Marasinghe (1991, pp. 64-65).

18 Marasinghe (1991, pp. 162-63). In the third step, Marasinghe literally translated the patraka into “leaf-design”. According to

the revised and enlarged edition of Apte’s dictionary (p. 958), “patraka” also means drawing lines or figures on the body as
a decoration. Chapter 16 is about the coloring of a clay image; thus, the latter meaning better reflects the context’s intended
meaning. I take the latter one in my translation. For the link to the dictionary, see https://dsal.uchicago.edu/cgi-bin/app/apte_
query.py?page=958 (date of access: 30 December 2023).

19 Regarding the date of the Vimandrcandikalpa, see Rao (1914, p. 56), Kramrisch (1946, p. 261), Banerjea (1956, p. 26), and Colas
(2019).

20 Regarding these three editions and an introduction to the Vimanarcanakalpa, see Colas (1984).

2l I'have published a Chinese article conducting a textual comparative study of these chapters in the Citrakarmadistra and the $aiva

texts. However, in my previous article, the vaikhdsana texts were not examined, and the study did not investigate the current
practices in Hindu image making; see Wu (2021). In this part of my article, I build upon my previous research by including the
vaikhasana texts for comparison and focusing on the relationship between the texts and contemporary practices.

22 Vajhe (1926, p. 250); Ganapatisastri (1929, pp. 87-88). For a discussion of the eight-fold pastes in the $aiva texts, see Varma (1970,
pp- 11-12).

2 Ganapatisastri (1929, p. 88). A similar method is also mentioned in the Kasyapasilpa; see Vajhe (1926, p. 250).

4 http://gretil.sub.uni-goettingen.de/gretil/1_sanskr/4_rellit/saiva/gorstlpu.htm (date of access: 1 October 2023). For an introduc-
tion to the Goraksasataka, see Mallinson (2012).

» For a full discussion of this section in both the Kasyapasilpa and the Silparatna, see Varma (1970, pp. 16-18).

26

Colors in the Citrakarmaddstra are associated with the three gunas (i.e., sattvika, rdjasa, tamasa), aligning with the definition of colors
in the Samkhya school of Hindu philosophy; see Marasinghe (1991, p. 160). Notably, this viewpoint is rejected by Buddhists, as
evident in certain Chinese Buddhist texts from the Tang Dynasty. However, the author/compiler of the Citrakarmasastra embraces
this perspective, revealing non-Buddhist influences on the text; see Wu (2021).

27 Vajhe (1926, p. 254), Ganapatisastr1 (1929, p. 93). For a discussion on their resemblances, see Wu (2021).

28 http://www.westmichiganhindutemple.org/wmhtevents-sep-pranaprathishta.htm (date of access: 1 October 2023).

2 Richard Clarke, “Culmination of Kumbabishekam of Gowthama Maharishi Temple in Tiruvannamalai”, https://richardarunachala.
wordpress.com/2013/01/10/culmination-of-kumbabishekam-of-gowthama-maharishi- temple-in-tiruvannamalai/ (date of access:
1 October 2023).

30

For an introduction to the Sanskrit manuscripts and the author, see Tanemura (2004).

3l Regarding the function of the indra-post, see de Silva (1978).


https://dsal.uchicago.edu/cgi-bin/app/apte_query.py?page=958
https://dsal.uchicago.edu/cgi-bin/app/apte_query.py?page=958
http://gretil.sub.uni-goettingen.de/gretil/1_sanskr/4_rellit/saiva/gorst1pu.htm
http://www.westmichiganhindutemple.org/wmhtevents-sep-pranaprathishta.htm
https://richardarunachala.wordpress.com/2013/01/10/culmination-of-kumbabishekam-of-gowthama-maharishi-temple-in-tiruvannamalai/
https://richardarunachala.wordpress.com/2013/01/10/culmination-of-kumbabishekam-of-gowthama-maharishi-temple-in-tiruvannamalai/
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2 For a full discussion on the use of the mirror in Buddhist image consecration rituals, see Swearer (2007, pp. 212-22). The use of

a mirror is also a tradition preserved in Hindu image consecration rituals, with a symbolism different from that of Buddhism,
although not mentioned in the aforementioned Hindu texts. According to Hindu mythology, the well-being of the world is
believed to depend on the gaze of the deities. This is why the all-seeing gods are said never to close their eyes. Worshippers, in
turn, must keep their eyes open to make reciprocal contact with the divine. The mirror, therefore, serves as a medium used in
Hindu rituals and incorporated into religious images to help manufacture and propagate darsan: the sense of ritual connectedness
with the divine through the gaze; see Babb (1981).

Marasinghe (1991, pp. 64-65). It is interesting to note that the total number of nadis is 27,000 in both the Kasyapasilpa and the
Silparatna.
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