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ABSTRACT 

The extant Mtinastira 1S one of the authoritative treatises of vtistustistra, traditional 
lndian architectural theory. The dissertation addresses the question of the nature of 
vtistusastra., traditional architectural theory, as enunciated in the Mtinastira., and the 
relationship of theory ta traditional practice. Vtistustistra c1aims itself ta be a priori 
with respect ta practice. Two aspects of theory, theology and nomology, constitute the 
ontological and epistemological foundation and structure for this c1aim. From this 
sastraic perspective, practice is understood as mere application of ru1es. However, a 
c10ser hermeneutical reading of the text reveals the dialectical nature of theory itself, 
in both its theological and nomological aspects. This dialectic obtains in the 
relationship between the ory and practice as a certain reciprocity between them, and in 
the parallelism between making the temple (the paradigmatic architectural object) and 
writing the treatise. Thus, a more precise understanding of the nature of traditional 
theory and its relationship to traditional practice 1S arrived at through this exercise. 
Such a calibrated understanding of vtistustistra is indispensable in addressing the issue 
of the proper role that it may play in contemporary Indian architectural practice which 
is constituted in the modern scientific and technological mode. 

RESUME 

Le lvftinastira, qui existe encore de nos jours, est un des traites qui sont autorité sur le 
vtistustistra, la théorie architecturale indienne traditionelle. Ce mémoire aborde la 
question de la nature du vtistustistra, la théorie architecturale traditionelle, telle que 
presentée dans le lvftinastira. et de la relation entre la théorie et la pratique traditionelle. 
Le vtistusastra. pretend précéder la pratique. Deux aspects de la théorie, la théologie et 
la nomologie (science des lois), constituent le fondation et le structure ontologique et 
epistemologique sur lesquelles s'appuie cette prétension. D ans cette perspective 
sastraïque, la pratique est perçue comme la simple application de règles. Cependent, 
une lecture herméneutique plus poussée du texte nous révèle la nature dialectique de la 
théorie elle-même dans ses deux aspects théologique et nomologique. Cette 
dialectique se poursuit dans la relation entre la théorie et la pratique par une certaine 
réciprocité entre elles et dans le parallélisme entre l'édification du temple (l'objet 
paradigmatique architecturale) et l'écriture du traité. Ainsi, par cet exercice, nous 
arrivons à une meilleure compréhension de la nature de la théorie traditionelle et de sa 
relation avec la pratique traditionelle. Unetelle compréhension précise du vastustistra 
est indispensable pour aborder la question de son rôle veritable dans la pratique de 
l'architecture indienne contemporaine qui est constituée du mode scientifique moderne 
et technologique. 
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INTRODUCTION 

Eye see l in self same gaze 
And aH around from up to down 
In this jar self same makes 
With eye and 1 to make to see 
The 1 that eye make. 1 

In 1935, the construction of a guest-house commenced at a prime location near the 

confluence of the rivers Ganga, Jamuna and the legendary Sarasvati fi the city of 

A11ahab ad in India. The project was executed under the initiative of P. K. Acharya, 

Professor of Sanskrit at the University of A11ahabad. The undertaking was a professed 

"architectural experiment" a10ng empiricist 1ines to "demonstrate" the applicability of the 

te nets of building recorded in an extant architectural treatise, the Manasara, which 

Acharya had compiled, edited and translated.2 Once the rules were "proven" by this 

experiment ta be functional, the treatise would serve as a valid basis to recover in the 

modern times, the architectural heritage of ancient India. In this program, Acharya was 

assisted by several technical personnel, and had the blessings of a horde of scholars, 

eminent social and political figures and administrative officials both lndian and (the then 

ruling) British.3 However, despite such eminent patronage and its more than modest 

l Excerptfrom the unpublished poem "How Eye Seize 1: Self" by Dion Wilson, my colleague in the History 
and Theory Graduate Program in Architecture, McGill University, Montreal, 1996-99. . 

2Consider Acharya's statement: "The object [of the trial] has been to demonstrate a residential design from 
the Manasara" (Ibid). The statements of several scholars who taok interest ln this project attest the same intent (p. K. 
Aeharya, Hindu Architecture in Indian and Abmad. Manasara Series No. VI [Rpt., Delhi: Low Priee Publications, 
1995]. "Preface," pp. xiii-xiv). 

On the site of the Svastika Mansion, and especially regarding the river Sarasvati, Acharya states: 
This Svastika Mansion is situated in a delta formed into a tableland by the three famous rivers, the 
Sarasvati, the Ganges, and the Jamuna, which no doubt once met below the Bharaavaj-ASrama, 
some !Wo hundred yards to north of the site. The Sarasvati has now altogether disappeared, 
leaving behind its trace by a big dry drain which forms the southem boundary line of the site> but 
her roaring eloquence cau be heard and her reality felt for 8nhour or !Wo after a hea.vy shower of 
rain (Ibid., p. xv). 

3Ibid., pp. xxv-xxviii. 
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square-footage and cost estimate, the guest-house, named "Svastika Mansion" (Figs. 1 

& 2)4 the "complementary volume" of the lv'Uinasara as sorne patronizing pundits 

deemed it, was never recognized as a landmark in the scenario of Indian architectural 

history of the twentieth century.5 

The seemingly insignificant experiment of the Svastika Mansion raises a series of 

issues for contemporary Indian architectural practice. The iutent behind the construction 

of the Swastika Mansion was to recover the ancient traditions of architectural practice 

and render them service able towards conceiving and realizing a truiy "Indian" (in the 

sense that is almost synonymous ta "Hindu") architecture in modern times. In retrospect, 

it may be granted that at the time of its execution, the project and its program might have 

been byproducts of the nationalistic surge of the runeteenth and early twentieth centuries 

against colonial British rule that eventually won India its independence in 1947. 

However, their implications today reach beyond the bounds of mere nationalism. They 

point, instead, towards the momentous encounter between tradition and modernity that 1S 

witnessed in ail walks of life - religious, intellectual and cultural - in contèmporary 

India. The issue that begs first consideration at this point, then, 1S whether the 

experience of this encounter 1S real or faise: are "tradition" and "modernity" (understood 

4Acharya's naming of the guest-house as Svastika Mansion 1S based on his claim that the layout and 
proportional measurements of the building follow the swastika dass or type of buildings mentioned in the text. In 
layout, the svastika type is characterized by two blocks intersecting at right angles. The term svastika derives from 
svasti, which basically means "well-being." Thus, in the tradition al horizon of understanding, svastika is an 
ampicious, cross-like, sign, an understanding wruch has been aImost irrevocably tainted by the adoption of the sign by 
the German National Socialists in the 1930s. If Acharya's intention in choosing specifica11y the svastika building-type 
from among others for rus guest-house was to counter this latter abuse of the sign and re-establish its original 
signification (given the historical time interval in which the building was conceived and built), he fails to acrueve this 
precisely because his choice rests, ultimately, on ideological rather!ban ontological grounds. 

5The building failed ta capture the notice of wider architectural circles at that time or thereafter. Already, in 
1946, Acharya wrote that "the national importance of the Manasara and the value of the application of its principles iD 

practical ends, as exemplified in the Swastika Mansion, still remain to be recognized" (Ibid., p. xxiv). 
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as cultural and epochal polarities of an ontic kind and not binary opposites of a purely 

epistemic nature) truly different, so as to demand a reconciliation of sorts between them 

in the context of daily living? In the phenomenal wodd of dualities, it is perhaps best ta 

begin with the assumption that experientially, there does exist a difference between the 

two. The architectural experiment of the Svastika Mansion is, in fact, an inadvertent 

attestation of this assumption. 6 

This issue, the ideational import of which is at once philosophical and the ological , 

obtains in architectural theory and practice as we1l. The "experience of modernity" in 

architecture was that of an alienation from traditional modes of its practiceJ Attempts ta 

bridge this gulf on the basis of the theory in extant treatises, as in the example given 

ab ove , raise the fundamental question regarding the nature of such theory and its 

relationship to practice. This question has to be investigated first within its proper 

context of tradition al practice itself, so that the insights it yields may bear fruitfully upon 

contemporary concerns. 

6Indeed, the problem of difference (and identity) lies at the heart of the perceived conf'lict between tradition 
and modernity in the context of Indian thought. If thi5 conflict was not perceived in the realm of architectural theor)' 
and practice, there would have been no need to conduct this experiment. In this regard, a comment by Acharya adds 
an interesting spin to the Experience of modernity in architecture as a this-worldly tum: " ... however œligious-minded 
we are œputed to be, the success of the modern architecture must be judged by dwelling houses and such other 
buildings as are more unavoidably connected with our earthly existence, with our worldly comfort and convenience, 
and with our town-life with iLS privileged am enities ... " (Ibid., p. xxv). 

7By"experience of modernity," l mean, fundame.ntally, a heightened awareness of the self and action in 
the world based upon it so as to effecL ongoing transfonnations in both world and self. Its origins lie in the Western 
philosophico-theological tradition. The firs! penetrations of modernity into the Indirul intellectual and cultural milieu 
occurred following the missionary inspirations of Christianity and hence was of a religious nature; however, its 
spreading in lndia tbrough the European colonizers occurred in iLS vitiated form of the secular «industrial culture" of 
mneteenth century Europe and iLS underlying philosophies devoid of metaphysics snch as historicism and positivism. 
The danger of a vitiated modernity is the tendencyof the self turning in upon itself. This, to my mind> is the condition 
of which the stanza cited above sings. 

In architecture, this attitude reflected in the shift from a live practice in which «design" and iLS Execution 
through construction were more or less simultaneous processes, to an abstraction of the process of design that 
preceded and dictated Execution. The traditional sthapati, who conducted the former and for whom it was ultimately a 
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To reformulate the pressing concern of contemporary architectural practice in India: how 

can architectural practice today meaningfully appropriate "modernity" with its twin 

facets of science and technology, ta traditional modes of theory and practice? The 

problematic is ex acting in its conceptualization and realization if one wishes ta be 

safeguarded from the all-easy "solutions" available.8 Several avenues of historical 

research may be pursued to grasp the intricacies of this problem given the vast runount 

of resources available in India, both textual and architectural. For the purpose of this 

dissertation and within its scope, 1 have chosen ta study the ~N[a.nasa.ra, the "source" of 

the intentionality behind the design and construction of the Svastika Mansion, ruld, 

according ta Acharya, the comprehensive treatise capable of providing the "grammar" 

for an "Indian" architecture. This follows an intuition that since the paramount issue 

here is that of architectural intentionality (that is, the nature of theory and its relationship 

ta practice), it is best addressed through the recordings of the tre atise itself. 9 

sacred vocation, was replaced by the modern architect educated in design methods, for whom architectural practice 
was a secular profession. 

8Here, l am alluding to ideological attitudes and policies of hegemonic imposition on the one hand and a 
seemingly comfortable syncretism on the other. Post-independence India continues to witness both these tendencies 
and their respective pitfalls in squarely addressing the issue. On the other hand, the renowned modern Indian 
philosopher J. N. Mohanty captures the issue weIl: 

The large question to which the Tndian philosophers today cannot but respond is, can such a 
transformation of their own life-world [brought about by science and technology and their 
correlative ideological suppositions in potitics, economics and soci.al science 1 leave them 
untouched? Should it not demand a re-examination of the tradition al modes of thinking, if 110t 10 
reject them, surely to reinterpret them, if necessary, from the va11tage point of the present 
situation? Such a reinterpretation may be serious or trivial. It is serious when it i5 accompanied 
by competence in tradition al learni11g and guided by ge11uinely philosophical motivatio11s 
(Moh anty , "Indian Philosophy: Between Traditio11 and Modernity," in Mohanty, Rea.son and 
Tra.dition in Indian Thought: An Essay in the Nature of Indian Philosophical Thinking [Oxford: 
Clarendon Press, 1992], p. 17). 

91t has to be c1arified at the outset that the intent of the thesis is not to impose Up011 the treatise questions 
that are alien to its context and beyo11d iLS scope, but rather to allow the treatise to reveal conceptions embodied in it 
that will evelltually illuminate the initial concerns, thus completing the herme11eutical G'ircle. 

Also, ever since Edward Said's Orientalism, it is impossible 110t to be aware of the "orie11talist" slant of 
c1assical (and Even contemporary) Indology as l quote from severa! of its scholars in the course of the thesis. 
Perhaps, Indology as a c1assical discipline was, indeed, ripe for a deconstructio11, whicll is conducted with great relisll, 

4 



The Manasara.is a treatise on vastusastra, "science or theory of architecture."lO Vastu, 

architecture, according to the text, encompasses the threefold categories of buildings, 

conveyances and bedsteads (furniture).ll It is a voluminous text (approximately 10,000 

verses in seventy chapters), the contents of which include principles of architectural 

composition and systems of proportional me asurement, technical instructions on the 

building procedure such as selection and examination of site, orientation, collection of 

materials and so on, as wel1 as prescriptions for rituals associated with construction. It 

also contains classifications of buildings, iconographic details of images of various 

deities, and systems of proportion al measurement ta be employed in their making. 

for one, by Ronald Inden (see Inden, Imagining lndia [Cambridge MA.: Blackwell, 1990]). However, as the dust of 
de construction settles, one needs to proceed from a paralyzing skepticism to an enabling faith in the possibility of a 
reconstruction. This faith, the trust ab initiothat George Steiner mentions (Steiner, Aiter Babel: Aspects of Language 
and Translation [London: Oxford University Press, 1975]. p. 296), aided by a critical awareness makes it possible ID 

"expropriate" the insights of Indologists (without necessarily "appropriating" them) in the process of restitution of 
meatùngful Indological discourses. 

The critical awareness against orientalist bias in Indological scholarship, according to Inden, lies in a 
dialogical (atld not merely philological) understanding of texts (a11 "mifacts," for that matter) as "living arguments" 
(and not dead monuments) that transformed and were transformed by a "complex authorship" of multiple agents 
(which inc1uded audiences as well) , and as capable of addressing contemporary issues and transforming our own 
lives (see Ronald Inden, "Introduction: From Philological to Dialogical Texts," in Inden, Jonathan Walters & Daud 
Ali, Querying the .Medieval [Oxford: Oxford University Press, 2000], pp. 3-2B; for insights for a responsibJe Indology 
today, also see Sheldon Pollock, "Deep Orientalism? Notes on Sanskrit Power Beyond the Raj," in Carol A. 
Bre ckenridge & Peter van der Ve er, eds., Orientalism and the Postcolonial Predicament: Perspectives on South Asia 
[philsdelphia: University of Pennsylvatùa Press, 1993], pp. 76-133). White Ifully subscribe to this view atld follow it 
in the dissertation to the extent possible given its scope, l wish to avoid what, to me, are excesses of an overly self
conscious revisionism that replaces terms such as "religion," "cult," "myth," "scho01" and "ritual," with "way of life ," 
"liturgy," "life-wish," "disciplinary order," and "life-transforming practices," respectively (Inden et al, Quetying the 
Medieval, pp. 22-24). 

lOrhe full title of the treatise as appearing in the colophons at the end of each chapter is Manasara 
Va~·tusastra (the above subtitle isits dec1ensioninthe locative case). Of the two terms, Manasara 1S the name of the 
treatise, and VastusiIstra, its ascription ta the tradition of architectural theory and practice. The word manasara 1S a 
compound of miInaand sara. Ofthese, miIna derives from vma, "10 measure" and "10 build," aild basica11y means 
"measurement." The word sara me ans "essence" as well as "summary." Thus, miInasara may be translated as "the 
essense of measurement" atld as "the summary of measures." Vastusastra compounds from vastu and sastra. Of 
these, vastu derives from i/vas, "10 dwell," and means "dwelling" (ab ode ). Sastra derives from i/sas, "10 chastise, 
correct," and has a range of meatùngs: "teaching, rule, science," and "the or y." VastuSiIstra means, then, "the science 
or theory of architecture." These are oruy preliminary sketches; a more precise and detailed analysis of the two terms 
will be conducted in Chapter II, "Nomology." 

11lvIiInasiIra III, 2. A note about the systems of chapterization and versification of the AlanasiIra followed 
in this document: the chapterization is the same as in P. K. Acharya's critical edition of the text in Sanskrit as weIl as 
its English translation. The versification follows, for the sake of simplicity, the system of line-by-line numbering in 

5 



Eleven manuscripts of the text survive today. The immense project of collection, 

compilation and collation of these manuscripts was undertaken in the Erst half of the 

twentieth century by P. K. Aeharya. 12 His monumental effort yielded a "complete and 

critical" edition of the text in Sanskrit. Acharya's edition remains the only and 

authoritative "modern" edition of the lvfa.nasara .. 13 

1.1) Authorship, Date and Context of the Manasara 

The issue of "authorship" of the Manasara. raises a fundamental question regarding the 

nature of the text: is the extant lvfanasara. an original composition or a compilation?14 

The text as a composition would demand the ageneyof a specifie "author," who, while 

drawing from existing traditions, would be conceiving and creating something radically 

"new," with an indelible stamp of his own particular pers on alit y (which draws from his 

historical and geo-political eontexts, religious affiliation, as we11 as pyschological traits) 

Acharya's English translation rather than the Lraditional system of sloka. verse-unit (comprising usually two lines). 
found in the Sanskrit edition. 

12Acharya gives detailed descriptions of the eleven manuscripts which he names as from A ta K. The 
scripts in which the manuscripts are written are: Devanagari (A. C and H), Grantl1a (F. G. land J), Telugu (D and E), 
Tamil (F) and Malayalam (K). Manuscripts A, B, C, H and l are written with ink on modern paper. and the rest are 
found as palm-leaf folios (see P. K. Acharya, Manasara on Architecture and Sculpture: Sanskrit Text with CriticaJ 
Notes. Mi'inasâJ:a Series No. III [Rpt., Delhi: Low Priee Publications, 1995], pp. ix-xiv). To the best of my 
knowledge, there have been no reports of discovery of other manuscripts of the teX! ever since. 

13This edition was first published in 1934 by Oxford University Press. It has been reprinted a number of 
Limes, the latest of which is the 1995 Delhi edition published by Low Priee Publications, a division of D. K. Publishers. 
for a eriticalreview of Acharya's work, see Appendix II, "Scholarship on the Manasara." 

The adjective "modern" is warranted by the notions of "completion" and "critique" present in Acharya's 
edition. These notions, signifyillg autonomy and distance of the teX! from its tapie of discussion alld thereby gi ving iL a 
"frozen" or "fixed" eharaeter. can stem only from a predominantly literate culture. Indeed, literacy is the hallmark of 
modenùty in the realm of language and communication. This is in contradistinction ta the "fluid" nature of texts in the 
pre-modern oral and even manuscript traditions in which notions of completion and critique were present, at best, Druy 
in a "weak" sense (see Walter Ong, Orality and Literacy: the Technologizing of the Ward. [London: Methuen, 1982J. 
especially Chapter 5, "Print, Space and Closure." 

14 The distinction between "composition" and "compilation" is understood as relative and not ab solute , 
because even in a compilation. some degree of composition is inevitable. 
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upon the wor1e There is no such reference the text itself (in any of its extant 

manuscripts) to a historie al personage as its "author" (name, pseudonym or such), 

despite a few scattered occasions (considering the volume of the text) of verses in which 

the subject!agent is denoted in the first person. l5 On the other hand, the dominant voice 

in the language of the text is the passive, which, in effect, passes on the "authority of 

authorship" ta what may be called the "secondary agency" of a past figure. This figure 

is mentioned in the text in several places as a certain sage named Manasara. l6 The 

identity of this sage Manasara has been speculated as that of Agastya (also called 

Mana)P The text also lists Agastya as one of the seven ancient preceptors of 

architecture and gives iconographie details of his image. l8 AlI these items of evidence 

collectively lend a certain credence ta the hypothesis that the text of the Manasara was 

not an original composition by a historical author. Rather, it was a compilation of 

floating traditions of architectural lmowledge that were c1aimed to have been the 

teachings of sage Agastya (Mana), preserved and transmitted by certain guilds of 

l5rhe opening verse (lvlanasara I, 1-2) - the venerational hymn to the One who creates, preserves and 
dissolves the universe - is one such, in which the verbal conjugationin the first person 15 found in the fOfm nami'imi, "1 
bow" (from \l'nam, ''ta bow"). 

l6Manasara 1, 3-4. In tbis verse (which immedieately foHows the opening verse), the voice already shifts 
to the passive. The verbal forms proktam, "was enunciated," the past passive participle of pra \l'vac, "ta enunciate," 
and 1aksyate sma, "has been elaborated," the passive of \l'laks, "ta elaborate" (sma being an indeclinable prete rite 
particle), are found: 

The science of architecture [that] was enunciated by ail the gods and sages heginning with the one 
who cames the Ganga on his head (Siva), the loms-born (Brahma), the 10tus-eyed (Vi~J}u), Indra, 
GIrval).a (literally, "one wllose speech is [1ilœ an] arrow," whom Acharya in bis translation 
identifies as the sage Brhaspati) and Narada, llas been elaborated by the sage Manasara, haVÎllg 
made the subject even more complete. 

17According ta an account in the ~gveda, Agastya was born Dut of a water-pot œgveda vii, 33. 10. 13. 
iUso see A. A. MacDonnell and A. B. Keith, eds., The Vedic Index of Names and Subjects (Rpt., Delhi: Motilal 
Banarssidas, 1947], Vol. 1, p. 6). Other legendary accounts figure the sage Agastya as having spread the cult of the 
Aryans in the Dravidian country of the South. Commenting on the appearance and reappearance of the figure of 
Agastya in legends over epochs, the Tamil historian P. T. Srinivasa Iyengar states that the name Agastya, ha"ing 
mythical origins in the ~gveda, must have later transformed from t11at of a person ta that of a family, and bom by its 
sage members. The first composition of Tamil grrunmar, Agattfyam, was attributed to an Agattianar (Agastya), who 
imposed categories of Sanskrit grammar onto Tamil (see P. T. S. Iyengar, History of the Tamils: From tlle Earliest 
times ta 600 A. D. [New Delhi: Asian Educational Services, 1982], pp. 208-11). On this role played by the mythical
legendary-bistorical Agastya in the Aryanization of the South, sec also G. S. Ghurye, Indian Acculturation: Agastya. 
and Skanda (Bombay: Popular Prakashan, 1977), Chapters I-III. 
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builders and craftsmen through recitation and memorization, writing and copy1fig 

manuscripts as weil as architectural making that adhered to them. 19 As a compilation, it 

stands at the intersection of oral, literate and craft traditions in the context of 

architectural practice in pre-modern India. The specifie identity of even the compiler(s) 

is not found anywhere in the text. 

The exact date of the text remains obscure. The eleven surviving manuscripts of the text 

are undoubtedly transcriptions done at much later dates. 2oAcharya ascribed ta the text 

a date circa fifth century CE, considered by modern historians as the "golden" or 

"c1assical" period of lndian history.21 He conducted a comparative study of textual 

contents between the Manasara. and a range of other texts (on architecture and other 

disciplines), and found several striking parallels between them. This, together with the 

fact that the Manasara was more comprehensive in the treatment of architectural matters 

than ail others, led him to conc1ude univocaily that the Manasara preceded ail other 

tre arises in date and authority. Citing severa1 "internal evidences" in the text, he 

18Manasara LVII, 2-4,7,38. 

19-rhis is the argument th at Tarapada Bhattacharya puts forward in hi5 book Canons of Indian Art. 
Bhattacharya points out that the terms sueh as manabodha, manakaipa and manavid oceurring in the text of the 
Manasara, which Acharya misreads as names of sages (Aeharya, Indian ArciJ.itecture, p. 3), allude, on the other hand 
ta the vast body of recorded (and now lost) insights of the sage Mana (Agastya). The words bodha, kaipa and "l'id 
have the epistemie senses of understanding, imagination (aiso conception) and knowledge respectively (see 
Bhattacharya, The Canons of Indian Art or A Study on Vastu1jdya [Calcutta: Firma K. L. Mukhopadhyay, 1963], 
Chapter XVIII, "Date of the Manasara ," pp. 190-91). 

20 Aecording ta Aeharya's description of the manuseripts, historie ai dates are found oruy in three out of the 
eleven manuseripts. Manuseri.pt B gives the date of its writing bya certain Ramanujaclirya for the Kumpani Bahadur 
(the English East India Company) as 1677 $alivahana $aka era (1755 CE). The date of its recording is given in 
Enghsh as 14" April. 1823. In Manuscript C, it 15 mentioned that "it was written out under the direction of Charles 
Philip Brown, 1830." Manuscript D gives the date of Saka era 1656 (1734 CE) (Acharya, Manasifra on Architecture 
and Sculpture, pp. x-xi). 

21 During Lhis period, aryavarta, the domain of AryaJ1 dwelling and activity (extending east-west from sea ta 
sea and bounded iJ1 the north and south hy the Himalaya and Vindhya mountain ranges respectively), was ruled by 
the emperors of the Gupta dynasty, and witnessed portentous artistic, litera!)' and scientific enterprises. For a succinct 
discussion on this topic, see Romila Thapar, A Historyof India. VoL l (New Delhi: Penguin Books, 1990), Chapter 7, 
"The Evolution of the Classicai Pattern." 
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appealed ta the milieu of alya'il arta of the. classical period (coinciding with the Gupta 

empire) with the geagraphical extent of its political power, economic prosperity and 

advances in artistic and scientific enterprise as the "world" embedded in the accounts of 

the M/lnas/lra.22 Persuasive as this argument might seem, it still displays weaknesses 

which scholars such as Tarapada Bhattacharya, in contesting his conclusions, have 

pointed out. They refute his argument mainly on two points. Firstly, the 

comprehensiveness of the M/lnasara and similarity of its textual contents with other 

texts can also lead to the reverse conclusion, that the lv'l/lnas/lra succeeded them 

chronologically.23 Secondly, Acharya's comparison of texts was conducted without 

sufficient consideration of historical and archaeological evidences, and hence its results 

are not corroborated by concrete evidence.24 This is most striking in the case of temples. 

The devotianal mavement within Hinduism, of which the temples were praducts, was in 

22See Acharya, lndian Architecture. The comparative study of textual contents is conducted in Chapter II, 
"Silpa-Sastras," and III, "The Position of the MiInasiIra in Literature." The lengthy argument that appeals to the 
c1assical period of the fifth-seventh centuryCE, ruled over by the Gupta emperors, as the date of the lvliInasara occurs 
in Chapter V, "Age of the MiInasiIra." 

23Bhattacharya first examines Acharya's comparisons between the lvIanasiIra on the one hand and the 
texts of the PuciIJ)as and Brl!at Samhita (the authoritati ve treatise on astrology) on the other, and shows that on 
several points such as classification of buildings, names, measurements and proportions of building components and 
details, "[their] points of similarity ... are outnumbered by the points of their difference" (Bhattacharya, Canons of 
Indian Art, pp. 186-87). The reason for this, he contellds, is that the MiInasara i5 of South Indian origin while the 
other texts belOllg to the North lndian tradition. ln order to account for the similarities between the lvlanasara and 
these texts, Bhattacharya makes a speculative daim that "both the lvfiInasâra and the PuraJlas were based on earlier 
original texts which foHowed the universal traditions of the Vasw works of India.. . Both the ManasiIca and the 
PUrdJlaS cOl1fess that they took their materials from earlier works" (Ibid). Thus, according to Bhattacharya, the extant 
Manasara is a "recension of recensions," 50 to speak, of rul original and now extinct MiInasara, which may have been 
written during the Gupta period or Even earlier. He admits that t11is hypothesis carnIOL be proved or disproved (Ibid., 
p. 191). Bruno Dagens, trru15lator and commentator of the Mayamata, the other authoritative extant treatise on South 
lndian architecture states that Even the original Ur-A1anasiIra tha! Bhattacharya daims might have existed can, al 

best, oruy be more or less contemporaneous with the Mayama.ta, the earliest date then being runth century CE, since, 
" ... notwithstanding their differences, both works seem, generally speaking, ta refer to an Equivalent phase in the 
development of the school which they represent" (Bruno Dagens, trans. & ed., Mayamatam: Treatise of Housing, 
lucl!itecwre and Iconography [New Delhi: Indira Gandhi National Centre for the Arts & Delhi: Motilal B anarssidas, 
1994], Vol. l, "Introduction," p. xiv). 

24Acharya himseif is awru'e of the objection that his daims are in "apparent conflict" with archaeological 
e,>idence. The descriptions of temples in the Manasara do Hot fit with the temples of the Gupta period, the 
architectural characteristics of which had been established by means of archaeological research by the runeteenth 
century British archaeologist Alexrulder Cunningham. Acharya dismisses this objection by stating t11at "the 
characteristics of the re al Gupta buildings notably those which existed under the Guptas and are discussed in the 
Silpa-sastras [are] different from those given by CUnn1nghrun," since "[w]hat is designated as the Gupta style points 
reallyto buildings of much earlier periods" (emphasis original; Acharya, lndian Architecture, p. 196). 
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its nascent phase during the Gupta period. Hindu temples of the stature described in the 

Mal1asara. did not exist at that time; temple architecture attained complexity and 

sophistication oruy midway through what some modern historians have cailed "the 

medieval millennium" (c. 750-1750 CE). On the other hand, the descriptions in the 

Manasara fit wel1 the South lndian temples of the latter half of this time period.25 

FoHowing the above observations, it 1S, perhaps, safest to assume that the first 

compilation of the Manasara must have occurred around the tenth-eleventh centuries 

CE. 

The medieval mil1ennium witnessed illustrious temple building ail across lndia. At the 

begiruring of this tune period, the shift in creating sacred spaces from the "subtractive" 

mode of construction that "carved" space and structure out of a solid mass to the 

"additive" mode of structural assembly was already well undenvay, providing great 

impetus to innovations in temple design and construction.26 The religious background 

25Peatures such as concentric Jayout of prJkara. court yards. and their multistoreyed gopura. gatehouses. 
described in the Manasara (Chapters XXXI and XXXIII respectively) are unique to South Indian temple-ciries and 
absent in their North and East Indirul counterparts. Responding to lhis objection. Acharya states that "[t]he southern 
style might be as elaborately described as the northern or eastern. even when the lvIanasara was compiled under the 
patronage of a northern emperor" (Ibid .. p. 197). Just as a prince would call forth a stllapati from a distllilt province ID 

build a new temple. he says. 50 also "the author of the }I.[anasara might have been sent for from southern India ID 

compose the stllildard work on IndiruJ architecture" (Ibid). As is dear. Acharya's daim. being not based on histarical 
evidence. ls purely speculative ruJd therefore untenable. 

The iconodasm of the Islamic invaders of North India from the tenth century CE onwards is sometimes 
blruned for the nonexistence of any remains of Hindu temples from the Gupta period (see, for example, Sita Rrun 
Goel. Hindu Temples: What Happened ta Them [New Dellù: VOlce of India. 1991], 2 Vols.). However. as Thapar 
states. it is more accurate ta construe th al Hindu shrines were in a fledgling state of their development during the 
Gupta period llild hence. small llild unimpres5Îve (see Thapar, History of India. Vol. 1. p. 157). 

2~he most striking examples of the "subtractive" mode of temple construction are the Kailasa temple of 
Ellora in western India (eighth-ninth Gentury CE) ruJd the monolit1ùc rathas. chariot-temple structures, of 
Mamallapuram in the South (sevellth century CE). For a detailed discussion of the formal ruJd structural evolution of 
the Hindu tem pIe in i15 various regiollal and stylistie variations, see Percy Brown. Indian Architecture: Buddllist and 
Hindu (Bombay: Taraporewala & Sons, 1965). Also. for a comprehensive morphologie al survey of temples of the 
South Indian region, see Michael Meister & M. A. Dhaky, eds.. Encyc10paedia of IndiruJ Temple Architecture 
(philadelphia: AmericruJ Institute of IndiruJ Studies, 1986). volumes South India: Upper Dravùjade§a, Early Phase & 
-Late Pilase; and Souel! India: Lower Dravùjade§a, Early Pl1ase &-Late Pl!ase. 
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for this bloom of temple architecture was the revival of Hindulsm in a theistic direction. 

The major theistic sects of the Saivas and the VaiSJ),avas, who worshipped Siva and 

ViSJ),u respectively as the supreme deity, emphasized bha1rti, devotion, as the path ta 

liberation. Simultaneously, the theo10gy of divine immanence was fully elaborated by 

these sects, drawing fram the divine revelatian of Vedic scripture as well as fram 

popular beHefs and ritual practices ta accaunt for the exaltation of personal deities and 

their iconic worship. The mast pronaunced among the variaus instances of divine 

immanence was the image of the deity, "pronaunced" precise1y because of its having 

beenmarked by the intentianality of human making (that 1S, sculpting the image). This 

intentionality and the cult of iconic worship to which it is related fostered the 

development of the institution of the temple. The temple, in tum, became the venue of 

public worship for entire communities through organized ritual. 

In South India, the reign of Cola, Cëra, pawlya, Pallava and Vijayanagara dynasties 

spa111led the chronologie al extent of the medieval mi11ellillum and the geographical 

extent of the Dravidian country, the southem half of peninsular India. Among these, the 

Colas, a dynasty with ancient lineage, ruled the territory around the basin of the river 

In light of the architectural and religious issues raised by the restoration of the Buddhist temple at Bodh 
Gaya. in 1881 by Alexander Cunningham, Director General of the Archaeological Survey of India (see Cunningham, 
Mahabodhi, or !.he Great Buddhist Temple under the Bodlu Tree at Buddha Gaya. A. K. Narain, gen. ed., The 
Complete Works of Alexander Cunningham, No. 5 [Varanasi: Indological Book House, n.d.]), il is not entirely 
implausible to contend that the Buddhists (especially the Mahayana school), by virtue of their philosophical and 
artistic affinity and commerce with the Greeks following Alexander's conquest of north-western India in 324 BCE, led 
the Hindus in representational (iconoplastic) and symbolic art as weil as in architectural innovations, whi ch were later 
appropriated (albeit inmodulated form) by the institution ofthe Hindu temple. The principal differences, architectural 
and theological, that obtain between the Buddhist temple at Gaya and medieval Hindu temples also must be noted. 
The superstructure of the former was constructed out of brick; the temple originally marked the "absence ," so ID 

speak, of the Buddha by housing his vajrasana, diamond-seat, in its sanctum. On the other hand, the medieval Hindu 
temple 15 constructed out of stone; it marks the immanent presence of the deity in the image, which is installed in iLS 
sanctum. 
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Kaveri, and were professed Saivites in their religious affiliation.27 Under the massive 

building program undertaken by the medieval Cola kings, temple design attained a 

maturation and refinement in principles of composition and techniques of construction in 

South India. This sophistication was manifested in the great Brhadesvara temple in 

Tanjavur (c. 1000 CE) and the temple in Gangaicondacolapuram (c. 1025 CE), both 

dedicated to Siva (Figs. 3 & 4).28 Characteristic of these temples was the vimana, tower 

above the adytum, made up of bl1iJmis, (false) stories. The vimana loomed to a height of 

sixteen bhilmis in the case of the Brhadesvara temple, and nine in the latter. Later 

development in the spatial organization of the temple complex reve aled the pattern of a 

horizontal expansion of concentric enclosures with gate-houses, forming court yards that 

contained hypostyle pavilions. Following this, the verticality shifted to the periphery, 

with the outermost gate-houses becoming the talle st structures of the complex (Fig. 5). 

These developments in temple architecture are reflected in the Manasara.. In Chapter 

XVIII, Vimanalak$aJ;wm, "Characteristics of the \/imana," the height of this tower is 

mentioned as from one to twelve stories. Courts, gate-houses and pavilions are 

discussed in Chapters XXXI, XXXIII and XXXIV respective!y. The text mentions 

gate-houses up to seventeen stories, and a1so hypostyle halls with one thousand 

pi11ars.29 These evidences further point to the plausibility that the original compilation of 

27For accounts of the historyof the region ruld specifically of the Cola dynasty, see K. A. Nilakanta Sastri, 
"4 Histary of South lndia: From Prehistaric Times ta the Fali of Vijayanagar (Oxford: Oxford University Press, 1955); 
and The CoJas (Madras: University of Madras, 1975). 

28For a formai (morphologicai) rulaiysis of the se n'ID temples, see Pierre Pichard, ed., Tanjavur 
BrihadeSwara: An Architectural Study (New Delhi: Indira Gandhi National Centre for the Arts & Delhi: D. K. 
Printworld, 1995). While studies of formal classifications of these and other South Indian temples abound, those t11at 
interpret in and through the structure the "story," that i5, the architectural program of the temple as revealing symbolic 
meruùngs drawn from the ologicai , mythical and legendary accoullts, as well as historical Events, are still rare. One 
such i5 attemptedin a short appendix in C. Sivaramamurti, The Chala Temples: Thanjavur, Gangaicandachal8,puram 
and Darasuram (New Delhi: Archaeological Survey of India, 1973). 

29Manasara XXXIII, 97, ll1ld XXXIV, 240, respectively. Both these feature in the Mlnak~i temple 
complex at Madurai, the capital of the Pal)çlya kingdom, built in the first half of the seventeenth century (see Percy 
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the Mtinastira occurred fi the milieu of the medieval Cola king dom with its later 

transcriptions circulating widely in South India. The extant manuscripts written five 

scripts - Nagari, Grantha, Tamil, Telegu and Malayalam (of which the last four are 

South Indian) corroborate this assumption.30 These observations aiso call into question 

Acharya's assumption that t.he Mtinastira 1S of Vai~I)avite affiliation. On the one hand, 

the internai evidences in the text that he presents are inadequate to prove this 

conc1usively. On the other hand, he ignores the evidences abounding in the text that 

favor its affiliation to the Saiva sect, and within it, specificaily to the Saiva Siddhanta 

school of the ology and religious practice. 31 

Brown, Indian ~4.rcbitecture, Buddbist and Hindu, Chapter XX). However, the maximum height of vimiina mentioned 
in the text (twelve stories) fails shortof the height of the vimana of the Brh ade Sv ara temple (eleventh century). These 
differences demonstrate the dynamie interaction between tex'! and practiee. Also. as Dagens ruld others have 
observed, transcription of treatises itself was a dynamic process involving "interpolations and additions" that 
incorporated new developments in practice as well as speculative projections based on what existed (Dagens, 
"Introduction," J\fayamatam: Treatise of H ousing, A.rchitecture and Iconography, p. xliii). 

30 Aeh arya , MiinasiIra on Architecture and Sculpture: Sanskrit Text with Critical Notes, Miinasiira Series 
No. III (Rpt., Dellii: Low Price Publications, 1995), "Preface," pp. vii~xx. These scripts exeept Nagari belong to the 
three major South Indian (Dravidian) languages: Tamil, Telugu and Malayalam. Grantha. the ancient South Indian 
script dating back to c. 300 BCE, is also the source of Tamil and Malayalam scripts. 

31 A few of these are cited here for the sake of illustration. To begin with, the contents of the Miinasiira 
have the c10sest similarity not to that of the PuraJ)as but of the Agam as, the theological texts of the Saiva sect of South 
India - a fact which Acharya ignores completely in his argument. Subsequent1y, the rituals associated with the 
construction are also of the Saivite order. The opening venerational hymn (1, 1-2) contains the expression 
utpattirak$aJ)alayan jagatiim prakurvan, "the one who creates, preserves and dissolves the universe." Later in the 
treatise, white discussing the founda.tion of Saiva temples, this function of creation, preservation and dissolution of the 
universe is attributed tothe entity who is Visvakarman, Creator, and Bhuvanadhipati. Lord of the Universe, who in 
subsequent description is identified as Siva (Miinasiira XII, 112-121). In Chapter II, 2, white commencing the account 
of the divine genealogy of the guild of builders, the te1>-__ t states thus: parai) sivasakiiSaddhi bmbmii cendra 'Fi lokak;t. 
meaning, " Brallma. the maker of the world, and Indra, [both] emanate from the supreme Siva." In the next line. the 
teX! names Isvara as the great creator of the universe. Paritl Siva, in the theology of Saiva Siddhanta, is the first 
undifferentiated principle. Isvara, its fourth evoiute which. being active (creative), manuests itseJf in the phenomenal 
realm as a deity with form (see T. A. Gopinatha Rao, Elements of Hindu Iconography (Delhi: Motiial B anarsidass, 
1968]. Vol. II, Part II, pp. 361-70). In the iconographic section of the text, the semi-iconic linga. (literally, phallus), of 
Siva. and its installation in the temple ru'e treated the most extensively. Acharya notices this last point. but brushes it 
aside by saying that the JiiJga of Siva being " ... a very famous ob je ct of the Hindu sculpture ... it would have been 
given the prominence all the same even if the artist had belonged to an entirely different sect, because without this lùs 
treatise would have been incomplete" (Acharya, Illdian Architecture. p. 188). 

This said, it !las to be noted that the tex"!: maintains a degree of "llon-sectariruùsm" in its attempt to be 
"comprehensive." The two brief chapters on Buddhist and Jain iconography (Buddhism and Jainism being 
heterodoxies from a strict Saiva theological point of view), especially, point to this facto The tradition of manuscript 
writing being one more additive than (critically) editive, these two chapters may ruso be seen as the extant remains in 
the teX! of the once-dominant Jain and Buddhist thought and practice (incJuding iconographie making, and therefore 
participated in by artisans' guilds) in the Tamil region before the ascendance of devotional Hinduism. 
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2. The Architectural Theory of the Mlil1.ftsiIrft 

A review of modern scholarship on the Manasara (a very limited corpus, detailed in 

Appendix II, below) evinces that whatever attempts have been made so far ta 

understand the nature of traditional architectural the ory, its relationship to tradition al 

practice, and its relevance for modern practice have not yielded the desired fruit. 32 A 

fresh effort at addressing these questions by revisiting the Manasara itself is due, which 

l propose to undertake ln this dissertation. 

2.1) Phi1osophic:al Framework and Methodology of Study 

One might ask: what prompted the translation of the Manasara from Sanskrit ta English? 

As Walter Benjamin asks: "1s translation meant for those who do not understand the 

original?" 33 Leveled at the 1'vianasara. and its translation by Acharya, this poignant 

question captures the primary concerns of this dissertation. Acharya's cited intention of 

testing whether the text 1S useful ta retrieve and reconstruct the ancient tradition of 

architectural practice while engaging the contingencies of the present is aiready a project 

of modernity, addressed not sa much ta the near-extinct c1ass of traditional sthapatis, 

master-builders, laboring in the seriously endangered traditional mode of practice as ta 

the generation of modern architects who are disjuncted from iL Granting that this is a 

legitimate concern, the issue, then, shifts ta the modes and tropes by which this project is 

ta be undertaken. The inadequacy of the "scientific approach," with 1ts reductive frame 

32See Appendix II, "Schoiarsrup on the Mânasara." 
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of reference, in reading and translating the A1anasara 1S evident in Acharya's work.34 Ir 

caUs, then, for an alternative mindset within which ta raise the problematic of the 

dissertation, and strategy of inquiry (that is, mode of reading the text). Thus, the 

overriding question of the dissertation ("the nature of vastusastra, traditional 

architectural theory") is understood as a phenomenological problem. Phenomenology 

here encompasses a range of senses: 1) transcendental (constitutive) phenomenology, or 

the "science" of consciousness, which, in order to arrive at a theory of knowledge, 

studies phenomena through the fiiter of eidetic intuition of the transcendental subject and 

by the method of bracketing and reduction; 2) existential phenomenology, deaHng more 

concretely with human experience (the relationship of the self with the world and with 

others) and action (thus inc1uding architectural making); and 3) hermeneutical 

phenomenology, which examines the problem of language (or more precisely, the 

"linguisticality of being").35 This follows the intuition that through the above range of 

senses, phenomenology is best capable of accounting for the phellomenon of the 

33Walter Benjamin, "The Task of the Translator," in Marcus Bullock and Michael W. Jennlngs, Eds., 
Walter Benjamin: Selected W"âtil1gs, Vo1. l, 1913-1926 (Cambridge, MA.: Belknap Press, 1996), p. 253. 

34 For a critical appraisal of Acharya's translation of the Manasara, see the section "P. K. Acharya's work 
on the Manasara ," in Appendix II, "Scholarship on the Manasara." 

35For the first sense, see Edmund Husserl, Phenomenology and the Foundations of the Sciences. T1Jil"d 
Book: ldeas Peftaining ta a Pure P1Jenomenology and to a Phenomenological Philosophy. Trans. Ted E. Klein and 
William E. Polll (The Hague: Martinus Nijhoff Publishers, 1980). The most significant articulation of the second 
sense is, perhaps, in the work The Phenomenology of Perception by Maurice Merleau-Ponty. The third sense 
occupies the thought of Martin Heidegger in his later works such as On the ~:Vay ta Language and Poeu)', Language, 
Thought. 

l understand the project of phenomenology not so much as a "post-metaphysical" enterprise than an 
unearthing of the latent (and long-ignored) dimension of the perenniai philosophy itself, for wlùch immediate 
metaphysical concerns may have had ta temporarily recede to the hackground. Phenomenology, by means of i15 
doctrine of intentionality that facilitates encounter with "the things themselves" (as things, and not just as 
appearances), offers a way out of the radical skepticism of modern philosophy after Descartes. It thus preserves the 
"natural attitude" and the world and objects thereof. Even the "idealistic turn" (as some have characterized it) of the 
later Husserl does not renounce this fundamental orientation of phenomenology towards ob je cts. For a positi ve 
interpretation of the later Husserl, see Richard M. Zaner, "On the Sense of Method in Phenomenology," in Edo 
Pivcevié, PhenomenoJogy and Philosophical Understanding (Cambridge: Cambridge Ulùversity Press, 1975), pp. 125-
42. For a comparative study of phenomenology and tradition al philosophy, see Edith Stein, Knowledge and Faith. 
Trans., Walter Redmont. L. Gelber & Michael Linsenn, eds., The Collected j,:Vorks of Edith Stein, Vol. VIII 
(Washington, D. C.: Institute of Carmelite Studies, 2000). Stein treats the subject in the form of a dialogue between 
Husserl and St. Thomas Aquinas. the respective representatives of the two philosophie al traditions. 
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nascence of architectural theoty Consequently, the "framework" and "method" of 

phenamenological inquiry is better suited to investigate whether and how the nascent 

impulses of theory are sustained throughout its subsequent evolutian (and therefore, at 

any given historical particular instance as weB). This propriety of framework and 

method of phenomenalogical inquiry extends alsa towards understanding "textuality" (as 

exists in the acts of compilation and transmission of theoretical treatises such as the 

Manasara) as the "specialized" farm of the linguisticality that pervades the relationship 

between architectural theory and practice. 

The framework and method of phenomenological inquiry in the realm of language is the 

hermeneutical process of interpretative translation.36 Thus, the specific mode of 

investigation into the problem of nature of architectural theory of the lvlallasara - that of 

revisiting the original text and reading it "comprehensively" - follows this hermeneutical 

process. The "hermeneutic motion" of comprehensive reading-as-translation, according 

to George Steiner, has a fourfold structure: 1) initiative trust of the reader in the text; 2) 

incursion and extraction of the reader into and from the text and its world; 3) 

incorporation, that 1S, appropriation of meruling by the reader; and 4) restitution to the 

text. 37 To commence this process with the pretense of a neutral scientific ohjectivity 

would he a spurious step that can oruy lead to the same reductive objectivism that 1S 

sought tobe overcome. On the other hand, it demands that before the departure into the 

36George Steiner observes that "comprehension" has in it, the root for "understanding" (Steiner. A.fter 
Babel, Chapter 1. "Understanding as Translation," p. 15). 

37Ibid., Chapter 5, "The Hermeneutic Motion," pp. 296-302. 
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world of the text, the presuppositions and prejudices of the reader be bracketed,3ll The 

first two steps of the fOUITold hermeneutical motion caver the attempt ta grasp the 

original intention of the text, or, as Benjamin puts it, "what is meant and the way of 

meaning it."39 The laws governing this exercise are not arbitrary, but, as Benjamin 

notes, present in the textitself, not onlyinits syntax and word-meanings but also in that 

ineffable "feel" recumbent between its lines. The too1s of dictionaries, etymologies, 

grammars and technical glossaries together with a thorough acquaintance of the 

historical context of the text help the reader ta cultivate a well-grounded imagination by 

which ta reconstruct (or better, enter into and inhabit) the world of the text. In the third 

step, a "fusion of horizons" of the text and the reader occurs.40 This is the instance at 

which objectivity (the "truth" of the text) triumphs in the subject (the reader, translator), 

sa ta speak, when the disc10suœs of the text in the exercise of translation shed new light 

upon the concerus with which the œader set out. In this manner, by elucidating the 

"truth" of the text as well as its contemporary "relevance," the demands of both the 

diachronic and synchronie structures of the process of translation are satisfied. The 

fourth step, that of restitution ta the text, is necessary in arder ta restore the balance of 

the hermeneutical process, even if it 1s rather elusive with respect ta its specifie contours 

and structures. This inchoate character of the step of restitution is seen not as a 

38ln other words, the questions and concems that are part of the world of the reader, and which the reader 
brings ta the text, need to be made explicit. The "prejudice" of the reader, understood thus, i5 not something negative 
that impairs the hermeneutic process. On the other hand. as Hans-Georg Gadamer, the pre-Eminent philosopher of 
hermeneutics of the twentleth century, says: " ... prejudices, in the literal sense of the word, constitute the initial 
directedness of our whole ability to experience [and, one may add, understand]. Prejudices are the bases of our 
openness ta the world [and the text)" (Gadamer, Pllilosophical Hermeneutics. Trans. & ed., David E. Linge 
[University of California Press, 1977], p. 9). 

39 Walter Benjamin, Se1ected Writiags, p. 254. Steiner affirms: "To read fully is to restore all that one ean 
of the immediaeies of value and intent in which the speech actually oeeurs" (Steiner, Aiter Babel, p. 24). 

40Forthe elaboration of the idea of "fusion of horizons," see Hans-Georg Gadamer, TruLh and Merhod. 
Trans. and revised by Joel Weinsheiner & Donald G. Marshall (Second Revised Edition, New York: Continuum, 
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handicap, but rather as holding the potential ta be concretely realized in a manifold of 

ways. In the case of an architectural treatise such as the Manasara, it could assume the 

form of cancre te action (practice) that is informed by the insights gained in the process of 

translation and interpretation of the text. More than an accurate transmission of data 

from the original, thus beyond "communication" in the semiotic sense, such a reading-as-

translation 1S essentially a poetic undertaking, hovering "between poetry and the ory." It 

grants new life to the original text, and at the same time displays an essential oneness 

with it. 41 

As already noted, the project of revisiting the Mana.sara in arder to understand the 

nature of its theory is prompted and framed by the condition of modernity. Therefore it 

is imperative in the hermeneutical process that the bias of modernity be acknowledged 

at the beginning itself. That the predominant bias of modernity 1S historicity 1S, more or 

less, a self-evident fact.42 This is what enables Husserl, for instance, ta assert the 

1999), pp. 306 -7. To my mind, Even the Dveruse and abuse of this aU important princip1e in contempDrary discourse 
does not exhaust its meaning and rdevance in any hermeneuticaJ exercise. 

41 ~'lalter Benjamin, Selected WritilJgS, pp. 254-57. Again, this is Steiner's vi ew as weil, Lhat every reading 
of the Driginal is a "new poeisis," and the ontological relationship between the two is two-fD1d: reproductive and 
innovative (Steiner. After Babel, p. 26). 

42"llistoricity" stems from pDssessing a histDrical consciousness, which is the awareness of a "vector" of 
linearity that pierces through temporal cycles. Historical cDnsciousness understands this vector as the meta-narrative 
of hislory whieh eneompasses not Dnly past events but also "futurity" as a prophetie construction. This historical 
cDnsciDusness in the strang sense was unique at first ta the Hebraic stream of Western thought, and 1ater became a 
central concern of Christian thought. III fact, the first explicit articulation of historicity was carried out as a theology Df 
history by St. Augustine in his work, The City of Gad, in the early fifth eentury CE. FDr St. Augustine, the history of 
the city of God (marked by the absolute beginning of the cosmos and the eschatolDgical Events of the Incarnation of 
Jesus Christ, birth and grawth Df the Cburch and Christ's second coming) and the city of Man (secular Events such as 
the rise a1ld fali of empires) are distinct yet interdependent. The post-Enlightenment notiDn of history as the unilinear 
movement of time as outlined by G. W. F. Hegel in his Philosophy of Hiswry, 1S, in fact, an immanentist vitiation of 
St. Augustine's understanding: il eollapses the Augustinian distinction between sacred and secular histDries. For a 
concise account of the reflectiDns on the problem Df history by its key thinkers in the Westernintellectual traditiDn, see 
Karl Lëwith, Meaning ill Hiswr)' (Chicago: The University of ChicagD Press, 1949). Any attempt tD understand 
historicity that does not take into account St. Augustine's thought aJld work on the matter, but simp1y stops either al 

Hellenistic nDtions of history or at Hegel's philosophy of history, i5 necessa.rily a truncated Dne (fDr respective 
examples, see Sheldon PollDck, "Mïma1!lsa a.lJ.d the Problem of History in TraditiDnal India," in Journal of the 
American Oriental Society [ND. 109.4, 1989], pp. 603-10; and Inden et al, Querying the Medieval). 
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un1versal a priori of history as the sole facilitating principle of investigations into 

origins.43 In contrast. the world-view of the Indian religious and intellectual tradition 

within which the Mana.sarais located maintained, at a COSmlC level. a cyclical notion of 

time.44 One exception ta this (indeed. a significant exception) is the schoo1 of 

Mlma:rp.sa, ritualism (literally. "inquiry"), which, incidentally, is also the schooi of 

traditional hermeneutics among the six c1assical darsana.s, orthodox schools of 

systematic thought of the lndian intellectual tradition. One of the main concerns of 

Mlma:rp.sa 1s interpretation of texts. especially the Veda. In the process of reading the 

Veda and deciphering its meaning, Mfma:rp.sa conducts a linear regressive inquiry into 

its origin and arrives at the notion of its nature as apCirva. a priori. eternal. and 

apaurU$eya. transcendent (and by extension, authorless).45 The cosmologie al correlate 

of this doctrine of uncreated nature of the Veda is the a priori. uncreated (that is. without 

beginning). and eternal nature of the cosmos.46 In the process of its "inquiry." the 

43In his essay, "The Origin of Geometry," Husserl states that sueh an investigation - essentiaHy diachronic 
- in any discipline isto "make explicit the internai historicity" of its meaning-horizons. lndeed, for him, the genuine 
epistemologieal problem is the internai historie ai prohlem (see Husserl, "The Origin of Geometry," in Jacques 
Derrida, Edmund Husserl's On gin of Geametry: An Introduction. Trans. John P. Leavy, Jr. [Boulder, CO.: Nicolas 
Hays, Ltd., 1978], pp. 179-80). 

44Historian Romila Thapar detects linear conceptions of rime in the Indian tradition, in PuraJ)ic texts (in 
these instances, co-existing with a cyclical notion of time) and the writing of biographies and inscriptions (see Thapar, 
"The Tradition of Historical Writiug in Early India," in Thapar, Ancient Indian Social Hist01y: Some Interpretations 
[Delhi: Orient Longm an, 1979], pp. 268-93). She take, this as evidence for the presence of a historicai consciousness 
in the Indian tradition as weil as to question th e distinction between cyclicai and linear notions of tùne (Thapar, Time 
as El Metaphor Df History: Eady India [Delhi: Oxford University Press, 1996], pp. 31, 37). Whi1e these arguments are 
valid, theyare Druy incomp1etely 50. The historical consciousness witnessed in these cases are "weak" at best (a fact 
that can be highlighted Druy by comparison with the Western tradition; see Note 42 ab ove ), which Thapar herself 
inadvertently admits when she says that "fragmentary arcs within the cycle ... take on the roie of !inear time ... " 
(Ibid., p. 31; emphasis mille). 

45 See Pollock, "lvJ:rmaf!lsa and the Problem of History in Traditional India." 

46In other words, Mlmaf!lsa denies the circJe and iLs ontologicai significance. Instead, through the notion of 
the liue as extending endlessly backwards, it postulates a deontologized and dehistoricized epistemology that i5 
preoccupied with approximatillg the present ta an indefiuitely extended past (see Peri Sarveswara Sharma, "Kumarita 
BhaHa's Deniai of Creation and Dissolution of the World," in R. C. Dwivedi, ed., 5tudies in lVffmiimsa: Dr. Madan 
Mishra Felicitation VDlume [DeHli: Motilai Brularsidass, 1994], pp. 53-77). A certain formai "sy~metry" obtains 
between the cosmological theory posited by Mlmaf!lsa and the "steady state" mode! of the cosmos advanced in mid
twentieth century by the British cosmologist Fred Hoyle (see Hoyle, The Nature of the Universe [Oxford: Basil 
BJackweH, 1950]). In the latter, which aiso denies the absolute begiuning of the cosmos, matter is continually 
produced ta match the cosmic expansion, thus resulting in a "steady state." The difference between the two is that 
while the former is aprioristic, the latter is futuristic. 
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school of Mfma111sa developed a highly refined set of hermeneutical principles and 

method which strove to arrive at the true meaning of a text more through falsification 

than verification. The principles put forward by Mfma111sa inevitably constitute a 

framework that facilitates the reading of the Manasara "in its own terms" (that is, in the 

first two steps of Steiner's hermeneutical motion), once the bias of modernity has been 

bracketed and suspended. 

Mfma111sa proposes a five-foid structure of "hermeneutic motion": 1) 'Yi$aya, text or 

subject to be understood, which can have two or more meanings; 2) sa1J1saya, doubt 

regarding the correct meruting; 3) pürva-pak$a, postulation of one of the meanings as 

probable; 4) uttaram, refutation of the probable meruting; and 5) nit1)aya, establishment 

of the true meaning. Some Mfma111sakas add to this, 6) prayajana., application; and 7) 

sangati, relevance.47 This entire structure is engaged in the interpretation of the 

Mallasara, which is the vi.$aya here. The fundamental question of the nature of theory 

is the sa1J1saya. Acharya's translation and interpretation of the text is the p'Ürvapaksa; 

my own response to Acharya and refutation of his interpretation, where appHes, the 

uttaram. The demonstrative steps of reason and evidence by which l estabHsh my 

position regarding the question comprises the nif1)aya. The relevance of this position ta 

the issue of contemporary lndian architectural practice is its sangati. Its praya jan a, 

"application," is the manifold ways in which it can obtain in concrete instances of 

47See Krishna Roy, Hel'meneutics: East and West. Jadavpur Studies in Philosophy, Second Series 
(Calcutta: AUied Publishers Limited, 1993), Chapter 2, "'Hermeneutics' in the lndian Tradition," pp. 81-97. 

20 



practice.48 The hermeneutical motion that Mfmarpsa fot'livards, since it presumes the 

linguistic apriorism of the Sanskrit language, 1S inherently limited in addressing the 

problems associated with inter-lingual translation.49 On the other hand, these probiems 

are of central concern in contemporary hermeneutical reflections such as those of 

Benjamin, Steiner and Gadamer. Thus, in this dissertation, in which interpreting the 

Mana.sara. involves also its translation, traditional and contemporary hermeneutics play 

complementary roies. 

At this point, a specifie problem crops up: the "primary text" that l have adopted for the 

dissertation is Acharya's Critical Edition of the lvIanasara, and not the manuscripts 

themselves. As 1s already c1ear, the former is a "product" of modernity, existing as an 

autonomous entity outside the original context (the wodd of traditional architectural 

theory ruld practice) of the text. l am aware of the extreme difficulty that the task of re-

entering this original context of the text primarily through its modern critical edition 

poses. On the other hand, considering the fact that c1imatic conditions in India 

necessitated frequent copying of manuscripts for the preservation of texts, it is hard ta 

48In the dissertation itself, l do not attempt to define or regulate the ways in which my position regarding 
the issue of the nature of theory ob tain in concrete instances of practice, which would involve deriving and positing 
prescriptive roies for contemporary practice. Rather, l limit myself to positing the saiigati, relevance, of my position 
for modem practice. 

4"The primary concem of MImiimsii was the interpretation of texts within the tradition i15elf, conducted in 
Srulskrit. Thus, Mfmiil11sii does not directly address the problems of translation. Sheldon Pollock observes: «It i5 ... 
unsurprising that ... there exists no Sanskrit or other Indian discourse on trrulslation; in fact there exist no common 
word for translation in any premodern Indic language" (pollock, "Philology, Literature, Translation," in Enrica Garzilli, 
ed., Translating, Translations, Translatars: From lndia ta the West. Harvard Oriental Series, Opera Minora, Vol. l 
[Cambridge, MA.: Department of Sanskrit and lndian Studies, Harvard University, & Columbia, MO.: South Asia 
Books, 1996J, p. 114). The linguistic apriorism of Sanskrit (anghcized from samsk,rta, "that wruch 15 refined"), 
generally, did not admit the notion of "translation" as "transfereJ1ce" (of some teX! or idea) from another language into 
Sanskrit, which was cOllsidered as the superior language. On the other hand, the process of "translation" (of a teX! or 
idea) from Sanskrit to the vernacular lrulguages (sometimes termed collectively as Prakrit, anglicized from prdlqta, 
"that which i5 barbarous, vulgar") was cOJ1Sidered as i15 vulgarization (ibid., pp. 117-18). Some modern Indic 
languages that derive from Sanskrit (Hindi, for instance), use the terms parivartana and vivartana for "translation." 
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assume that any among the extant manuscripts date back to the period of the first written 

compilation of the text. This renders the artifactual value of the manuscripts as "primary 

sources" as, to begin with, relative. My consulting the manuscripts themselves as 

primary sources was made impossible owing also to practical reasons: 1) my own 

lacking in the knowledge of Tamil and Telugu scripts as well as specialized skills in 

manuscript-deciphering; and 2) the present custody of the manuscripts in widely 

scattered locations in lndia and England50 that disallows their simultaneous reading, and 

makes even their serial reading a long, drawn-out, process. The extensive Critical 

Notes which Acharya generated in the course of his own collation of the manuscripts 

and which he has appended to the Critical Edition, therefore, assume crucial importance 

in providing the tenuous links to the manuscripts.51 

3. Si[stra and Prayog a 

As a vastusastraic treatise, the Mant/sara. purports to contain comprehensive 

architectural knowledge. This body of architectural knowledge encompasses procedures 

for selection, examination and orientation of site, principles of composition of 

architectural and iconographie objects (cities, buildings, furniture, images to be installed 

The mot verb in both cases i5 v1vrt. "to tum around," and also, '10 transform." Translation, then, 15 understood as a 
"u"ansformation," which places the "new" language 011 an equal footing with the original language. 

5°F our of the eleven extant manuscripts are owned by the Library of India Office, London; two each by the 
TanjavurPalace Estate and the Government Oriental Library, Madras, and the rest b)' Deccan CoHege, Poona, the 
Oriental Library of the Asiatic Society of Bengal, Calcutta, and the Palace Library of Trivandrum (Acharya, 
ManasJra on Architecture and Sculpture, "Preface," pp. ix-xvi). 

51 For aH his critique of orientalism in modern Indological scholarship and proposal of an alternate mode of 
scholarship based on notions of "complex authorship" "intertextuality" and "scale of texts," Inden, in his own stud)' of 
the text ViSl)udlwrmottarapurJl)a, is uniformly sile nt regarding his primary source: whether it is a modern, critical 
edition or one or several of the manuscripts of the text (see Inden, "Imperial PurJ1J.as: Kashmir as Vai$I)ava Center of 
the World," in Inden, Walters & Ali, Querying the Medieval, pp. 29-98). Adopting a hermeneutics of suspicion as the 
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in the temple), systems of proportion al me asurement employed in their making, technical 

instructions on the building procedure, prescriptions for rituais associated with 

construction, as well as dassificatory accounts of architectural and iconographie abjects. 

The overall composition of the text 1S as a series of prescriptive injunctions in the form of 

metric verses.52 Presumably intended as a mnemonic and didactic tool, this form and 

tone stem from the daim and self-understanding that vastusastra, as a body of rules and 

precepts (thus constituting the "science"), is a priori in relation ta its abject, architectural 

and iconographic making. As shawn in the literature review (Appendix II, "Scholarship 

on the Manasara), ail previous scholarship on the Manasara not oilly unwittingly 

accepted this daim without qualification, but also proceeded from it ta render vastusastra 

as compatible with and therefore e asily applicable ta modern architectural practice. l 

contest the latter conclusion, and in this study, purport ta justify my dissent by subjecting 

the former claim of vastusastra itself ta scrutiny and presenting the resultant insights as 

substantiating evidence. Erst and foremost, the worded definitions and conditions 

thereof set forth in the text by which such a daim and self-understanding are expressed 

and supported are analyzed on their own terms. However, ta limit the scrutiny ta Just 

this exercise would be ta fall prey to a kind of nominalism. In arder ta avoid this, l 

conduct the analysis against the backdrop of "movements" or changes within the 

tradition of vastusastra. itself,53 and around it, in associated fields, particularly religion. 

framework for rus stuay of the text incapacitates Inden from using the critica! eaiLion without contradicting the 
principles that constitute his framework. 

52The meter, followed more or less consistentLy throughout the text, 1S the c1assica! anu$lubh which contains 
8 syllabic uruts in each pada, quarter, of a verse. 

53These are tracea through evidences in the text, as weil as by comparisol1 with other pertinent texts, 
especially the "sister treatise ," Mayamata. 
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The daim and self-understanding of vastusastra as a priori falls within and is consistent 

with the larger picture of the Indian intellectual tradition in which sastra in general, as a 

body of "grammatical" ru1es and precepts, is held to be prior to practical activity. About 

the conception of sastra, Sheldon Pollock states thus: 

Under the influence perhaps of the paradigm deriving from the strict regulation 
of ritual action in Vedic ceremonies, the procedures for which are set forth in 
those rule-books par excellence, the Bral1ma1)8.s, secular life as a whole was 
subject ta a kind of ritualization, whereby ail its performative gestures and 
signifying practices came ta be encoded in texts.54 

He notes that the c1assical grammatical tradition (grammar being the most exalted 

among the exegetical sciences) was aware of such a signification of sastra.55 However, 

it was oruy in the medieval period that a "comprehensive definition" for sa.stra was 

offered - by Mfmarpsa, the school of Vedic ritual practice alld textual exegesis. 

Kumarila Bhatta, the great Mfmall1Saka of the eighth century CE, crystallizes the 

precedent intuitions and speculations regarding the nature of sastra in the following 

definition: 

[Sastra is] that which teaches people what they should and should not do. It does 
this by means of eternal [words] or those made [by men]. Descriptions of the 
nature [of things/states] can b e embrace d by the term sastra insof ar as they are 
elements subordinate [to injunctions to action].56 

54Sheldon PoUock, "The Theory of Practice and the Practice of Theory in Indian Intellectual Historf," in 
Journal of the American Oriental Society, No. 3,105 (1985), p.500. 

55POf instance, the statement of Pap:ftjali, who wrote the commentary MahabhaSya ta the grammatical 
treatise /istadhyayi of PaJ):Ïji: "Sastra is that from which there derives regulation [definite constraints 011 usage]" 
(ll'fahàbhasya 6.1.84; quoted in Ibid., p. 501). 

56$loka Varttika, $abdapariccheda, 'IV. 4-5, quoted in Ibid., p. 501. Pol1ock's own definition of sastra 
paraphrases trus quite well: "a verbal codification of mIes, whether of divine or hUffirul provenance, for the positive 
and negative regulation of some given human practices" (Ibid.). 

A linguistic analysis of the term sâstra itselî reveals just as much. The term derives from -V'Sâs, meaning .oro 
teach,instruct, chastise, punish, correct," and also ''ta order, command, role, govern." Its syntactic derivation, in the 
PàJ;linian grammatical system, is explained as the addition of the suffix 'tra' ta the verbal mot, indicated by the 
1qtpratyaya, "primary affix" (or "formative element"), '$tran.' The primary meaning of this suffix is imtrumentality, 
that i5, "the means bl' which rul action is performed or carried ta completion" (Richard .Hayes, Continuing Sanskrit: 
Samskrtabhâsâpravartanam [Montreal: McGill University, 1998-99]. Chapter 4, "Krt-pratyaya-niruktiJJ: Deriving 
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In the definition quoted ab ove , it 1S seen that Kumarila does admit a distinction between 

the descriptive and prescriptive dimensions of sastra, but almost immediately subverts it 

so as to nullify any sense of a dialectic between them. What 1S evident here is a certain 

penchant within the Mlmarp.sa tradition ta understand sastra. as univocally prescriptive. 

By extension, the dialectic between sastra and its ob ject that 1S "practice" is also denied. 

Indeed, from this view point, "practice" can only be understood as "application" of 

normative mIes and precepts in the sense of following or adhering ta them. The sastraic 

term for practice in this sense is praxoga, which derives from pra-vya j, "ta employ, use," 

and also "ta harness, yoke."57 It is significant ta note that prayojana, the term for 

"application," also derives from the same verb raot. From a sastraic perspective, 

praxoga, practice, 1S identified with praxojana, application. 

nouns and adjectives from verbal roots:' p. 63). The lexicographer V. S. Apte gives the semantic derivation of the 
neuter noun Slfstram, from the verbal raot VSlfs as si$yate 'nena, which means "[that which is] taught without blemish" 
(Apte, li Practical Sanskrit-English Dictianat)' [First Compact Edition, Delhi: Motilal Banarsidass, 1998]. p. 1549). 

57Francis X. Clooney states that in the early MTmarpsa of Jaimini, prayaga sigJùfied the concrete, 
particular, Event of the sacrifice: 

[The term prayaga focuses 1 our attention on the status of th e sacrifice as an Event actualizing 
many abstract relational patterns .... Prayaga is an event: a particular happening in a particuJar 
time and place, done by a particular persan. It is where ail the many ritual connections are 
realized and actualized. There is no abstract prayaga, because prayaga is by definition an 
occurrence in time and space .... The word prayagE! . .. extends in various directions at once. A 
prayaga suggests the overall pattern of a sacrifice, the relationslùps of various parts and aspects in 
right arder .... As a particular event, in a specific tUne and place, [prayaga as sacrifice] becomes 
a kind of 'warld,' valuable in itself, into which things and people and actions enter far specific 
purposes (Clooney, Tllinklllg Ritua.11y: Rediscavering the Pfilva Mfma:rpsa of Jaimini. Gerhard 
Oberhammer, ed., Publications of the de Nobili Research Library, Vol. xvn [Vïenna: Institute for 
Indology, University of Vienna, 1990], pp. 116-119. 

Notably absent in this understandillg in early Mïmarp.sa of prayaga as a particular event was any concem 
over the notion of apfirva, a priori. In other words, according 1..0 sueh an understanding,prayaga was almost "a
theoretical" in nature. However, in the subsequent development of Mrmarpsa, as il more ar less culminated in the 
thought of Kumârila (notwithstanding the "nEoscholasticism" of the lare medieval peri ad) , the notion of the a priori of 
.§asu"a completely overshadows the early understanding of prayaga: practice is subsumed into theory. In the end, the 
inherent duality between theory and practice persists unreconciled throughout the Evolution of the tradition. There 1S 
no daim or understanding of ally historie al eVEnt as eschatological in nature, and therefore, 110 instance of a real 
"hypostatic union" (that ultimate "yoking") of polarities in the course of this Evolution, that wou1d have occasioned the 
overcoming of this duality by the reconciliation and synthesis of theory and praLtice without erasing their ontological 
distinction. In this light, the ascriptioll of "realism" 1..0 Mlmârp5a, as sorne modern comrnentatars do, i5 un justifiable. 
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Even though within the frame of sastraic discourse prayoga 1S not granted a "real" 

categorical status ,58 it is nevertheless a term admitted (in a nominalistic vein) as being 

necessary ta complete the structure and dynamics of discourse itself. White challenging 

its inherentnominalism,59 l also mate use of this tradition al distinction ta name the two 

major sections of the dissertation that have corresponding emphases in their respective 

hnes of inquiry as "Sastra" and "Prayoga." In the section titled "Sastra," l examine 

primanly the nature of the vastusastra enunciated in the Manasara. The particular 

modes by which the generic outlines of sastra. defined by Mrmaf!lsa are reflected and 

sustained in vastusastra are laid out. However, not content with simply showing that 

vastusastra is more or less subsumed under the Mïmaf!lsa view of sastra, l also explore 

the text for c1ues in which the limitations of the vastusastraic enterprise of textualization 

may actually lie hidden: in other words, evidences for a discrete admission that the 

dialectic between prescription and description was still alive within vastusastra. This is 

conducted in two chapters titled "The010gy" and "Nomology" respectively, which are 

identified as the two fundamental aspects that pervade the vastusastra. of the Manasara .. 

In the section titled "Prayoga," l pursue the same question into the realm of the 

relationship between ,'astusastra and its object, architectural and iconographie making. 

The process of making itself - its dynamics and significations - 1S examined in the 

chapter titled "Technology." In each of these three chapters, the first principal division 

examines the contours and structures of the daim of the priorit)' of theory, and the idea 

On the other hand, depending on the perspective of eithertheory or practice from which it i5 viewed, it displays the 
characteristics (with qualifications) of "nominalism" and "pragmatism" respectively. 

58rhis 1S evident in the fact that white compounds which have sastra. attached to the end ta denote particular 
fields of discourse (for instance vastuSiIstra, "science of architecture"; niItyasastra, "science of drama") abound, their 
cOlTelative compounds which have prayoga at the end are not found, even though there is no grammatical obstacle 
against forming them. 

59See Note 57 above. 
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of practice as the application of the ory. In the second division in each chapter, titled 

"Seeing," "Knowing," and "Making," respectively, evidences that would establish the 

dialectical nature and structure of theory itself and its relationship to practice are arrayed 

and perused. 

A few cautionary notes are in order before proceeding. Although l use the Sanskrit 

terms sastra and prayoga to name the two basic sections of the dissertation, 1 have 

consciously adopted the English terms, "theology," "nomology," and "technology," as 

titles of chapters within these sections. The specific mearungs of these latter three terms 

are more proper to the context of Westem intellectual discourse, and therefore are used 

here in a qualified sense. 60 This said, however, l must add that this strategy of 

juxtaposition of Sanskrit and English terms is consistent with the overarching concem of 

the dissertation against which the question of the nature of vastusastra itself ls posed: 

the encounter between tradition and modemity ln contemporary Indian architectural 

practice. 

The common translation of sastra as "theory" by lexicographers and scholars,61 which l 

also have made use of previously and will continue to use in the rest of the dissertation, 

aiso demands a qualification. "The ory" derives from the Greek theoria, "seeing," 

which, over the course of history, acquired the meanings from the earlier "spectacle" 

60 The qualifications of the terms theology, nomology and technology are stated in the respective titles as 
"the horizon of the divine ," "the horizon of discourse ," and "the horizon of Graf t," respectively. 

61See for instance, the entry under sastra in Monier-Williams, A Sanskrit-English Dictionary (Rpt., Delhi: 
Motilal Banarsidass, 1995), p. 1069; and in V. S. Apte, A PracticaJ Sanskrit-English Dictionary, p. 1549. Sheldon 
Pollock, in hi5 article The Theory of Pt'actice and the Practice of Theory, aiso translates sastra as "the ory." 
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and "contemplated sight" to the later "scheme of ide as" and "explanatory scheme."62 

From the semantic history of "theory," it obtains that there occurred a real transformation 

in its meaning (and by extension, in the implied relationship between theory and 

practice) from description to prescription, which, in turn, 1S symptomatic of the historical 

course charted by Western epistemology.63 Among the meanings of themy just 

mentioned, the earlier ones that derive from "seeing" are totally absent in the semantic 

horizon of sastra.. Thus, the respective etymologies of the two terms demonstrate chat 

their original meanings were radically different, offering no points of convergence. A 

movement towards convergence of the semantic horizons of the two tenns begins ta 

occur omy with the transformation of the meaning of "theory" in its own later history. 

Translation of sastra as "the ory" is made plausible by this movemellt. However, the 

plausibility of such a translation does not imply a one-to-one fit between the tenns: it is 

not re asonable ta consider "the ory" solely in its later semantic affinity ta sastra by 

completely ignoring its original meaning and early derivations. Therefore, the 

translation of sastra. as "the ory" can fit ouly rather uneasily. This "problem" of 

translation 1S not ta be ullderstood ln a negative sense, but precise1y as the source of that 

creative tension which safeguards the unique identity and relative autonomy of each of 

the two concepts and its respective epistemological tradition. Such an understallding 

prevents the amorphous and syncretistic blending of the two concepts and their 

respective traditions; on the other hand, it opens up the possibility of their mutual 

fecundation and even harmonious sYllthesis. 

62See Raymond Williams, Keywords(Oxford: Oxford University Press, 1976), "Theory," pp. 316-18. For 
the derivation of theoria and its earliest uses in pre-Socratic Greek language and thought, see Indra Kagis McEwen, 
Socrates' Ancestors: An Essay on Architectural Beginnings (Crunbridge. MA: The MIT Press, 1993), pp. 20-21. 
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A note regarding my translations of the excerpts of the M!lJlasara, cited in the 

dissertation, 1S also in arder here. 1 do not provide "smooth" translations of the verses 

cited, but leave exposed the (dis)joints that surface in the translation process by means 

of devices such as square brackets and spaced periods [ ... ]. It may be tempting ta call 

them "literal" or "technical" translations, which they are not. From a hermeneutical 

perspective, the labels "literal" and "technical" are, in fact, misnomers. On the other 

hand, they are better understood as "rough" translations. The exposed interstices that 

characterize their roughness evince, above all, the methodical rigor that the exercise of 

translation itself entails. The poetic possibilities of interpretation reside and emerge 

precisely within and out of these interstices. 

The convention of transliteration of Indic language words ta Roman letters that is 

adopted here is as follows: AH Sanskrit terms are italicized with the diacritical marks 

proper ta their transliteration. These inc1ude verses quoted from the Manasara. and 

other texts. In the case of verses quoted from the Manasara, Acharya's emendations 

are also inc1uded, in round brackets (). Diacritical marks are omitted in cases of proper 

names whose anglicized forms are in current use. These inc1ude names of nineteenth 

and twentieth century lndians, of places, geographical features such as mountains and 

rivers, and languages (thus, Acharya and not Acarya, Srirangam and not Srrrangam, 

Kaveri and not Kaverl, Malayalam and not Malayalam). However, on occasions, I do 

63See Nikolaus Lobkowicz, Theory and Practice: History of a Concept from Alistotle ta Marx (Lanham, 
MD.: University Press of America, 1967). 
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stumble at the paryanta, limits, of this convention. For instance, where contemporary 

Indians have kept the non-anglicized forms oftheir names, l have also followed suit (as 

in the case of Sadasiva Rath Sarma. one of the translators of the architectural treatises 

1.,lastustitra Upanisad and Silpaprakasa ). 
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Fig. 1: Close-up Front View 

From: P. K. Acharya, liindu Arc1üWctlJre in iOdla 
udAbroac!. Af.fn~Series No. VI (Rpt. Delhi: 

Law Priee Publications, 1995) 

Fig. 2: Distant Front View. 

Plate 1: Swastika Mansion, AHahabad (c. 1935 CE) 



Fig. 4: Siva Temple, Gangaicondaoolapuram 
(c. 1025 CE): W.111.Ylaof 9 Stories. 

From: Percy Brown, Indien ArcllitectIlre: 
BlJdd~ {{Or/Dior/v. 

Fig. 3: BrhadeSvara Temple, Tanjavur 
(c. 1000 CE): Vi111M/iof 16 Stories. 

From: Percy Brown, .Indien ArdJ:itecture: 
BuddlUstandDiodl'l(Bombay: D. B. 

Taraporevala Sons & Co. Pvt. Lw., 19(5). 

Plate II: Great Medieval. Saiva Temples of Cola Patronage 



Fig. 5: VÎ$1)U Temple, Scirangam: completed c. eighteenth 
centmy CE (Axonometric View) 

From Percy Brown, Ladian Arwtectllt"e: iJlJddJüsc and .liindù. 

Plate III: Concelltric Series of Pr/iJi.W<i. Court-Enclosure, and GOplln!!, Gate-House, in a 
Late-Medieval South Indian Temple Compex 



Part A) 

SAsTRA, "The 



Chapter 1: "'THEOLOGY," OR THE HORIZON OF THE DIVINE 

a) PRIORITY OF THE ORY 

The c1assic feature that characterizes sastra., "theory," in the lndian intellectual 

tradition 1S, as mentioned already, the daim of its priority over prayoga, "practice." In 

Kumarila's definition cited earHer,l a bipartite signification of sJ.stra is evident: 

"eternal" (that 1S, uncreated) and "made." The former refers, in the c1assical PTIrva-

and Uttara- MYmamsa tradition, specifically to the Veda as revelation.2 The foundation 

of the idea of the priority of sJ.stra lies in the movement to collapse the distinction 

between the two notions of sJ.stra. (as the transcendent Veda, and as rules that are 

made) by the self-identification of the latter with the former. Sheldon Pollock observes 

that the term sJ.stra as " ... [the] shared signifier for the two domains ('rule' or 'book of 

ru1es' on the one hand and 'revelation' on the other) bespeaks an important 

rapprochement or even convergence between them.,,3 According to him, the 

"bivalency" within the signification of sJ.stra. may be seen either as the cause or the 

effect of the widely accepted postulate in Indian intellectual history that the paradigm 

[ See Introduction, p. 24. 
2 Sheldon Pollock, "The Theory of Practice and the Practice of Theory in Indian Intellectual Histary," in 

Journal of the limerican Oriental Society, No. 3, 105 (1985), pp. 501-2. Mrmall1sa, as mentioned already, i5 inquiry 
iuta the nature of "the Veda" as revelation. Pürva or "former" Mfmall1sa focuses on the former part of the Vedic 
revelation: the mantrasamhitas or hymnal compositions of the~, Ya/ur and Sama Vedas, and the ritual texts of the 
BrahmaJ)as. The primary concern of this schoo!, according ta its foundational work Pi1rva Mïmal11sâ Sutra. of Jaimini 
(c. 200 BCE), is dharma, understood as correct rimaI action (the Vedic sacrifice) while in this worM, arrived at 
through a correct interpretation of these texts. Uttara or "latter" MImall1sa, on the other hand, focuses on the 
Upa.ni$ads, which contain "philosophie" speculations on the nature of brahman, the absolute pr'inciple. Its 
foundational work 1S the Brahma Sutra by Badaraya1).a (c. 200 BCE), and iLS concerns are primar'ily of an onto
theological and sOLeriological kind. Since the Upani$ads constitute the latter part of the Vedic revelation, they are 
called vedânta or "end of Veda," and subsequent!y, the Uttara Mlmâlllsa tradition also came ta be known by the 
same Lerm, Vedânta. In the dissertation, the term Mlmall1~a always refers ta Pfirva Mfmalllsa. 

3 Ibid. 
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for aH human activity is the process of cosmic creation in which the Veda as "Word" 

acts as the "blueprint" or "template:" 

The transcendent nature of the Veda 1S, Pollock notes, an "ancient, tenacious and 

widespread belief.,,4 Pollock agrees with Louis Renou who observes that this view of 

the Veda as "eternal, infinite, self-existent and infallible," most rigorously defended by 

the MfmalPsa, mal' primarily be seen as "the thesis of the learned"; nevertheless it "is 

also that which cOlTesponds to the most general sentiment in India, the one enuneiated 

in the epies and pural)as."s This "agreement" between the "thesls of the learned" and 

the "general Indian sentiment" signifies the "exegetieal continuity" between the Pürva-

and Uttara- MfmalPsa (that is, MfmalPsa and Vedanta) traditions. 6 However, it is not 

enough just to dwell on the continuity of the two traditions alone in this reflection on the 

priority of sastra. It is also necessary to take into account the important points of 

divergence between them that have roots in their respective pnmary eoncerns 

themselves: inquiry on the nature of dharma and of brahman. 

As noticed akeady, a strict MfmalPsa position regards the Veda and, by extension, the 

world, as eternal and unereated, thereby nullifying the need for a divine agent or 

instrument for creation.? On the other hand, the cosmogonie speculations in the Indian 

tradition at large, more often than not, lnvolve a divine being either as generator ln a 

4 Ibid. 
5 Ibid. 
6 See Francis X. Clooney, Thinking Riwally: Rediscovering the Pilf"Va MlmiIJ-!1sâ of Jaimini. Gerhard 

Oberhammer, ed., Publications of the de Nobili Research Library, Vol. XVII (Vienna: Instituee for Indalogy, 
University ofVienna, 1990), "Epilogue: Taward an Intel1ectua1 History of the Two MImall1sas," pp. 255-58. 

7 The notion of apîirva, a priori, itself was a laler deve10pment within MImall1sa. The early Mïmall1sa of 
Jaimini was preoccupied, above aU, with the actual event of the sacrifice (see Ibid., pp. 160,223). 
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relatively passive role or as creator (maker) in an active raie (as efficient cause). In 

these cases, a tension along the Hnes of agency and instrumentality between the Veda, 

"Ward" and the deity sets in, a1re ady signaling a theistic slant. At the most rarefied 

philosophico-theological1evel, this tension ob tains as that between pure Language and 

pure Being or Consciousness. Within specifically theistic traditions, it then demands a 

calibration of the understanding of sastra as issuing from (or issued by) the deity.8 In 

other words, the foundation of the c1aim of the priority of sastra, from a theistic 

viewpoint, 1S, sa ta speak, "theologica1." This is an important qualification to make, 

having its own set of ramifications which are at variance with a strict Mlmarpsa point 

of view that advocates an impersonal and non-incarnate Ward, as shall be seen. 

The vastuSastra of the 1Vfanasara, in compliance with the general trait of sastra, is 

theologica11y founded. The following section examines the particular structure of this 

foundation in the text, the salient features of the theology, and the way in which these 

unfold in the various aspects of architectural and iconographic making as recorded by 

the text. 

utpattirak$alayan jagatam prakurvan bhuvarivahnimaruto gaganam ca sute 1 

l1anasuresvarakintav"'ilo1tunaJabhrngavallçlhacaraJ)8-mburuham namami Il 

(Manasara l, 1-2). 

8 Consider this ex ample chat Pollock quotes from Taittinya Bra.1unaJ}.a (2.6.2.3): "By means of the veda 
Prajapati separated out name and farm. being and non-being." Here, rhere is an abvious tension between Prajapati 
as agent and the Veda as instrument in the act of creation (which tS depicted as a separation). This example i5 from 
the Vedic religiosity that existed prior ta the development of theistic systems such as the Saiva and Vai$l!ava 
theolagies. However, ta the extent that the idea of the deity as creator Of progerutor 15 samewhat shat'ed by the 
former and latter, the example halds gaod ta illustrate the point. 
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[The divinity], white doing the creation, preservation and dissolution of the 
worlds, begets the earth, water, fire, wind and sky. l bow to [its] 10tus-feet, 
[kissed by] the crowns of lords of numerous gods, garlands waving like a throng 
of bees. 

Quoted above is the apening verse of the Manasara.. It has a bipartite content that 

follows the structure of the versification. The first line is a brief statement of key 

principles of cosmogany. In the second, the (unidentified) writer follows a cammon 

sastraic practice of paying homage ta the divinity at the beginning of a treatise. 

The first Hne 1S a camplex grammatical sentence, consisting of a main clause and a 

subordinate one. These two clauses mention respectively the generation of the five 

elements and the processes of creation, preservation and dissolution of the worlds.9 

The verbal farms used to signify these processes are: 1) prakur'van (the present 

participle, of the root pra-Ykr, "ta do, make"), and 2) siite (present tense of the roat -Ysii, 

"ta beget"). Among these twa verbs, vSii, "to beget," being atmanepada, litera11y, 

"ward for self," has a "reflexive" sense. On the other hand, the conjugation of pravk[, 

is in parasmaipada, literally, "ward for another" or "active."tO In fact, the semantic raie 

of attaching the prefix pra., "forward, toward" ta the generic verb vkr, "ta do, make" to 

form pra.vk[, alsa "to do, make," lies in accentuating this active sense. Also, the 

sentence itself is in the active voice, by which the emphasis is cast on the agent of the 

verb (as opposed to the passive voice in which the patient 1S emphas1zed). Both the 

verbs are conjugated in the third person singular and have the same agent, which 1S 

9 The plural, "worlds," found here is a matter of intrigue. 
10 The classification of verbs in Sanskrit into parasmaipada and atmanepada occurs in accordance with the 

distinction of voice, called by Western grammarians as "active" and "middle" voices respective1y (Robert Goldman 
& Sally J. S. Goldman, DevavaJ)Ipra.veSika: An Introduction ta the Sanskrit Language [Berkeley: Center for South 
Asia Studies, 1999], p. 52). 
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indicated by the subordinate and main clause structure of the sentence. This agent, 

however, is not mentioned by name. Without the name, i.t is impossible to specify the 

gender as we11: it could be assumed as either neuter, masculine or feminine. ll Thus, it 

seems that the first clause implies a "duality" between the processes of creation, 

preservation and dissolution on the one hand, and their agent who "causes" them ta 

happen, on the other. In the second clause, even though the duality between the 

elements and the one who generates them (the same agent as in the previous clause) is 

present, it is radically undermined by the reflexive nature of the act of generation. 

Also, it is interesting ta notice in the verse that emphasis is given ta the latter process of 

generating the elements (by mentioning i.t in the m mn clause of the sentence), which is 

presented as an "effect" proper of the processes of cosmic creation, preservation and 

dissolution. 

What is attempted in this Hne of the verse 1S a terse presentation of the dominant 

cosmogonic theory that is handed down by the tradition. This mention of cosmogony at 

the very beginning of the treatise points to the traditional beHef in its foundational role 

with respect to architectural making - that cosmic creation offers the paradigm for 

architectural making. However, as a foundational principle of architecture, cosmogony 

cannot stand independently: any discussion of cosmogony necessarily engages related 

questions that are of a theological nature. These would involve specifying the "agent" 

of the cosmogonie acts mentioned in the first Hne. 

llIt i5 possible te imagine that even though in the mind of the "scribe" (that i5, the one who is wliting the 
manuscript) the identity of the agent is already dear, at this initial stage in the exegesis (the verse being the opening 
one in the text), the use of the "neutral" terms "divinity" and the genitive "its' in square brackets in the above 
translation are, from a theological perspective, provisional at best. 
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In the second Hne of the verse, there is a shift towards anthropomorphism in the 

mention of the divinity, found ln the term kamaJamburul1a, "lotus-feet." The colorful 

imagery of rows of crowns of the lords kissing these two feet and forming a waving 

garland Hke the dal1iance of a throng of bees 1S painted to convey the message that 

there exists someone of a higher order than even the gods. In the grammatical 

construction of the Hne, there 1S no explicit genitive connection between these 10tus-

feet and the agent of the verbs in the previous Hne; that c01l1lection is to be made by 

inference alone. Thus, apart from eliminating the possibiHty of neuter as the gender of 

the agent, this anthropomorphic hint, as such, does little to specify the agent of the 

verbs. In short, the identity of the divinity still remains unclear at the end of the first 

verse. 

The cosmogonic and theological points found in the above verses are taken up and 

developed further at the beginning of Chapter II. Here, the text gives a genealogy of 

the builders' guild, the "prologue" to which reads thus (II, 2-4): 

paral) sivaskasad hi bral1ma i(ce)l1dro 'pi lokaJqt Il 
sa mahaviSvakarmeti f(t1f'i)svare1)atva. kIrtitab 1 

sa. evayam visvakarma brahma1)çlam srjate muhu1; Il 

From Parah Siva alone [are] Brahma and Indra, and even Lokakrt. As regards 
the great Visvakarman, he 1s also known by [the name] ISvara. It is indeed this 
Viwakarman who self-creates the cosmic egg again. 

In these verses, it 1S seen that the sequence of presentation of ide as of cosmogony and 

theology is the reverse of what 1S found in the opening verses of the first chapter. Here, 
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theology takes a precedence; cosmogony 1S stated from a reasonably developed 

theological framework and is subordinated to it. In this move is found the first 

"systematic" attempt in the text ta lay down the theological foundation of cosmogony, 

and by extension, of the whole architectural and iconographic enterprise. 

The first hne 1S a dogmatic statement of Saivism that asserts the supremacy of Siva. 

The "nature" of Siva is specified here as para. The basic meaning of this adjectival 

term is "other," while also inc1uding the senses of highest, gre ate st, distant and remote, 

aH of which, in this context, point towards "transcendence." The dogmatism of the 

statement regarding the supremacy of Siva vis à vis other deities 1S further evident in 

the way the two emphatic partic1es, hi and api, are employed in this Iille: Siva alone 

(hi) is the progenitor of aU deities, even (api) of the maker of the world. There may 

aiso be an implicit polemic in this assertion against prominent rival sects in medieval 

Hinduism, especially V ai$l).avism. 12 

The two following Hnes are dedicated to expounding the identity and role!function of 

the third member in the list of subordinate deities, Lokakrt. The proper name of the 

deity 1S Visvakarman (which means "forger of the universe"), of which lokak.{t, 

meaning "world-maker," is a synonym. There is great respect reserved in the text for 

this deity, evident from the adjective mahat, "great," that 1S prefixed ta this name. 

References ta the deity Visvakarman are found from the ~gveda onwards, usually in 

[2 It 1S significant ta notice that Vi$J.lu 1S not mentioned in the list of subordinate deities. On the other hand, 
Brahma and Indra are mentioned in the list. Indra, a prominent deity in the Vedic penod, had fallen ta secondary 
importance in the c1assical and medieval Hindu pantheon. Brahma, even though the first member of the tnad 
according ta mythological accounts of the c1assical and medieval periods, had failed ta develop a substantial 
devotional cult or theological doctrine around him in medieval Hinduism. 
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connection with cosmogony.13 The historie al evolution of his identity and role in and 

through the numerous mythologie al accounts has been complex and often inconslstent. 

What is extant concerning him in the later periods (even up ta the present time) is that 

he was the "patron" of manual labor and the mechanical arts and, therefore, 

worshipped with great reverence by guilds of artisans. 14 Next, the text mentions that 

Visvakarman is aiso known as ISvara, "Lord." The notion of "lordship" of the deity 

belongs ta a devotional religiosity that implies a persona! relationship between deity 

and devotee. 15 Thus, Visvakarman is not orny maker of the world, but a1so persona! 

lord of devotees. This aspect of personhood, in turn, allows anthropomorphism in 

imagining the form of the deity. The gender ascribed to the deity is obviously 

masculine; it 1S also possible to imagine that he possesses "lotus-feet." 

The cosmogonie information in the third line, consistent with that found in the opening 

verse of the first chapter, is also valuable. The brahmaJ)çla., literally, "egg of Brahma," 

here to mean cosmos, 1S "self-created," in other words, "begotten," by Vi sv akarman. 

The kriyapada, verb, in the line used to denote this action is srjate, which is the 

conjugation in the atmanepada form of -Vsrj, "ta create, produce, make." It 1S this 

employment of the atmanepada conjugation of the verb that tilts the scale of emphasis 

more towards "begetting" (or self-generating) than "making," even though the 

distinction between the two is never absolute Indian cosmogonie speculations. 

Underlying the process of begetting lies the principle of emanation, which is aisa found 

[3 For instance, f:.gveda, X, 81 & 82. 
l4 This fact is weil attested in the ethnographical study of South Indian artisans by Jan Brouwer (see 

Brouwer, The Makers of the Wor1d: Caste, Crali: and Mind of South Indian Artisans [Delhi: Oxford University Press, 
1995]). 

15 For a treatment of the idea of the "lordship" of the deity, see Jan Gonda, "Tbe Isvara Idea," in Gonda, 
Change and Continuit)' in IndianReligion (The Hague: Mouton & Co., 1965), pp. 131-165. 
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ta be present in the genesis of Visvakarman himself (and other deities). This 

emanationism is signified by the term saka.sa.d, in the first hne. DecHned in the 

ablative case, it is an adverbial term that me ans "from." Thus, the cosmos emanates 

from Visvakarman, who in turn emanates from Siva.16 

In the third hne, the text employs yet another emphatic particle, eva, referring ta 

Visvakarman, seemingly ta bind the twin aspects of his being the maker of the world 

and its lord even more closely. In doing sa, the text also seems ta refer b ack ta the 

opening verse of the first chapter in arder ta specify beyond doubt what was left 

unspecified there: that Visvakarman, the evolute of Siva, is the maker of the world, 

whose 10tus-feet are worshipped by the whole pantheon of deities. Also noteworthy is 

the presence of the indec1inable adverbial partic1e muhub that refers ta the verb -Vsr. 

This partic1e means "often, constant1y" (from which derives the usage muhurmuhub, 

"again and again"). It signifies yet another important aspect of cosmogony: its 

repetitive nature and the cyc1icity of time it entails. 

These specifically theological and cosmogoruc principles are presented at the 

beginning of the treatise itself because they are considered as foundational ta 

architectural and iconographie making, and therefore ta its theoretical discussion as 

we11. They are presented more or less "systematically," in the sense that they are quite 

free of mythological content or poetic imagery. In fact, the purpose of theology here 

seems ta subsume the mythological beHefs CUITent among the builders within its 

16 This emanationism makes ambivalent the notion of agenthood as efficient cause within the cosmogonie 
scheme. 
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categories: the great Visvakarman who 1S the patron of builders according ta 

mythological accounts, is identified as ISvara, Lord, an emanation of Parah Siva, both 

of which are more properly "theological" notions.!7 These terms, ParaI) Siva and 

ISvara, are found within the scheme of philosophico-theological and cosmological 

speculations and constitutions of the devotional Saiva sect of South India. The two 

terms present critical evidence that points to the affiliation of the Mana.sara. ta the 

"school" of theology and religious practice of Saiva Siddhanta. Architectural and 

iconographic making, as enunciated in the Manasara., engages the spectrum of 

theology, cosmogony and cosmology. Therefore, it is necessary at this point to 

adumbrate the basic tenets of Saiva Siddhanta ln order to fully decipher the symbolic 

me aning of temple-building and image-making. 

2. Saiva Siddhanta 

Antecedents of the Saiva cult (worship of Siva) in India have often been traced back to 

prehistoric times. Archaeologist-historians who conducted excavations and studies at 

sites of the Harappa Culture in the Indus valley (c. 2550-1900 BCE), the oldest 

clvilization in India, discovered seals depicting a male deity seated in a yogic posture, 

which they interpreted as a forerunner of Siva.!8 In the Vedic pantheon of gods, Siva is 

[7 This said, however, it must be noted that there 1S no real effort in the Aifana.sara to make an absolute 
distinction between mythology and theology: the two sensibilities intermingle. For instance, the account of 
genealogy of the builders' guild in the same chapter bas more a mythological than theological flavor. 

18 See for instance, Stuart Piggot, Prehistoric India (Harmondsworth: Penguin Books, 1961), p. 202. The 
continuities between Harappa Culture on the one hand and early and c1assical South Indian Dravidian language, 
cultul-e and [-eligiosity on the other has been proposed by Asko Parpola after his extensive studies of archaeological 
and linguistic sources (see Parpola, Deciphering che Indus Script [Cambridge: Cambridge University Press, 1994], 
Part I, "Introduction," and Part III, "The Linguistic Context"). Prototypes of deities sud as Siva and Muruk~ are 
central to this tink. Since the Indus script has not yet been ful1y deciphered, reconstruction of the full historical 
picture of the Harappa Culture is still in process. A measure of caution is therefore warranted in proposing the. links, 
especially with respect to the deities, atone that 1S reflected in the following statement by Gavin Flood: 
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prefigured in the deity Rudra, "the terrible (or ruddy) one," who was invoked in the 

8.gveda and the Atharva Veda as pasupa, "protector of cattle ," and pasupati, "lord of 

the animals.,,19 In the Yajur 'Ileda, the hymn Satarudrfya, "the hundred names of 

Rudra," is found, in which occurs the five-syllabled mantra, namab sivaya.20 In the 

Upani~adic body of texts, even though the dominant tenor was non-dualist, there still 

existed certain theistic currents (in some of the chronologically later Upani~ads) 

whereby the possibility of a supreme personal deity could be admitted. Thus, in the 

SvetasFara Upani$ad Rudra-Siva occurs as a personal deity who has the attributes of 

auspiciousness and inspires devotion?l Out of this inspiration grew the early pastoralist 

Perhaps suggestive of the laler religions are the images on the remarkable steatite seals, 
particularly the 'Pasupati' seal, of a seated, perhaps ithyphallic, figure surrounded by animals, 
either horned or wearing a headdress. Sir John Marshall and others have c1aimed that this figure 
is a prototype of the Hindu god Siva, the yogin and Lord of the animals (pa§upatl), sometimes 
represented with three faces, and the posture with the knees out and feet joined has been 
interpreted as evidence of yoga in pre-Aryan culture. However, it is not c1ear fwm the seals that 
the 'proto-Siva' figure has three faces, as it is c1aimed, nor is it c1ear that he 1S seated in a yogic 
posture. Asko Parpola has convincingly suggested that the proto-Siva i5 in fact a 'se ated' bull ... 
While the daim that in the seals we have representations of a proto-Siva is speculative, it is 
nevertheles5 possible that iconographie features are echoed in the iconography of Siva; the half
moon in Siva's hair resembling the horns of the bull-god. 'Phallic' -shaped stones have also 
been found, suggestive of the later aniconic representation of Siva, the l.ùiga. However, while 
these connections may be speculative, Pat"pola has tried ta demon.~trate that there are a number 
of linguistic and iconographic continuities between the Indus valley civilization and south Indian 
Dravidian forms of Hinduism (Gavin Flood, An Introduction ra Hinduism [Cambridge: Cambridge 
University Press, 1996], pp. 28-30). 

19 See the section titled "Aryan Rudra-Siva" in M. Dhavamony, Love of Gad According ra Sa.iva Siddhanta 
(Oxford: Clarendon Press, 1971), Part II, Chapter VIII, "The Origins of Saivism." After studying the instances of 
mention of Rudra in the Vedas, he comments thus: 

The Rgvedic Rudra prefigures Siva in as much as he is desceibed as terrible and formidable ... 
but easily invoked, " " . auspicious ... and bountiful. ... Of still greater importance from tbe pain.! 
of view of Tamil Saivism i5 the fact that Rudra already in the ~gveda i5 implored ta protect carde 
from destruction (Ibid., p. 104). 

The aspect of pa.§upa.ti links Rudra-Siva back in time aiso, ta the Hat"appan deity (see Ibid., pp. 107-08). A 
historical account of the Saiva cult in the pre-historic, Vedic and epic periods (the latter two through textual 
Evidence) in Indian history is also found in Ishwar Chandra Tyagi, Sbaivism in Ancient Iudia: fmm earliest times ro 
c. A D. 300 (New Delhi: Meenakshi Prakashan, 1982). Also see Mahadev Chakravarti, The Concept of Rudra-$iva 
through the Ages (Delhi: MotiJal Banarsidass, 1986), Chapters J, II & III. 

20 See Indira Peterson, Poems ta .5iva: The Hy-ms of the Tamil Saints (Princeton: Princeton University 
Press, 1989), pp. 26-27. This mantra was to assume principal status in classical and medieval Saivism. For a 
discussion of the various aspects of both the deity Rudra and the litany $atarudrfya., see Bruce Long, "Rudra as an 
Embodiment of Divine Ambivalence in the Satarudrfya 5rotram," in Fred W. Clothey & J. Bruce Long, eds., 
Experiencing Siva: Encounters with a Hindu Deity(Columbia, MO.: South Asia Books, 1983), pp. 103-28; and Stella 
Kramrisch, The Presence of Siva (Princeton: Princeton University Press, 1981), Chapters l -VI. 

21 Dhavamony, Love of Gad, Cbaptet" II, "Upanishadic Theism and Bhakti," especially pp. 59-67. 
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Saiva Pasupata sects in North India?2 \Vith the spread of the Aryan culture ta the 

South, these ideas also reached the Dravida region of South India.23 The mention of 

Siva himself in classical Tamil texts (from first ta fifth century CE) 1S scarce24; 

however, the references therein are sufficient to indicate the existence of a religiosity 

of "devotion" ta deities such as Muruka:t;!. and PiUaiyar (the later Gal).esa) and cuIts of 

image-worship.25 The emergence of Tamil Saivism as a distinctive sect is dated as 

from circa sixth century CE onwards26; its primary religious impulse was bhakti, 

devotionallove, towards Siva, the supreme deity. 

The ward blwkti derives from -v'bhaj, "to divide ," and also "ta engage in, participate, 

partake of." This sense of separation or division that the word contains points ta a 

duality that defines "otherness." In a general co.t1text of theistic religion, it is this 

duality that persists between deity and devotee. Bhakti as devotional love is the 

intense emotional engagement of and participation in the otherness of the other, by 

means of which the duality 1S sought ta be overcome.27 In Tamil Saivism, bhakti found 

its most poignant expression in the hymns sung by the nayanars, holy men and women, 

22 See R. G. Bhandarkar, Vai$I}avism, Saivism and Minor Religious Systems (Stmsbourg: Karl J, Trübner, 
1913), pp. 115-119. 

23 See K. A, Nilakanta Sastri, DeveJopment of Religion in South India (Madras: Orient Longmans 1963), 
Chapter II, "Integration of Cults and the Beginnings of Hinduism," 

J.d The c1assical text (an anthology of poems) Purananiiru, for instance, mentions Siva and his myths 
(Peterson, Poems ta Siva, p, 12, Note 19). 

25 Dhavamony, Love of Gad, pp. 108-15, To the above list of Tamil classical deities could be added 
May5:g who later became Gopala (Kr$J.la) ta the Vai?J.lavas. In classical Tamil religiosity, "devotion," especially to 
the six-faced Muruka:g, was one based on actuai possession by the deity (see Fred Clothey, The Many Fa.ces o[ 
MU1l1kan: The History and Meaning ot' a South Indian God [The Hague: Mouton, 1978], Chapters l & II). 

26 Nilakanta Sastri, DeveJopment of Religion in South India, Chapter III, "Bhakri Movements in the South"; 
and also C. V, Narayana Ayyar, Origin and Early History of Saivism in South India (Madras: University of Madras, 
Rpt., 1974). 

27 Dhavamony conducts an exhaustive study on the etymology and semantics of the tei"m bhakti, and the 
various contexts, both religious and non-religious, in which it was used in the Sanskrit textuai tradition (see 
Dhavamony, Love of Gad, Part I, "Etymology and Semantics of Bhakli," Chapters I, III and IV). Aiso see Jan 
Gonda, A Hisrory of lndian Literature, Vol. II: Medieval Religious Literature in Sanskrit (Wiesbaden: Otto 
Harrassowitz, 1977), Chapter III, "Bhakti," Even though the Saiva notion of bhakli still retains the connotations of 
possession, here the possession by the deity i5 less immediate and actual wh en compared to that by Muruka:g in 
c1assical Tamil religiosity. 
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about their immediate and ecstatic experience of Siva at the various shrines dedicated 

ta him in the Tamil region. The tradition counts sixty-three nayanars, principal among 

whom were the foursome, Appar, Sambandar, Sundarar and Ma1)ikkavacakar. Within 

the Saiva sect, their hymnal compositions gradually acquired the elevated status of 

revealed sacred texts and the appellation of tirumurai, sacred speech.l8 

Revelation and sacre'd scripture in Tamil Saivism was not, however, limited to the 

hymns of saints. The Agam as, texts in Sanskrit that were concerned primarily with 

sadhana, ritual and spiritual practice, were ruso considered part of the body of revealed 

scripture. The contents of the Agam as generally had a four-foid pada, division or 

structure: 1) ifial1a, knowledge; 2) yoga, techniques of meditation; 3) kriya, 

architectural and iconographie making, and associated rituals; and 4) carya, 

performance of daily worship, as well as code of religious conduct. 29 Saiva Siddhanta 

was the philosophico-theological systematization of Saiva revelation received through 

these two streams, and was indelibly linked to the public institution of the temple. 30 

28 The hymns of the first three saints are collectively called Tevaram, and of the fourrh, Tirllvaca.kam. The 
Tevaran1 became part of Tirllmurai, revealed sacred scripture in the Tamil1anguage (see Peterson, Poems to Siva, 
Chapters l and II). 

29 Gonda, Medieval Religious Literature in Sanskrit, Chapter I, "General Introduction: The Agamas," pp. 
2-3; he notes char the distinction between kriXa- and carxapada are sometimes not dear enough. A detailed outline 
of contents of Saiva .Agamas are given in Ibid., Chapter XI, "Sivaite .Agama Literature," and XII, "The lndividual 
.Ag am as." 

30 The systematization began simultaneously with the culmination of devotional hymnal literature in the 
Tinlacaka.m of MaJ.likkavacakar (second half of ninth century CE). The later major figure in the process of 
systemarization i5 MeykaJ.l.(atëvar who wrote the trearise Sivajflanabodham in Tamil in 1223 CE (Ibid., pp. 158-61). 
For an overview of the history of the systematization as weil as general outlines of the system itself, see K. 
Sivaraman, Saivism in Philosaphical Perspective (Delhi: Motilal B anarsidass, 1971), Chapter I, "Introduction ta the 
Philosophy of Saiva Siddhanta"; and Richard Davis, Ritual in an Oscillating Universe: Hrarsbipping Siva in 
Medieval India (Princeton: Princeton University Press, 1990), "Intmduction: Locating the Tradition," pp. 3-21. For 
an analysis of several Tamil Saiva Siddhanta trearises, see Dhavamony, Love ot' Gad, Part IV, "Analysis of Tamil 
Saivite Theological Texts." 

43 



The ilgamas aiso propounded bhakti; it was the basic attitude with which to approach 

sadhal1a. However, since the role of sadhu118 as rituai practice was mediation between 

deity and devotee, the bhakti that moderated it was, so to speak, more "restrained." 

One might even say that it was an "intellectualized" and "aesthéticized" form of 

bhakti; the former deriving from the component of jfiaJ18, sacred knowledge, in the 

Agamic scheme, and the latter from the sacred artistic practice of architecture and 

especially ieonography. These "gnostic" and "aesthetic-mystical" elements featured 

more dominantly in various phi10sophieo-theological systematizations of Saiva 

revelation, mostly in North India. 31 Thus, in order to bring to relief more fully the 

interplay between devotional, gnostic and aesthetie-mystical streams32 (which is 

important from the point of view of architectural and iconographie making as well as 

ritual worship) within the basic categories of Tamil Saiva Siddhanta, their North lndian 

elaborations must a1so be considered. This strategy is adopted in the following 

exposition of the categories of Saiva Siddhanta.33 

3l The fonner marks the systems of Bhoja and Srrkumara in the Malwa region and Aghora Siva in the 
Tamil region itself, while the latter chose of Somananda, K~emaraja and Abhinavagupta in Kashmir. For excerpcs 
and outlines of tbese, see Jose Pereira, Hindu Theology: A Reader (New York: Image Books, 1976), pp. 166-82, 
357-88,468-69,496-97. 

32 This interplay, at a cultural and linguistic level, is chat berween brahmanical and non-brahmanlcal, 
Aryan and Dravidian, and Sanskritic and Tamilian sensibilities. 

33 This strategy may be considered as "ec1ectic" and is not favoœd from a strict point of view of tutelary 
lineage (see Richard Davis, Ritual in an Oscil1ating Universe, p. 20). However, since the main objective here is 
exposition and not constnlct1on of or instruction in the system, the ec1ectic approach (that proceeds, albeit, with a 
me asure of caution) suits better to expose the horizon of the system in its full richness. There i5 a historical reason 
for this ec1ectic approach, wbich, according ta Davis, rests on the fact that Saiva Siddhanta, emerging in the mid
nimb century, was not iimited ta the Tamil region but was a pan-Indian school (Davis, Riwal in aB Oscil1ating 
Universe, pp. 14-20: also Davis, "Aghorasiva's Background," in Journal of Oriental Research, No. 56-62 [1986-92], 
pp. 367-78, quoted in Daud Ali, "Royal Eulogy as World Histary," in Ronald Inden, Jonathan Walters & Daud Ali, 
C!uerying the Medieval: Texts and the History of Pra.ctices in South Asia. [Oxford: Oxford University Press, 2000], p. 
213, Note 143). Davis, rherefore, consults extra-South Indian sources for his study of Saiva Siddbanta and temple 
ri tu aIs. This approach 1S aiso an issue of hermeneutics, and is stated explicitly at the outset by Wilhelm Halbfass in 
his work on c1assical Vaise$ika (see HaIbfass, On Being and Wha.t There Is: Classical Vaise$ika and the Historyof 
Indian Ontology [Albany: SUNY Press, 1992], p. 15). 

Among the $aivagamas, theological texts belonging ta the Saiva sect, only the Kamikagama was available 
to me in its Sanskrit version for perusal. l wish ta rhank Devesh Soneji for Iending me his copy of the Kamikagama. 
Owing ta the unavailability of the bulk of the Agamas in their original or translated version, the following 
interpretation of the theological tenets has been based on information culled from several secondary sources. It must 
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Saiva Siddhanta propounds three fundamentai categories that correspond ta divinity, 

humanity and the world, namely 1) pati, Deity, i.e., Siva (literally, "master"); 2) pasu, 

Self (literai1y, "beast"); and 3) pasa, Bond (literaily, "rope") - the world of matter, of 

"flesh," that enslaves pasu. This basic triad is further developed along emanationist 

lines into principles, thirty-six in number, that follow a hierarchical pattern from subtle 

ta gross. These principles elucidate the nature of Siva in his modes of being and 

becoming, and explain the evolution of the self and of the world from Siva and their 

involution into Siva at the end of the eon. The same principles also encompass the 

entire scope of existentiai and experiential aspects of the self white being in the world. 

Parama Siva is the inert and formless state of absolute transcendence beyond aH 

categories in whieh siva, divine agency,34 sakti, its instrumentaiity (energy or power),35 

and bindu, its poteney (pure materiality in a nuc1ear state), are in perfect union. This 

undifferentiated state of siva, sakti ~U1d bindu in and as parama Siva is disturbed when 

"being discerns itself," sa ta speak, effeeting a tension in the equilibrium of bindu. As a 

resu1t, divine agency and instrumentaiity are differentiated. The former is siva-tattva, 

aisa be said that comprehensive studies on the Agamas in the classical discipline of Indology are still in a nascent 
sUite (for a comment on this, see Gonda, Medieval Religious Literatuœ in Sanskrit, pp. 5-6, 178-79). 

34 The efficiem agency of the divinity ta create the world i5 conceived as adhvan, way (path), or realm. 
A.dhvan is hexadic: 1) kala, aspect; 2) tattva., the thirty-six principles of cosmic evolution; 3) bhuvana., planes of 
experience tataling 224: 4) vanJa. the fifey-one letters of the alphabet: 5) pada., the eighty-one magical words: and 6) 
mantra, the eleven syllabic farmulae. Kala, the primary adhvan, has five modes that constitute the entire framework 
of evolution fmm the transcendent al ta the phenomenal. They are: 1) santyatfta, transcendent pacific; 2) sanli, 
pacifie; 3) vidya, knowing; 4) prati$tha, establishing; and 5) nivrtti, obscuring. In meditational and ritual worship, 
adhva.n is conceived as the mode of being of Siva. The five-f01d moda1ity of kala from transcendental ta 

phenomenal pervades each of the other adllvans as weH (see S. K. Ramac.handra Rao, ed., Agama Kosha: Agama 
Encyclopaedia [Bangalore: Kalpatharu Research Institute, 1989], Vol. II, Chapter III, " Saiva Siddhanta"). 

35 Corresponding ta the five kaJadhavans of siva, divine agency, are five modes of iakti, divine 
instrumentality: 1) parasakti, transcendent; 2) adisakti, originant; 3) icchasakti, intentiona1; 4) jnana.sakti, knowing 
(discerning); and 5) kriyasakti, active. Of these, the latter three are modes of causality in cosmic evolution (see T. 
A. Gopinatha Rao, Elements al Hindu Iconography [Delhi: Motilal Banarsidass, 1968], Vol. II, Part II, pp. 361-70). 
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the first of the thirty-six tattvas, principles or categories (literally, "that-ness"), and the 

latter, sakti-tattva, the second principle. These principles exhibit a mutual re1ationship 

of co-ordination (rather tban subordination) as male and female respective1y. 

Consequently, tbe intentional and active modes of sakti exert themselves on bindu, 

whicb undergoes successive mutations leading to cosmic evolution. Thus, the third 

principle, sadtisiva-tattva, 1S "the incipient experience of phenomenal being.,,'6 The 

possibihty of conceiving a concrete form of Siva and iconographizing it begins with this 

evolute.,7 Tbe fourtb principle is mahesvara.-ta.ttva, whicb is "tbe crystallization of the 

experience of phenomenal being.,,'8 In this evolute, Siva, tbe great lord, manifests 

bimself as miJrti, deity in anthropomorphic form, of twenty-five "characters" sucb as 

teacber, dancer, mendicant, and so on.39 Tbe fifth principle is suddhaT,·idya, pure 

knowledge, the knowledge characteristic of the transcendental realm. 

36 Jose Pereira. Hindu Theology: A Reader. p. 496. 
37 This principle of sadasiva. ever-benign, is pentadic as well. comprising five modes or sadakhyas. In the 

Dl'der from tbe transcendent ta pbenomenal. they are: 1) sivasadakhya. transcendent: 2) amûrtasadakhya. formless: 
3) miJrtisadakhya. one with form: 4) kartrsadakhya. agent: and 5) karmasadakhya, maker. Of these. the first fom', 
being in the "form" of effulgence of different intensities, and column of immense dimensions, cannat be 
iconographized but only be meditated upon. Tbe fifth, karmasadakhya. 1S iconograpbized as the "semi-iconic" liliga, 
and installed in tbe adytum of the Saiva temple. Sadasiva in tbe karmasadakhya mode is said ta be endowed witb 
five visages - Isana, Tatpuru$a, Aghora. Sadyojata and Vamadeva - whicb are sometimes sculpted on the linga as 
turned upwards, towards east, south, west and nortb respectively (see S. P. Sabarithanam. "Agamie Treatment of 
Mahabhûtas in Relation ta MaJ)t;falas and Arts" in Bettina Baümer, ed .. The Agamie Tradition and the Arts. Kapila 
Vatsyayan. gen. ed., Prakrti: The Integral Vision [New Delhi: Indira Gandhi National Centre for the Arts & D. K. 
Printworld, 1995], Vol. III, p. 55). Each of these faces of Siva has three eyes. the third located vertical1y in the 
center of the forehead. 

The lwga i5 understood as the "semi,iconic image of Siva," because of ilS form and nature as falling 
somewhat between the iconic and the aniconic. Liliga literally means "phallus," and has undeniable pballic 
connotations even in its abstract iconographic form as a cy1indrical shaft; as noted ab ove , sometimes the five faces 
of Sadasiva are aiso carved on the sbaft. For a fu11 exposition of tbe concept of liliga as expounded in mytbological 
and theological accounts, see Kmmrisch, The Presence of Siva, Chapter VII, "Linga." pp. 153-96. 

38Jose Pereira, Hindu Theology: A Reader, p. 496. 
39 These "characters" of Siva, enriched by mythological and legendary accounts, provided the plethora of 

images that the iconographers concretized in their works. For a complete Est of these characters, see Gopinatha 
Rao. Elements of Hindu Iconography, Vol. II, Part II. pp. 369-70. The treatise Mayamata (Ch. XXX-VI. vv. 35-107) 
offers iconographie features of sixteen of them. These iconic forms of Siva occasionally replaced the semi-iconic 
lùiga as the principal installation in many Saiva temples. 
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Following these are the subjective principles of the self: 6) maya, self-obscuration; 7-

11) the pailcaka.vaca, five "sheaths" of the self: kala, aptitude; 'vidya, knowledge; l'aga, 

desire (affection); kala, time; and niyati, fate (necessity). The next ta.ttva 1S puru$a, 

spirit or consciousness, ruso a subjective category of the self. As evolution progresses, 

the objective principles of the self emerge. They are: 13) prakrti, matter (corporeality); 

14) buddhi, intellect; 15) manas, mind; 16) ahamkara, ego (self-hood); 17-21) the five 

perceptual faculties of srota, ear; tvak, stin; cak$US, eye; jihva, tongue; nasi, nase; and 

22-26) the five motor faculties of 'vak, voice (speech); pa1).l, hands; pada, feet; payu, 

anus; and upastha, genitals. The evolution 1s complete with the principles that 

comprise the world - 27-31) the five subtle elements: sabda, sound; sparsa, touch; rupa, 

sight; rasa, flavor (taste); and gandha, smell; and 32-36) the five gross elements: akasa, 

space (ether), vayu, air; agni, fire; jala, water; and prthlf'f, earth.40 

In this pentadic structure of the cosmos defined by the above principles, 

correspondences, both exoteric and esoteric, are found between the elements that 

comprise the world, the faculties of the self for perception, cognition and action, and 

aspects of the deity.41 Highlighting these correspondences by hypostasizing them is the 

objective of sacred architecture and iconography (as well as sacred worship, bath 

public and private). Architectural and iconographie ma.1dng is conducted with the 

accompaniment of rituals at each important stage. These rituals during construction 

40 This tapie i5 treated in more detail in K. Sivaraman, Saivism in Philosophica.1 Perspective, Chapter IX, 
"Doctrine of Thirty-Six Ta.ttvas." 

The philosophie system of SaTflkhya, Enumerationism, undergirds the theology of Saiva Siddhanta: among 
the thirty-six categories, twenty-five, beginning with puru$a, are derived from SaTflkhya, ta which eleven that are 
particular ta Saiva revelation are added ta complete the system. 

4[ The fact that the structure underlying the cosmos, self and deity i5 pentadic has an added significance in 
chat the mmamantra., principal syllabic formula, that pertains ta Siva - namaJl sivaya - has five syllables. 
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enable the temple and the image ta be conceived as a hylic punctuation, a spatio-

temporal "event," 50 to speak, that occurs at the locus of meeting of the transcendental 

and phenomenal realms, at the intersection between the spheres of the self, the world 

and the divine. 

3. The divine provenance of vasruMstt's 

The c1aim of the priority of vastusastra with respect ta practice rests upon ils 

theological foundation and plays out in the c1aim of its divine provenance. In the 

lvfanasara, the "origin" of vastusastra 1S treated in the following verse (1,3-4): 

gailgasiral) kamalabhiïkamalek$a:vendragJrva:vanaradamukhairakhilamumndra.i1;l 1 

proktam samastataravastvapi vastusastram tanmanasara-r$i:vapi hi lak$yate sma Il 

The science of architecture was uttered by the mouths (taught) of the one who 
carries Ganga on his head (Siva), the lotus-barn (Brahma), the lotus-eyed (ViSJ)u), 
Indra, the one whose speech 1S like arrow (Brhaspati), [and] of a11 the great sages; 
and is indeed also elaborated by the sage Manasara [on] a11 kinds of abjects 
(tapies). 42 

Consistent with the affiliation of the Manastira ta the school of Saiva Siddhanta, the 

name of Siva 1S mentioned first in the list of "characters" comprising of deities and 

sages. The imagery of the characters in this list draws fram mythology and thus defies 

strict mythological-theological distinction. From such a quasi-theological point of view, 

the verse may be read as saying that vastusastra proceeds from the mouth of Siva, the 

supreme deity, and is passed on by other deities and sages until it reaches the realm of 

42 A note on the translation of the verse is in order heœ. The first term, gmigas1rall stands independently in 
the nominative singular. This would indicate that ie 15 the agent of a verb in the active voiee, which is absent in the 
verse. The rest of the names in the list form an itaretara dvandva. samiIsa, c1uster-compound, read as one word, 
which in turn forms a tatpuru~a samiIsa, "syntactic compound," of the sixth (genitive) case with the word mukha, 
mouth. The elTor in the grammar (which Acharya seems to have missed) may be rectified by adding the 11rst term 
also to the compound in its nominal stem form by dropping the aspirant)J, thus giving, gmigasirakamaJabhû . .. 
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hum an existence and action. However, ac10ser reading of the verse with respect to its 

grammatical constitution yields a sense that is more consistent with the argument of the 

Mlm2lJ:llsa school of exegetics: the pre-eminence and pre-existence of the "ward" or 

"text" with respect ta aH the sages and deities inc1uding even Siva. This sense is 

brought home by the use of the passive voice which "promotes" the patient of the verb 

that denotes the act of uttering, which in this instance 1S vastusastra, as the sub ject of 

the sentence. Such a conclusion of the pre-eminence of the word over the deity 1S 

almost unavoidable when the exegetical tools of Mlmamsa are applied rigorously ta 

the analysis of the text, indeed any sastraic text, even if it was not explicitly intended 

by the text itself. In either case, the priority of sastt'a over prayoga is only confirmed 

and never challenged. 

The c1aim that vastusastra precedes its practice by virtue of its divine origin is attested 

by the simultaneous c1aim that the guild of builders also have a divine origin. The text 

elaharates the divine genealogy of the guild in detai1. This geneaiagical account gives 

voice to the beHefs of the builders' community, and 1S expressed in a mode that is more 

mythological and narrative rather than theological and propositiona1. Again, the 

characters in the genealogicai line are drawn from various mythological sources. 

Visvakarman is said ta he born with four faces. Each face has a name that signifies a 

particular raie which seems ta be an attempt ta further deline ate the different aspects of 

the grand process of cosmic generation. Thus, the eastern face is called visvabhu, 

literai!y, "the world-horn one ," here to mean the one who grants the world its existence; 

the southern face, -r,.isva-r,.id, "the world-knowing one"; the northern face, visvastha, "the 
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world-establishing one"; and the western face, 'i,:j§vasra·$ta, "the one who is maker of 

the world." From the eastern face of Visvakarman was born (also) Visvakarman; from 

the southern face, Maya; from the northern face, Tva$tr; and from the western face, 

Manu. The four members of the builder' s guild, namely st118pati, master-huilder, 

sutragrahin, cord-hearer, vardhaki, stone-cutter, and tak$a.ka, carpenter, are said to he 

sons of Visvakarman, Maya, T1la$tr and Manu respectively.43 

The theme of the priority of vastusastra over prayoga further plays out in the text in the 

hierarchical organization of the guild.44 The stl18pati, master-builder, who possesses 

the highest "theoretical" knowledge (which encompasses knowledge of the sciences as 

weB as metaphysics and theology) , 1S the head of the guild.45 He is capable of 

overseeing and directing a11 construction, passessing an "intuitive faresight sa as ta be 

able ta calculate and decide everything quickly.,,46 He 1S, thus, the guru, teacher, of the 

other three members. Under his direction, the sutragrahin and others carry out the 

building work in accordance with the precepts of sastra.. The text bestows upon him the 

titles of sthapanadhipati, "master of installation," and acarya, "instructar of highest 

repute." Throughaut the text, in the course of his operations, the sthapati is frequently 

exalted as buddha, wise or enlightened, sudhi, thoughtful, and prajfla, k..1lowledgeable. 

43 Manasàra II, 5-20. The four semi-divine characters mentianed hel-e are assaciated in traditional 
mythological accounts with building and associated crafts. The Manu mentianed here 1S nat ta be confused with 
Manu the law-giver and "author" of tbe moral-legal treatise Manava-dharma§astra. 

44 Manasiira II, 17-39. 
45 The text calis bim sarva§astrainab, "knowledgeable in all sciences," §iistraparagal1 "one who bas crassed 

[tbe ocean of] tbe sciences," and veda vid, "one who knows the Veda." As Acharya notes, "tbe expl-ession 'versed in 
a11 §iistras' need not be taken in tao literai a sense." Ir means working knowledge in tbe §iistras tbat are pertinent ta 
architectural making: mathematics, astrology, geomancy, alchemy and 50 on (Acharya, A Dictionary of Hindu 
Architecture, Manasara Senes No. 1 [Delhi: Low Price Publications, 1996], pp. 726-27). Aiso ta be noted in this 
statement is the bipartition between §iistra and Veda. The Lerm veda could be interpreted general1y as sacred 
knowledge and specifical1y as the Lext of tbe Vedas. 

46 Ibid. 
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it is c1ear that he 1S no mere craftsman, but a "theoretician" and teacher in his own 

right. 

The sutragrahin, the next member of the guild knows the Veda and the sastras. The 

word sutra. derives from -Ysiv, "to sew," and means "thread, Hne, cord." It also has the 

meaning of "a short aphoristic rule.,,47 CTf'al1in derives from -ygrah, "to hold, grasp," and 

means, "the one who grasps," both in the physical and mental sense. Thus, siltragrahin 

is "one who grasps the measuring cord," at the same time "one who comprehends sUtra 

in its metaphysical import and in its architectural formulation as the rules of geometry 

and proportion."48 The Manasara states that the sutragrahin has a specialized 

knowledge of rekha, literally, "Hne," here ta me an the geometry of delineation. His 

raIe is ta assist the sthapati by holding the measuring cord and drawing the circ1es and 

Hnes in the process of orientation and delineation of the site, as well as at other 

instances of measuring that occur during construction. As marker of circ1es, the 

sutragrahin 1S called bindutattvajila, "one who is knowledgeable in the principle of 

bindu.,,49 The term bindu me ans doubly the geometrical "point" or "center" and the 

47 See Fritz Staal, "Sütra," in Bettina Baümer, ed., KaJatattl'akosa: A Lexicon of the Fundamental 
Concepts ai the Indùw Ans. Vol. II: Concepts of Space and Time . Kapila Vatsyayan, gen. ed. (New Delhi: Indira 
Gandhi National Centre for the Arts & Delhi: Morilal Banarsidass Pubhshers, 1992), pp. 303-14. 

48 The metaphysical import of the "thread" is stated in the following passages from s1"uti texts which are 
part of the Vedic revelation: 

Atharva Veda X, 8,38 (trans. W. D. Whitney): 
l kilow the stretched-out string in which these offspring are woven in; 
the string of the string l know; likewise the great bra.hma1)a. 

Brha.daralJyaka Upani$adII, 7.1 (trans. Hume): 
Do l'ou know, 0 Kapya, that thread bl' which this world and the other world and all things are 
tied together? ... that Inner Controller who from within controis this world and the other world 
and aU things? ... Verily Kapya, he who knows that thread and the so-called Iuner Control1er 
knows Brahma, he knows the world, he knows the gods, he knows the Vedas, he knows created 
things, he knows the soul, he knows everything. 

49 Mana.sara VI, 23-24. 
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metaphysical principle of "nucleus" (divine potentiality) associated with the origination 

of the cosmos in Saiva theology.50 

The third member of the guild, vardhaki, knows the Veda, and being the "increaser," 

knows ta assess the assembly of the superstructure, measuredly cut the building blacks 

and assemble them.51 He is stated ta be an expert in the work of citra, painting, as weil. 

In addition ta these, elsewhere in the text, he is mentioned as the sculptor 

(iconographer).52 Finally, the tak$aka, carpenter, also 1S stated ta know the Veda, and 

be skilled in his craft of wood-joinery.53 

4. Stbapati and Stb4paka 

The above four members of the builders' guild alone do not complete the array of 

"actors" in the building scene. On severa! occasions, the text mentions the presence of 

a fifth cbaracter, tbe sthapaka, especially during the conduct of rituals associated with 

building. A clear definition of the roles of the sthapati and the sthapaka in relation to 

each other and ta the process of image-making (which, by extension, inc1udes temple-

50 See H. N. Ch akaravarty , "Bindu," in Baümer, ed., KaHita.ttvakosa. Vol. II: Concepts o[Sapce and Time, 
pp. 1-24. 

St Patrick A. George, in his recent study on North Indian temple construction, notes that sorne Sanskritists 
render vardhaki to derive from v'vardh, "ta eut, divide, shear," and consequently call him carpentel' (for instance 
Monier-Williams, A Sanskrit-English Dictionary, p. 926). He points out that "this i5 a circular etymology since the 
root is from tbe tentb or denominative conjugation c1ass [of Sanskrit verbs], and sa the verb i5 derived from the 
naun." Instead, vardhaki derives from tbe causative of v'vrdh, "ta increase." He works under the direction of the 
sl1tragrâhin and "makes an increase" or assembles the superstructure (George, Construing Constructs: A study of 
temple design and construction in North [ndia [Philadelphia: University of Pennsylvania, Ph. D. Dissertation, 1994], 
p. 139). Grammars of etymology aside, the former interpretation also makes sense and in fact complements the 
latter if "carpenter" 1S substituted by"stone-cutter." 

52 ManasaraLXVII, 132-133; LXVIII, 23-25. 
53 Mà.nasara XVII, 77. Knowledge of the Veda, especia11y in the case of the members lower in the 

hierarchy of the guiid, need not be understood litet·a11y. What it suggests i5, perhaps, sorne awareness of a purpose ta 
their crait in the divine scheme of things. 
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building as well) is given in the iconographie section of the Manasar8, at the beginning 

of the final chapter. The text states thus (LXX, 3-4): 

sthapatib prakrtib proktab sthapako jfvami$yate 1 

tasmatkriyarambhatab saha kurya.ttu sam sada Il 

The sthapati 1S said ta be the source (" maker") [of the im age]; the sthapaka 1S 
regarded as its life-principle. Therefore, from the beginning of the operation, 
one should work in company of [the other], indeed, at all times.54 

The Manasara defines the l'ole of the sthapati as prak[ti, "maker" (literally, "source" or 

"material cause") of the image, and that of the sthapaka as its jrva, "life-principle ," that 

Is, one who animates the image. The sthapaka is always se en ta be working "in the 

company of" the sthapati: in rituals that are conducted at key moments in the 

construction process, from the measurement of the site and laying of foundation ta the 

inauguration of the temple.55 The nature of his exact raIe in the operations, and in turn, 

his relationship ta the sthapati, have been a matter of some ambiguity, leading ta 

dispute among scholars. The exact raIes of sthapati and sthapaka in conducting the 

building operations and associated rituals rusa reflect the facets of knowledge they 

respectively embody, and hence beg careful elaboration. 

54 Acharya translates the verse thus: 
The chief architect (sthapatl) is said ta be the creator (pra.krti) and the sculptar (sthapaka) the life 
(of the images); therefore they should wm-k together in consultation wieh (lit. in company of) each 
other from the very beginning of the operation (Acharya, Architecture al Manasara, p. 641). 

55 For instance, Manasara VI, 114-115: the sthapaka and sthapati together drive the peg into the ground in 
the course of delineating the measUl-ed site; XII, 212: they lay the first bricks in the excavated foundation pit; XV, 
255-256: they go to the forest together ta colle ct wood for columns; XV, 435-436, they ceremonially erect the 
column; XXXVII, tbey are present at the inaugural ceremony of a residence; XLIX, 169-219: together they conducr 
the ceremony of coronation of a king; LU, 181-187: they colle ct wood for iconographie purposes; LXVII, 132-133: 
they install the linga upon its pedestal; LXVIII, 20-22: together they oversee the casting of an image in wax; and, 
finally, LXX, together they conduct the ceremony of opening tbe eye of tbe image and its install arion in the temple. 
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Bath the words sthapati and sthâpaka derive from -vsthâ, meaning, "ta stand." Sthâ, in 

its causative form, as in sthâpayati, "[he] causes ta stand," assumes meanings that are 

emphatically architectural: "ta place, locate, erect, build, establish." The sense of 

sthapati as master of building operations (master-builder) derives from this causative of 

-vsthâ, the term pari meaning "lord, master.,,56 Again, from the causative of -vsthâ 

derives the noun sthâpana, "causing ta stand, erecting, establishing.,,57 Similarly, the 

noun sthâpaka 1S also derived from the causative of -vsthâ and specifies the agent of the 

action.58 The word sthâpaka, when used in compounds, CalI assume three senses 

according as the compounds are glossed: 1) the adjectival sense of "causing to stand, 

estabHshing"; 2) the sense of the verbal noun: "erecting, estabHshing"; and 3) the sense 

of the agent noun: "the one who erects, estabHshes." For instance, the compound 

sthâpakavidyâ can be glossed in three ways in which the above three senses of 

sthâpaka are found to be operative. These are: 1) sthâpakâ 17idyâ, "erecting-

knowledge" or to paraphrase it, "knowledge of erecting" (here the compound is a 

karmadhâraya, and the sense of sthâpaka as "erecting" 1S adjectival, one that qualifies 

"knowledge"); 2) sthâpakasya yidyâ, "knowledge of erecting" (here, the compound 1S a 

$a$tf tatpU1U$a, and sthâpaka assumes the sense of verb al noun); and 3) sthapakasya 

"vidya, "knowledge of the sthâp;Jka" (also a $a$tf tatpUïU$a compound, but with the 

56 There eXlsts runong Sanskritists another reading of the etymological derivation of sthapati. Apte gives 
cbis derivation as stha-ka tasya pati (V. S. Apte, The PracticaJ Sanskrit-English Dictionary [Delhi: MotiJal 
Banarsidass Publishers, 1998], p. 1718): ta -'/stha. in the sense of "ta dwell" is added the pratyaya 'ka' to yield the 
stem stha, "place," which is then campaunded to pati, "lord." According te this derivation, sthapati means "place
lOt-d," implying kingship and governance, and i5 not related to architectural operations wbatsoever. Aiso see George. 
Construing Constructs, p. 139. 

57 Apte gives the derivation as ,fstha-1)ic-lyut (Apte, A. Practical Sanskrit-Eng,lish Dictionary, p. 1721). The 
praty-aya '1)ic' has the effect of yielding the causative stem from the root, and the pratyaya '!yu\, has the effect of 
adding the ending 'ana' to this stem, chus yielding the noun sthapana. The possible meanings of this derivation 
inc1ude the name of the action, instrument of the action and its location (see Richard Hayes, 
Sa1/lskrtabha.~a.pravartanam: Continuing Sanskrit [Montreal: McGill University, 1998-99], p. 59). 

58 The pratyaya. used here i5 'J.lvu!,' which has the effect of adding the ending 'aka' to the (causative) stem 
te yield the nann sthapaka. 
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difference that the sense of sthtipaka is that of agent nmm). This last sense of sthtipaka 

as agent noun obtains in a compound such as martisthtipaka, "one who erects the 

image." Also, in itself, sthapaka is usually meant in the sense of agent noun, as "one 

who establishes." 

When limited ta etymological renderings alone, the apparent identity in the root 

functions of sthapati and sthapaka (of "causing ta stand") leads ta confusion in their 

respective l'ales in building and associated rituals, and in turn, their knowledge of 

architecture and iconography. In light of the definition of roles given by the lv'lti.nasara 

in the quote above, Acharya's unqualified ascription ta sthapaka as "sculptor" 59 in the 

translation of the above verse is inadequate on two points. Firstly, it already 

contradicts the statement that the sthapati (and not the sthapaka) is the "maker" of the 

image. Secondly and more importantly, it ignores the religious dimension of 

consecrating and thereby "establishing" an image after it is made. In the Agamic 

tradition, after the image 1S made, a series of rituals are conducted, by which it is 

auimated with divine presence and its eyes are opened, before finally installing it in the 

adytum of the temple. Establishing the image, thus, is an operation that is at once 

religious and architectural (more specifically, iconographie), an instance of special 

convergence of the two that solicits the presence of their respective "agents," the priest 

and the master-builder. In this light, the l'ole of the sthapaka as "life-giver" of the 

image hints at the priestly. 

59 In fact, Acbarya's renderings of sthapaka. tbrougbout tbe text are quite ec1ectic, wbicb inc1ude "assistant 
arcbitect," "actual builder," "principal/cbief assistant," "assistant worker," etc. 
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Aware of this, Stella Kramrisch calls the sthapaka, "architect-priest," also bestowing 

upon him tides of highest learning and tutelage, guru and acarya. Based on an 

interpretation of the medieval text Silparatna, "The Jewel of Craftsmanship,,,60 she 

interprets the sthapaka ta be the one "who conceives the building ta be and directs the 

designing architect, the sthapati or kartf, the actual 'maker' of the building.,,61 For her, 

sthapati 1s the disciple of sthapaka.62 Kramrisch deposits architectural knowledge in its 

"theoretical" (which also encompasses the religious dimension) and "practical" aspects 

in the stllapaka and the sthapati respectively. Implicit in this rather simplistic rendition 

is the danger of an unwarranted relegation of the sthapati as a mere craftsman, against 

which evidences abound, as already seen. Among the twin roles of architect-priest that 

Kramrisch ascribes ta sthapaka, the one of "architect" ca1ls for an amendment based 

upon a historical inquiry. The discipleship of sthapati ta the sthapaka, as Kramrisch 

understands from the text Silpara.tna, is more accurate when further qualified based on 

the evidences already mentioned from the Jvfayamata and the Jvfanasara. These are 

the instances of ceremonies associated with key moments of construction when the 

stlli1paka is seen ta coHaborate with the sthapati and instruct him on the propel' conduct 

of the rituals. 

60 This is a text roughly contemporaneous with the Manasara (see Tarapada Bhattacharya, Canons ai 
Indian Art or A Studyon Vastuvidya (Calcutta: Firma K. L. .!vlukhopadhyay, 1963), p. 179. 

51 Kramrisch, "Traditions of the rndian Craftsmen" (1956), rpt., in Barbara Stoler Miller, ed., Exploring 
India.'s Sacred "41"t: SeJected Writings ai Stella. Kramrisch (Philadelphia: University of Philadelphia Press, 1983), p. 
64; quoted in George, Constrl1ing constructs, p. 143. 

62 Kramrisch, The Hindu Temple (Rpr., Delhi: Motilal Banarsidass, 1976), p. 9, note 18. She offers a 
critique ta Acharya's view which ignares this relationship of master-disciple between the two, and cites from the 
Mayamata the term anusi$ya - which she reads as disciple - to indicate this relationship. The instance in the 
IvIayamata (XII, 35) where the term OCCUl"S - al the placing of a$(ammigala, eight auspicious things, during the 
foundation deposit ceremany - states thus: sthapakasyanl1si$yasthtina sthapati kramesa i It i5 translated by Dagens 
as "the wise architect arranges [the eight auspicious things] in order according ta the direction of the sthapaka" 
(Dagens, trans. Mayamatam: Treatise on Housing, Architecture an.d Iconography [New Delhi: lndira Gandhi 
National Centœ for the Arts & Delhi: Matilal Banarsidass, 1994], p. 129. 
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In a recent study on North Indian temple design and construction, Patrick A. George 

challenges Kramrisch's order of sthapaka as "concelver," and sthapati, "maker," of 

temple architecture. He first examines the text Matsya Pural}.a of an earlier date 

(between 200 and 400 CEt3 in which the sthapaka is mentioned in connection with 

temple images: 

Heneeforth, l will explain the charaeteristies of image-keepers; hear fully, 
twiee-born, the eharaeteristic of the sthapaka: [he should be] fully endowed with 
aH limbs, proficient in devamantras, learned in pural}.as, lmowledgeable in 
tatt'vas, and free from deeeit and greed.64 

George infers from this that the specifie l'ole of the sthapaka is that of sculptor of 

temple images (distinct from that of the sthapati who builds the temple), stating that 

"although knowing sastra tS a common qualification for those engaged in temple 

architecture and temple sculpture, it would be misleading to refer to both praetitioners 

with the single term 'craftsman. ",65 Here, he seems to be making a distinction between 

architecture and sculpture as respectively "theoretical" and "craft" practices, itself a 

rather ambiguous distinction. In his subsequent examination of the text Silparatna, 

George further extends this argument; he discriminates between the various roles and 

funetions and personifies them, and in the process, introduces two more eharacters into 

the scene: the silpin, whom he caUs here "architectural student,,,66 and guru, teacher. 

63 The Matsya PuriIJ)a is one of the eighteen principal PurfiJ)as, dated var10usly from the dawn of the 
Christian Em onwards. PUrti1)fà literally means "ancient account," and were compilations of mylhs, legends, floating 
traditions and such, from and by which attempts were made ta reconstruct ancient history through royal genealogies. 
Also, the texts were effective in codifying, authorizing and transmitting existing practices in popular religion and 
culture that inc1uded sacred architecture. This eamed the PuraJ:Ùc texts the tille smrti, "that which is remembered" or 
Tradition, as distinct from the Vedic texts known as sruti, "that which was heard" or Revelation (see Ludo Rochet", 
The Pura1)as. Jan Gonda, ed., A. Histary of Indian Literature [Weisbaden: Otto Harrassovitz, 1986], vol. II, Fase. 3). 

64 Matsya Pura1)a 265, 1-2. Translated and quoted in George, Construing Construcls, p. 139. 
65 George, Construing Construels, p. 141. 
66 Silpin 1S a generic term for artisl or craftsman, one who practices any of the 64 silpas, mechanical and 

fine arts (among which architecture 1S listed as one). FOl" the etymology and semantics of the latter, see R. N. Misra, 
"Silpa," in Baümer, ed., Kalatattvakosa, Vol. I: Eight Seleeted Terms. Kapila V atsy ay an , gen. ed. (New Delhi: 
Indira Gandhi National Centre for the Arts & Delhi: Motilal Banarsidass, 1988), pp. 145-67. 
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He states that the silpin is se en to be first attached to a guru and "then learns the 

various aspects of the discipline from two different specialists, the sthapati, from whom 

he learns the silpasastras, and the sthapaka, with whom he practiees arehitecture.,,67 

Later, when the text elaborates the four "types" of si1pin - sthapati, siïtragrahin, 

vardhaki and tak$aka, - George observes that the sthapaka is not mentioned. In order 

to match this omission with his earlier conclusion that the sthapaka is a "practitioner" of 

architecture, George rather forcibly eollapses the latter three inta the persan of 

sthapaka: "That the sthapaka mentioned in this section of the text implies that this term 

encompasses the work of these latter three, i.e., all the practical work of building.,,68 

For him, in the context of the text Silparatna, sthapati is the "theoretician," being 

knowledgeable in the princip1es of architecture, and sthapaka the "practitioner," being 

skilled in its craft, thus reversing the ro1es given them by Krarnrisch. 

George' s conclusion m ay be conteste d on several points. In the Sanskrit text of the 

quote from J..fatsya PuralJa, the sthapaka is mentioned as miïrtipana, "image-keeper" -

mürti 1S "form, image," and pana, deriving from -vpa, "ta keep, prote ct," means 

"keeper." It is clear that the sthapaka 1S the one who "maintains," that 1S, attends to, 

the image (in the temple). Aiso, what 1S required of him to know - the devamantras, 

"specifie formulae for certain rituals, such as the abhù}eka or consecration of the divine 

image to which worship 1S offered,,,s9 puraJ).lc texts as well as tattvas, philosophie 

principles explaining the nature of the divine - further hint at his priestly function rather 

67 George, Construing Constructs, pp. 141-2. 
68 Ibid., p. 143. 
69 Ibid., p. 140. 
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than craftsmanship. Moreover, there is no mention of the skills or principles of the craft 

of iconography that he is required ta know. 70 

For an accurate historical understanding of the specific l'ole of the sthapaka in sacred 

architecture, a study of the text of the Vastustïtra Upani$ad, attributed ta the Paippalada 

recension of the Athan-a Ved,t, 1S indispensable. This text is specifically about the 

sthapaka and the raIe he plays in sacred architecture. Its translators ascribe ta it a date 

of the late Vedic-early c1assical period, one that somewhat corresponds with the early 

stages of development of temple-architecture and iconography.71 This was a time of 

gre at ferment in the history of the Vedic religion, in which occurred a confrontation 

between Aryan, brahm anical , religious tradition on the one hand (characterized by 

adherence to the .Rk, Yajurand Sama Vedas and the ritua1 of the fire sacrifice), and the 

"magical" ritual practices prevailing among the non-Aryans. These ritual practices, 

among which iconic worship was a prominent one ,72 sought acceptance into 

brahmanical orthodoxy and orthopraxy via the Atharva Veda, the last of the four 

Vedas. The Vastusutra Upani$ad associates itself with the Atharva Vedic tradition, and 

outlines simultaneously the compositional principles of image-making and its 

metaphysical hasis. The text 1S attributed ta the sage Pippalada, who, while heing a 

representative of the Atharva Vedic practice of image-making and worship, was 

c1aimed to he aiso knowledge able in the metaphysics of the fire-sacrifice ritual. The 

70 In all the chapLers in the Matsya PurtfJ)a on architecture (252-70), this information 1S significantly absent. 
71 For a detailed discussion of the debate regarding the d ale of lhis text, see Appendix III, "On the Date of 

the Vastusiïtra Upani$ad." 
72 Boner, "Introduction" in Ibid., pp. 5-6. Boner's use of the Lerm "Aryan invaders" is perhaps no longer 

tenable in current Indological vocabulary in the light of the scholarly controversies that have arisen regarding the 
"Aryan Invasion Tbeory" (and even its current alternative, the "Aryan Migration Them-y"), wbicb remains ta be 
settled with finality. 
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text presents in the farm of sutras, aphorisms, Pippalada's response ta the queries of 

priests of the fire-sacrifice ritual regarding iconic making and worship. The opening 

line, a prelude to the whole text, states thus (trans. Boner, Saima, Baümer): 

atharvaJ)al1girasa silpakasyapo hovaca pippaladamahamahim 1 

f;odasatapinfmadhye vastusthapaka'vidyeyam 1 ya enam veda 1 atharv"aI)Iye 
hotodgatrbhib silpasrotrbhib 

.ÀtharvaJ)angirasa and Silpakasyapa spoke to Pippalada of great wisdom: 
Among the sixte en Tapini (Upani$ads) this is the Va.stusthapakavidya (the 
science of the architect and sculptor). The one who knows it ... The priests 
(hotr), the chanters (udgatr) and the students of Silpa in the AtharvaJ)i tradition. 

Before proceeding, the term vastusthapakavidya begs scrutiny. It 1S a compound of 

vastu, sthapaka and vidya. Vastu is "architecture" in the most generic sense, and 

'\/idya, knowledge, science. The ward stha.paka, as the middle member of this 

compound, assumes both senses of verbal and agent noun. Thus, vastusthapakavidya 

means, not oruy "the science of the architect and sculptor," as translated by Boner et 

al,73 but ruso, "knowledge (science) of the establishing of ,;?astu." The sense in which 

the word vastu is used here also calls for qualification. During the early Vedic periad, 

vastu stood for architecture - both religious (that 1S, fire-altars) and domestic. In this 

text, even though the same word vastu is used, the discussion centers entirely around 

image-making. In other words, in this text, the sense of vastu (in the rerum of religious 

architecture) is intentionally limited to a rudimentary "iconography.,,74 The Vastusiltra 

73 Ibid., p. 45. 
74 Based on an interpretation of the phrase rupavastu;wçIaligal'fl silpam which occurs in the explication of 

SUtra 8 of the first chapeer, Bettina Baümer makes the following observation regarding the signification of the term 
vastuln this text: 

The term rupa-vastu-$açIaiJgal'fl Silpam (1.8) explains the relationship of these terms: the text 
deals with the six limbs of the art (silpa), their form and layout (rupa-vastu). Here the meaning 
of the term vastu 1S more associated with the ground plan, the dwelling place and abode of the 
gods in an image-panel, and not with a temple. In fact, the entire text does not contain any 
common words for 'temple' - prasada, devalaya, mandira., devagrha. etc. 'lastu then refers in a 
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Upani$ad focuses entirely on iconography in its earliest stages of development - the 

compositional principles of this craft and their metaphysical grounding. This limited 

sense of vâstu is consistent with its context: the validity of divine worship through 

images had to be first established against the reservations of the relative1y 

"iconoclastic" tradition of the fire-sacrifice ritua1. Since Hindu temples (in the strict 

classical and medieval sense) were buHt primarily to mark the immanent presence of 

the deity in the image by "housing" it in the sanctum, the evolution of temple-building 

cauld only be coterminous with that of iconography and the development of its thealogy 

and rituals. 75 The (initial1y reluctant) validation of iconic worship by brahmanical 

"arthadoxy" marked only the natal impulses of temple-building. Thus, the sthapati as 

the master-builder of temples, was absent from the scene of religiaus architecture at 

this particular phase of its history (he is nat mentianed at aH in the \lâstustltra. 

Upani$ad); the sthapaka, as maker of images, was its sole agent who acted out the rales 

of bath craftsman (more specifically, "iconographer") and priest. 

In the Vedic fire-sacrifice ritual, the fire-altar was built by the adhvâryava c1ass of 

priests, adherents of the Yajur Veda, reciting its text white engaged in their work. The 

hotrpriests conducted the sacrifice, reciting the hymns of the ~gveda.76 Also present 

were udgatrpriests, chanting the hymns of the Sâma Veda. The whole ritual was thus 

arranged and conducted entirely by the priestly classes, each specializing in a 

more general sense ta the structural principles and ta the basic farm-language, of which bath, 
architecture and sculpture, are but the expression (Baümer, "Preface ta the Third Revised 
Edition," in Ibid., p. x). 

75 For a detailed study of the nature and develapment of Hindu iconagraphy, see J. N. Banerjea, 
Development at'Hindu Icanagraphy(Third Edition, New Delhi: Munshiram Manoharlal Publishers, 1974). 

16 George, Construing Constructs, p. 6. For a comprehensive study of the Vedic ritual of agnicayana, fire 
sacrifice, see Frits Staal, Agni - The Vedic Ritual ot' the Fire Altar. 2 Vols. (Berkeley, CA.: Asian Humarucies Press, 
1983). 
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particular aspect of it. The building craftsmen of the time were not allowed 

involvement even in making the altar. This order was restructured in the cult of iconic 

worship. On the one hand, PippaHida exhorts the priests of the fire-sacrifice to be 

learned aiso in the composition al principies of iconography and its metaphysics: the 

opening verse of the V'"a.stusiitra Upani.$ad Hsts both hotr and udgatr priests in this 

regard along with students of iconography of the Atharva tradition. On the other hand, 

the person of the stbapaka, iconographer, is exalted to the status of a priest. Alice 

Boner says in her introduction to the text: "[Pippalada] attributes to the stl1apaka the 

same merit and rank as to the sacrificiai priest and calls him Silpodgatf, Silpahotr or 

Vastuhotr."n The basic iconic piece that the stbapaka made and installed was the 

yiipa, which, in the fire-sacrifice ritual complex, was the post erected at its site to tie 

the victim and considered in the Atharva Vedic tradition as skambha, world-pillar. 78 

The iconographie operations of the stbapaka were conceived as a sacrificial offering 

accompanied by appropriate mantras by which the deities could be called forth. 79 

Rather than through a textual pre-ordination, the priestly status of the stbapaka arose 

from knowledge in and practice of his craft of image-making. Siitra 4 of the first 

chapter states: 

77 Boner, "Introduction," in Boner et al, Vâstusfitra Upani$sd, p. 6. 
78 Atharva Veda X, 3, 7 & 9 (trans. W. D. Whitney): 

In what member of him is situated the earth? 
In wbat member of bim i5 situated the atmosphere? 
In wbat member of him is the sky set? 
In what member of him i5 situated wbat i5 beyond the sky? 
In what, having established [them], Prajapati maintained aH the worlds, chat ska.mbha tell [me] 
which forsooth i5 be? 
By how much did skambha enter the existent? How much of him lies along chac which will exist? 
Wbat one member he made tbousand-fold, by how much did skambha enter there? 

This hymn ta the slrambha, the "static support of the Universe, at the same time a living dynamic 
principle," couches the language of divine immanence in the phenomenal realm. The semi-iconic sivalùiga, 
installed in most Saiva temples, is a direct descendent of the skambha. The evolution of Hindu iconography begins 
with the anthropomorphization of this skambha (see Bettina Baümer, "Unmanifest and Manifest Forms According to 
tbe $aivâgamas," in Anna Libera Dallapiccola, ed., Shastric Traditions in Indian Art [Suttgart, Franz Steiner Vedag, 
1989], p. 339). 

79 Boner, "Introduction," Boner et al, trans. & eds., '/astusfitra Upani$ad, p. 18. 
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vyttajftanam rekhajftanam ca yo janati sa sthapakal) Il 

He is a sthapaka who knows the knowledge of the circ1e and the knowledge of 
the hne. 

The aphorism is explained thus (trans. Boner, et al): 

khadirada1).çlahasto darbhara.jjukaral), tad rajjuvalayave$titamidam tasya rtlpam 
tajjftanaftca. silpajftanam 1 tadjftanad dùya.jftanam bha.vati, tadjftanan mok.~al), 
sa hi madhul), ya evam veda 1 

Holding ln hand a measuring rad of khadira wood and a cord of darbha grass 
fitted with a ring, that 1S his outer aspect. This knowledge 1S the knowledge of 
Art (silpajftana). From the knowledge of Art arises divine knowledge, and such 
knowledge leads ta liberation. This (liberation) is verily the essence of Art. He 
who k1lOWS this [attains the essence]. 

The sthapaka is found again in the Natyasastra, the treatise on dramaturgy attributed ta 

Bharata, dated latest 200 CE, and considered the first sastraic treatise on the arts.so He 

makes an appearance on the stage and pronounces the prologue of the drama ta the 

audience. 81 This appearance of the sthapaka in the context of the drama is rather 

vague and dubious; the text does not enlist him among the members of the drama 

troupe. However, the presence of the sthapaka at the scene of a drama makes sense if 

the context of making the "play-house" (theatre) is also considered. Chapter II of the 

Natyasastra 1S dedicated entirely to outhning the procedures of making the atre s. The 

initial procedures of site-clearance, soil-examination, disposition of plots and laying of 

foundation are conducted by the stltradhtil'a, who is the maker of stage-sets (as well as 

director of plays). However, the text mentions an acatya, preceptor, who installs the 

80 The latest possible date of chis treatise is cansidered ta be 200 CE (see Tarapada Bhattacbarya. Cll1lons 
of lndian Art, p. 315). The Natyasastra aiso owes more ta the Atharva Vedic than ta the Rgvedic tradition with 
respect ta its contents. 

81 Natyasastra. V. 168-174 (K. Krishnamoorty. ed. Natyasastra of Bharatamuni with the Commentary by 
Abhinavabharati, by Abhinavaguptacarya [Vadodara: Orientai Institute, 1992]). 
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sta111blws, pillars, of the theatre after ha'ling fasted for three days.82 Since the creation 

of the theatre and stage-set is an architectural operation,lI:> and the installation of the 

sta111bha rings a religious note that resonates with the erecting of yupa-skambha in the 

Athar'la Vedic tradition, it may not be far-fetched to assume the sthapaka as the maker 

and installer of the column of the theatre. Historically, this period of the Natya.sa.stra 

coincides roughly with that of the Matsya PurtiJ)a, in which, as already seen, the 

priestly role of the sthapaka assumes priority o'ler his role as craftsman. In the context 

of medieval temple-building, in a manner strikingly paraUe1 to the model in the 

Natyasastra, the sthapati is the master of architectural operations, white the sthapaka 

preoccupies himself with the associated rituals of installation and consecration of 

image and temple. While the l'ole of the sthapaka is now c1ear as priest who presides 

over building rituals at the site of construction directing the sthapati in their proper 

conduct,84 the only issue that remains to be resolved is whether he actively practiced his 

craft of iconography in the medieval times. Both the Mallasara and the Mayamata 

mention instances of participation of the sthapaka in iconographie operations. His 

participation extends beyond merely directing the sthapati and his guild on making the 

age, to a ritual initiation of the making itself, but falls short of its full-fledged 

practice.85 

82 Natyasastra, II, 46. 
&3 In fact, sütradhara (which literal1y means "one who bears the cord") as master-builder develops as the 

North Indian equivalent of sthapati, with his own hierarchy of subordinate craftsmen (see R. N. Mishra, "Artists of 
Dahala and Dakshina Kosala: A Study based on Epigraphs," Frederick M. Ashel' and G. S. Gai, eds., lndian 
Epigraphy-: lts Bearings on the Histary of Art [New Delhi: Oxford and !BH Publishing Co., 1985]; quoted in George, 
Construing Constructs, p. 148). The North lndian architectural treatise Samaraligal)asütradhara bears witness ta this 
in its title. 

84 Thus, Bruno Dagens caUs him "officiating pt-iest in construction rites" (Dagens, "Index-Glossary," 
Mayamatam, vol. II, p. 976). 

85 For instance, Manasara LXVIII, 20-24: The sthapaka assists the sthapati in making the pit for casting 
images in wax if they are to be made of metal; Mayamata XXXIII, 30: The sthapaka accompanies the sthapati ta the 
stone quarry, selects the stone best suited for the sivalmga and images, and ritlJa11y makes the first cut; XXXIII, 106: 
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Since making the image and building the temple have the common intent of making 

manifest the divine, both draw from the common font of knowledge of compositional 

principles and their metaphysics which the Vastustltra Upani$ad so pithily states. Also, 

the interrelationships between image-making and temple-building with regard to their 

compositional principles and proportions needed to be worked out in the course of 

construction. The "collaboration" of the sthapaka and the sthapati in the entire 

construction process ensures these. Cognizant of the compositional principles of 

iconography (being the descendent of the tradition of the Vastustltra Upani$ad), the 

sthapaka imparted that knowledge to the sthapati (who was primarily a builder) and his 

guild, and oversaw image-making as we11. The raison d'ètre of the temple was the 

image. Rence the sthapaka assumed a certain primacy overthe sthapati. As the priest 

officiating building rituals, it was the role of the sthapaka to direct the sthapati from 

conception of the temple to ils completion and in making the image to be installed 

therein, sa that the temple and image existed in harmonie relationship as the manifest 

"body" of the deity. 

Accounts in the Afal1aSara of important moments during construction show the sthapati 

performing the technical operations in a prescribed ritualistic mannel' with help from 

members of his own guild. At the technical1evel, these operations usually mark the 

the stbapaka draws the first compositional Hnes of the sivalinga on stone which in turn the stbapati (or more 
specifically, the vardbakl) sculpts out. 
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commencement or conclusion of an important stage in construction .. The text stipulates 

on several occasions that the sthapati should conduct these operations ya.thavidhi, 

"according to the injunctions," and yathasastram, "according ta sastra.." There is an 

explicit identification (or better, coHapse) of the injunctions of ritual with sastra. (ruies 

or principles of the science) here, which concurs with the Mïmarpsa view of sastra. As 

this view plays out in the realm of religious action, technical operations assume a 

ritualistic dimension, which is clearly brought out and enacted. The rituals guide or 

"govern" the entire construction process, and the sense of harmony and auspiciousness 

of the dwelling or settlement (village or town) is understood as the result of a strict 

adherence to their format, sequence and proper conduct. These are always conducted 

on the day (or an interval of time) that is auspicious according to astrological 

stipulations. At more important junctures of construction, elaborate ceremonies 

involving a series of strictly ritual actions accompany the particular technical operation. 

At these instances, it is seen that the sthapaka 1S also present, in order to direct the 

sthapati in the proper conduct of these actions. According to the theological 

understanding of Saiva Siddhanta, these ceremonies that accompany the technical 

operations effect the descent of the deity from the transcendent realm ta enter the 

realm of human living and activity. They invoke the deity ta inhabit the temple and 

image (and each constituent part of the temple such as the column, pinnac1e and sa on) 

that are being made and erected. 
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5.1) The Tantric Rite 

The rituals elaborated in the Manasara follow the prescriptions of the Saiva Agamie 

texts. Even though the rituals performed here are exoteric in nature and hence 

orthodox, there is, nevertheless, also an esoteric and magical component to them that 

engages and sublimates elements in their occuit substantiality. This common esoteric 

component especially renders the term Agamie as more or less synonymous ta Tantric 

and distinguishes them both from Vedic with respect to ritual content.86 Hence the rite 

followed here may rightly be called "Tantric" as wel1.8
? 

After a site is selected as suitable for construction, the sthapati offers a sacrifice, and 

causes the pronouncement of the formula of benediction, pU1)yah a, "this is an 

auspicious day," to the sounding of musical instruments. He repe atedly whispers a 

mantra. by which he requests the spirits, demons and gods who inhabit the site to leave 

and find their abode elsewhere. He then takes a pot, fi11s it with earth mixed with cow-

dung white reciting mantras, and sows seeds in it. This insemination of the soil is a 

86 FOI- a comprehensive account of the Tantric themy and practice in and of themselves and as a substratum 
in various religious systems (inc1uding Vedic) in lndia, see N. N. Bhattacharya; History of Ta.nrne Religion: A. 
Historical, Ritualistic and Pbilosophical Study (New Delhi: Manohar Publishers, 1982). Regarding the relationship 
between Vedic and Tantric traditions, Bhattacharya notes thus: 

Il 15 a fact that the Vedic texts [including tbe ~gveda and its ancillary literature] conrain man? 
Tàntr:Îc idea~ and practiees. Even tbe pdneiples underlying tbe Vedic sacrificial cult are not 
basieally different from tbose of the Tantt-a~. But the Vedie texts and the Vedic u-adition are two 
different tbings .... In spite of the wide pt-evalenee of Tantde elements, the Vedic tradition does 
not aeknowledge them as an integral part of it (Ibid., p. 164). 

87 On this point, see N. R. Bbatt, "Saiva Ag amas," in };gama and 5ilpa: Proceedings ot' the SeminaL" held in 
Decemher 1981 (Bombay: Anandaeharya Indolagical Researeh Institute, 1984), p. 11; and also Teun Goudriaan and 
Sanjukta Gupta, Hindu Tanerie and 5akea Litera.ture, Jan Gonda ed., A History of Indian Literature, Vol. JI, Fase. 2 
(Wiesbaden: Otto HatTaSsawitz, 1981), Cbapter 1, "General Cbat-acteristtes." In bis paper, Bhatt gives a skeletal 
outline of the rituals assoeiated witb building. Goudriaan, in his first chapter, treats alsa the self-understanding of 
tbe Tantrie tradition regarding ils relationship ta the Vedie, wbicb is sometimes antagonistic and at otber rimes· 
explained in terms of eontinuity (established througb affinity ta the magieal content in tbe Atharva Veda) and 
consummation. 
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preliminary step ta ankurarpa.1)a., the ritual offering of seed and sprout.88 This rituai 

repeats in a more "symboiic" manner at the commencement of ceremonies during the 

later stages of construction. At this point, it has, as weH, the practical dimension of 

ascertaining the quaiity of sail by watching the growth of the seed. Cows, oxen and 

calves are brought to the site and allowed ta graze. In the process, the site is 

"besme ared" with dung, urine and foam from the mouth of the cattIe, scented with their 

smell, and stamped thoroughly with their hooves. This is, in a sense, the ritual of 

washing the site with the products of the cow, which also appe ars in later ceremonies as 

a dhi vasall a , preliminary consecration.89 

The examination of the sail is commenced on a day and at an hour made auspicious by 

satisfying a series of astrological conditions such as the constellation of stars, 

conjunction of planets and the right division (among the prescribed eleven) of the day. 

White the learned Brahmanas pronounce pU1)yaha, a pit is dug at a selected spot in the 

site and filled with water. The sthapati then performs a series of ritual actions. The 

form of the goddess Ambika, as adorned with aU jewels, water, perfumes, flowers and 

unhusked rice, 1S bowed ta and worshipped. Then, in the morning, he off ers her payasa, 

an oblation of milk, rice and sugar. He then sits facing east on kusa grass spread near 

the pit, and paying obeisance ta the great Earth, prays a malltra for her to stay good and 

dry, and for increase in grain and material goods. Meer this, he observes a fast. The 

83 Mi'inasara v, 3-9. 
89 Manasara v, 10-17. The term adhivasa.na has the meaning of "scenting" as weH, which also i3 seen ta 

be operative here. 
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following morning he examines the pit again to check the level of water in the pit, in 

order to ascertain the quality of the soi1.90 

The plowing of the site is conducted next. Two oxen with auspicious physical features 

are selected; their horns, hooves, forehead and ears are adorned with ornaments, and 

on an auspicious day and hour, the plowing 1S conducted.91 The next operation is the 

orientation of the site. On the eve of the auspicious day selected for the erection of the 

gnomon, a spot to erect the gnomon is first determined. Then a square of four cubits is 

marked there, and it is purified by running water all over. The erection of the gnomon 

is conducted at sunrise. After running a series of peg and cord operations by which the 

site is oriented and delineated, the outer limits of the site are marked by the ritual 

driving of pegs to the ground white the BrahmaI)as pronounce pU1).yaha.92 

Next in the order of the construction process is bali, "sacrifice [upon the site]." This 

involves first the marking or placing of the diagram of the cluster of deities (commonly 

known in modern scholarship as yastupuru$ama.1).t;iala), either according to the ma.1).t;iilka. 

(sixt y-four square-) or the paramasayika (eighty-one square-) scheme, upon the 

purified site. The sthapati observes an overnight fast, and in the morning, with body 

adorned with best clothes and purified mind, collects al! the items that are necessary to 

make the offerings to the various deities. Accompanied by a kanya, virgin, or by 

placing the collected items on a plate held by a ga1).ika, courtesan, who is adorned with 

ornaments, and himself holding the plate with his teft hand, he makes the offering of 

90 ManasaraV, 18-30. 
91 Manasara V, 38-52.84-87. 
92 This is the subject matter of Chapter VI, Sailkusthapanalak~al).am, "Description of Erection of Gnomon." 
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items by casting them repeatedly with his right hand while reciting the appropriate 

mantra. After this, he makes a sakalfkaraQ-a, "offering of aH things together," while 

causing to pronounce pUJ)yaha, benediction. Then, amidst aH auspicious sounds, he 

makes the offering to each deity beginning with Brahma whi1e pronouncing its name in 

the formula constituted by the sacred syllable aum, the name, and namab, "obeisance ," 

at the end. Common offerings inc1ude curd and boiled rice, and special offerings 

inc1ude unhusked rice, incense and lamp. Each deity is offered a set of items according 

to its characteristic, nature and role.93 

The ceremonies are more elaborate, lasting several days, at the instances of depositing 

the seed in the foundation and the laying of the first bricks, erection of column and 

dome-nail (pinnac1e), inauguration of a house, and opening of the eye of the image and 

its installation in the temple.94 The sequence of ritual actions that are involved in these 

ceremonies out1ined in the Jvfanasara is at best skeletal when compared to the detailed 

prescriptions found ln the Agamas.95 This is not surprising, considering that the 

ceremonies are mentioned in the NJanasara. in an architectural context. The basic 

structure of the ceremonies reveals certain elements and procedures that are common 

to aH of them, which are essential companents of the Tantric rite. Canjoined to these 

general features are specific procedures and operations that are warranted by the 

occasion of the ceremony (plac:ing of the foundation-deposit, erection of the column, 

apening of the eye of the image, and sa on). Because the apening of the eye of the 

93 Chapter VIII. Balikarmavidhanam, "Prescriptions for the Conduct of Sacrifice," contains the details. 
94 These are found in Mfinasara. XII, 44-184; XII, 205-209; XV, 368-437; XVIII, 340-416; XXXVII and 

LXX respectively. 
95 The Agamas contain not only the sequence of ritual actions but also the technical op el-arions that they 

accompany in much detail (for an exposition, see Bruno Dagens, llrchitecture in the A,iitagama and Rauravagama 
[New Delhi: Sitaram Bhartiya Institute of Scientific Research, 1984]). 
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image and its installation in the adytum of the temple completes the whole temple-

building process, this ceremony assumes a special importance. In a way, it sums up the 

theology of temple-building, the purpose of which is ta make manifest the divine. It 1S 

towards this occasion that the entire temple-building and image-making processes and 

previous ceremonies are directed. For this reason, and also for the sake of brevity and 

to avoid redundancy, the following discussion focuses on the ceremony of opening the 

eyes of the image and its installation. This is the content of Chapter LXX, 

Nayanonmnanalak~al)am, "Description of the Opening of the Eye [of the Image]," 

which is final chapter of the text. 

5.2) Riruals Preliminary ta "Writing" the Eyes of the Image 

The ceremony begins with aMurarp a1) a , "rite of the seeds and their germination.,,96 It 

consists of offering seeds of rice, sesame, kidney-bean, pulse, mustard, and such, in a 

vessel,97 ta Soma, Moon. Soma is "the totality of aH oblations, the Lord of germs, the 

divinity who presides over formations.,,98 The bfja, seed, contains within it the potency 

for germination and growth.99 In the rite of mikurarpa1)a, this vitality is invoked ta 

pervade the temple and image as the manifestation of Siva. When conducted at the 

96 The Kamikagama (LXIII, 2) has the following stipulation: 
sarvammigaJakaryadau kartavyam mailgaHiJikuram Il 

At the beginning of aH auspicious matters/actions, the auspicious [offering of] seeds 1S CO be 
conducted. 

The encire Chapter LXIII of the Kamikagama 1S dedicated to 81ikurârpaJ)a. Stella Kramriscb aIso observes 
from Agamic prescriptions that "without the rite of ailkurarpa1)a, aIl rites performed are futile" (Kmmrisch, The 
Hindu Temple, p. 15; a1so pp. 126-28). 

97 The Kamikagama (LXIII, 6-10) prescribes three sets of measurement and tbree metaIs (go1d, silver, 
copper) from whicb to choose for the seed-holding vessel. 

9& Kramrisch, The Hindu Temple, p. 15; The Kamikagama (LXIII, 4) has the following statement: 
hljanamadhipati som al), "Soma is the Lord of seeds." A1so see the essay, "Soma, Arnrta and the Moon," in Gonda, 
Change and Continuity in lndian Religion, pp. 38-70. 

99 For a brier exposition of the philosophie and ritualistie idea of seed, see H. N. Chakl"avarti, "Brja," in 
Bettina Baümer, ed., KaJatattvakosa., Vol. 1: Eight Selected Terms, pp. 117-33. 
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beginning of construction, the auspicious germination of the seeds symbolize the 

"growth" of the temple from "the germ of aH things that be,,100 that is deposited in the 

earth. In the ceremony of opening the eye of the image and its installation in the 

garblw-grha, "womb-house" (adytum), of the temple thus effecting its inauguration, this 

growth reaches its consummation. The ritual of aiJ.kuratpaJ)a initiates and frames the 

rituals to follow within the ordinance of cre arion as germination and growth that is the 

manifestation of the deity in the temple and image. 

The next step is to build a yagamaJ)t;fapa, pavilion to conduct the rituals to follow, in 

front of the temple or to its right or left, and a prapanga., adjacent shed to store the 

sacrificial offerings. 101 The text stipulates that the pavilion be of square shape, and 

have either twelve or sixte en pi11ars. Each side should have a doorway and a toraJ)a, 

ceremonial arch, above it, all decorated elaborately.102 The measurements and details 

of the structure sbould follow tbe precepts. 103 In the Saiva doctrine, tbe yagama1)t;fapa 

symbolizes tbe conceptual forms of Siva in botb adhvan, transcendent, and 8$tamwti, 

eightfold-m anife st, modes. Eacb of the four arches and tbe entirety of the space 

covered by tbe ma1)t;fapa corresponds ta each of the five modes of kaladhvan. Also, tbe 

neuter no un ma1)çfapam phonically embodies the five gross elements: ma, e arth; 1)a, 

[00 Atharva Veda, XXV, 2; quated in Kramrisch, The Hindu Temple, p. 15. 
lOt In the accaunts of the ceremonies conducted at the erection of column and of the dame-nai1 (pinnac1e), 

the text mentions the rite of adhivasana, preliminary consecration, which involves the washing of the abject (column, 
dame-nai1) with paiicagavya, five products of the cow (mi1k, curd, c1arified butter, urine and dung). As aIready 
nated, the term adhivasana ha<; a15a the sense of "perfuming." The washing the abject with paiicagavya effects a 
"perfuming" of the object with the scent of the cow. This rite is not mentioned in the Opening of the Eye ceremany. 

[02 For a detailed treatment of the construction and rituals beld in the yagamaJ)çapa, and the theology 
bebind [hem, see S. P. Sabarithanam, "The Construction and Concept of Yagasala," in S. S. Janaki, ed., Siva Temple 
and Temple Rituals (Madras: The Kuppuswami Sastri Research Institute, 1988). The decarations over the four 
toraJ)as, gateways, of the maJ)çlapa are given in pp. 82-83. 

[O~ These are elaborated in Manasara XXXIV. 
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water; çla, fire; pa, air; and 1]1 , ether. Thus, the sacrificial pavilion embodies the 

pentadic correspondence between the transcendent deity and the gross elements. 1M 

The sthapati constructs a vedi, sacrificial altar, at the center of the p avili on , and a 

kUJJçla, pit (the receptacle of the sacred fire), smeared with cow-dung in front of it. lOS 

The pada.\;'inyasa, placing (marking) of the plots and assigning deities on the fioor of 

the pavilion and on the altar, is conducted next. He marks either the stha1)çlila of fort y-

nine squares or the pftha of nine squares with grain powder on the fioor of the pavilion. 

On the altar, he marks either the upaprtha diagram of twenty-five plots or pftha of nine 

plots. He also marks two circles, one on the floor of the pavilion and the other on the 

altar. 106 The image, the eyes of which 1S ta be opened, is adorned with grass, clothes, 

flowers and such, brought into the yagama1).çlapa, and placed upon the diagram marked 

on its floor. Pitchers (corresponding in number ta the number of plots) fi1Ied with pure 

water, covered with strings and adorned with clothes, fiowers and bunches of grass are 

then placed in these plots on the altar, with the main pitcher occupying the central plot. 

The placing of a$tamangala, eight auspicious things, on the altar completes this part of 

the ceremony.107 The eight auspicious things connote pfirya$taka, subt1e 

104 Sabarithanam, "Agamic Treatment of the Mahabhûtas," in Baümer, ed., The Agamie Tradition and the 
Arts, p. 57. Also see Sabarithanam, "Tbe Construction and Concept of Yagasala," in Janaki. ed., Siva Temple and 
Temple Rituais, p. 85. 

105 The Manilsà.ra. does not elaborate the shape of this fire-pit. Chapter VII of Kam1kagama 15 dedicated 
entirely ta shapes and measurements of the fire-pit. The treatise Mayamata also outlines measurements for fire-pits 
of various shapes: quadmngular, vulva-form, circular, semi-circular, triangular, hexagonal, lotiform,octagonal, 
beptagonal and pentagonal. Ir stipulates (XVIII, 178a; XXV, 42) eight fire-pits in eigbt directions to be prepared for 
the Opening of the Eye ceremony - of square, vulva, semicircuiar, triangular, circular, bexagonal, lotus and 
occaganal shapes. They signify a;;tamürti, the eight-fold manifestation of Siva (see Sabarithanam, "Agamie 
Treatment of tbe Mahabhûtas," in Baümer, ed., The Agamie Tradition and the Arts, p. 57). 

106 Ir is not dear from the account in tbe text wbether lhese circles are inseribed in the respective squares or 
circumscribe chem. 

107 There are severa11ists of the eight auspicious things mentioned in Agamic literature. Tbe mast eamman 
of these is given by the Maya.mata (XII, 33-35): mirror, vase of plenry, bull, double fly-whisk, SrIvatsa (cruciform 
flawer sign seen on Vi$1).u's breast), svastika., eonch and lamp. Tbey are said ta be held by tbe eigbt eeleslial 
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(incorpore al) body comprising eight (among the thirty-six) principles, namely, intellect, 

mind, ego, and the five perceptual faculties, which correspond ta a$(amiirti, the eight-

foid becoming of Siva in the sun, moon, sacrificer, and the five gross elements of space, 

air, fire, water and earth. The ritual of placing the a$(amangala marks this 

correspondence. 

The sthapati prepares himself for the next stage of the ceremony by ritua11y washing his 

feet and mouth. Then he conducts a sakalf.karaJ)a, joint offering of aH sacrificial 

abjects, while those present are made to repeat the benedictive formula pUJ)yaha, "this 

is an auspicious day." He worships the deities present in the diagram marked on the 

altar as present in the water pitchers by incanting nam am an tras , formulae beginning 

with the sacred syllable aum, ending with namab and containing their respective 

names. 108 He worships Siva as bhuvanadhipati, Lord of the Universe (or in theological 

terms, Lord of the 224 bhuvanas, planes of experience), conceived ta be present in the 

main water pitcher on the altar. Holy incense and lamp are waved before the (yet) 

unmanifested deity; offerings of sandal-paste, flowers, molasses, corn, milk, curdled 

milk, c1arified butter and rice are made ta it. 109 Following this, mudras, hand gestures 

of magical efficacy, are shawn before it amidst song and dance. llo Effected in the 

dancers (Sabarithanam. "The Construction and Concept of Yagasala," in Janaki, ed., Siva Temple and Temple 
Rituals, p. 88, note 12). 

108 For ex ample , aUm vasudevaya namaJ.l for the god Vasudeva (Vi;lJ)u). 
109 The fjve items, molasses, corn, milk, curdled milk and c1adfied butter seem ta indicate paiicamrta, tbe 

five sweet tbings. The correct list of these items has honey instead of corn. Instead of madhu, honey, the term sasya 
is found in the text (LXX, 53), whicb means corn in genera1. It a1so bas the meaning, "the produce or fnlit of a plant 
or tree" (Apte, The Practieal Sanskrit-English Dictionary, p. 1541). 

lIO The pentadic offering of 1) song and dance, 2) sandal-paste, 3) lamp, 4) incense, and 5) food items 
corresponds ta the five gross and subtle elements, and appeals ta the !ive perceptual faculties (see H. N. 
Chakravarty, "The Pentadic Universe in the Saivagamas' in Baümer, ed., The Agamie Tradition and the Arts, p. 33). 

Among the mudras, important 1S dhenumudra., gesture of the cow. It imitates the teats of a cow, signifying 
the five "cosmic cows" that symbolize purification and nourishment. They arise when direct and reflected 
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course of these ritua1s 1S, as well, a five-f01d purification necessary to commence 

worship before Siva in the manifested form: that of 1) the worshipper (here, the 

sthapati); 2) the pavihon; 3) the object (co1umn, dome-nai1 or image); 4) the mantras; 

and 5) the offerings. 

The sthapati next performs homa, sacrifice of the consecrated fire (reminiscent of the 

ancient Vedic fire-sacrifice), before bhuvUJladhipatiin the kU1)çla., fire-pit. Rice, boiled 

and fried, c1arified butter, and the samid plant are offered 108 times as holocaust. ll1 

Pure water 1S offered twenty-five times,112 while incanting the formula of the 

hrl1ekhabIja, "seed-syllable that is furrowed in the heart.,,113 This formula 1s constituted 

by the pru1)ava (syllable aum) at the beginning, the seed-syllable, and svahab at the 

end. He conc1udes the fire-sacrifice by chanting the gayatrlmantra. Chanted at 

sunrise, this originally Vedic hymn (1ater adapted by the Saiva as well as other sects 

with variations according to their respective doctrine) addresses Savitr, Sun the 

emanations from the five faces of sadasiva in tbe mode of kartrsadakhya combine witb the rive gross elements (see 
Sabarithanam, "Agamic Treatment of the MahabhiltaS" in Ibid., p. 54). 

Il! Tbe number 108 bas astrological significance as a cyclical number in Hindu cosmology, being an exact 
ft-action of 25920, the number of years in the adhisaJpva.tsara, gt-eat year of the precession of equinoxes (see 
Kramrisch, The Hindu Temple, pp. 36-37). The cosmic dance of Siva that enacts the cycles of creation, preservation 
and dissolution also 15 said ta be in 108 modes. For a complete list of tbese, see V. N. Naidu, S. Naidu & V. R. 
Pantulu, TaJ.ldava Lak$aJ.lam or the Fundamentals of A.neient Hindu Dancing (Rpt., New Delhi: Munshiram 
Manobarlal, 1971); and also Ann Matie Gaston, Siva in Dance, My th and Ieonography (Delbi: Oxford University 
Press, 1982). 

!l2 Sometimes, tbe number of offerings ta the fire 1S given as twenty-five (for instance, at the garl1hanyasa 
ceremony), which seems ta signify the twenty-five "characters" of Siva mentioned earlier. It i5 alsa worth noting 
that the categories of the self. beginning with puru$a, number twenty-five. 

[[3 The evolution of the material wodd 1S camplemented by that of the world of language encompassing 
transcendent, subtle and gross sounds. The transcendent sound-principle 1S nada, fram which evolve articulate 
speech, letters, syllables, words and sentences. Nada complements bindu, the transcendent material-principle. This 
is the fund amental principle of the science of mantras, and bence tbeir re1evance in building rites. The potency of the 
seed syllables owes ta the conceived undifferentiated unit y of nada and bindu in them (see Sir John Woodraffe, The 
Garland of Letters: Studies in Mantra-sastra [Madras: Ganesh & Co., 1969], especially ch. XXVI, "Bïja-Mantra." 
For the the ory of nada in Saiva Siddhanta, see K. Sivaraman, Saivism in Philosophieal Perspective, pp. 224-30). 

The l1lia syllables, la, va., ra, ya, and ha. are the "saunds" of the five elements from earth ta space 
respective!y, and correspond ta the five faces respectively of sadasiva in the kal1_rsadakhya mode. Mantras 
composed of these syllables are hrilekha, "fUITowed in the heart," and their recital effects the enshrinement of the 
unmanifested deity in the he art, as we11 as the sublimation of elements (see Sabaritbanam, "Agamie Treatment of 
the Mahal1hütas," in Baümer, ed., The Agamie Tradition and the A.rts, p. 50. Aiso see S. S. Janaki, "Paiïeabhiltas in 
Saiva Ritual: With Special Reference ta BhiltaSuddhi," in Ibid., pp. 38-42). 
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Vivifier, who by his splendor excites and incites meditation, illuminating the mind with 

wisdom, knowledge and intelligence .114 In the context of the ceremonies here, 

especially ln the ceremony of the opening of the eye of the image, the manifestation of 

the transcendent deity is akin ta sunrise that vivifies and enhghtens the mind with 

spiritual insight. The image is then sprinkled with water, amidst shouts of pUJ)yaha. 

Incense and lamp are waved, and the dhenumudra, gesture of the cow, is shawn before 

it once again. The sequence of these rituals employing the triad of mantra, mudra. and 

ma1)ç1ala, in combination with the fire-sacrifice and the gayatrf hymn mark the 

preparations for the "transference" of the transcendent, unmanifested Siva from the 

water pitcher ta the image. The image is ready for its eyes ta be "opened." 

5.3) "Writing" the Eyes of the Image 

The ceremony now enters its crucial phase. The sthapati wraps the hmbs of the image 

with new c1othes, and "writes" its eyes. With undivided mind, and following the ru1es 

of sastra, he "touches" aH parts of the eyes - the lids, iris and pupil - with his right 

ll4 ~gYeda m. 62.10 (trans., S. Radhakrishnan): 
aum tat savitiir vare.vyam 
bharga devasya dhlmahi 
dhlyo yo nab pracodayat 

We meditate on the adorable 
Glaty of the radiant Sun. 
May he ii15pire our intelligence. 

The medieval Saiva, Vai$l)ava and Sakta sects use the gayatrImantra in forms that are adapted ta their 
particular revelation and theology, while maintaining its basic metdc structure of twenty-four syllables (eight in each 
tine) and content of mental illumination. The Saiva gayatrImantra 1S as follows: 

paiicavaktraya vidmahe 
mahadevaya dhÏmahi 
tanna rudrah pracadayat 
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hand. ll5 He recites the saura, solar, and sa si , tunar, mantras respectively while 

chise1ing the right and left eyes. The third eye - a unique feature of Siva -located 

vertical1y in the center of the forehead, 1S chiseled whi1e reciting the agnibfja, the seed 

syllable of fire. 116 The three eyes of Siva correspond ta his co smic funcrions of 

cre ation, preservation and dissolution. ll7 

The eyes, opened thus, are c1eared by an01nting with water and c1arified butter using a 

gold brush and covered immediately with c10th and pieces of gald. The eyes are ta be 

uncovered oruy after Siva, the unmanifested bh u van adhip ati, is "transferred" from the 

water pitcher into the image, thus "eruivening" it, and propitiatory worship is offered to 

him as the deity manifest ln the image. Just as fire could be bath benign and malignant, 

it was thought that the gaze of the divine could also potentially have malignant effects 

if encountered before appeasement through worship.118 The subsequent rituals aim at 

transference of Siva and his propitiation in the image so that he 1S placated and his gaze 

115 The proportionate measurements of the eye and its parts with respect ta the face stipulated by talamana, 
the rhythmic system of iconogmphic measurement, are given in Manasara LXV, 58-74. The eye and brow are stated 
to be of the shapes of fish and bow respectively. 

The Mayamata (XVIII, 188) states that the eye should be marked first with a gold needle, and then with a 
sharper point. This detail has been inadvettently omitted in the account in the Manasara.. 

In the hne stating the disposition of the stha.pari as he performs this operation (LXX, 67-68) 1S found the 
compound term, sarvandak$ù)a.sastreJ)a. Acharya notes that in one of the manuscripts, the last member of the 
compound 1S hastena 1nstead of SastreJ)il, the telm reading, then. sarvandaki'iJ)ahastena. Da.ki'Ù)il me ans both "south" 
and "right"; dakt;iJ)a.sastreJ)a means, "by (according ta) the sastra. of the South" (which the Manasara. i5), and also 
"according ta the right (correct, exact) rules," here meaning the stipulated proportional measurements of the eye. 
Da.k$iJ)ahastena me ans, "with the rigbt hand." Ail these translations are plausible in this context. 

!l6 Manasara LXX, 72. The three eyes of Siva as the sun, moon anô fire symbolize the discerning, 
intentional and active triad of ôivine instrumentality (Woodroffe, The Garland of Letters, pp. 198,258). Saura and 
saii mantras are male and female, marked by their endings, as in the syllables phai' and sllahab respectively. A.gni
bïja mantras are composed of ra, the seed syilable of fire (see Woodroffe, Introduction ta Tantra Sastra [Madras: 
Ganesh & Co, 1956], pp. 85-86). 

lI7 The text states thus (LXV, 110): 
sal"{lharam ca sthitib sr!itirddr!itirevam sivasya ca. 1 

Destruction, preservation and creation are indeed the [three] eyes of Siva. 
118 For references of beHefs in the benign and maiignant effects of "casting the eye" by humans as well as 

gods in Vedic and post-Vedic literature, see Jan Gonda, The Eye and Gaze in the Veda. (Amsterdam: North Holland 
Publishing Company, 1969). 
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turns entirely benevolent at the instance when the eyes are uncovered, thus granting 

darsana, auspicious sight, to the devotee. 

5.4) Ritual.s Subsequen.t te "Writing" the Eyes of the Image 

A series of rituals that animate, consecrate and install the image in the adytum of the 

temple takes place after the chiseling of its eyes. The st1lapati, dressed in new c1othes, 

adorned with ornaments on the five limbs of his body, sme ared with sandal ointment 

and wearing the uttarf)'a, upper scarf, and sacred thread made of gold and white 

flowers across his torso, cames the main water-pitcher. He holds it to the right of his 

body; his assistants, keeping to his 1eft, carry the other pitchers. Together, they 

circumambulate the temple as a procession, accompanied by colorful umbrellas and 

fly-whisks, amidst auspicious sounds made by musical instruments and 

pronouncements. 119 Upon returning to the p avili on , the image is anointed with water 

from the main pitcher, and its limbs with water from the other pitchers. The pitchers 

are then thrown away white retairung the strings with which they were tied. This is the 

ritual of kU1l1bhabhi$eka that completes the transference of Siva as deity marufest in 

the image. The image is adorned with c1othes, ornaments and flowers, and anointed 

with sandal paste. lncense and lamp are waved before it amidst music, song and 

drulce. The sthapati then "places" the matrkak,'jara.s on his body fram head ta heart120 

119 Paficavadya, the band played du ring temple worship comprises the five causal sounds, œlated ta the 
five gross elements: 1) daruja, sound born of wooden instruments, related ta earth; 2) sailla., sound born of conch, ta 
warer; 3) lohaia, sound born of metai instruments, to fire; 4) valpsa, sound barn of flute etc., to air; and 5) geya, 
sound of songs (human voice), t'e1ated ta space (ethèr). These are sounded ta ward off inauspiciousness and ta 
propitiate the deity (Aiitagama XX, 259; quoted in Sabarithanam, "Agamie Treatment of the Mahabhûta.s' in 
Baümer, ed., The Agamie Tradition and the Arts, p. 60). 

120 Acharya translates maq-kak$aram as "ligaruœs (conjunct consonants)." This reading is untenable since 
ligatures are sa numerous in Sanskrit that their specific significance in this "placing" on the body remains vague. 
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and aH other letters (the consonants and half-vowels) from feet ta the upper timit 

(heart), and also the thirty-eight kaJas, here ta mean "signs of esoteric significance," on 

his limbs.121 By placing the syllables on his body, the sthapati conducts the rite of 

bhîltasuddhi, purification of elements, that in turn purifies and prepares him for 

worship. Then, reciting the mî11amantra, principal incantation,122 he worships the deity 

with incense and lamp, flowers and sandal-paste, and offerings of food. He then shows 

all the mudras ta the image while the BrahmaJ),as sprinkle unhusked rice and pronounce 

svasti, benediction. This sivarcana, worship of Siva, effects the consecration of the 

image, and marks the completion of the ceremony of opening the eye. The image has 

now become sivasana, seat of Siva.m The image is then taken in procession through 

the village and brought back to the temple. 

The sthapati next conducts the ritual of ratnavinyasa, placing of the gems in the 

pedestal upon which the image is ta be erected. Nine chambers are prepared in the 

center of the pedestal according ta the Prthamaw;fala of nine squares. The na.varatna, 

Rather, mfltrkak$aram means the set of 1etters comprising the fourteen vowels, the allusvara and visarga, signifying 
the sixteen divine mothers, and hence of magical potency. That the context here 15 one of worship rituais of the 
Tantric mode further validates this latter reading (see Sabarithanam, "Agamie Treatment of the Mahabhfitas" in 
Ibid., p. 53). For a scheme of placing matrkflk$ara based on the Tantric text Yoginibrdaya, see A. N. Jani, "Merhod 
of Implementing Ma1rkanyasa" in P. S. Filliozat, S. P. Narang and C. P. Bhatta, eds., Pandit N. R. Bbatt Felicitation 
Volume (Delhi: Motilal Banarsidass, 1994). 

n, For the theologicai significance of the kalas as and their imposition on the body af the warshipper in 
Saiva Siddhânta, see Richard Davis, Ritual in an Oscil1ating Uni verse , pp. 58-59, 118. The thirty-eight kalas rusa 
con"espand in numher ta the thirty-eight upacaras, articles used and acts done, in warship of persona1 deit)? in the 
Tantric rite. In the ongoing account of worship of Siva, ail thirty-eight upacaras are seen ta be employed. Far a 
compiete iist, see John Woodroffe, Principles of Tantra (Madras: Ganesh & Co., 1952), p. 1156. 

'22 Ir 15 a.um namai) §jvaya, comprised of the primordial sound aum and five syllables. 
123 The structure of sivflrcana, worship of Siva, involves five steps that correspond ta five constituents of 

Sivasana, "seat" of Siva: 1) during avahana, invocation, Siva is meditated upon as seated in yogasana; 2) during 
abhi~eka, holy bath, in sÙllbasana; 3) during arcana., offering of flowers, in padmflsana; 4) during naivedya, offering 
of food, in vimaJasana; and 5) whi1e being praised with song and dance, Siva is meditated upon as seated in 
anantasana (see H. N. Chakravarty, "The Pentadic Universe in the Saivagama.s" in Baümer, ed., The Agamie 
Tradition and the Arts, p. 33). 
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nine precious stones, are placed therein as stipulated.124 Following this, the image is 

installed upon the pedestal. In the Mal1asara,this marks the constructional and 

cerem01ùal comp1etion and inauguration of the temple. 

b) SEEING 

antarbahiSca ragaSca a(stu Ca)rtha11aSam 11a samsaya,b Il 
akrtva 11ayallomnok$am Cakf$'U(U)rogo bhaved dhruvam 1 

(Ma11aSara LXX, 10-11). 

The interna1 and externa1 raga as well as wea1th will be destroyed, no doubt, 
having wrongly done the liberation of the eye; [also] certainly will be 
[contacted] disease of the eye. 

The caveat issued through these verses 1S directed at ensuring the "observance" of ru1es 

by the sthapati in both ritual and iconographie aspects of opening the eye of the image. 

The consequences of transgression are serious: 10ss of health (disease of the eye) and 

wealth, but more direly, the 10ss of raga. In the doctrine of Saiva Siddhanta, raga 1S 

one of the thirty-six tactvas, and connotes eros, the creative passion of the self that 

encompasses an entire range of emotions: de sire , affection, delight, charm, joy.12S For 

the sthapati, raga, together with kaJa, here ta me an "aptitude ," and "idya, 

"know1edge ," constitute the key principles of creativity. Loss of raga thus implies the 

very deprivation of passion and imagination for <:Il't1St1C creation. 

124 The ruby i5 inserted in the central chamber, diamond in the east, coral in the southeast, sapphire in the 
south, the cal's eye in the southwest, topaz in the northwest, pead in the north and sapphire in the northeast. This 
ritual i5 conducted also during the ceremonies of foundation deposit, erections of column and pinnac1e. 

125 The ward raga derives from ,Iran], "ta glow," and also "ta be affected, excited." In art, raga 1S the color 
crimson, and in music. particular musical modes that excite particular affections. In the above verse, Acharya. 
transl ates raga as "light (i.e. sight)." 
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The text mentions two kinds of raga: internal and external. Taken in the sense of a 

passionate vision or "seeing," it is by engaging both the internaI and external aspects of 

raga that architectural and iconographie making proceeds. For the sthapati, building 

the temple and making the image are, so to speak, the process of "seeing" it into being. 

"Seeing" in artistic and architectural making encompasses interaction with the material 

world through perception and observation, and exploration of the inner reaim by 

imagination and conception. Among these, perception-imagination are eidetic-poetic 

and primary,126 whereas observation-conception are empirical-rational and secondal'y. 

Architectural and iconographie making are moderated by these dual modes of synthe sis 

and analysis. 

In the l:vfanasara, several words denote the synthetic and analytic seeing of the sthapati 

in the course of making the temple and image. The most commonly occurring are 

prek$a1)a, parrk$a1)8 and v'I"k$81)a. They conjoin respectively the prefixes pra, "before, 

in front of," pari, "around," and 'vi, "apart, asunder" ta vrk$, "to see.,,127 Chapter III of 

the Manasara recounts that the wise sages "identified" locales that were fit for the 

dwelling of gods and humans. They called these sites vastu, the primai architectural 

"abject," which, by creative intervention of humans, was to be transformed into ...,?tIstu, 

126 See Maurice Merleau-Ponty, The Primacy of Perception and other essays in Phenomenologieal 
Psyehology. the Philosophy of Art, History and Poiities. James M. Edie, ed. (Evanston, IL.: Northwestern University 
Press, 1964). 

127 This verb is conneeted ta ak~j, eye. tbe etymological thread of wbicb runs tbrough the root ,las, "ta 
pervade," its desiderative stem ,Iak$, aiso "ta pervade, embrace," ta the neuter noun ak!iam, "perception." Oblique 
as tbis connecL1on migbt seem. as lexicograpber Monier-vVi11iams notes ("1/ak$ perbaps is a kind of o1d 
desiderivative of vias," Monier-Williams, A Sanskril-English Dicrionary, p. 2). it i5 vital in establisbing tbe primacy 
of perception as a holistic "embrace ," that is, "pervasion," of the thing pereeived, an issue particularly signifieant for 
arcbitecture . 
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"dwelling." Sacred architecture begins, thus, by perceiving divine presence at a 

particular location. 

AH procedures associated with the study of the site (mentioned in Chapters III, IV and 

V) follow, at large, a perceptual mode. First, the physical features of th.e site such as 

shape, slope, smeH, sounds, habitant flora and fauna, and sa on, are "taken notice of" ta 

ensure its fitness for dwelling. 128 The ward denoting this entire process is 

bhtïmistimgraha .. 129 Bhtïmi (literally meaning "earth") denotes site, and in sa1J1graha, 

the prefix sam, which has a unitive sense, is added ta vgrah, "ta grasp," thus ta connote 

a "knowing" that is perceptual. The site is demarcated by ritual furrowing, and 

subjected ta an examination ta attest the quality of its soi1. This is conducted by the 

quasi-empirical method of conducting certain tests and observing their results. Seeds of 

barley corn are sown in the site and their growth observed ta ascertain the quality of 

sail. Then, they are allowed ta be grazed upon by cattle. By observlng the dung of 

cattle, the quality of sail 1S further ascertained. The permeability of sail 1S tested by 

filling a pit dug in the site with water and checking the water-level on the following 

day. The "observation" in the course of these tests is mentioned in the text as 

prek{$a1)a. The prefix, pra, "before" (that 1S, whole and undissected) points ta the 

synaesthetic nature of the observation, engaging the entire sensorium of sight, sound, 

smell, taste and touch. The ward in the text for these tests 1S parrk{$ti, examination. 

128 Manasara III, 15-16. The vero occurring in this verse that denotes perception 15 pank$ya, the gerund of 
pariVfk$, "ta see." 

129 The title of Chapter IV i5 Bhumisal11grahavidhanam, "Prescriptions for Knowing the Site," Its content 
comprises a list of features of the site, bath pleasant and unpleasant, that appeal ta the five senses, by which its 
fitness for dwelling is ascertained. 
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this case, the prefix pari, "around," connotes, again, that the process is more 

phenomenological than scientific. 

Similarly in the procedure of collecting wood for columns from the forest, a potentially 

dangerous task, perceptual acumen has to be particulady sharp. The text gives an 

elaborate list of sensate phenomena - sight, sound and occurrence (for instance, a tree 

falling in a particular direction when felled) - qualified as omens good or bad. 130 The 

sthapati and his retinue are called to be aware of these, so as to continually seek out 

and "sight" the good omens and avoid the bad ones. 

The sthapati ascertains the quality (expressed in terms of gender: male, female or 

neuter) of the wood pieced and prepared for assembly by prek!} aI) a, feeling and 

examining it white "turning it again and again [in his hands] from 1eft to right" so as to 

ensure their compatibility of gender in joinery. 131 Similarly when selecting stone for 

iconography, its gender (again, among male, female and neuter) is ascertained by its 

form, color, the sound it produces, how it is found lying and so on. 132 Thus, this quasi-

science of materials also follows a perceptual "seeing." 

The orientation of the site by the gnomonic method involves alignment of the site with 

the traversal of the sun. A "sighting" of the sun (albeit inversely) is conducted, by 

means of the shadow of the gnomon; and the marking ("situating") of this shadow at 

two points on the circ1e drawn on the site around the gnomon is done. The iine 

130 Mànasàra XV, 257-339. 
131 Mànasara XVII, 27-30. 
132 Manasàra LII, 183-215. 
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connecting these two points and its perpendicular give the east-west and north-south 

directions respectively.133 The deline ation of the site follows. At this stage, the actual 

extent of the building, its geometry and physical dimensions, exist only as "conceived" 

in the mind of the sthapati. By measuring it out, he brings this abstract geo-metric 

construct (of inter-related figures, measurements and proportions) to bear upon the site, 

thus initiating the process of translating the conceptual into the concrete and tangible. 

6. Meditations during Construction 

From a theological perspective, the manifestation of the transcendent deity in the 

temple and the image is effected by the proper conduct of the building rituals. The 

sastraic precepts, as the "grammar" of ritual, serve to this end, so that a strict adherence 

to them ensures the proper conduct of the ritual. In this scheme of adherence to rules, 

the accent is on the vector of descent - as the transcendent deity manifests itself in the 

phenomenal realm. However, one detects the simultaneous presence of the opposite 

vector - of ascent of the devotee (here the st1zapati) towards the re alm of the 

transcendent - throughout the construction process. The vector of ascent is especially 

highlighted during the rituals as "seeing," in the farm of various meditations that the 

sthapati undertakes, by which the architectural and theological aspects of the process 

are linked. This dialectic between the vectors of descent and ascent moderates the 

rituals; it is already present within the theological realm of bhakti itself, and in sacred 

worship. 

'33 Manasara VI, 22-28. 
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Each aspect of construction has a "theological" (osci11ating between mythical and 

metaphysical) dimension, which the sthapati accesses through a spiritual kind of 

"seeing" while conducting the operation or performing the rituai. This is dhyana, 

meditation (as well as contemplation).134 Dhyana derives from vdhya, "to think, 

contemplate," which, etymologically, is "a perfectly normal variant of the root from 

vdhr ['ta see, perceive,].,,135 The principle behind dhyana in artistic and architectural 

making is that of identification. The sthapati pierces into the metaphysical essence of 

the form being created and identifies himself as one with it. This is achieved through a 

dialectic between the "technique" (in the yogic sense) of intense contemplation that the 

sages employed on the one hand, and the emotional rapture of devotionallove ending 

in ecstatic vision that the saints experienced (the latter implied in the text by the term 

raga, passion, and its connotations pertinent to artistic creativity) on the other. In each 

of these modes, the perceptual and cognitive faculties are absorbed into the spiritual 

experience of union with the divine. The "channel" of imagination of the sthapati thus 

"opened," the essence flows through it; by his act of making, he facilitates the assuming 

form of this essence. 136 Meditation as mental vlsualization of form is accompanied by 

vocalization of name. It is usually in the format of dwelling upon a particular deity or a 

specifie aspect of the divine, whichever 15 pertinent ta the ob ject or stage of 

construction. Thus, while making the to01s of measurement, the sthapati meditates 

upon Vi$l.lu as the tutelary deity of ki$ku, the cubit-scale, as well as da1.u;la, the 

[34 Several scholars have sought to extract the spiritual and technical senses in which the concept of dhyâna 
was applied in religious and artistic practices by translating it as "meditation," "meditative contemplation," 
"concentrated meditation through visualization," "inner absorption," "penetration of real essences and mysteries," 
"undistracted attention," and 50 on (see Jan Gonda, The Vision al the Vedic Poets, "Dhylïnam" [The Hague: 
Mouton, 1963], pp. 289-90). 

[35 Ibid., p. 289. 
'36 Ibid., pp. 61-62. Also see Ananda Coomaraswamy, The Transformation of Nature in Art (Rpt., New 

York: Dovern, 1956), p. 166. 
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measuring rod, and Vasuki, the serpent deity upon whom Vi:?:lJu 1S said to rec1ine in the 

Ocean of Milk, as the deity of rajju, the measuring rape. Brahma, as creator, 1S 

meditated upon as the presiding deity of measurement itself.137 The site, after its 

possession, is imagined as Kamadhenu, the mythical, all-giving COW. 138 The site 1S also 

meditated upon as the goddess A:rpbika (who, in one mythical rendition, is Parvatï, the 

wife of Siva).139 While furrowing the site, the sthapati meditates upon himself as 

Brahma, the plough as Varaha, the incarnation of Vi:?:lJu as Boar, and the pair of oxen 

yoked to the plough as sun and moon, the eye and mind respective1y of the deity.140 

During padallinyIisa, ritual marking of the plots in the delineated site, the sthapati 

visualizes the form of vIistupuru$a, malI or "spirit" of the site (who "inhabits" it), as 

lying face down alld stretched out across it, while reciting the mantra of obeisance to 

him. 141 He also visualizes the vIistuma1)i;iala, c1uster of forty-five deities, who, ill order 

to subjugate vIistupur"U$a, sit UpOll his limbs and thus occupy plots in the four quarters of 

the site. He invokes the deity corresponding to each plot and "situates" it thereupon by 

touching the plot and visualizing its form in aH iconic detail and vocalizing its specifie 

venerational mantra .. 142 While conducting the ritual of 'vIistubali, sacrificial offerings to 

the deities of the '?Iistuma1)çlala, the sthapati meditates upon himself as Siva.143 

t37 Mana.sara II. 68, 75. The associations made here are more from mythology than sectarian Saiva 
theology. Thus, in a pural)ic account, Vi~l)u, in his fjfth incarnation as Vamana, is said ta bave measured the three 
worlds in tbree strides. 

!38 Mi'inasara. V, 37. 
!39 Mi'inasi'ira V, 23-25. 
140 Mi'inasara V, 80-82. According ta mythology, Varaha, the third incarnation of Vi~l)u, rescued the earth 

from the bottom of the sea with his horn. 
14! ManasaraVII, 253-269. 
!
42Manasara VII, 155-252. The mythological account of vastupuru$a 1S found in Matsya PuraI)a CCLII, 5-

19, which i5 reiterated in various forms in astrological and architectural treatises. 
143 Manasara VIII, 60. The specific verb used here to denote meditation is "lsmr, "ta remember," in its third 

person singular optative conjugate form, smaret. In another occasion of similar ritual conduct (XV, 399), there is 
mention of worship by the stbapati of the deity (Siva) as hrl1ekha, furrowed (insta11ed) in the heart, and a1so present 
in the main water-pitcher. 
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Similarly, by meditation and recitation the sthapati unites symbolic meaning with the 

compositional or structural function of each spatio-structural component of the temple, 

thereby "establishing" it firmly in its proper place and role in the overall program of 

divine manifestation. The conception of the foundation finds concretion as it is firmly 

installed in place by meditating on it as being upheld by the eight mountains and 

guarded by the eight quarter-lords on the firm surface of the earth, which in turn rests 

upon the primordial waters and upon An ant a , the great serpent deity.l44 While laying 

the foundation, he meditates upon Siva in his emanate form of Visvakarman, creator, 

and as bhuvanadhipati, lord of the universe, who is the ground of its creation, 

preservation and dissolution. 145 In other words, the laying of foundation is meditated as 

the enactment of cosmic creation. The sthapati vlsualizes the column first as the 

Himalaya mountain and then as the great Mount Meru (upon which rests the abode of 

the godS).146 He meditates on the last four stones of the assemblage of the 

superstructure (that together ho1d the finial in place upon the domical crown of sikh ara, 

head, of the tower above the sanctum) as the seats of the lords of the cardinal 

directions. The riniai (dome-nai!) itself 1s meditated upon as the transcendent form of 

the deity who is to be installed in the temple. 147 

The theme of meditation is even more persuasive in iconography. In the chapters on 

iconography (LI-LXIII), the text gives vivid descriptions of characteristic features of 

the various deities. These iconic representations, divinely revealed ta sages of the 

[44 Man a sara XII, 108-109. 
[45 Mana.sara XII. 112-114. 
146 Manasara. XV, 409, 430-431. 
147 Manasara. XVIII, 371 refers ta the meditation of the last four stones as quarter-lords. The worship of the 

finial as the principal deity 1S infen"ed from the whole ritual of sthüpikIlaprati$fha, "erection of dome-nai!" in XVIII, 
340-413. 
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hoary antiquity, are not to be subjected to artistic caprice: hence the text qualifies the 

"imagination" of the iconographer as mïJrtidhytina, "meditation of [the form of] the 

deity.,,148 The final iconographie operation is chiseling the eyes of the image. The 

chiseling is also conducted in a pious, meditative mode as opening the eyes of the 

deity, thus completing its manifestation. 

7. DarAan.a. Auspicious Sight 

kim srjennayanomTI e$ am andh aktirtinupattaye 1 

udite tu salwsrtimsau yathti gacchati samantatab Il 
tathaivamasthamtil1tidi locanasya ial1asya ca 1 

(Mtinastira LXX, 7-9). 

What should make the opening of the eye dispel darkness; in what manner the 
thousand rays [of the sun] upon arising goes a11 around, thus indeed the setting 
and such of the eyes of the people .149 

These preambulary verses of the final chapter are aimed to make explicit the 

symbolism of chiseling the eye of the image and its significance to the devotees. The 

simile ts rather poody constructed agrumt the measures of poetics; however, it still 

captures the dynamic of the whole event. It brings out the reciprocity of the "sight-

giving" dimension of the act. The invocatory rituals preceding the marking of the eye 

148 These iconologie details together with the system of proportional measurement that constitute tti13mana 
comprise the sastra, rules or theory, of iconography. However, iconographers orten made use of the visions of saints 
(recorded in their hymnal compositions, which aiso are part of the body of Saiva sacred scripture) as dhyanasloka, 
meditational verses, reciting and interiot'izing them whi1e sculpting the image. Vidya Dehejiya mentions an insta.'lce 
of this latter in whieh the iconographer made use of the Tamil saint Appar's vision of Siva as the Enehanting 
Mendicant with a swaying gait (reeorded in his poem, Tev3ram VI 58. 6-7) as dhyanamanlIa whi1e sculpting that 
image (see Dehejiya, Art of the Imperial (,11011'1.5 [New York: Columbia University Press, 1990], pp. 115-6). 

149 This is a diffieult set of verses ta translate. There seem to be sever al comgenda in the Sanskrit text: the 
term anupauaye (there exists a verb anu..Jpat, "to fly to, chase, follow, faH upon," but the particular conjugation does 
not exist): a.stamanâdi, which can be broken down as astaman a. + adi or astama + anadi. The term for setting (of the 
sun) is astamana and not astamana. or astama. The specifie sense in which adi or anadi (meaning respectively 
"beginning" and "without beginning") is used here is not c1ear. Acharya translates these verses thus: 

As regards the ehiseling, it i5 meant for giving sight to the eye (lit., removing darkness from the 
eye). When the sun tises the rays spread aU over, 50 also the case of the eye of an individual as 
regards its t'ising and setting (Aeh arya, Architecture ai Manastira, p. 641). 
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prepares the image for its "enlivening" with divine presence. The sthapati then 

"writes" its eyes by chiseHng them, and covers the eyes with clotho When the 

enlivening of the image is complete with the deity "transferred" from the main water

pitcher to the image, the cloth is removed so that he offers darsana, àuspicious sight, to 

the devotee. The light of divine manifestation shines forth through the eyes of the 

image, and is received into the heart of the devotee through his own eyes, dispelling 

the darkness therein, as when the sun rises and spreads its myriad rays around, 

dispelling the night. DarSal1a., deriving from vdrs, "to see," is not a neutral observation, 

nor a passive viewing, but an active (motive and emotive) participation in the divine 

essence by the devotee by which he receives lnsight. Thus, this moment of union 

between deity and devotee through their mutual seeing is one of a divine epiphany. 

The ceremony of installation of image and inauguration of the temple establishes the 

dwe11ing of the deity in the k$etra, ordered site. By this, the perception of divine 

presence in the location is officiaHy pronounced and made accessible to the wider 

populace in the mode of darsana, the mutual "seeing" of devotee and deity. DarSana. 

marks the culmination of devotional worship in Saivism. The singular intent of the 

sthapati in his making the temple and image 1S to re alize this sacred program: to 

manifest the divine and thus facilitate darsana. In this, his whole approach 1S one of 

devotion, and from it proceed the perceptual, cOllceptual and meditative exercises of 

seeing. The "bOUllds" of such making that is passionate (imaginative) at the same time 

pious (devotional) are drawll by the ru1es of vastusastra, which the stlw.pati knows and 

follows. Notwithstalldillg the fact that the Manasara, beillg a compendium of 
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architectural ru1es, emphasizes compliance ta them in the process of making, the 

admonitory notice cited earlier, nevertheless, also implies that in making, sober 

"observance" of rules and passionate "seeing" display a paradoxical complementarity. 

The tension between the two is a fruitful one: raga 1S fully realized by observing the 

rules. Making sense of the architectural theory propounded in the vastusastra of the 

Manasara. amOUllts to, at the primary level, this apprehellsioll of the indefeasible Hnk 

by way of identification between "seeing" and "knowing": the ontological (or, to be 

more accurate, onto-theological) pre mise of "seeing-as-knowing ," as well as its 

epistemological converse of "knowing-as-seeing." 

In Saiva theism, darsana.1s orchestrated in the COlltext of sivarcana, ritual worship of 

Siva in the temple. Daily worship is conducted at dawn and dusk, the two sarpdhyas, 

"conjunctions" between night and day (dawn and dusk), and a1so at noon. For the 

duration of worship, various upacaras, specifie articles and acts of sacrosanct nature 

that appeal to aH the senses, are employed. The "event" of darsana. as a thickened 

spatio-temporal "presence" as well as "present" is announced in the temple by singing, 

playing of musical instruments, bell chimes, and loud recital of mantras. For the 

devotee, darsana is a synaesthetic experience, unitive and holistic: he sees and 1S seen 

by the deity, hears its mantras being recited and recites them himself, inhales the 

aroma of the incense, tastes the ambrosia. By such e1ementa1 mingling, divine 

immanence extends into the territory of the devotee's he art in a pronounced way.150 In 

the final chapter, at the end of the accounts of rituals of opening the eyes of the image, 

150 See Diana L. Eck, DarSan: Seeing tbe Divine Image in India (Cbambersburg, PA.: Anima Books, 
1981). 
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its installation in the temple and its worship. this is expressed quite beautifully in the 

follawing line (LXX. 111): 

hrdayakamalamadhye dIpavattatparam syat 1 

In the center of the lotus-heart [of the devotee], [the deity] should be the 
supreme object. [and] like a lamp. 

This hne occurs after the text instructs sthapatisthapakasobhau. "the radiant sthapati 

and sthapaka." ta insert the nine gems in the cavity made for them in the pedestal. and 

then install the image upon the pedestal. It exhorts the sthapati and the sthapaka ta 

install the image in the sanctuary of their he arts as we1l. In fact, the "radiance" of the 

duo stem from having installed the radiant deity in their he arts. The heart is the "center 

of being," sa ta speak, where the cognitive and affective faculties meet. 151 Thus. the 

act of instal1ing the deity therein perspicuously connects divine seeing and knowing. 

The union effected in dm'sana between deity and devotee (or, in more abstract terms, 

between the divine and the self) is such that the devotee "becomes" the deity, so to 

speak. 152 The emanatianist current in Saiva theology admits such "divinization" of the 

devotee. The self is ontologically divine in its inner essence but ignorant of it, being 

fettered by the world of the flesh. As ritual worship inspired by devotional love 

[sr On this point, see the essay "Some Notes on the Funetion of the Heart," in Jan Gonda, The Vision of the 
Vedic Paets, pp. 276-88. K. D. Tripathi treats this same tapie of the "faeulty" of the heart , albeit with an empha~'is 
more on aestheties rather than theology. The "spaee of the heart" as the spaee of experienee of being is a notion 
found earliest in Vedie and Upani?adie thought itself. Consequently, artistic Experience appealed ta this iuner space 
of the sahrdaya, literally, "one with heart," here ta me an "aesthete" or "connaisseur" (see K. D. Tripathi, "From 
Sensuous ta Supersensuous: Some Terms of Indian Aesthetics," in Baümer, ed., The Agamie Tradition and the Aces, 
p.72. 

[52 This is found in the oft-repeated Agamie maxim: oruy a Siva ean worship Siva (see Gonda, Medieval 
Religiaus Literature in Sanskrit, pp, 171,187). 
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culminates in darsana, this ignorance is dispelled by divine seeing and knowing, and 

the self rediscovers and recovers its divine nature. 153 

8. Making as Sildha.n.a, Spiritual Praruce 

adhuna ';7ak$yate sarva.bhaktanam lak$a~am kramat 1 

padam caturvidham proktam tadvastinmanam grhyate Il 
prathamam salokyamatlla dYltTyam samfpyamucyate 1 

sarupyam ca trtTyam syatsayujyam tu caturthakam Il 

(Manasara LIX, 14) 

The characteristic features of aH devotees are now stated in order. It 1S said that 
[their] division is four-fold; the measurement [of each] is ascertained in 
accordance to that [division]. Now, the first 1S said ta be salokya, the second, 
samTpya, and the third should be sarupya, [and] the fourth, sayujya; thus the four 
kinds. 

These verses occur at the beginning of the Chapter LIX, Bhaktalak~al)am, 

"Characteristics of Devotees," in the section on iconography. All devotees are divided 

among four classes; ln making their respective images in arder ta install them ln the 

temple complex, the measurement system proper ta each is ta be applied. The names 

of the four classes evince a hierarchical grade of spiritual ascent or degrees in the state 

of union with the deity. Thus, salokya, litera11y meaning "being in the world," in this 

scheme connotes "inhabitation of the divine realm"; similarly, samfpya, is "being near 

[the deity]," sarupya, "assuming [divine] form or likeness," and sayuJJ78, "consummate 

union [with the divine]." The text elaborates upon e ach of these states as follows (LIX, 

5-8): 

bhaktijfitil1am ca vairagyam(ya) yuktam salokyamTritam 1 

[53 See Davis, Ritval in an Oscil1ating Universe, Chapter III, "Becoming a Siva." 
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jîüinam vairagyastupyuktam samfpyamiti kathyate Il 
kernJ.1am dhyanasa11lyuktaJTI sarupyamiti ni§Citam 1 

suddhajnana. samayuktam s!iyujyam paramarthavat Il 

Salokya is said ta be the yoking of bhakti, jfitina, and vruragya. Jnana and 
vairagya yoked together is stated as samfpya. The conjoining of dhyana alone 
is ascertained as sarupya. Pure jfiana yoked together 1S sayujya, the possession 
of the supreme truth. 

There are five attitudes or dispositions which, in themselves or by combinations among 

them, characterize the four states of spiritual1ife listed above. These dispositions are: 

1) bhakti, devotion; 2) jn/lna, knowledge or gnosis; 3) 'vairagya, dispassion or 

detachment (vairagya derives from T,iraga, the opposite of raga); 4) dhyal1a, meditation 

or visualization; and 5) suddhajnana, pure gnosis. Among these five, the first four, by 

nature, imply an objective correlate. Thus, the object of bhakti and jn!ina is the deity 

(usually in concrete, iconographie, form such as installed in a temple), that of vair!igya. 

the world, and of dhyana the "purely mental" image (in other words, image that is 

beyond the scope of iconographization) of the deity.154 On the other hand, the fifth, 

suddhajnana, is pure knowledge without an ob ject (the adjective suddha, "pure ," both 

implies and owes to this condition). It is the state of absolute non-duality in which the 

differentiation between knower and known ceases to ex1st. Hence the state of sayujya 

1S also said to be paramarthwvat, "possession of supreme truth." 

In the first state of salokya., inhabiting the divine realm, the dispositions of bhakti, jnana 

and vairagya are conjoined. In other words, the condition of being in the world of flesh 

[54 Of course, the various iconographic forms of the deity can also be ob jects of dhyàna. But in the state of 
sârfJpya, it i5 understood that the empirical realm of COl1crete forms are, sa ta speak, already "1eft behind." Hence, 
the abject of visualization is the non-iconographic form of the deity. In the case of Siva, it comprises the linga of 
immense dimensions as wel1 as super-luminous effulgence. 
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and matter is "overcome" by the devotee by devotion to and knowledge of the divine as 

a personal deity, as well as detachment towards things worldly. In this way, the world 

itself 1S perceived by the devotee as the realm of the divine. In the state of samfpya, 

bhakti is significant by its absence: omy jiiana and vairagya are present. The attitude 

of bhakti thus eliminated, dispassion or detachment towards the world dominates this 

state. In other words, the "turning away from the wodd" is more complete. In the state 

of sarilpya, omy dhyana is said to be required. This being a "noumenal" (that is, supra-

empirical, or better, supra-phenomenal) state, even jflana and vairagya, so long as they 

are tainted by the empirical or phenomenal, are absent. However, this state is not 

merely apophatic: dhyana involves the positive act of mental visualization of the 

noumenal form of the deity. The term kevala, "sole1y, omy," in the third line suggests 

that meditation of divine form in this third state of sarupya cannot accompany or be 

accompanied by (iconographie) making. In the highest state of sayujya, there is omy 

pure gnosis. 155 

It is noticed that in the elaboration of all the four states in the verses quoted above, the 

term yukta occurs, without and with prefixes. It is the past passive participle of the root 

verb vyuj, "to yoke, conjoin." The word yoga, the basic meaning of which 1S "yoking, 

uniting," a1so derives from the same verb-root. In the religious-spiritual sphere, its 

meaning obtains in the sense of meditation, concentration of the mind, and techniques 

pertaining to them. In the first two states of salokya. and samfpya, because there are 

155 These four states are explained in no.t only abstract, philosophicru, but ruso concrete, relational, terms in 
the Saiva Siddhanta tradition. Thus, in saJokya, the relationship of devotee to deity is set-vile (servant-mastet-), in 
sâmfpya, filial (son-father), in sariJpya, fraternru (as between friends), and in sâyü,iya, amorous (as between loyers). 
The first three prepare the devotee for the fourth (see Sivaraman, Saivism in Philosophical Perspective, pp. 393-94). 
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present bath more than one disposition (among bhakti, jiiana and vairagya) as we11 as 

the duaHty between subjective disposition and its abject, yoga as the exercise of 

purposeful uniting of these 1S Imperative. In the third state of sarfipya, even though 

there 1S only dhyana, the sub ject-ob ject duality pers1sts; hence, here tao yoga is 

needed. 156 What is most significant, though, 1S that yoga is extended iuto the realm of 

sayfijya as well, where there is oruy non-duality.157 It is a contradiction in terms from a 

philosophico-theological point of view; any attempt to make some sense out of it must 

be in view of the context of this entire discussion and its intended audience: 

iconography of classes of devotees, and the guild of the sthapati. 

The four classes of devotees or the states of spiritual1ife somewhat correspond to the 

four divisions of the .Agam as and the four modes of sadhana, spiritual practice, they 

entai!. Thus, salokya corresponds ta carya, ritual and moral conduct, samfpya to kriya, 

architectural and iconographic making, sarfipya to yoga, meditation, and sayfijya ta 

jnanapada, theology and gnosis. 158 Since the distinction between carya and kriya in the 

Agamie scheme is not always c1ear,159 architectural and iconographie making, which is 

primarily kriyti, may be seen as encompassing both the modes. Making, at the most 

fundamental1evel, is a legitimate mode of stidhana, spiritual practice, in the faur-faid 

scheme of spiritual realizatian. It is the primary and most accessible mode of stidhana 

[56 It i5 significant also ta notice that while elaborating on the conjoinings in the states of samlpya and 
sarilpya, the prefix sam, "together," is attached ta Yllkta. This accentuates the act of uniting and gives a sense of the 
anticipation of the state of full union. 

[57 In the fourth line, a different prefix, sama, 15 attached ta yllMa, probably for reasons of metdcs or out of 
a certain notion that the "yoking" involved in the state of sayu}ya i5 somehow different from those in the previous 
states. No distinction obtains between the semantics of sam;vukta and samayllMa from a strictly lexical perspective. 
On the other hand, the term samayukta can be broken down also as sama + ayukta, in which case, its meaning would 
be "all un-yoked." This latter interpretation implies that the "yoking" involved in the sayîJfya state of absolute 110ll

duality is, in fact, an "un-yoking" (that 1S, dissolution) of all dualities. 
[58 Sivaraman, Saivism in Philosophieal Perspective, p. 393. 
[59 Gonda, Medieval Religiolls Literature in Sanskrit, pp. 2-3. 
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for the sthapati a.nd his guild, being makers of temple and image. This does not 

necessa.rily mean that the higher modes of yoga. and jiJafla are a priori inaccessible to 

the sthapati. In fact, the engagement of yogic meditation and discipline as weil as 

knowledge of the sastra in the process of making are already preparations for the 

sthapati ta access the higher modes. Regarding yogic meditation, the exercises 

conducted by the sthapati of visualizing the particular forms, manifestations and 

attributes of the divine in connection with specific architectural components have 

already been mentioned. With respect ta his yogic discipline and concentration, 

evidence is found in the text in the severa1 ascriptions of the sthapati: as niyatal), "one 

who restrains self," sam ahitam anal), "[one who has] undissipated mind," vicak$anal), 

"[one who has] discerning sight," and ekacittavat, "possessing single-mindedness," ta 

mention a few. 

Regarding the engagement of jîiana in the sadhana that is architectural and 

iconographie making, the following points ean be observed. Pirst of aH, this jiJana tS 

specifically architectural knowledge, which in turn can be distinguished as skills of the 

eraft (the "how") and its theoretical principles (the "what,,).l60 These are learned by the 

sthapati in his young age (that is, before he ean be ealled sthapati) through 

apprenticeship at the workshop and the work-site. At this stage, he tS simultaneously a 

blwkta, devotee, and sadhaka, aspirant. While undertaking the process of making, he 

160 From a strictly epistemological point of view, knowledge of the "how" is "tacit knowledge"; knowledge 
of the "what" can be further distinguished as "exphcit" and "systematic" (see Michael Polanyi, "The Logic of Tacit 
Inference" and "Tacît Knowing: Its Bearing on Sorne Problems ofPhilosophy," in Marjone Grene, ed., Knowing and 
Being: Essays by Michael Polanyi [London: Routledge & Kegan Paul, 1969], pp. 138-130). The term "explicit" need 
not necessarily imply a proposition al or even aphoristic structure; such knowledge could be in the form of mythic 
naJTatives a~ well. On the other hand, lmowledge that is "systematic" is "theoretical" in the full contemporary.sense 
of the term. This discussion anticipates the content of the next chapter, "Nomology." 
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simultaneously engages bhak.ti, devotion (which in turn incites raga, desire, and bha"fla, 

imagination, as its modality), vair/igya, dispassion, which is part of yogic discipline, as 

well as ji'i/ina, knowledge of sastraic precepts. In the course of his "graduation" as 

sthapa.ti, indeed, a gradual process, he is imparted metaphysical knowledge (the "why") 

of architecture by the sth/ipaka. 161 Such instruction is not limited strictly to the context 

of construction, but it is more certain that its primary occasion is the site of construction 

of the temple itself, and its specifie means the building ritua1s and associated 

meditations. This a1so implies an initiation through the philosophico-theological 

categories of the system. The objective categories - the five gross and five subtle 

elements - are understood as together constituting the media or material of making. 

Similarly, the subjective categories - the five faculties of action and the five faculties 

of perception and the faculties of inner disposition together enable the sthapati to 

engage in making. The principles of experiential and existential contingencies 

constitute the setting within which the making umolds. lnitiated thus into the realm of 

metaphysical knowledge which, at this point, still has an abject, architecture (that 1S, 

the temple and image as the manifestation of the deity), he is sufficiently prepared to 

leave the phenomenal realm behind. The culmination of this stage is darsana, the 

auspicious seeing of Siva, at the completion and consecration of temple and image. 

DarSana illuminates his lotus-he art, rids from it the taints of ignorance (thus purifying 

it), and grants him self-insight. He installs Siva in the sanctuary of his heart and 

worships him therein. Now an adept, he ascends ta the state of s/irtipya by exercises in 

lG' In Saiva Siddbanta, a sâ.dhaka, aspirant, is initiated inta the patb of spiritual realization when Siva 
bimself, "under the guise of a Preceptor, imparts knawledge through upadesa, instruction, sastra, book, and 
anubhava, the resulting experience" (Sivaraman, Saivism in PhilosophicaJ Perspective, p. 396). With regard ta the 
initiation of the sth apati, this role of preceptor is filled by the sthapaka. 
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meditative visualization,162 and ta sayujya by re aching the re alm of suddhajflal1a, 

transcendent knowledge. Further distinctions within the state of sayujya are made 

based on the ascent through the five pure principles (that is, those in the realm of pure 

being), Suddha}flal1a or suddhavidya being orny the first among them. Those remaining 

are sivayoga and sivabhoga, divine knowing and its relishing. The "space" of this 

consummate experience of divine union (as in the case of darsana) is, again, his lotus-

he art. 

162 These involve usua11y non-iconographie images of the deity. One exercise in meditative visualizaLion 
involves imagining the lotus-he art as constituted in ilS various members by the thirty-six categories, and Siva 
insta11ed therein as dancing in the form of the paiicâk$ara, five syllables (see Ibid., p. 404). 
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Chapter 2: "NOMOLOGY,tt OR THE HORIZON OF DISCOURSE 

a) PRIORITY OF THEOR y 

KumarI1a's definition of sastra. as "that which teaches people what they should and 

should not do" points ta its regulatory dimension. A pervasive characteristic of sastra, 

as already noted, is its constitution as a vast set of grammatical ruies. These rules in 

turn signify a certain "basic legality" (ta use Husserl's terms) that lies at the heart of 

the science. In tine with the daim and self-understanding of sastra as a priori with 

respect to its object, prayoga, these ruies with their dominant prescriptive ta ne are 

understood as such as derivative tools that "dispense" this Iegality rather than as 

sapiential principles that "access" it. Within a specifically epistemological context, one 

can discern ln this feature, broadly, the "nomological" aspect of sastra. 

1. The nomological princ:iple of mlIna, "measure" 

The full title of the treatise is Manasara Vastusastra. The term manasara 1S a 

compound of the nominal stems mana and sara (when used independently in a 

sentence, the nouns are manam and saram, bath neuter ln gender). The nominal stem 

mana. derives from vma, "to measure" (and in Vedic Sanskrit, "to make, create, build," 

as well).l The neuter noun manam means "the act of measuring," "measurement (an 

, Fritz Staal observes that the Sanskrit mot vma derived from two Indo-European roots: 1) .vma, "ta make, 
create, produce"; and 2) .vmt, "ta measure." According ta Staal, the homonymy that existed in early Sanskrit 
between vma, "ta make, create" (thus, mana meant building or altar) , and ,Ima, "ta measure," disappeared in larer 
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actual dimension)," as well as "instrument of measurement (a measuring too1 or a unit 

system).,,2 It 1S se en that even though these senses are derivative of the actual process 

of measuring (the noun deriving from the verb), they are still "concrete" in that they 

sig nif Y rul act or a thing. However, an "abstraction" happens in the semantics when 

manam is compounded with saram (deriving from YSr, "ta move, flow") which has the 

merulings of "essence" and "summary.,,3 The common interpretation of the compound 

Jnanasara is as a $a$(1 tatpuru$a samasa, "syntactic compound" of the sixth (genitive) 

case.4 In this instance, it is glossed as manasya saram, and the translation would read 

either "the essence of measurement," or "the essence of the act of measuring." 

However, another interpretation of the srune compound, against which there is as such 

no grrunmatical impediment, tS possible - as a karmadharaya samasa, specifically of 

the "appositional" or "equational" kind, in which the two nouns are apposed or equated 

ta each other.5 In this case, manasara is glossed as manam saram, and translated as 

language in which the latter sense prevailed (see Fritz Staal, "Mana," in Bettina Baümer, ed., KaJatattvakosa. Vol. 
II: Concepts of Space and Time. Kapila Vatsyayan, gen. ed. [New Delhi: Indira Gandhi National Center For the Arts 
& Delhi: Motilal Banarsidass Publishers, 1992], pp. 355-67. 

2 In the grammatical scheme of pal).ini, the derivation of a noun from a verbal root i5 explained by the 
system of pratyayas, formative elements. A pratyaya is a c1uster of code syllables that indicate the specific affix 
tbat must be attached ta the verbal root ta yield the nominal stem, as well as the modifications ta the root itself (if 
necessary) before the affix is added. The pratyaya a1so indicates the following properties of the noun that is formed 
from the nominal stem: 1) gender, one or more (among neuter, masculine and feminine); and 2) possible meanings. 
In the derivation of the nominal stem mâna from vmâ, the governing pratyaya i5 'lyuç,' which has the effect of 
adding the affix 'ana' ta the root (thus vmâ [lyuÇ] => ma + ana = mâna). The nouns formed under the pratyaya 'lyuÇ' 
are usually verbal nouns in the neuter gender; however this pratyaya also allow5 neuter nouns that name instruments 
of action. Thus. the neuter noun mânam means "[the act of] measuring" as '.'l'eH as "measurement" in the 
instrumental sense, which means bath an actual dimension and a tool. 

3 Fritz Staal assumes on the contrary - that a sense of abstraction i5 already present among the layers of 
meaùing of the uncompounded mâna: 

If there must be one, the core meaning of mâna would seem to be 'measure,' but in Vedic chis 
meaning is displayed in a spectrum of more specialized meanings that range from the concœte ta 
the abstract. The most cancre te designations are 'building' and 'place,' the intermediate 
meanings encompass not on1y visible sizes but also more strikingly, audible melodies. [Then 
there 1s] the more technical sense of measurement ... (Staal, "Mana," in Baümer, ed., 
Kalâtattvakosa, Vol. II: Concepts of Space a.nd Time, p. 358). 

4 The understanding of tatpunJ$a samasa as "syntactic compound" i5 found in Robert Goldman and Sally J. 
S. Goldman, DevavanIpravesika: An Introduction ta the Sanskrit Language (Berkeley: Center for South Asia 
Studies, University of California, 1999), pp_ 214-5. In this kind of compound, there exists an oblique case 
relationship (that is, any case except the nominative) between its two basic members. 

5 Karmadhâraya is a subset of tatpuru$a compound in which there 15 samânadhikaraIJa, case agreement, 
between the two basic members. In other words, the case relationship between the two 1S always nominative. The 
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"measure-essence," in other words, "the essence that is measure." The sense of 

abstraction is ruready present in bath the translations of the first interpretation of the 

compound. It is brought home with more force in the second interpretation and 

translation. The sense of abstraction that is intended in Sanskrit in this second 

interpretation is captured in the English translation precisely by making the seemingly 

insignificant but actually crucial choice of the ward "measure" (combined with the non-

use of either the definite article 'the' or the indefinite article 'a' before it) over 

"me asurement," as the equivruent of mana. Ta complete the semantic field of the 

second reading, the implicit genitive blank, "measure-essence - of what?" must be 

W1ed. The answer, "of the science of architecture ," 1S quite easi1y provided by the 

context of the discourse whir;h is specified by the term vastusastra.6 In short, the title of 

the treatise, Manasara. Vastusastra, can be glossed thus: vastol) sastrasya saram manam 

asti, "the essence of the science of architecture 1S me asure." 7 In this statement, the 

principle of mana, "measure," is delineated as the epistemologicru foundation of 

vastusastra, by which its priority with respect ta practice is attested. More specifically, 

the principie of mana is also "nomologicru," being the basis for deriving ruies of 

measurement and proportion by which practice (in the sense of composition of 

architectural and iconographie abjects), even in its minute aspects, is sought ta be 

regulated. The text presents an elaborate system of such ruies with respect to 

more common kind karmadharaya bas an adjective in its stem form affixed to a noun Ol" nominal stem. The 
"appositional" kind of karmadharaya in whicb two nouns are equated is "less common but still frequently occurring" 
in the language (Ibid., pp. 212). 

6 In the colophon found aL the end of each chapter, the term vastusastra occurs side by side with manasara, 
comptising the "full title" of the tI"eatise. 

7 In this interpretation, vastusastra 1S glossed as a $8$([ tatpuru$a compound. Like the compound mtinasar8., 
it a150 can be glossed as a karmadharaya: vtistul) sastram, "the science that 1S architecture." Tbe translation of tbe 
full title would then read, "the essence that is measure of the science that i5 architecture." 
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me asurement and proportion objects as constructed deductively from this 

nomological principle of mana .. 

2. Pr8J11.81).a as Axiomatic Reference Measurement 

prama1).e sastram prama1).am nirhrasavùrddhayob 1 

On the reduction or increase in the measure [of a geometrical figure prescribed 
in the $ulvasutras] , sastra. is the authority. 

Katyayana $uIva Sutra, 1. 24 (trans. S. R. Sarmal 

In this aphorism, the playon the ward prama1)a 1S immediately striking. In its first 

occurrence, it signifies "the measure" of a geometrical figure, and in the second, 

sastraic "authority." The sastra. referred to here is the science of geometry outlined in 

the text, and its authority is understood ta derive from the Veda. The authority of sastra 

is invoked in this aphorism specifically in conjunction with the geometrical operation of 

"increase or decrease of the measure" of a figure. However, the fact that the same 

word prama1).a signifies both authority and the measure of a figure implies a certain 

bearing of the former on the latter in and of itself (that is, even before any operation of 

inci'ease or decrease). Prama1).a, as "the measure" of a geometrical figure, 1S 

understood, then, in an a priori, conceptual, sense from which aiso derives its 

generative and referential character with respect ta actual measurements of the figure. 

The term "axiomatic" aptly describes this conceptual and referential aspect of 

prama1).a. 

8 Quoted by Fritz Staal in his essay "Mana" in Baümer, ed., Kali1tattvakosa. Vol. II: Concepts of Space and 
Time, p. 360. 

The historie al eontext of the Sulvasiitra texts, and their raie in the shaping of medieval vi1stusa.m:a are 
discussed further on, in Chapter III. 
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Chapter VI of the Man asara , titled Sailkusthapanalaksal.lam, "Description of Erection 

of Gnomon," deals not oruy with the erection of a gnomon and orientation of the site, 

but also with the procedure of delineation of the site by which the extent of the actual 

building 1S measured out and ascertained. The procedure 1S outlined in the text in the 

following verses (VI, 96-100): 

siîtralla(cca la)bhyate vastau prama1)am hfti niscitam Il 
m adhyadindracca taC nnairrtatta)ddik,~u nasyendradi (syedindra)Sikhantakam 1 
indradrsalwparyantam cantakatpavakantam Il 
varunadvayuparyantam saumyadervayu(yo )rvantakam 1 

saumyadrsanaparyantam siitramevam pariI/Taje(vTajaye)t Il 

From the cord 1S obtained the prama1)ain the architectural abject; indeed, this is 
ascertained. From Indra (east) as center and from south-west, [the siitragrahin] 
should place in the directions with east as end (?) The [segment of] perimeter 
from Indra (east) to ÏSana (north-east) and from Antaka, that is, Yama (south) 
ending with Pavaka or Agni (south-east). The [segment of] perimeter fram 
Varu1)a (west) ta Vayu (north-west); from Saumya (north) to Vay-u (north-west); 
from Saumya (north) to ÏSana (north-east), [the siitragrahin] should cause ta 
move the perimeter cord around. 

It is c1ear from the above translation (especially the second line) that the text does not 

quite succeed in its attempt to provide a systematic, step by step account of the 

geometric procedure of delineation of the site. In the first line, the key technical term 

prama1)a. is introduced in a rather cryptic manner. What follaws 1s a more or less 

sketchy account of moving a cord around in the site in order ta join the eight segments 

(between the four cardinal and four intermediate directions) of the perimeter and 

complete the quadrangle that is the actual extent of the building. The entire account 

above does not throw sufficient light upon the specifie meaning and role of prama1)a .. 

The word prama1)a is obtained by pre fixing the partic1e pra, which has the senses of 
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"forward, forth, onward," ta mana, measurement. Acharya translates the first Hne thus: 

"The (more) accurate dimension in a building can indeed be secured (when it is 

me asure d) by the cord (rather than by the rad, in the following m anner). ,,9 His 

understanding of prama1)a as "the (more) accurate dimension of a building" fails ta be 

convincing when taken within the context of the whole set of operations of deline arion: 

neither "accuracy" nor choice between the rad and cord for measurement seem ta be at 

issue here. 

The term prama1)a 1S mentioned again, once, in the next four verses (VI, 101-104): 

vimal1e trigrhe va 'pi ln.aw;J.apadüll(dauca) vastuke 1 

gramadfnam ca sarve$am manayetmanasütrakaJn. Il 
tatprama1)asya padto hastadT;-ihastama(ma)dhikam 1 

tatsütravasane ca. saf1kumevam prati$tl11tam Il 

In a11 architectural abjects such as vimana (temples), trigrha (houses with three 
blacks), pavilions and villages, [the sthapati] should cause ta measure with the 
measuring cord. AH around that prama1)a, and at the end of that cord, a peg is 
thus established [at a distance] one or two cubits further. 

The manasütra, measuring cord, mentioned in the second Hne above refers back ta the 

sütra from which the prama1)a is said ta be obtained (mentioned in V. 96 cited earHer). 

In the third Hne above, the partic1e tat, "that," affixed ta prama1)a in the phrase 

tatprama1)asya. pantas, "around that prama1)a," specifies its reference to the manasutra 

in the second line. Similarly, the same partic1e tat in tatsutravasanake, "at the end of 

that cord," in the fourth tine refers the sutra back to prama1)a in the third line and 

manasütra in the second Hne. From this line of references regarding prama1)a and sütra 

beginning with verse 96, the nature of prama1)8 and the process of measurement may 

9 Acharya, "4rc1litecture of Mânasâl'a, p. 31. 
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be construed in the following way. First, the sthapati conceives in his mind a particular 

measurement as the principal generative and referential measurement for the whole 

architectural object, which is its pramfIJ)a. The measuring cord is then made to this 

measurement; in other words, its actuallength 1S the prama1)a. Thus, the measuring 

cord embodies or carries the prama1)a, sa ta speak, sa that when it is stretched in the 

site ta delineate the architectural object, the pralna1)a of the object 1S "obtained from" 

it. The term paritas, "around," in the third 11ne above may seem ta signify prama1)a in 

the sense of perimeter. However, the term avasana, "end," in the phrase 

tatsutravasanake, "at the end of that cord," in the fourth hne denotes that prama1)a 

obtains in the site axially rather than perimetrically.l0 The question that arises at this 

point is whether the axis that carries the prama1)a 1S the breadthwise or the lengthwise 

one. In accounts in the text that deal with proportions of horizontal measurement 

(breadth and length) of settlements and buildings, it is seen that breadth is treated as 

primary. Length is a derivative of breadth, calculated by means of a particular formula 

of proportion. ll From this, one may infer also that the bre adthwise axis has primacy 

over the lengthwise one, and therefore, that the former cardes the prama1)a. Also, the 

fact that a set of specific technical terms, "istara, -r,.isala, tara, etc. (that are synonymous 

lO Acharya emends the phrase tatsiitdivasanake, as ta[tta]tsiltrtivastinake, by adding an extra tat ta it. The 
meaning of the phrase when thus emended becomes "at the end of each cord," which implies a reference ta more 
than one cord, and therefore tends ta refer ta perimeter rather than axis. It i5 clear from the previous hnes that only 
one cord is in reference. There is no suggestive basis for the emendation itself in any of the manuscripts of the text 
(Acharya does not mention any in his critical notes). Therefore this emendation i5 arbitrary and untenab1e. 

Il For instance, Manasara IX, 10-14 gives first a set of breadths of the da1)çlaka kind of village; the set of 
1engths is calculated from them using the formula, twice breadth plus two (1 = 2b+2). 

Regarding the primacy of breadth, Bruno Dagens notes thus: 
Plans of any construction, from the smallest building to the biggest town, are established 
according ta diagrams (pada) similar ta those used in rituals (building itself is a rituaH). Alike 
those, they are basically drawn according to a perfectly regular pattern, square (or circular). This 
explains why the basic measurement is always the width (hence mana., besides vistara., visala, 
tara, . , ): should the intended construction be oblong, ilS length (ayama, dfrgha ... ) is deduced by 
the way of proportions from that width; let us add that as a matter of fact the height (ucca, 
utsedha ... ) also is a1ways deduced from the width (Dagens, "Mana in the Arts: Architecture and 
Image-making," in Baümer, ed., Kalatattvakosa, Vol. II: Concepts al Space a.nd Time, p. 369). 
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ta each other), exists for "actual" breadth underscores the "conceptual" nature of 

prama.1)a. Theoretically, it "subsists" ln the actual breadth; in the site, it abtains 

referentially as the breadthwise axis of the quadrangle that is the extent of the building, 

fram which the actual breadth 1S derived and marked as the side (edge) of the 

quadrangle .12 

The mention of prama1)a occurs again in the lvUnasara. in the cantext of iconagraphy 

(LV, 3-8): 

manam capi prama1)am ca parima1)am lambamanakam 1 

unmanamupamanam ca. manam padmam samfritam Il 
padai1gUf~tisamfmantam manam capi prakathyate 1 

prama1)am "vistJtam proktam paritaj] parimaJ)akam Il 
tatsiltrallambamtiJlam syannimnamunmamunucyate 1 

antare u(co)p am an am syadbimbodayadi sarvasaj] Il 

Nlana, prama1)a, parimaJ)a, lambamana, unmana and upamana are known as the 
lotus measurements. [The measurement fram] the big toe ta the head is called 
mana; the breadth is called pramaJ)a; circumference ris called] parima1)a; fram 
the eard (i.e., plumb line) is lambamana; the depression (affset/thickness?) 1S 
said ta be unm an a.; the interspace (between Hmbs, fingers, etc.) is upamana; [in 
the] cre atian and sa an of the im age, ealleetively [these are the me asurements]. 

It is seen that here, prama1)a is mentianed as one among the six kinds of iconographie 

me asurements, and is de:t1ned de arly as bre adth. The names of this set of 

measurements display a partieular characteristic: they aH have the term ma118. ln 

eommon, and five among them have a different prefix attached ta mIDw that denotes 

'2 The information in the text is insufficient ta establish beyond doubt whether the "subsistence" of 
pramaJ)3 in the bœadth in all cases is in full (chat is, breadth = pramii{Ja), or in part (for instance, breadth = twice 
pram8{Ja). This question arises from a practical consideration. In the case of settlements (chat is, villages and 
towns), the measurements (breadth and length) can be sa great chat making the measuring cord ta comply with the 
full subsistence of pramii{J8. in breadth and moving it around in the site can pose practical difficulties. In such cases, 
it is more likely that pram8J)8. subsisted in breadth in part: in other words, the breadth of the settlement would be a 
multiple of pram8J)a, the extent of the measuring cord. 
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their particularity. Also, a certain hierarchy can be discerned among them. Height 1S 

given as the most primary measurement, its primacy signified in two ways: 1) it 1S the 

first to be mentioned; and 2) the term denoting it 1S the unprefixed mana.. This is 

followed by prama1)8, breadth, and parima1)a, circumference. These three together 

define the limits of the image; the other measurements are dependent on these. 

In iconography, the object of making (the image) is more "manageable" in terms of 

size and scale so that the three determinate measurements (height, breadth and 

circumference) c an be established at the outset itself. The limits once established, the 

sculpting process proceeds subtractively. This is unlike the case in architecture and 

settlement plrulning in which only the horizontal measurements (length and breadth) 

can be ascertained or fixed at the outset. The vertical measurement, height, 1S 

determined in the course of construction which is an additive process (that is, one of 

assembly) by employing calculations that involve ru1es of proportion, and when there 

are severa1 stories, arithmetic progressions as well. 13 Height 1S, thus, a secondary 

measurement. Even among the horizontal measurements, as already mentioned, the 

breadth is treated as primary, the length being derived from it by means of ru1es of 

proportion. Thus, in architecture, prama1)R 1S of a conceptual, axiomatic, nature; it 

plays a generative and referential role, and subsists in the breadth. On the other hand, 

in iconography, the nature and role of pralnaI)tl as breadth is less conceptual and more 

actual. 

13 Far an exposition of general principles regarding arithmetic progressions employed in ascertaining the 
height and averall form of the superstructure of temples, see Patrick A .. George, Construing Constructs: A. Study of 
Temple Design and Construction in North ln dia (Philadelphia: University of Pennsylvania, Ph. D. Dissertation, 
1994), Chapters V-VII. His hypatheses are based on morphologie al analyses of several extant temples in North 
India. 
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In c1assical epistemological discourse of the six darsanas, schools of systematic 

thought, prama1)a 1S the foremost category, and 1S understood as "authority, norm of 

knowledge." If one inc1udes also the instrumental definition of prama1)a, as "the 

essential means of arriving at valid knowledge or prama,,,14 it may then be understood 

as both means and end. Prameya 1S the object of knowledge, and pramata, knower. In 

the seho01 of Vaisesika, Atomism or Partieularism, two modes of prama1)a are 

admitted: pratyak$a, perception, and anumana, inferenee. Nyaya, Logicism, which is 

its sister sehool, adds ta these sabda, verbal testimony (whieh eneompasses revelation 

and tradition), and upamana, analogy or eomparison. 15 The sehool of MTma:Qlsa 

expands the seope of prama1)a even further, ta inc1ude arthapatti, hypothesis or 

presumption, as well as anupalabdhi, non-apprehension. 16 

Regarding validity of knowledge, the Nyaya-Vaise$ika sehool asserts first that even 

though truth or falsity is not a normal feature of knowledge, no knowledge 1S ultimately 

neutra1. Knowledge beeomes either true or fa1se in the course of its arising, due ta a 

set of externa1 cireumstances. This happens either at the origin of knowledge (utpattau 

prama1)ya) or in the course of its aseertainment (jnaptau prama1)ya). In either case, the 

methodological issue is not how knowledge becomes true or faise, but how one 

becomes aware of its truth or falsity. The Nyaya-Vaisesika school states that the 

discovery or awareness of the truth or faisity of knowledge emerges from samvadi 

'4 M. Hiriyanna, Outlines of Indian Philosophy(New York: Macmillan, 1932), p. 177. He cites the Sanskrit 
aphorism prama-kar8J).am prama1)am, without giving its source. 

'5 Ibid., pp.245-46, 252-61. 
'6 Ibid., pp. 318-22. Anupalabdhi is the prama1)a by which negation is known. 
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pra"i;ytt1, "fruitful activity," chat is, an "appeal to facts.,,17 On the other hand, according 

to Mïma:rp.sa, aH knowledge 1S self-vaHd and its truth need not be verified. It 1S error 

that needs explanation. The two major streams within Mïma:rp.sa, the "vericism" of 

Prabhakara and "contrarism" of Kumarila Bhatta, explain error differently. The former 

does not admit error in and of itself; what is commonly understood as "error" is on1y 

incomplete knowledge. The latter admits error as su ch , and explains it as the result of 

a partial misrepresentation of the abject in consideration. In both cases, knowledge 

prompts activity, and discovery of error arrests it. 18 Regarding this last point, there is a 

certain convergence of the views of Mïma:rp.sa and Nyaya-Vaise$ika schools. 

These epistemological features are seen to ob tain simultaneously in the idea of 

pramaJ)a in the vastusastraic accounts of the lYfanasara. In Hne with the Mïma:rp.sa 

view, any pramaJ)a, as the predetermined reference measurement of an architectural 

object, is self-valid, and therefore, can be theoretically posited. In the lYfanasara, the 

particular way of giving measurements in connection with settlements and buildings 1S 

to first list a set of breadth measurements followed by a set of corresponding length 

me asurements , and then state the ruie of proportional relationship between breadth and 

length. The set of length measurements 1S sometimes mentioned and sometimes 

omitted. 19 The text never gives lists of measurements as pramaJ)8 itself. However, to 

[7 Ibid., pp. 260-61. 
[8 Ibid., pp. 313-17. 
[9 For instance, Manasara IX, 10-13 gives the set of measurements of the village of the daJ}tjaka kind thus: 

pmicavi1llsati daJ)l;iadyaub(dau) dvidvidaI,1l;favardhanat Il 
ekadhikasati'inta.m syannavatrirpsa.dvisâlakam 1 

evam tu daJ)l;fakam proktam tasyayilmami(ma i)hocyate il 
vistaraddvidvida.I;lQena vardhayeddviguI;lilntakam 1 

The thirty-nine breadths should begin w1th 25 rads, and from increments of [WO rads each, end at 
101 (that is, the arithmetic progression of thiny-nine members: 25,27,29 .... 97,99,101). Thus 
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the extent that pram/I1}a subslsts in breadth, the listing of breadth measurements may be 

seen as an exercise of listing pram/I1}a itself. This exercise 1S primarily theoretical, in 

which the the ore tic al dimension of pram/I1}a as end in itself 1S emphasized. However, 

its applicability is never lost sight of: the lists are potential dimensions to be actualized 

in settlements and buildings. 

At the outset of the process of actualization of pram/I1}a, the specifie problem that 

issues is the "validation" of a praln/I1}a. It translates in architectural making as 

ascertaining its applicability or inapplicability to a specifie building situation, which 

owes to a set of external cirucumstances. Here, the Vaise:;;ika notion of sam v/Idi 

pravrtti, "fruitful activity," fully obtains in architectural and iconographie making. Even 

though the primary objective of making 1S theological, its procedures a1so engage the 

empirical appeal to facts by which a pram/I1}a 1S vaHdated or invalidated. The 

operation of this "experimental" dimension in making draws from the instrumentality of 

pram/I1}a itseH as me ans to end) and demands the mediation of instruments, both 

conceptual and physical. 

A major topic of discussion in Chapter II of the Mi1nasi1ra 1S m/Inopakara1}a. The 

compound manopakara1}a 1S comprised of the nouns mana. and upakara.1}a. The latter, 

upakara1}8, derives from upa.-vkr. The prefix upa., having the senses of "nearness" and 

indeed is said [the breadth of] daI)fJaka. [village]. Its length is stated thus: one should add two 
rads each ta twice breadth (that is, 1 = 2b+2). 

Here the corresponding set of thirty-nine length measurements are not mentioned. 
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"subordination," modifies the meaning of the generic root -v1:r, "ta do, make ," as "to 

furrush with, bring near, prepare, arrange, serve." Upakara1)a has the senses of both 

the act [of furnishing, bringing near], and its instrument. The compound is glossed 

commonly as a $a$tf tatpuru$a, which reads as manas;va. upakaraJ)am, and is translated 

as "instrument of measurement." In this interpretation, manoparakara1)a has a concrete 

sense ,20 and encompasses both conceptual and physical instruments. 

In the lv1anasara, the pnmary conceptual instrument of measurement is the basic 

system of units of measurement. However, a more expanded reading of manopakaraJ)a 

would extend its scope a1so to systems of iconographic measurement, as weil as ayadi 

$açivarga, the set of six formulae used to verify the measurements for auspiciousness 

against astrological contingencies. These are the specifically "arithmetical" 

instruments. Two other sets of conceptual instruments are aiso found in the text that 

are related, albeit indirectly, to measurement. These may be termed "geometrical" and 

"typological" after their respective characteristics. The first 1S the instrument of 

padaT,-'inyasa, scheme of plot-disposition, and the second, i/astuprakara1)a, matrix of 

architectural and iconographie abject-types, which 1S generated by taxonomy. The 

physical instruments inc1ude the ki$ku, cubit-scale, daJ)r;fa, measuring rad (yard-stick), 

and rajju, measuring cord (rope). In the following account, the nature and constitutive 

structure of the conceptual tools are elaborated. 

20 If bath mana and upakara1)8 are tmnslated in their more abstract senses as "measure" and 
"instrumentality" respectively, then the interpretation of the compound assumes a more "essential" sense, as "the 
instrumentality of measure." The concrete sense of manopakara1)a as "[an aCLUal] instrument of measurement" may 
be understood as deriving from its essential sense. 
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3.1) Arithmetical. 

3.11) Units and Systems of Measurement 

a) Architectural 

In Chapter II of the Manasara, immediately after the discussion of the sthapati and his 

guild with regard ta their knowledge and expertise, the text gives an account of the 

system of measurement as well as physical tools ta be employed in building. The 

system in full is as follows (II, 40-53): 

8 parama1)u = 1 rathadhiïli, chariot-dust 
8 rathadhiïli = 1 valagra, hair-end 
8 valagra = l1ik$a, nit 
8 lik$a = 1 ytlka, lause 
8 ytlka = 1 yava, barley-corn 
8 yava = 1 angula, digit (finger-breadth). 
12 angula = 1 T,d.tasti, span 
2 ·vitasti (24 angulas) = 1 ki$ku, cubit 
4 dhanurmu$ti (cubit of 26 angula) = 1 da1)çla, rad 
8 daI)çla = 1 rajju, rope 

The sma11est unit, which is paramaI)u, atom, is stated ta be perceived (oruy) by the 

sages. Among the other units, the digit and cubit are further distinguished. The digit 

has three distinctions, small, intermediate and large, made up of six, seven and eight 

yavas respectively. The cubit 1S of four kinds; from the smal1est ta the greatest, they 

are as follows: ki$ku, prajapatya, dhanurmu$ti and dhan urgraha, comprising 

respectively 24, 25, 26 and 27 aflgulas. The three-fold division of the digit (small, 

intermedi ate , large) bears upon every higher unit comprised of it. Thus, for instance, 

each of the four kinds of cubits has further subdivisions into small, intermediate and 
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large. Such a scheme makes available an intricate gradation of actual sizes for the 

higher units. 

By positing the paramaI)u as the basis of the system of measurement, the text renders 

the system with a conceptual, a priori and univers al status. 21 As a constituent in the 

system, this applies ta the unit aiJ.gul a, finger-bre adth, as we11, despite its explicit 

semantic reference to the human body. For aH practical purposes, aiJ.gula is the 

smallest unit of measurement. For this reason, it is seen to be treated in a special way 

in the text with regards to its universality that significantly downplays its semantic 

reference ta the body. The following lines demonstrate this quite c1early (II, 46-47): 

yavairastasamayuttam aligul am tatpraJaïtitam Il 
manamatram tridha proktam yaVaTyTddhùi§asatal) 1 

sadsaptastayavairetatkanistho(stha) madhyamottamam Il 

By the joining together of eight yavas [is obtained] aiJ.gula, it is said. 
Manamatra is said ta be in three ways, particularly [with respect to] the 
increment of yava. With six, seven, eight yaTas [are respectively] smallest, 
interme diate and gre ate st [m an am atrahiJ.gul a]. 

The first among these Hnes 1S the instance when the unit a:ngula 1S reached in the course 

of outHning the system of me asurement. In the next Hne, the text introduces a 

compound manamatra ta refer to the unit aiJ.gula. The neuter noun matnun aiso derives 

21 BI"uno Dagens classifies the units in the above system as am iîtra, formless, units and "linear units of 
common use." The units upto yava belong ta the former class and the rest ta the latter. About the amiîrta c1ass of 
units, he comments thus: 

As for [the amarta class], the barley grain is the only unit of common practical use and may have 
been the originallower naturai standard. The other ones (lause, nit, tip of a hair, speck of dust) 
are no more than the necessary steps to allow regression down ta the înfinitesimal which may be 
seen orny by the best of the yogins; the epithet amarra appHed ta such units by [the classîcal 
astronomical text] Sarya Siddhânta shows well theü" purely theoretical or, better, intellectual 
character" (Dagens, "Mâna in the Arts: Architecture and Image-Making," in Baümer, ed., 
Kalatattvakosa., Vol. II: Concepts al Space and Tille, p. 373). 

The regression that Dagens speculates suggests oruy induction. The" seeing" (pel"ception, intuition, 
grasping) of the paramâ1)u by the sages may also be seen as "immediate:' In 5uch a case, the paramâ1)u becomes 
ob je ct of a priori knowledge. The system of measurements are, then, understood as a deductîve construction. 
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from .... /ma, "to measure.,,22 Lexicographers give its meaning as "a measure," in the 

concrete and not abstract sense, that 1S, an actual measurement of any kind (1ength, 

breadth, height, depth, distance, size, number and sa on). It 1S usually found at the end 

of compounds, such as rekham atra. and artham atra.. In such cases, the compounds are 

interpreted as tatpuru$a compounds; thus rekhamatra would be glossed as rekhayaJl 

matram, "the measurement (such as length) of a line," and arthamatra as arthasya 

matram, "a certain sum of money." As for manamatra, its interpretation as a tatpuru$a 

compound poses semantic difficulty (though syntactically plausible), owing ta the 

problem of redundancy with respect to the meaning of the component nouns. The 

nuances in the meanings of the two component nouns are not significantly different 

enough to strike a permutation among them that would overcome this difficulty. If it is 

attempted to be interpreted as a karma.dharaya compound, the same problem leads ta a 

self-referential circularity ("measurement-measurement"). Thus the meaning of this 

compound in either case cannat but be tautologica1. The oruy way, then, ta interpret the 

use of this compound to refer to angula is as a vital component in the larger scheme 

that asserts the a priori, conceptual and universal (absolute) nature of the unit and the 

pretense of a purely deductive process of its derivation.23 From this point of view, the 

22 In the case of the nominai stem marra, the pratyaya governing ilS derivation 1S '$çran' (Vma [$tran] => 
ma -,- tra => matra). The primary sense of this pratyaya 1S instrumentality, and the gender of the noun formed is 
neuter. Thus the neuter noun matram me ans "[an actual] measurement" (in the instrumental sense). 

The feminine noun marra, deriving from the Saille nominal stem matra has the meanings of "substance, 
matter" in addition ta "a (particular) measure" (see Staal, "Mana," and Bruno D agens, "Mana in the Arts," in 
Baiimer, ed., Kalatattvakosa, Vol. II: Concepts of Space a.nd Time, especially pp. 366-38). 

23 In the treatise !I/[ayamata, the treatment of the system of measurement begins w1th the following 
preamble (V, 2): 

paramaI)ukramad vrddham mfinfingulamiti smTtam 1 

Mfintüigula. 15 known as [deriving] from the gradua! increment of paramaJ)u. 
The term manfiligula here sim ply refers ta the unit ailgula (more about manifIiguJa will be said later an). 

The text eventually gets ta aligula (while outlining the system) in the same way as in the Mfinasara: yava$(aguI)ito 
'Iigulam, "eight times yava is ailgula." The following phrase is found immediately arter: aligulam tu bhavenmfitram, 
"as for aJigula, it shauld be the measure." This 15 the litera! translation, which suggests the idea of a "standard unit": 
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subdivision of ailgula into small, intermediate and large, mentioned in the third hne, is 

abo theoretical; by logical extension, the same may be said of the distinctions made of 

the cubit unit as well. 

b) Iconographie 

In Chapter LV, after giving a list of the six iconographie measurements (mana, 

pramaJ)a, parim aJ)a , upamana, lambamana and unmana), the text gives a detailed 

outline of the proeess of procuring!seeuring the height of the principal image and 

secondary images?4 Breadth, cireumferenee, and other dimensions are derived from 

the height using ruies of proportion. Nine "options" of aseertaining the height of the 

image are listed: 1) in referenee to the breadth of the temple; 2) in proportion ta the 

height of the womb-house (adytum); 3) in proportion ta the height of the door; 4) in 

proportion ta the height of the base of the building; 5) according ta hasta, eubit; 6) 

aeeording ta tala, span; 7) aecording ta ailgula, digit; 8) in proportion to the [body of] 

the patron; and 9) in proportion ta the main image.25 Obviously, the last apphes only ta 

seeondary images. 

ai1gula should be the standard unit of measurement. Dagens translates the phrase thus: "[the digit] is called as weIl 
'measure.'" The act of naming ("is called") can only be parenthetically inserted inta the meaning of the pht'ase, in 
whicb case mâtra must be read as a pmper name. Ir i5 better, then, ta leave mâtra untranslated than translating it 
simply as "measure ," withaut placing an article before il. In fact, marra as synonym far angula.occurs a little further 
on in the text (V, 10): 

paiicavirflsatimâtram tu praja.patyamiti sm.fl:am Il 

And the unit [that is made up of] twenty-five mâera (migula) 15 known as praja.patya. 
Dagens notes that marra as a technieal term i5 found in the Mayamata as equal in value and synonymou5 

in sense ta aligula, and as signifying both the absolute unit and the relative unit more specifie ta iconography 
(Dagens, trans., Afaya.matam: Trea.tise on Housing, A.rchitecture and Iconography, Vol. 1, p. 23, note 3; also "Index
Glossary," in Ibid., Vol. II, p. 956). 

24 As seen already, the primacy of heighl among the iconographie measurements is signified by the 
unprefixed mana. The text aiso uses the term a.dimâna and ma.hamana to denote height of the image; the prefixes 
adi and maha me an literally, "first" and "great" respectively. 

25ManasaraLV, 10-16. 
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There are two other instances in the same iconographie context in which the text gives 

lists of options for procuring height. In Chapter Ln, Lingavidhanam, "Composition of 

Linga.," the options of deriving height of linga, the semi-iconic image of Siva (usually 

the principal pratistha, consecrated image, in a Saiva temple) number seven. They are: 

1) from the breadth of the adytum of the temple; 2) from the door; 3) from the width of 

the temple; 4) from the height of the base of the temple; 5) from the height of the main 

pillar; 6) according ta hasta, cubit; and 7) from the body of the yajamana, patron or 

"c1ient.,,26 In Chapter LXIV titled Pratimavidhanam, "Composition of Images," twelve 

options for obtaining the height of secondary images are given. They are: 1) from 

height of linga (in case of Saiva temples); 2) from height of the main image of ViSJ)u 

(in VaiSJ)ava temples); 3) from half-breadth of the adytum of the temple; 4) from 

breadth of the temple; 5) from door; 6) from base of the temple; 7) from main pillar; 8) 

according ta hasta, cubit; 9) according ta tala., span; 10) from body of the yajamana, 

patron or "client"; 11) from one division of the height of linga or image; and 12) 

according ta digit. 27 These lists of options display an "instrumental" nature, prim ari1y 

as a means of procuring the height of the image. In the case of the last list, its 

instrumentality 1S made ta extend ta the moral and soteriological spheres as well. Thus, 

among the options in the list, the first four, based on measurements of the temple, are 

stipulated ta be suitable for those patrons seeking bhoga, enjoyment, moksa, liberation, 

and artha, wealth. The options of cuhit and span measurements also bestow enjoyment 

16 Mânasâra.LII, 11-15. 
27 Mân.asâraLXIV,l-8. 
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and liberation; that of digit, liberation; and the options based on the body of the patron 

and the principal image are stated ta bestow ail fu1fillment or welfare?8 

Even though each of these options of measurement are elabarated further by the 

]I/Uinasara,29 the most elaborate treatment is reserved for the tala option. Tala., the 

system of iconometry, is based on the "span." Tala has the mearungs of "palm" (of the 

hand) as well as "span" (that is, the distance between the stretched thumb and midd1e 

finger). This measurement is equal ta that of the face from hair ta chin.30 Among the 

severa1 iconometric schemes possible with the tala, the text elaborates the dasatala, 

ten-span, scheme. In the dasatala scheme, the height of the image has ten basic 

divisions (each division being one tala). Each tala has twelve subdivisions (echoing the 

division 12 angula = 1 .... itasti); thus basically, the height in the dasatala scheme has 120 

(10 x 12) subdivisions. The tenns angula, amsa and matra are synonymously used ta 

name one division (that is, 1I120th part) of the height. Further classification of the 

scheme is effected by retaining the height of 120 subdivisions as madhyama, 

"intermediate"; the addition and subtraction of four divisions yield uttama, highest, and 

adhama, smallest, respective!y. Thus, in uttama dasatala. scheme, the height has 124 

28 1\,1anasara LXIV, 9-11. The term used for tbe last is sarvasiddhi. Siddhi bas botb religious and 
m aterialistic se1l5es of "fulfillment, be atitude ," and "pmsperity, welf are ," respectively. 

29 Far the sake of brevity, l sbalilimit ta mentioning a "typical" example. Tbe beight of tbe linga derived 
from tbe width of the adytum is further elaborated as follows (LU, 20-21): 

kanyasa garbhatararthanl(rdham) tripadam madhyamam Ma.vet Il 
garbhatiirasamam sreiitham trividham lil'1gatUligakam 1 

The youngest is half the breadth of the adytum; the intermediate should be three-fourtb; the 
highest is equal ta the breadth of the adytum; [tbus] height of lÎ1iga are three-foid [within the 
option of its derivation from breadth of adytumJ. 

JO Tala 1S a unit chat bas bath spatial and temporal dimensions. Its spatial dimension is employed 
principally in iconography. For a detailed exposition of rala in iconography, see T. A. Gopinatha Rao, Talamana 01' 

[conometry. Being a concise accounr of the measurements ot [{indu images as given in the Agamas and other 
authoritative works (New Delhi: Indological Book House, 1977). Music stresses the temporal dimension of raJa, and 
in dance, bath its spatial and temporal dimesions are engaged simultaneously. See the entry "Tala" by Lewis 
Rowell in Baümer, ed., Kalatattvakosa, Vol. II: Concepts of Spa.ce and Time, pp. 333-53. 
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subdivisions (Fig. 6), and in adhama., 116. The width, circumference and other 

measurements, being derived proportionally from the height, also follow the framework 

of these subdivisions. As a result, aH the measurements and proportions of the image 

fa11 within an intricate network that 1S created by the tala and its subdivisions. The 

Manasara dedicates two chapters (LXV and LXVI respectively) for the detailed 

elaboration of the uttama and madhyama dasatala schemes. 

3.1.2) Ayadi Sa(jvarga 

Yet another important conceptual instrument that is employed in the actualization of 

pramaJ)a is ayadi $a(j"varga, the set of six "operating principles" or "significations" that 

are proper to the "science" of astrology.31 These significations, which may be seen as 

constituting the "horoscope" of an architectural or iconographie object, are: 1) aya, 

"income," having twelve "fruits" (that is, effects); 2) vyaya, "expenditure," having ten 

fruits; 3) rk$a. (also mentioned as nak$atra and k$apa), "planet," twenty-seven in 

number; 4) yoni, "source," eight innumber; 5) vara, "solar day," seven innumber; and 

6) tithi, "lunaf day," thiny innumber. Sometimes, amsa, literally, "part, division," nine 

in number, is mentioned in place of tithi as the sixth principle ta be applied. The 

Manasara takes for granted that these astrological significations are famiHar ta its 

audience and therefore does not treat them comprehensively and systematically ln one 

place.32 The insistence, rather, 1S on their application in architectural and iconographie 

31 Jyoti$a, astrologyor astronomy, was considered one of tbe six vedfÏligas, ancillary sciences (litera11l', 
"limbs of tbe Veda"), in the study and pmctice of the Vedic religion. Tbe distinction between asrrology and 
astronomy was quite fluid in ancient Indra. 

32 A comprehensive list of tbe sets that make up eacb of these six principles (the rwelve ayas, ten ,,)'ayas, 
and sa on) 1S never presented at once in tbe text. In XXX, 187-189, it names onll' the first of each: siddhyadi 
dvi'idasayab, "the twelve ayi'is beginning witb siddhi," sikhari'idi vyayam dasa, "tbe ten vyayas beginning witb 
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measurement. Theil' application is intended to "verify" the measurements of the 

architectural and iconographie object33 against the dictates of astrology that 1ay out the 

conditions of auspiciousness. Because "auspiciousness" in architectural and 

iconographie making is understood as that condition of well-being which is the result of 

striking a certain harmony between the abjects (that is, their measurement and 

proportion) and the spatio-temporal movement of the heavenly bodies, it becomes 

imperative that these set of significations be applied ln the measurement of the 

objects.34 

The particular aya, 'i-yaya, rk$a, yom, vara, and tithi or a.rpsa. of aH architectural and 

iconographie objects (settlement, building, image) must be calculated and ascertained. 

This process is based on the principle of the remainder. An arithmetical formula ta be 

sikhara," and sa on. In Chapter LU, tbe fulllist of aya, vyaya, yoni and amsa are given (the others, nak$atra, vara 
and tithi, being more familiar, are not enlisted). Acharya's enlisting of these principles in his Dictionary is also 
incomplete: "The names of all tbe different classes of formulas, such as Aya, Vyaya, Vara, etc., represent well 
known groups of objects tbat always follow a certain serial order. Aya represents tbe group of twelve beginning with 
Siddhi. V)taya represents tbe group of ten beginning with $ikhara. " (Acbarya, A Dictionary of Hindu 
Architecture, p. 601). 

33 Manasara IX, 64-65: 
nandayamasamühe 'la cayate 'la 'tha vistare Il 
parù)ahe pade 'la 'pi a(ca)yadisuddham(ddhim) ca karayet 1 

[Tbe sthapau] sbould cause ta do purification witb ayadi [$aç/varga] in the group of nine lengths 
and/or in length, now breadth, in circumference, and/or even in pada (square of a tinear 
measurement, are a). 

The specifie term that signifies "verification" here is suddhi, wbich literally means, "purification." The 
phrase is ayadisuddhim karayet, be sbould cause a "pudfication" hy means of tbe ayildi formulae in tbe 
[measurements of] breadth, length, perimeter and even area. lndeed this "verification" is a "theoretical 
pudfication," so ta speak, in that by chis process the inauspicious measurements are sifted out from tbe auspicious 
ones. 

34 Acharya has the fol1owing explanation regarding the application of the ayadi fjaqvarga: 
Tbe necessity of these $açivarga formulas seems due ta tbe fact that in ma st instances where the 
measurement of any object is concerned, ... the Milnasiira and other works on architecture quote 
more dimensions than one. .. Out of these different and varying measures wbich 1S ta be 
selected would he determined by the application of the six formulas. Any of the different 
measures prescribed is open to be accepted only when it satisfies the tests of tbe !,aç/varga. By a 
verification of the measurements with the respective formula it would eliminate tbe risk of 
dimensions being selected tbat wou!d be disproportionate among themselves and improper 
(Acharya, A. Dictionary al Hindu A.rchitecture, p. 606). 

This interpretation, while true to sorne exrent, 1S, bowever, tao modern and "pragmatic"; it radical!y 
undermines tbe role of astrology as the "external referent" in architectural and iconographie measurement. 
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used in each case is stipulated, which engages one of the basic dimensions of the object 

(breadth, length, or perimeter/circumference). The set of formulae are as follows (IX, 

63-73): 

1) Aya is the remainder of 8/12 times the length.35 

2) Vyaya is the remainder of 9/10 times the breadth. 
3) 8k$a is the remainder of 8/27 times the length. 
4) Yom is the remainder of 3/8 times the breadth. 
5) Vara is the remainder of 917 times the perimeter (or circumference). 
6) Tithi is the remainder of 9/30 times the perimeter. 
6a) A,1]1sa is the remainder of 4/9 times the perimeter. 

It is seen that in aH of these formulae, the denominator denotes the total number of 

"items" (whether effects or kinds) in the set that constitutes each principle. However, 

the 10gic of the nominator or of the assignment of length, breadth and perimeter to a 

particular signification does not present itself immediately.36 

The complete list of items in the set constituting each principle and the astrological 

dictates regarding auspiciousness and inauspiciousness as apphes to them are as 

foHows: 

35 In the case of an iconographie abject, length i5 l-eplaced by height. 
36 It would Lake first a documentation of measut-ements of an actua! object (temple or image), and then 

their subjection to a formai mathematical analysis in arder to decipher tbe logic bebind the nominator in these 
formulae. 

AIso, there are differences in the formulae of tbe ayiidi $at;1varga given by different treatises. These 
differences occu!" in tbe nominator, in tbe basic dimension chosen of tbe abject (lengtb, breadtb QI- perimeter) and its 
multiple: tbe denominators are tbe same. For instance, in the Mayamata, tbe basic dimension cbosen is mentioned 
on one occasion as vyiisiiyasamUha, wbicb Dagens translates as "sum of lengtb and breadtb," that 1S, half the 
perime ter. A few verses later, the dimension i5 mentioned as parù;aha, perimeter. It is more plausible that il i5 the 
perimeter (and not half of it) that i5 intended throughout. The six formulae according ta tbe Mayamata are as 
follows (lX, 20-23): Aya = remainder of Bp/12: v:.vaya = remainder of 9p/lO: Yom = remainder of 3p/8: Nak$atra = 
remainder of Bp/2?: its quotient gives vayas, age, of the abject: Tithi = remainder of Bp/30: Vara = I-emainder of 
Bp!?: 'p' denoting perimeter. 

This difference in the formulae across different treatises evince a certain relativity in the development of 
this conceptuat taol. 
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Aya signifies "profit"; its twelve "fruits" or effects are: 1) sastra, "we apon"; 2) Tlrddhi, 

"increase"; 3) bhara:Qa, "reign"; 4) subhavaha, "invoking auspiciousness"; 5) cak,;m, 

"eye"; 6) lmddhi, "intelligence"; 7) rilpa, "form"; 8) sumailgala, "bringing good 

fortune"; 9) srfkara, acquiring wealth; 10) sukhada, "granting comf01t."; 11) suvyddhida., 

"grant1ng great increase"; and 12) pU$kala "abundance.,,37 Being the effects of aya, 

profit, all of these may be assumed as auspicious. 

\/jaya signifies "10ss"; its twelve effects are: 1) bhukti, "enjoyment"; 2) mukti, 

"liberation"; 3) subhada, "granting auspiciousness"; 4) samrddhida, "granting 

prosperity"; 5) sampat, "wealth"; 6) artha, "material goods"; 7) dh an a 'i:rddhi , "increase 

of riches"; 8) bhukti, "enjoyment"; 9) n asakal ah a, "destruction of quarrel,,38; and 10) 

maitruka, "friendship." Again, like in the case of the fruits of aya, since none of the 

above are specified as inauspicious, in themselves aH must be cansidered as auspiciaus. 

The auspicious-inauspicious aspect as appHes to aya and ..."yaya (as "incarne" and 

"expenditure" respectively) is stated in the general ruie that aya must be preferably 

greater th an 'iyaya, or at least equal ta it. 39 

~k~ia and nak$atra, sometimes used interchangeably as synanyms in the text, however, 

are different in a strict technical sense. ~$a is the Plaedis or constellation of seven 

37 Mânasâra LII, 359-362. The meanings given are literal translations. Acbarya interprets tbem as the 
fallawing: 1) militruy prosperity; 2) general progress; 3) support; 4) general peace; 5) increase of vigilance; 6) of 
intelligence; 7) of beauty; 8) of good luck; 9) prosperity; 10) bappiness; 11) great increment; and 12) plentifulness 
(Acharya, A.rchitecture of Mânasal'a, p, 543), 

38 The more precise translation of the term nasakalaha 1S "dcstt-uctive quarreL" Since all the items of 
vyaya listed here are of an auspicious nature, the translation. "destruction of quarrel," is adopted, for which the 
Sanskrit term would be kalahanâsa, 

)9 Manasal'a IX, 75-77: ruso LI!, 367-370. Il states that if the vyaya, expenditure is more than aya, income, 
it will be the cause of m!1)iU, death, daridrya., poverty and nâsa, destt-uction. 
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stars (the Great Bear, Seven Sages), while nak$atra literally means a star, asterism 

(that is, a constellation of heavenly bodies), 27 number. They are 1fi arder as 

fallows: 1) Asvi.nI; 2) Bharal)ï; 3) Karttika; 4) Rohil)I or BrahmI; 5) Mrgasiras; 6) 

Ardra; 7) Punarvasu or Yamakau; 8) Pushya or Siddhya; 9) Asle~a; 10) Magha; 11) 

Pfirva-phalgul)Ï; 12) Uttara-phalgul)ï; 13) Rasta; 14) Citra; 15) Svati; 16) Visakha; 17) 

Anuradha; 18) Jye$tha; 19) Muia; 20) Purva$açlha; 21) Uttara$açlha; 22) Abhijit; 23) 

Sraval)a; 24) Sravi$ta; 25) Satabhi$aj; 26) Bhadrapada; and 27) Revati. 40 In the context 

of village planning and measurement, the text sates that amang the stars, the anes that 

are pŒn)a, odd (literally, "full, complete"), are auspicious and the ones that are karJ)a, 

even (literally, "ear"), inauspicious.41 In iconographie measurement, however, the roie 

given is that aH except the sixth, eighth and runth nak$atras are auspicious.42 In both 

cases, the janmanak$atra, birth-star of the patron or of the sthapati, as appHes, even if 

in itself an inauspicious star, is always cansidered as auspicious for the architectural 

and iconographie ob ject. 

Yoni 1S "womb, receptac1e" (or "matrix," as Dagens translates it), and is eight in 

number. In order fram one to eight, they are: 1) dhvaja or asva, mare43
; 2) dhUma, she-

buffalo (literally, "smoke"); 3) sùpha, lioness; 4) sunaka, bitch; 5) vrsabha, cow; 6) 

gardabha, female donkey; 7) gaja or dantI, elephant; and 8) kaka, female crow. 

40 Monier-Williams, A. Sanskrit-English Dictionary, p. 524. These are proper nouns, hence 1 do not attempt 
to translate them. 

41 Mi!fna.siira. IX, 78. The word puny.a in itself does not warrant an interpretation as "odd." However, kany.a 
seems to (indirectly) denote the number two (and by extension, "even") in its meanings as "ear" (two ears), and in 
the context of prosody, "spondee" which has two stressed syllables. In geometry, karl}a me ans "comer" (at which 
two hnes or surfaces meet), hypotenuse of a right triangle, as well as diameter of a circ1e. 

42 Mâna.sâraLII, 371. 
43 Dagens' translation of dhvaJa as "standard" (Mayama.ta, Vol. II, p. 567) i5 rather confusing. 

122 



Among these, the first, third, fifth and seventh yonis are considered auspicious and 

therefore ta be preferred, and the rest, inauspicious and to be avoided.44 

Vara connotes the se ven days of the week. Among these, guru, Thursday, sukra, 

Friday; budha, Wednesday and sasi or candra, Monday, are considered auspicious and 

therefore, to be preferred.45 The text states, however, that the inauspiciousness of the 

other three days are nullified if there occurs a subhayoga., "auspicious conjunction (of 

planets),,46 on those days. Some confusion is evident in the text with regards to which 

days are auspicious, when, at one instance, it states that the days except sani, Saturday, 

are bhuksakti-rddhida., "granting enjoyment, strength and prosperity," in other words, 

auspicious.47 

Tithi 1S the 30th part of the whole cycle of lunation (thirty lunar days, approximately 

equal to twenty-seven solar days), fifteen of which is "light" (the waxing phase of the 

moon, inc1uding full-moon) and fifteen, dark (its waning phase including new-moon). 

In addition to the days of pau11)amI, full-moon, and amavasI, new-moon, the names of 

44 This list of y·onis and of those auspicious and inauspicious among them are given in Manasara LIl, 355-
58, and LXIV, 73. 

45 ManasIira IX, 81; also LXIV, 79. In the account in Chapter IX, the text lays out further conditions. 
46 Tbis ·'exception" i5 found in the account in Chapter IX. There, the text attempts ta display further 

astt"ological expertise (83-85): 
sauravârIidivIire~;u vârayuktam caturdine i 
gaJ.laistu visâkhIidisvatikantam kramatta.la Il 
gaJ.ll!am ca mrtyuyogam siddhiyogamidam(ti) vidub 1 

Ir on anyof the four days beginning with Sunday, there happens ta be a conjunction of the day by 
the constellations [of planets] beginning with Visakha and ending at Svati in arder, it is known 
[respectively] as Gal).çl.a-, Face or Temple, Mp:yu-, Death, and Siddhi-, Success (accomplishment) 
yoga, conjunction. 

Acharya comments that "the ca!culation of these yogas do not agree with the mies given in the a~trologica1 
works" (Acharya, Architecture of the MJnasâra, p. 67, note 1). Yoga in astronomy is understood bath as one of the 
twenty-seven divisions of a circ1e on the plane of the ec1iptic (Apte, The Practical Sanskrit-English Dictionary, p. 
645; not ta be confused with nak$atra., which are also twenty-seven in number) and alsa as a time-interval in which a 
particular ·'conjunction" or "alignment" of certain planets occur. It i5 the latter sense, which is signified also by the 
technical tenu lagna, chat i5 operative here. 

47 ManasJra XXX, 372. 
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tithi simply follow the numeric order that the days occur before full- and new-moons, as 

prathama, first, d-r;,itfya, second, and sa on, up to fourteenth (clay). The text states that 

among these, a$(amT, eighth, and navamT, ninth day after the full and new moons, are 

inauspicious, and must be avoided.48 

A-1psa, "part," sometimes presented as the alternate ta tithi, is nine in number. The 

hfanasara does not give a full1ist of them. According to the Mayamata, they are: 1) 

taskara, "thief"; 2) bhukti, "enjoyment"; 3) sakti, "power"; 4) dhana, "wealth"; 5) raja, 

"king"; 6) $aJ)çla, "eunuch"; 7) abhaya, "absence of fear" (or "refuge"); 8) vipat, 

"adversity"; and 9) samrddhi, "success." The Mayamata states that among these, 

taskara, $aJ)çla and "<Y'ipat are inauspicious, and therefore to be avoided.49 

Three other astrological principles are also mentioned in passing in the text, without 

always giving their full Hst or the formula to aseertain them: rasl, zodiacal sign, ga1Ja, 

literally, "c1uster," and nayana, literally, "eye." The twelve rasls are, of course, 

familiar: 1) Me$a, Aries; 2) Vf$abha, Taurus; 3) Mithuna, Gemini; 4) KulIra, Cancer; 5) 

Sitpha, Leo; 6) Kanya, Virgo; 7) Tula, Libra; 8) Vrscika, Scorpio; 9) Dhanus, 

Sagittarius; 10) Makara, Capricorn; 11) Kumbha, Aquarius; and 12) MIna, Pisees. The 

text states that a11 of them exeept the eighth, Vrscika, are auspicious. 50 The astrologieal 

4& MànasfIra IX, 86-87. 
49 Mayamata XXXIII, 59-60, trans. Dagens. In the Mànasara a list of auspicious aJ)Jsas is given (LU, 373-

376): 1) bh'ii$a, "ornate"; 2) suddha., "pure"; 3) dhïra, "brave"; 4) candana, "charming"; 5) vesman, "palace"; 6) 
bhr'iibandhana, "knitting of eyebrows" (that is, frowning) ; and 7) vTra, "heroic. The text then states (vv. 375-376), 
rather casually, that a11yatsarvam taskarâ.dyam, "all other [a1j'lsas] beginning with taskara," have disastrous effects. 
This statement somehow implies that there are more th an nine amsas; however, those named inc1uding taskara adds 
up only ta eight. The list given here is also quite different from that in the Mayamata. The confusion in the 
MànasfIra regarding amsa is all the more evident in a statement in another chapter (LXIV, 80) which dec1ares chat 
taskara, thief, dhana, wealth, and sa1)Qa, eunuch, are inauspicious. 

50 ManasfIra, IX, 88. In Chapter LXIV, 81, it 1S stated tbat the sixtb rasi, Kanya, i5 aiso inauspicious. 
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signification of gaJ)t1 is that of a series of lunar mansions c1assed under the three heads 

of deva, god, asura, demon, and manU$a, man.51 The text simply states that asura, 

demonic, and manu$a, human, are to be avoided.52 For nayana, the formula is given as 

follows: the total days of the week, seven, 1S multiplied by three, and to it is added the 

nak$atra of the day. The sum 1S then divided by seven. The remainder gives the 

nayana, in the order of ekanetra, one-eyed, dvinetra, two-eyed, and so on (11etra being 

a synonym of nayana).53 It is not c1ear from this account how this principle is brought 

into relation with the architectural or iconographie object because no measurement of 

the object is engaged in the formula. 

The verificatory function of ayadi $advarga effects a "theoretical purification" of 

pramaJ)a by sifting out the inauspicious, and generates basic me asurements (bre adth, 

length, perimeter) readily applicable in the construction process. These basic 

measurements and their corresponding auspicious astrological contingencies can be 

tabulated and memorized. The choice of a particular measurement in a particular 

situation is governed by the set of externa1 factors such as size of site, birth-star of 

client, and so on, that constitute that situation. Since these factors are aIre ady 

accounted for in the measurements Hsted in the table, the sthapati can easily determine 

the most appropriate basic measurements of an architectural or iconographie object by 

St Apte, A PracricaJ Sansktit-English Dictionary, p. 643. As Acharya notes, ga1)a may be seen as another 
alternative to tithi, lunar day (Acharya, Architecture of Manasara, p. 67, note 3). 

52 Manasara, IX, 89; ruso LXIV, 82. In the latter. Acharya wrongly classes asura and mlïnu$a as yonis. 
53 Manasara IX, 90-93. Acharya thinks that naya.na 1S "a third alternative to tithi" (Acharya, "4rchitecture 

of Mana.sara, p. 67. note 4). In Chapter LXIV, there 1S a brief mention of this princip le again (v. 83): 
ekanetram dvinetram va samyukta sam(ktal'{1Sam) visarfayet 1 

It must be pointed out that Acharya's emendation of the Sanskrit text here in adding 81'{1Sa is problematic: 
this makes ekanetra, one-eyed, dvinetra, two-eyed, and so on as classes of a1'{1sa, part, rather th an llayana or netra, 
eye, whicb is clearly fiot the case. What is stated in the above verse is basically that the two lletras mentioned here 
are to be avoided. 
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using such a table. The lv'lanastira. itself does not contain any tables of measurements 

derived using the tiytidi $açlvarga; neither does the Mayamata. One may still assume 

that such tables were regularly composed and applied in practice.54 

3.2) Geometrical 

3.2.1) Padavinytisa, Scheme of Plot-Disposition 

Chapter VII of the Mtinastira. is titled Padavinyasalak$a:l)am, "Characteristics of the 

Disposition of Plots." The chapter outlines a number of schemes by which the 

delineated site 1S divided into plots. A typical scheme of plot-disposition is a 

conceptual instrument intended ta "order" the delineated site.55 This tool is constructed 

out of geometrical and numerical principles of quadratic division. Therefore the 

number of plots in the scheme is a1ways a perfect square. The text first gives a list of 

thirty-two such schemes. In the ascending order of their number of plots from one to 

1024 (the series being 1,4,9, 16 ... 961, 1024 plots), they are: 1) sa.kala, whole; 2) 

peca.ka, couch; 3) pItlw, pedestal; 4) mahtipItha, great pedestal; 5) upapItha, 10w 

pedestal; 6) ugrapItha, high pedestal; 7) stlw1)çlila, altar; 8) ca1)çlita, circumcised; 9) 

54Manu!,yalaya Candrika and Tantrasamuccaya are two treatises (said ta be compiled not before at least 
16'" century CE) particular ta the architectural practice of the Kerala region, and deal respectively with residences 
and temples. Bath outline the concept and fot"mulae of ayadi $atjvarga. Modern editions of bath contain as appendix 
an elaborate table of applicable measUt"ements and thelr corresponding astrological contingencies (see Kanippayyur 
Sankaran Nambutiripad, ed., Manu!,yalaya Candrika [Kunnamkulam: Paficangam Pustakassala, 1993], Appendix, 
pp. 174-89; and Kanippayyur Damodaran Nambudü"ipad, Tantrasamuccayam [Kunnamkulam: Paficangam 
Pustakassala, 1968], Appendix III, pp. 1553"72). 

55 In a recent article, Sonit Bafna makes the following assertion regarding the treatment of padavinyasa in 
vasusastra texts: " ... the padavinyas scheme was always uncomfortab1y p1aced within the context of the technical 
literature of the vasw manuals. In tllese manuals, the series of these diagrams is introduced abrupt1y, without any 
explanation regarding its nature and role" (Bafna, "On the Idea of the MaJ)(jala as a Governing Deviee in lndian 
Architectural Tradition" in Journal of the Soceity of Art Historùws [No. 59.1: March, 2000J, p. 30. This assertion has 
severa! problems: Bafna's interpretation of the introduction and treatment of the concept in the texts as "abrupt" and 
"uncomfortable" 1S not objectively demonstrated, and therefore remains complete1y subjective. The texts do explain 
the nature and role of the scheme, if on!y in a generalway, nevertheless emphasizing its impOttance in practice (for 
instance, Manasara VII 266-69; Mayamata VII, 54-56). He understands the vastu texts as technical manuals, which 
stems from a reductive understanding of the nature of themy itself, and which, ta me, lies at the root of the elTor. 
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paramasayika., prim al rectiner; 10) as an a , seat; 11) sthanfya, local; 12) deSya, regional; 

13) ubhayaca1}l;lita; twice-circumcised; 14) bhadra, auspicious; 15) mahasana., great 

seat; 16) padmagarbha; lotus-womb; 17) triyuta; thrice-yoked; 18) karJ)a$taka, eight-

cornered; 19) gaJ)ita; computed; 20) sütyavisalaka, extensive as the sun; 21) susa1J1hita, 

well-endowed; 22) supratikanta, beautiful rival-spouse; 23) visaiaka, capacious; 24) 

T,-'ipragarbha, Brahmal).a-womb 25) visvesa; lord of the world; 26) vipulahhoga, copious 

enjoyment; 27) viprakanta; Brahmal).a-spouse 28) visaiak$a, large-eyed; 29) 

viprabhakti, Brahma~\a's portion; 30) visveSasara, essence of lord of the world 31) 

fsvarakanta; lord's spouse and 32) candrakanta, moon's spouse.56 i\.mong these thirty-

two schemes, only seven are treated in more detail: sakala, single-plot (which does not 

have much detail, ta begin with); pecaka, four-plot; pItha, nine-plot; mahapftha, 

sixte en-plot; upapItha, twenty-five-plot; maJ;u;laka, sixty-four-plot, and paramasayika, 

eighty-one-plot, schemes (Figs. 7 & 8 respectively). The further elaboration of these 

schemes inc1udes the assignment of deities ta the plots. In figures that represent these 

schemes, this 1S signified by the names that are written in the plots. 

The scheme of plots (beginning with C81)çfita and paramasayika) may also be re ad in 

the manner of four concentric square "rings" (the technical term 1S T,'Ïtl1i, literally, 

"path"): the innermost is the brahmaT,'Ïthi (identical with brahmasthana, here path and 

spot or "place" become one); the next 1S deval,·'Ïthi, ring of the gocls, then ma.nu$8T,-'Ïtl1i; 

that of hum ans , and finally, the outermost,piSacaT,-'Ïthi, that of demons (Fig. 9).57 In the 

56 Manasara VII, 2-50. 
57 This reading of the scheme of plots is given in connection with planning of villages in IX, 170-180, 

where layout of streets occupy a prime concern. In a temple complex, the concentric layers from inside ta outside 
correspond ta a gradation from the sacred ta the profane. The categories "sacred" and "profane" owe ra Mircea 
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paramasayika scheme of eighty-one plots, forty-five deities are accommodated within 

the figure. The nine central plots which constitute the brahmtrVldhi are occupied by 

Brahma; the fort y plots (16+24) in the next anterior ring, devavldhi, are occupied by 

twelve deities58
; and the thirty-two peripheral plots, constituting the manu$avfdhi, are 

occupied by thirty-two deities.59 Outside the figure, ta the piSaCtHlldhi are assigned the 

four quarter-lords in the four corners, and four demonesses in the cardinal directions. 

Wh en these last eight are also inc1uded, the total number of "beings" that collectively 

represent order and chaos amount to fifty-three. 

A significant portion of the chapter is dedicated to icononomy and iconalogy in which 

the iconic features of each deity within the figure are stipulated sa that the sthapati may 

meditate on e ach whi1e assigning it ta its plot. Some of the fort y-Eve deities are 

derived fram the Vedic pantheon of thirty-three major deities; the exact origin of others 

is still a matter of ambiguity.60 

Eliade (see Eliade, The Sacred and The Prot'ane: the Nature ot' Religion. Trans., William R. Trask [New York: 
Harcourt Brace, 1959]). 

58 Stella Kramrisch interprets these twelve deities as the twelve "aspects" of the Vedic deity Aditya, Sun 
(Kramrisch, The Hindu Temple [Rpt., Delhi: Motilal Ba.narsidass, 1976], VoL l, pp. 89-91. On Adtya, see Joel Peter 
Brereton, The ~gvedic Adityas. American Oriental Series, VoL 61 [New Haven, CT.: American Oriental Society, 
1981]). This interpretation has been challenged by Bafna (see Batna, "On the Idea of the MaJ:1i;Iala as a Goveming 
Device," pp. 31,48, Notes 33 and 38). 

59 As in the case of ayadi :p.Qvarga, there are, again, some differences in the constitution of this 
geometricai tool across texts. The differences are often in the sequence of deities occupying the peripberal plots 
(see Acbarya. Architecture of Manasaro, pp. 52-57. Tbe footnotes in these pages compare the schemes in different 
texts). 

6Q Bafna is right in stating tbat "tbe deities tbemselves are ... something of a mystery - they are not the 
common deities of classical Hinduism that had been prevalent since the middle of the last millennium" (Bafna, "On 
the Idea Governing the AfaI)çiala.," p. 30). His critique of Stella Kramnsch's exercise of tracing the identity of the 
deities and reconstructing the scheme of the vastupuru$amaI)çiala follows in Ibid., pp. 30-31 , 48, notes 33-38. 
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3.3) Typological 

3.3.1) V'astuprakartl1)tl, Matrix of Architectural and Iconographie Object-types 

In Chapter III of the Manasara, titled VastuprakaraJjam, the general classification of 

architectural abjects is stated as follows: vastu, earth, is the prima! abject; vastu, 

objects of architectural making, encompass buildings, conveyances and furniture. The 

tenn prakara1)tl in the compound vastuprakara1)tl derives from pra-vkr in which the 

prefix pra, "forward, forth, in front," is added to the generic -Vkr, "ta do." Among the 

me anings of pra-vkr, one is of special interest from a taxonomic point of view: "ta place 

in front, mention first." Prakara.1)a. has the meanings of "topic, subject-head, [its] 

treatment, chapter or section," aH of which have taxonomie connotations. It also means 

"relation, context," which connote a "matrix comprised of types" generated by 

ta.'{onomy. Vastuprakara1)a is, thus, the typological matrix of architectural objects, and 

its instrumentality derives from its reticulate nature. 

The discussion in the text proceeds to the planning of concrete architectural abjects in 

Chapter IX, GramalaksaJ)am, "Description of Villages." Here, at the outset itself, the 

text gives a list of eight "types" of villages: 1) da1)çlaka; 2) sarvatobhadra; 3) 

nandyavarta; 4) padmalm: 5) s"!-llastika; 6) prastara; 7) karmuka; and 8) caturmuk1w. 

This classification is stated to be tatta drtipe1) a , "according to the form of each." The 

form, by necessity, also involves measurement (the basic dimensions of breadth and 

length). For each type of village, the text gives a series of predetermined breadth 
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measurements ta choose from. The rule for deriving length is a1so stated for each type. 

For instance, for the salyatobhadra village, a set of 127 breadths beginning with 61 

daJ)çlas, rads, and ending at 313 daJ)çlas, the increment being 2 daJ)çlas (thus the series 

follows as 61, 63, 65 ... 309,311,313) is given. This village-type is square in shape; 

thus its length is the same as breadth. 61 

The fundamental classification of buildings is based on the classes of "beings" for 

whom they are built. The hierarchy of beings, from deities ta the four basic classes of 

the civil society of the time, BrahmaJ).a, K~atriya, Vaisya and Sudra (based primari1y on 

occupation), form one continuous gradation. There are, however, two ontological 

distinctions within this gradation, which rest upon the understanding of the nature of the 

deities as am ara, "immortal," and the first three classes as d"Çija, "twice-born" (that is, 

"initiated,,).62 Bath this gradation and distinction obtain ln the classification of 

dwellings. At the general typologicallevel, the emphasis 1S more on the gradation than 

the distinction: building-types are stated as fit for the dwe11ings of bath gods and 

humans.63 As a result, the distinction between a temple as the dwe11ing of a deity and 

61 Manl1sarl1 IX, 25-26. 
62 In traditional scheme of classification of society, the Südra c1ass was exclucled ft-am the status of "twlce

barn," whi1e still forming part of civil society. Those excluded from civil society were cl1J;lQalas, those of the mixed 
caste, yavanas, foreigners or bamm-ians, dasyas, slaves, and 50 on. 

G3 Chapter XVIII, Vimana!ak$aJ)am, "FeatUl-es of the "'iman a:' open with these verses (2-4): 
taitilanam dvjjadïnam varJ)anam vasayogxakam Il 
ekabhiJmivimanadiravibhiJmyavasanakam 1 

bhaktisaTflkhya(khyam) ta.dakaram sthiJ(W)pikadyais(di) ca lak$aJ)am Il 

The vimana from single-staried upto twelve-storied [that are] fit for the dwelling of gods, classes 
[of men] such as the twice-born, and lits] features such as number of staries, their form, pinnacle, 
and sa on [al-e described). 

Vimana, in the strict technical sense, is the roof-tower above the adytum of the temple. In the verse above, 
it is expanded ta inc1ude the roof of human residences as well (often, it aiso signifies building as a who!e). The 
vimana may have a bhilmi, faise story, numbering from one ta twelve, each of which is treated separately in the 
following twelve chapters (XIX-XXX). At the beginning of Chapter XIX, Ekatalavidhanam, "Composition of 
Single-Storied [V'imana]," the four-foid general classification of vimtiJla. according ta cubit unit used is mentioned: 
fati, ch an da , vikalpa and abhasa (XIX, 2). By inc1uding roofs of human residences as well under vimiIna in the line 
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the residence of a BrahmaJ).a, for instance, is rendered as one of degree and not of kind. 

This is further attested by the fact that the rituals involved in the consecration of a 

temple and inauguration of a house evince a remarkable parallelism.64 The distinction 

between residence and temple is, then, expressed more in terms of their respective 

"functional" aspects. 65 The ontological distinction between temple and residence, 

however, does not disappear altogether. It is brought to relief in the fu1e that in a 

residential1ayout according to any plot-disposition scheme, the central plot of Brahma 

is not to be occupied.66 In the temple, on the other hand, this plot is occupied by the 

adytum with the principal image installed within it. 

In Chapter XI, Bhumilambavidha.nam, "Composition of Stories," the text gives a list of 

geometrical shapes from which ta choose: 1) square; 2) circular; 3) rectangular; 4) 

hexagonal; 5) octagonal; and 6) ova1.67 In the case of staries, the proportional 

relationship between bre adth and height assume more importance. Here, the text gives 

above, tbe four types of vimana also, by extension, apply ta temples and buman residences. The same typologie al 
"inclusion" of temples and residences occurs also in tbe six-fold classification of sala, building black (XXXV, 1-4). 

Tbis scheme of classification of buildings may be contrasted ta that in the Westem tradition, in which the 
distinction between tbe "sacred" and the "profane" (or "secular"), and by extension, between templum and aomus is 
more stark. Tbe discussion by tbe fifteentb century arcbitectural theorist Leon Battista Alberti is quite representative 
of this featm"e (see Leon Battista Alberti: On the Art of Building in Ten Books. Trans. Josepb Rykwert, Neil Leach 
& Robert Tavemor [Cambridge, MA: Tbe MIT Press, 1988J, Books V, VII, VIII & IX). 

64 Compare tbe contents of Cbapters XXXVII, GrbapraveSavidbanam, "Prescriptions for Entering tbe 
Rouse," and LXX, Nayanonmnana1ak~al)am, "Description of Opening the Eye," wbicb treat the inauguration of a 
bouse and consecration of a temple respectively. 

65 This 1S evident in tbe treatment of residence in Chapter XXXVI, Grhamanastbanavidbà:nam, 
"Prescriptions for Measurement and Layoue of Residence." In addition ta mentioning a few breadth-lengtb 
proportions generically and stipulating tbe use of tbe paramasayika scheme of plots (eigbty-one squares), the 
discussion concentrates on assigning various rooms and "funct1ons" (for instance, gr anary , treasury, dining, kitcben, 
and sa on) ta various plots and quarters of the site. 

66 Manasara XXXIV, 15: 
brahmasthanam vinanye$am sarve$am vasayogyakam 1 

Except tbe place (plot) of Brahma [wbich is in the centre], all otber [plots] are fit fOl" dwel1ing [of 
humansJ. 

This aH-important ru1e is mentioned in the text almost in passing; bowever, one can assume th'at in 
actuality, it was weil interiorized by the stbapati sa tbat be never violates il. 

67 Manasara. XI, 2-4. 
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five classes of breadth-height proportions ta choose from: 1) sa.ntika, where height == 

breadth; 2) pau$tika (height == 1.25 breadth); jayada (height == 1.5 bre adth); 4) 

sarvakamika (height == 1.75 breadth); and 5) adbhuta (height = twice breadth).68 

In Chapter XVIII, titled Vimanalak$aJjam, "Description of Y"'imana.," the text gives a 

three-fold classification of -;,.'imana, tower or roof, based on its geometrical shape: 

Nagara, Vesara and Drav1da. The Nagara type is defined as that ';W1ana which 1S 

caturakrti, square-shaped. The definition of Vesara (the term having the sense of 

"mixed") 1S less clear: it seems to involve circular, e11iptical and oval shapes. Drav1da 

1S that ,,'imana which 1S usually hexagonal or octagonal (and sometimes even 

quadrangular) in shape.69 

At the beginning of Chapter XIX, a four-fold classification of buildings b ased on the 

"scale" of measurement is made. They are: jati, chanda, yikalpa (sometimes also 

called sailkalpa) and abhasa. The first type, jati, is stated as measured in purvahasta, 

literally, "former or first hand (cubit)," that is, ki$ku of 24 aiJ.gulas. The other three are 

measured respectively in three-fourths, half, and one-fourths of that cubit (that 1S, 

scales of 18, 12 and 6 aiJ.gulasrespectively).70 Buildings in general are classified as 

male and female according ta their shape: equiangular and circular are male; 

rectangular are female. 71 Yet another classification 1S outHned in the same chapter, 

68 Manasara XI. 20-23. 
69 Manasara XVIII, 93-99. These definitions of the three classes of vimana, in themselves, are insufficient 

ta warrant the empiricist-historicist classification of North, South and East lndian temples as Nagara, Vesara and 
Draviçia "styles" by architectural historians of the nineteenth and twentieth centuries. 

70 Manasara XIX, 2-5. These sca1es, as i5 clear, are tao small ta be of practical application in 
measurement of buildings. They seem more ta provide a conceptual basis for classification of buildings. 

71 Manasara XIX, 14-15. 
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based on the most striking dimension of the building: 1) sthanaka, erect; 2) aSa118., 

seated; and 3) sayana, recumbent, in which this dimension i5 height, breadth and 

circumference respectively. In case of temples, this classification reflects also in the 

posture of the principal image, as standing, sitting and reclining.72 

Classifications of sala, building-block or hall that is walled and closed, maJ)çfapa, 

pavilion that is pillared and usually open, and gopura, gate-house, are given in 

Chapters XXXV, XXXIV and XXXIII respectively. In the case of saU, the 

classification is six-fold, based on the layout and number of blacks in front of or around 

a court: 1) daJ)tJaka, which is a single block; 2) svllastika, having two blacks 

interconnected at right angles; 3) ma.ulika, having three blacks around a court; 4) 

caturmuk11a., four blacks enclosing a court; 5) sarvatobhadra, se ven blacks enc10sing 

two courts; and 6) vardhamana, ten blocks enc10sing three courts. 73 The classification 

of pavilions is tao manifold ta enlist in full here. The bases of their classification are 

form (basic composition, as well as presence of additional components that adapt it for 

a particular use, as for instance, madhyaranga, central stage, in a theatre-pavilion) and 

measurement proportions. Gopura, gate-house, is classified into five, based on the 

prakara, court (and its enc10sing wall), at the periphery of which il 1S located. The text 

mentions five concentric courts in large temple or residential complexes. From iuner ta 

outer, their respective gate-houses are: 1) dvarasobha; 2) dvarasala; 3) d'varaprasada; 

4) dvara11armya; and 5) mahagopura .. 74 

72 Manasara.XIX, 7-13. 
73 Manasara XXXV, 3-4, 50, 54-55, 62-71. 
74 Manasara XXXIII, 8-11. As is attested by the South lndian Dravidian temples of the lare medieval 

period (for instance, the Mïnak~ï temple at Madurai, c. 1750 CE), the successive gopuras increase in height towards 
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Classifications are made not only of buildings, but also their spatial and structural 

components, as we11 as ornaments and mouldings. Thus, components such as base, 

column, entablature, pent-roof, dome and pinnacle, court, door and window are 

classified; so also are mouldings and capitals (Chapters XIII-XVI; XVIII, XIX, XXXI, 

XXXIX). Similarly, the other objects of vastu - conveyances and furruture - are also 

classified (Chapters XLIII-L).75 

In iconography, the general typological classification is given only for the sivalinga. 

The linga at its most basic level 1S svayambhuva, self-originant; within it, ontological 

distinctions are made between udbhuta, arisen ("revealed proper"), daivika, manu$a, 

ga1}aT.la and ar$a, pertairung to (in the sense of "made by") gods, humans, consorts of 

Siva, and sages respectively.76 Some of the types operative in classification of 

buildings (such as the four-f01d beginning with jati and the three-fold beginning with 

nagara) obtain also in the classification of the linga. The classes are based, as in the 

case of buildings, on the form and proportions of the linga. 

arithmetical, geometrical and typlogical tools used for the actualization of prama1}a 

constitute one aspect of the instrumental dimension of vastusastra. The other aspect of 

the pet'ipbery of the temple complex. Thus, tbe mahagopura, tbe outermost gatehouse, 1S also the talle st. William 
Curtis observes that the shift of verticality in the Evolution of Dravidian temple-form from the center (in the feature 
of tbe vimiina. tower above tbe sanctum - basically a Nortb lndian motif) ta the peripbery (in tbe gopura, gatehouse) 
must have owed 50 mucb to socio-economic and political roies as theological ones that the institution of the temple 
played in medieval Tamil Nadu (see Curtis, "Space Concepts and Worhsip Environment in Saiva Siddhanta," in 
Clothey & Long, eds., Experiencing Siva: Encounters with a Hindu Deity [Columbia, MO.: South Asia Books, 1983]. 
pp. 90-96). 

75 See Appendix l for the respective titles and contents of these chapters. 
76 Manasara Ul, 225-230. 
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its instrumentality lies in its language. It 1S, therefore, important at this point ta turn 

attention ta the language of vastusastra, that is, the means of its linguistic expression, 

by which its priority with respect ta practice 1S asserted. 

4. Morphology of Rilles 

The science of architecture according ta the lv1anasara encompasses at least three 

major strands: 1) principles of composition as well as of the craft of making: 2) 

accounts of technical and ritual procedures; and 3) classification of its products -

buildings and its component parts, images, furruture, and sa on. With respect ta the 

account of the science (that is, the grammatical outline of its ruies), three 

morphologie al types may be identified: 1) sutra, aphorism; 2) vidhi, injunction;; and 3) 

1 a.K:$ a1) a , description. These morphological types roughly correspond ta the three 

strands of the science. Thus, the principles are stated in the form of sutra; the accounts 

of procedures, bath techrucal and ritual, are ,'idhi; and the accounts of classification of 

buildings etc. are 1 ak$a.J)a. It goes without saying that ,'idhi, as in junc tian , is by nature 

prescriptive in tone; however, it is noticed that the same prescriptive tone is achieved in 

the case of the other two morphological types as we1l. Thus, the predominant tone of 

the text is prescriptive. The c1aim of the priority of the sastra is reflected in this tone. 

In this section, specifie examples of each of the above forms of fUIes are analyzed in 

arder ta examine their syntactic features by which the prescriptive tone is effected. 
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4.1) Vidhi, InjunctiO.ll 

In Sanskrit, verbal conjugations, governed by fuIes of tense, mood and voice, are key in 

indicating the tone of a sentence. There exists in c1assical Sanskrit four dominant 

moods of verbal conjugation: the imperative, optative, benedictive and conditional. 

Among these, the first three are more pertinent to the CUITent discussion and hence 

warrant doser scrutiny. The imperative mood (known in Pa1)inian grammatical 

terminology as 'lor), 1S "the usual mode of command or instruction."?? Since the 

imperative is used most commonly in direct address, the verb assumes its second person 

conjugate form (singular, dual or plural) in usage. The optative mood, in Pa1)inian 

terminology, is ca11ed ,ridhi 'lin'; it is also known as the potential mood.78 The 

benedictive or 38ft 'lin,' is considered as a modification of the optative, and 1S used to 

confer a blessing or express the speaker's wish. 

The fact that the technical Pa1)inian term for the optative mood is vidhi 'lin' already is 

indicative of the conjugation of the verb in the optative as the primary mode of 

expression of vidhi, injunctions. The dominant tone of this mood 1S that of prescription. 

77 Robert & Sally J. S. Goldman, DevavlùJlpravesika, p. 197. 
78 See A. A. Macdonnel, A. Sa.nskrit Grammal' for Students (Oxford: Oxford University Press, 1927), Ch. 

IV, "Conjugation"; and also Goldman & Goldman, De va va1)lpl'avesika, p. 245. Macdonnel sees the benedictive 
sense as part of the optative and hence does not list it separately. For the Goldmans, there are predominant!y two 
uses for the optative: prescription and hypothesis. The first use of prescription 

indicates that the subject [or agent] should, ought, must generally, or had better, perform the 
action or undergo the state expressed by the verbal root. As such, it serves a similar (injunctive) 
function as that of the [imperacive]. The difference 15 that here the 'command' 1S usual1y of a 
general sort (Ibid., p. 245-6). 

As hypothesis, the optative "indicate[s] either astate contrary ta fact, or one which i5 probable, but not 
certain. The first of these usages is most common in relative clauses, while the second is common in the sense of 
'might,' 'may,' or 'would'" (Ibid., p. 246). 
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The following examples from the text in which verbs denoting bath ritual and technical 

operations occur i11ustrate this point. 

i) LXX, 13-14: 

harmye va maJ)Jj.ape vapi sthapatisthapakav-ubhau 1 

sthapanatpt1rvake kutyaduktavadaükurarpa1)am Il 

Before the installation [of the image], bath the sthapati and the sthapaka 
[together] should conduct the [ceremony of] sowing of the seeds in the building 
or in the pavilion. 

The kriyapada, ward denoting action (that is, verb) in this verse 1S kutyat, "[he] should 

do (conduct)," the third persan, singular, optative conjugation of the fOot vk[, "ta do." 

Semantically, the root vkr is of a generic kind, which can indicate a whole range of 

specifie actions. 

li) LXX, 41: 

suddhatoyena sa111pt1rya vedikopari Tlinyaset 1 

Having filled [the pots] with pure water, [the sthapati] should place them upon 
the altar. 

The verb in this verse 1S ilinyaset, the third persan, singular optative of Tlivnyas, "to 

place." 

Sometimes, as demanded by the context, it 1s a secondary derivation of the verbal root 

(in the lv'Janasara, most commonly, the causative) that 1S conjugated in the optative 

mood. Consider the example (LXX, 73): 
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pascattu sva17:wlipye(lepe)na payasajyena lepayet 1 

After that (the chiseling of the eyes), [the sthapati] should cause to anoint [the 
eyes] with milk and water by me ans of a gald brush. 

The verh lepayet 1s the third persan singular causative-optative of the root -vlip, "to 

smear, anoint." 

In yidhi, injunction, the verb is usua11y an action verb that instructs the agent (indirectly, 

in the third person) to carry out a concrete action. However, occasiona11y in the form of 

vidhi (again, where situation demands), verbs of being are also found to he used. For 

instance (LXX, 22-23): 

tanmar.u;1apasya. madhye tu vedim kuryattu coktavat Il 
tadagre cagnikuI)tam syad gomayalepanam bhavet 1 

And in the middle of that (sacrificial) pavihon, he should make an altar as 
stated. And at its edge should he the fire-pit; it should be cow-dung-besmeared. 

The two key verbs of being in Sanskrit are -Vas and -vbhu. Bath occur in the second 

hne: syat and bhavet, third persan singular optative conjugate form, as syat and bhavet 

respectively. This line is an injunctive predication regarding the location and condition 

of the fire-pit. 79 

An interesting variation of the usual form of yidhi, injunction, in the third persan 

optative conjugation of the verb is found in the following ex ample (LXX, 45-46): 

79 The compound gomayalepana., by virtue of the nature of its final member, alepana, besmearing (the 
other member being gamaya, cow-dung) is a verbal noun. As a verbal noun, it does not fit inta the synLax of the 
above sentence. To correct the syntax, it must be emended as gomayalepita, in which case the final member is a 
past passive participle. In this case, the compound becomes an adjective qualifiying agnikuJ)p, fire-pit, which is the 
subject of the sentence. 
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upavedyupari sthapya coktavaCCa$talnangalam 1 

pascattu silpibhil) prajfiail) padaprak$alanam kUf'u(kriyeta) Il 

And having placed the a$famangala. (eight auspicious things) upon the altar as 
said, and after that, let padaprak$alana (ceremonial ablution of mouth and feet) 
be conducted by the wise artisans. 

The root verb in the second hne (which is the absolute clause of this complex 

sentencéO) is vkr, "to do, conduct." It is conjugated in the imperative mood. As 

mentioned earlier, the imperative mood is most common in direct address. Thus, this 

syntactic shift from the optative to the imperative mood should correspond to a 

semantic shift from outlining injunctions in general to a more direct command. s1 

However, the fact that the agents of the verb (the "wise artisans") are dec1ined in the 

instrumental case cal1s for an emendation of the verb ta the passive form for the sake of 

grammatical correlativity.82 The passive construction retains the distance of generality 

from the immediacy of direct speech.83 

It is, perhaps, redundant to cite full verses as examples of vidhi, injuctions, regarding 

technical operations: the same prescriptive tone is effected here, again by means of 

conjugation of verbs denoting the operations in the optative mood. There is one feature 

80 Usuruly, the presence of a gerund indicates that the sentence 1S a complex one, comprised of a relative 
and an absolute clause. The gerund itself occurs as the kriyapada., ward denoting action, of the relative clause. The 
relative clause in the verse above is its first line, its kn).-apada. being the gerund sthiipya (of the root -Vsthii, "ta 
place"), and the absolute clause the second tine. The second 1ine has the curious feature of the presence of a cluster 
of (indeclinable) particles at its beginning: the "frozen ablative" particle pascat, "after that," and tu, usua11y having 
the adversative sense of "but," but used sometimes in the sense of "and." Considering the fact that the second hne i5 
the absolute clause in the sentence which can, in itself, exise as a complete sentence independent of the relative 
clause, this partic1e-c1uster i5 redundant semantically, unless the intention 1S ta highlight the importance of the ritual 
action that follows (washing of the mouth and the feet). 

81 In its unemended form, piidapraksiilanam kuru, "[you] do, conduct the washing of moutb and feet," 
indicates just this. In doing 50, it paines an image of the context as the sthapaka, priest, giving direct orders to the 
stlwpati and his assistants in the conduct of the rituru. 

82The emendation of the verb vkrin the sentence would demand its conjugation in the third persan singulat
passive imperative fm-m. The form that Acharya gives, kriyeta, is en-oneous. The correct form is kriyatiIm. 

83 It must be noted that the use of passive imperative does occur in direct conversation a1so, ta couve)' a 
sense of formaliLy and politeness (see Goldman & Goldman, DevavaI)Ïprave§ikii, p. 201). 
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in injunctions on technical operations, however, that must be highHghted: there are 

more instances of the causative-optative conjugate form of the verbs that denote the 

operations; for instance, karayet, "[he] should cause ta do or make"; visarjayet, "[he] 

should cause ta remove"; yojayet, "[he] should cause ta yoke, join." The primat;7 

semantic sense of the causative form of the verb is chain of command: "one agent 

prompts another agent ta perform the action named by the verb root.,,84 When the text 

uses the third person conjugation of verbs, it has in mind, above all, the sthapati, 

master-builder, as the agent of the action. Thus, in ritual, the stl1apati himself conducts 

the operations. The use of verbs in their causative derivation to denote technical 

operations indicate that the sthapati conducts them through, or by means of, his 

assistants who follow his command. 85 This discretion in the use and non-use of the 

causative-optative conjugation of verbs to denote technical and ritual operations 

respectively points ta the dominance in the text of the voice of the sthapaka over that of 

the sthapati. 

4.2) SUtra, Aphorism 

In the Man asara , general principles pertaining to architectural and iconographie 

making are expressed in the form of sutra, aphorism. These principles could more 

specifically be geometrical and numerical axioms and theorems as weil as theological 

and metaphysical concepts. The most basic syntactic feature of the sutra form 1S the 

nominal sentence. The semantic effect of nominaHzation 1S usually (depending on the 

84 Ricbard Hayes, Sal71skrtabha.$apravartanam: Continuing Sanskrit (Montreal: McGill University 
[unpublisbed], 1999), Chapter 9, "Causative Verbs," p. 128. 

85 Tbe text does on occasion specify tbe agent wben he is otber than tbe stbapati. For instance, the 
operations of measurement (snch as moving the measuring cord around in tbe site) is conducted by the sütragrahill. 
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context) apposition, equation, and even identification of two themes or two things, or of 

a thing and a theme. Again, depending on the context, there are several ways in which 

this nominalization 1S achieved syntactically. The prescriptive tone is achieved by 

referral ta the authority of tradition by using a number of verbs which have the 

meanings of "tell, dec1are, announce, remember," and so on, in the past passive 

participle form. 86 On account of this feature, it may be well to further qualify the 

prescriptive tone of the sutra. form as "dec1arative." Consider the following examples: 

i) II, 40: 

mUnlnam nayanod'V1K$ya(k$yam) tatparamaI)urudahrtam Il 

That which is to be perceived by the eyes of the sages is declared as paramaI)u 
(atom). 

In this sentence, there occurs the gerundive ud'ç'Ïk$ya of the root ud"/'i,:'Ïk$, "to perceive ," 

which is a transitive verb. The "root sentence," so ta speak, in this case, is: "The eyes 

of the sages perceive[d] the paramaI)u, atom." The gerundive is used as an adjective to 

indicate that the noun paramaI)u which it modifies is the direct ob ject of the action 

expressed by the verb root. In other words, the gerundive as verbal adjective, agreeing 

in case, number and gender with the ob ject, nominalizes the passive vOlce ,87 

addition, the prescriptive dimension ln the semantics of the gerundive indicates an 

injunctive bind of the object (paramaI)u) to the action (perception).''l8 The other verbal 

participle in the sentence, udahrta., "is dec1ared" (the past passive participle of Yu dahr, 

86 Far instance, prokta, "it 1S said" (fram pra,/vac, "ta tell, annaunce, explain"): smrta, "it i5 remembered" 
(fram ...Jsmf, "ta remembe('), prakTrtita, "it i5 renowned" (from pravlqt, "ta proc1aim, announce"). 

87 In its role of nominalization, the gerundive is not unlike the past passive participle (see Galdman & 
Goldman, Devav3.1Jïoravesik3., p. 281). 

as On the prescriptive dimension of the gerundive, the Goldmans state that "[i]ts force,is very similar to that 
of the vidhi lili or optative maad" (Ibid), 
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"to dec1are, announce"), by virtue of its very meaning, effects further an overall 

prescriptive, declarative, tone ta the sentence. 

ii) H, 47: 

maJlamatram tridha proktam yaVaT,.Tddhivisesatal) 1 

Mallamatra [is] in three ways, it is said, with respect ta the increment of yava, 
barley-corn. 

In this example, the naminalizatian 1S effected by the implicit presence of the verb -Vas, 

"ta be" that qualifies the subject which is mallamatra. In addition, the dec1arative verb 

is aiso present in the passive: proktam, "it is said." 

iii) II, 50: 

"vitastyugmam ki$kub syatprajapatyo 'nguladhikam(kab) Il 

Two vitasti, span, shouid be [one] kiSku; prajapatya [is] [one] ailgula added [ta 
it]. 

Here, in the first half, the verb -Vas, "ta be" is explicitly used, while in the secand, it 1S 

implied. Its conjugation in the optative mood renders the sutra with a prescriptive tone. 

iv): II, 53: 

caturhastam dhanurdaJ)Ç.am daJ)Ç.a$tam rajjumeva ca 1 

Four hasta., cubit, [is] a dhanurdaJ)Ç.a, staff; and eight daJ)Ç.a is a rajju, rope. 

Once again, the verb -Vas, "ta be," is implied, and, as in the previous example, its sense 

is equative. 
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v) III, 3-4: 

dhara harmyadi yan am ca paryailkadi ca.turvidham 1 

dllara pradhanavastu syattattajjatif}u sarvasal) Il 

Earth, edifices etc., conveyance and fumiture etc., [thus are] four kinds [of 
vastu, architectural objects]. The earth should be the principal object; in aH the 
[other] kinds [itis] omnipresent. 

Here, in the first hne, the verb -ylas, "to be ," is impHed, and Ser'ileS to appose and yoke 

the particular with and to their universal, which is vastu, in the exercise of 

classification. Given the prohfic classification found throughout the text, it is in this 

specific role (of apposing and connecting the particular and the universal) that the verb 

-Vas is most commonly used. In the second line, the verb is conjugated in the optative; 

here its role does not stop at simply apposition ofdhara, earth, and vastu, object, but 

extends ta predication and even identification, of the former as pra.dhanavastu, 

principal ob ject. 

4.3) Lak$aJ;iI!, Description 

The syntactics of lak$a-l)a as description 1S often similar to that of sutra.. The main 

difference between the two lies in the semantics. The semantic content of sutra, as 

already seen, pertains ta theological and nomological principles, whereas that of 

lak$(1)a has an omic emphasis, pertaining to descriptive accounts of concrete abjects 

and persons. Again, the prescriptive, dec1arative, tone 1S achieved by the use of the 
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earlier mentioned verbs in the present passive or past passive participle form. Consider 

these examples: 

i) Characteristics of the sthapa.ti, master-builder (II, 26): 

sthapatib sthapanayarhal) vedavicchastraparagab Il 
sthapanadhipatiryasmattasmatsthapatirucyate 1 

The sthapati [is] the one qualified for erection; [he is] knowledgeable in the 
veda [and] profoundly learned in the sastra. Since [he is] the lord of erection, 
therefore [he is] called sthapati. 

il) Characteristics of sthapati and sthapaka (LXX, 3): 

sthapatib prakrtib proktal) sthapako jfvami$yate 1 

The sthapati [is] the generator [of the image], it is said; [and] sthapaka is said ta 
be [its] life. 

iii) Characteristics of abjects (XIX, 14-15): 

samasram sama'VyttaJn yatpuru$am ceti kathyate Il 
ayatakaradhif$IJyam va vruJiteti pra1artitam 1 

Equiangular [or] circular [abode] is spoken of as 'male'; and the abode oblong 
in shape 1S declared as 'female.' 

The s10t of the agent(s) in examples ii) and ili) above is left blank, which is often the 

case in the text. However, severa! instances also occur in the text which this s10t 1S 

filled by usages such as pura1)aii) and puratanaii), both meaning, "by the ancients," and 

budhaib, "by the learned.,,89 In aH these instances, the agent (the ancients, the learned 

ones) represents undisputed authority. 

&9 For instance, Mâna.5ara IX, 417: 
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The instances in the text where explicitly theological and mythological contents occur 

(as when in Chapter II, it oudines the origin and foundation of va.stusa.stra. and 

genealogy of the builders' guild), syntactically, the same linguistic means examined 

above are employed in the narratives. A separate morphological "type" may be 

distinguished for these only upon a semantic basis (the case being somewhat akin to the 

distinction between sutra and lak$a:oa). 

b)KNOWING 

In the 11anasara., a broad constitution of vastusastra as architectural knowledge is 

drawn in the account of the knowledge and expertise of the members of the builder's 

guild. In that account, occurring in Chapter II, three strands of knowledge pertaining to 

the practice of architecture can be differentiated. Firstly, a specialized knowledge of 

the craft, a skilled expertise; secondly, knowledge of the principles of craft; and finally, 

knowledge of Veda, that 1S to say, the metaphysical significance of operations. The 

nrpIiIJIiJTl vii 'cha vaisyIinIim yogyamuktam purIitanail; 1 

[Tbe village-type prastara] 1S said by the ancients as fit [for tbe dwe11ing] of bngs and mercbants. 
Jan Gonda, in bis monograpb on the Sanskrit passive, traces a "passive turo" in tbe history of tbe language 

from its ancient Iudo-Iraman and Vedic phases ta that in later, epic and classical. phase. He shows tbat the use of 
passive conjugate form of verbs in earlier texts i5 more in the intransitive active and eventive senses rather th an the 
passive sense itself. According ta him, only when tbe agent i5 explicitly mentioned in the instrumental case does the 
verbal conjugate ln tbe passive qualify semantically also as passive, "real passive," in bis own words (Gonda, 
Remarks on the Sanskrit Passive [Leiden, E. J. Br111, 1951], "Conclusions and Additional Remarks," pp. 73-108). Ir 
must be noted, however, that the verbs that are examined by bim do not include dec1arative verbs. Therefore, in the 
instances of the use of the passive conjugate fOl"ms of these verbs, the condition of explicit agent-specification in the 
instrumental case (that Gonda puts forward) need not be absolute to qualify their semantics a1so as passive in the full 
sense. 

Also, it must be noted that in the usages cited above, "the ancients" and "the learned ones" are understaod 
as "agent" of dec1aration in a collective sense, even tbough tbe nouns denoting them are dec1ined in the plural, as 
puràtanaib and l1Udhaib. 
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principies of craft, by virtue of occupying the center of this tripartition, become the 

locus of convergence of two mutually opposite courses: that of an empirico-inductive 

epistemological system in which principles are derived a posteriori through abstraction 

from the practice of craft, and that of a hypothetico-deductive "theotechnic" system90 in 

which principles are constructed a priori as ruies goverrung the concrete realization of 

the idea (here, divine manifestation). Although the dual dimensions of a quasi-

scientific practical knowledge and of grammatical ru1es of reification are captured in 

these "theoretical" principles, what characterizes their conception specifically as sastra 

is the intentional usurpation of the dialectical tension between the two to privilege the 

latter over the former. Sastraic intentionality appropriates craft practice to nomological 

and normative ends. 91 The normative discourse, always textually mediated (through 

written treatises and not merely oraUy), is endowed peremptorily with a divine 

provenance. In the process, the principles assume a heavily prescriptive tone and 

become divinely revealed injunctions. As a result, from the perspective of the textual 

tradition of "vastusastra, architectural practice is conceived as a deontological process. 

Sastra as a divinely ordained "science" attempts reientlessly ta sub jugate its ontology 

expressed phenomenologically; the latter is acceded on1y ta the extent it serves sastraic 

epistemology. However, despite the deontologizing efforts of sastraic intentionahty, its 

phenomenological dimension is never fuUy eclipsed, but always present as an 

undercun'ent that surfaces on occasions in various subtle ways in the texts. These 

90 It is "theotechnic" in that it pertains ta "making of the divine." 
91 Consider the statement of Bruno Dagens on sastt"aic intentionality while analyzing the process of writing 

of the lvfayamata.: "The· apparently deceptive conclusion 1S chat the theory of architecture of the NIayama.ta 1S based 
on/extrapolated from already existing monuments .... For the sake of elaborating "prescriptive" l'ules, the author(s) 
analyzed the models and reduced them ta subsets, types, archetypes ... giving rise ta architectural forms in the 
treatise" (Dagens, «Iconography in the Saivagamas: Description or Prescription?" in Dallapiccola, ed., Shastric 
Tra.ditions in lndian Arts, p. 152). 
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subtleties perhaps even suggest a tacit acknowledgement by the sastraic nomothets of 

the indefeasibility of this phenomenological dimension of Bastra, and their imaginative 

play with it in texts using literary and 1inguistic toois. A hermeneutic sensibility in the 

perusai of the texts helps identify these dues and the nuances they imply regarding the 

nature of Bastra. 

The dialecticalnature and structure of vastusastra obtains specifically as that between 

deductive and inductive methods of its reasoning,92 and prescriptive and descriptive 

dimensions of its rules. In the phenomenological1ight, it also follows that the act of 

knowing itself occurs not merely in rationaHst or empiricist frames, but rather in modes 

that are fundamentally noetic and poetic (in the widest sense). In other words, knowing 

1S a "grasping" that is intuitive and immediate. In the Manasara, the foundational 

nomological principle of vastusastra that posits "measure" as its essence displays the 

characteristic more of philosophie truth (as a "universal essence") than scientific law.93 

It 1S, thus, object of a priori and immediate knowledge, grasped through eidetic 

intuition. This phenomenological mode of knowing extends, in turn, ta the realm of the 

Bastra proper: positing laws or propositions, constructing instruments and conducting 

experiments. Thus, the act of predetermination of prama1).8, axiomatic reference 

measurement, is more a noetic apprehension rather than mere rationaHstic deduction. 94 

In the constitution of manopakaraJ)8, conceptual instruments of measurement, the 

92 The structure of syllogism in the school of Nyaya, Logicism, already demonstrates this. It is five-limbed 
and contains univers al proposition as well as particular example, thus engaging both deduction and induction (see 
Hiriyanna, Outlines of lndian Philosophy, pp. 256-57). 

93 The essential nature of mana as "measure" has already been shown in the linguistic analysis of the 
compound manasara, at the beginning of the chapter. 

94 It is "noetic" in that it "brings in the specifie element of intentionality" to the process (Husserl, Ide as: 
General Introduction to Pure Phenomenalogy [London: George Allen & Unwin, 1931], p. 249). 

147 



dialectical nature of sa.stra emerges stronger: the process is not purely deductive but 

also inductive. Again, they are, more properly, noeric and poetic processes based on 

perceptual experience and transcendental reduction. 95 These manifest in a subt1e non-

instrumental vector that operates simultaneously with their instrumentality. The 

"experiments" (in the sense of empirical "tests") associated with bhiJmiparIk$li, 

"examination of site," conducted in the site itself, are ruso based on phenomenological 

perception (that engages the entire sensorium) and Inference rather than modern 

scientific analysis conducted in the abstract and rarefied envil'onment of a laboratol'Y. 

In the following section, this phenomenological dimension of vlistusastra in its 

constitutive elements as weil as its linguistic form (that is, of l'u1es) is elaborated. 

5. Phenomenology of Measurement, Instrument, and Experiment 

5.1) "Unity" ofUnits 

a) Paramli1)u, Atom 

In the system of architectural measurement, two units assume a certain primacy over 

othel's: paramli1)u, atom, and ailgula, digit. The former is presented as the basic unit 

upon which the entire system 1S founded. The latter, as the first unit in the system 

which refers to the hum an body, assumes what may be called a "pivotaI" status. 

95Both the epistemology of Nyaya, Logicism, and the onto1ogy of Vai§e~ika, Partiularism, display a certain 
phenomenological tenor. For bath, the primary pramaIJa, mode of knowing, i5 pratya.k$a, perception; within Nyaya, 
perception is further qualified as avayavipratyak$a, "perception of the whole." This doctrine a1so offers the buttress 
against the phenomena1ist reduction of perception inta mere sense-data (see J. N. Mohanty, "Nyaya TheOl-y of 
"4vayavipratya.k$a," in Mohanty, Phenomenology and Ontology [The Hague: Martinus Nijhoff, 1970], pp.183-197). 
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About the parama1).u, the text states thus (II, 40): 

That which is ta be perceived by the eyes of the sages is dec1ared as parama1).u. 

The verb that denotes "perception" in this line 1S the gerundive udv'Ïk$ya. The basic 

raot 1S -YYk$, which has a range of meanings, aH related ta sight: "ta see, behold, 

perceive, observe, look at, gaze." The two prefixes added ta the raot, ud and vi have, 

in themselves, the respective senses of "arising" and "asunder." These senses of the 

prefixes indicate that the "seeing" discussed here is somehow a "higher" and yet 

"analyrical" kind. In the phenomenological sense, this "higher analytical seeing" is an 

exercise of the eid~tic faculty that enables doubly a direct intuitive grasp of its object, 

as weil as the process of bracketing and reduction of tangible phenomena!reahries and 

theirperception.96 Thus, the system of measurement can be understood in two ways: 1) 

as constructed upward (that 1S, from small ta large units) based on the first and 

Immediate perception of parama1).u; and 2) as b ased on the pivota1 unit ailgula, digit, 

fram which smaller units upta paramaI)u and larger units ripta rajju, rape, are derived 

respecrively by division and aggregation. 

The idea that paral11a1).U, atom, is the smallest unit of measurement draws fram the 

ontology of the V aise~ika schao1. The first category according ta Vaise~ika 1S dravya, 

substance, of which there are four externa1 kinds: earth, water, fire and air. ParamaI)u 

is the smallest indivisible material "unit" that constitutes each of these four substances. 

96 In the parlance of Nyaya-Vaise~ika, this is alaukikapratyak$a, "transcendental perception," particularly 
of the yogic kind, which " ... brings man face ta face with supersensuaus abjects like atoms, dharma, etc ... " (Ibid., 
P 250). 
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It 1S infinitesima.1, indivisible, indestructible, and therefore, eterna1. It is of four kinds, 

distinguished qualitatively, corresponding to the four substances. The world of matter 

arises from a combination of atoms, first into dyads and then triads that are 

progressively available ta ordinary perception.97 As can be seen, at the leve1 of 

parama1)U, there is a convergence of ultimate material and mensura1 principles, that is, 

between "matter" and "measure." Following this, there obtains a certain parallelism 

between the "construction" of the material world and the system of measurement from 

the infinitesimal ta the perceptible. 

In contrast ta the additive or "constructivist" approach of Vaise~ika, the treatment of 

matter and cosmos has an "evolutionist" slant in Saiva theology.98 The concept of 

parama1)U is rep1aced in Saiva theology by that of bindu, "pure materiality in nuc1ear 

state." In vastusastra, if parama1)u is the basic unit of measurement, bindu is the 

geometric concept of "point," which has the additional significance as center of a 

circ1e.99 The symbolism of center and circumference of a circ1e has been explained in 

terms of being and becoming: the center is the node of being that is timeless and statie, 

while the circumference is the locus of the flux of becoming,100 In the peg and cord 

operations that are conducted upon the building site in the course of its orientation and 

97 See Ibid., pp. 229, 238; and aiso Wilhelm Halbfass, On Being and What There ls: Oassical Vaise$ika 
and the Hiscory olIndian Ontology(Buffalo: SUNY Press, 1992), Chapter 5, "The VaiSe~ika Concept of Substance." 

9& Saiva theology is undergirded by the categories of Salllkhya, Enumeratiorusm. The difference between 
Salllkhya and Vaise~ika al their core 1S that the former 1S a satka.ryavada (the daim that effect pre-exists in cause) 
while the latter is asa.tki1ryavada (which daims that effect does not pre-exist in cause). For an account of the 
confrontation between the two systems as well as their mutual accommodations ta each other, see Halbfass, On 
Being and WhaJ There ls, Chapter 3, "Genesis, Enumeration and the Question of Being," pp. 55-60. 

99 See H. N. Chakravarti, "Bindu," in Baümer, ed., KaJatattvakosa, Vol. II: Concepts of Space and Time, 
pp. 1-24. 

100 See Alice Boner, "Introduction," Boner, Bettina Baümer & Sadasiva Rath Sarmâ, trans. & ed. 
Vastusfltra Upani$ad: The Essence of Form in Sacred A.rt (Delhi: Motiial Banarsidass, 1996), p. 13. Here, the 
symbolism of the circle ts discussed in the context of image-making; however, il apphes in architecture as well. In 
icollography, the bindu, center, usually coincides with the nabhi, navel, of the image (see H. N. Chakravarty, 
"Nâbhi," in Baümer, ed. KaHitattvakoSa, Vol. II: Concepts al Space and Time, pp. 25-46). 
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delineation, what establishes the "connection" between center and circumference 1S the 

sutra., measuring cord. "Geometry" is already a measuring - of the earth, that 1S, the 

site. The measurer is the sutragrahin, bearer of the measuring cord, who is also called 

in the text as bindutattvajiia, "knower of the principle of bindu." By means of the 

ascription of this title to the sutragrahiJ1, the Hnk between "measure" and "matter" is 

established here, if only in an oblique manner. 

The conflict of cosmogonic speculations between Vaise:;>ika ontology and Saiva 

theology would normally render the concepts of parama:f1u and bindu as mutually 

incompatible within the same theoretical framework. However, this is a problem oruy 

from a strictly philosophico-theological point of view. In "vastusastra., the conflict is 

resolved by assigning the two concepts respectively ta the arithmetical and geometric 

aspects of "measure." 

b) Angula., Digit 

The place of angula in the system of architectural measurement has already been 

demonstrated. In the context of iconography, there is another extended discussion of 

ailgula. The various options listed by the text regarding the derivation of height of the 

image has a1so been mentioned aiready. These options can be categorized broadly into 

two, on the basis of their derivation: 1) as derived from actua1 measurements of abjects 

(for instance, the width of the sanctum); and 2) as obtained from a system of 
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measurement. 101 .4iJ.gula is mentioned as one such system (here, the distinction 

between "unit" and "system" of me asurement seems ta collapse). The text 

differentiates three kinds of aLigula in this context. The first is mwaberangula, literally, 

"finger of the main image," also ca1led in the text as dehalabdhangula, "finger obtained 

from the body [of the image]." lts value is determined as 1!96th part of the height of the 

image.102 Here, aLigula is understood as one "part" or division of the total height. Next 

is manangula, which is the width of eight yava, barley-corns. 103 The third 1S 

matrangula, defined as the measurement of the middle phalynx of the middle finger of 

the right hand of the maker. l04 Among these, the first and the third are more properly 

understood, again, as measurements derived from an abject (the image, and the finger 

of the maker respective1y). In the case of the second, the simple mention of the 

formula, 8 barley-corns = 1 aLigula, must be understood as an implicit reference to the 

whole system which has parama1)u as its basis (otherwise, seen in themselves, the 

formula, and especially barley-corn as the object of derivation of the measurement, are 

rather arbitrary). In other words, there seems to be an implicit distinction made here 

lOI Manasara. LV, 11-16. In the first category, the temple is the principal abject; also mentioned are the 
main image of the temple and the (body of the) yaJamana, patron. Thus, length of the temple, height of the adytum, 
width or height of the door of the adytum, height of the base, height of the main image and height of the ya,iamana 
are the actual dimensions mentioned that serve as bases for iconographie measurement. In the second category, the 
systems mentioned are the hasta, cubit, aligula, digit, and tala, span. It must be noted that these are also "units" in 
the system of measurement outlined in Chapter II (tala. has the same value as vita.su). 

102 Manasi'iraLV,54: 
caturvi:msaccaturbhagam millaberodayam bhavet Il 

10~ Mal1asi'ira LV, 56: 
yavati'iriI$tamatram syanmanailgulamili smrtanl Il 

The play between the words mana and marra is evident in this line also, although here, matra sim ply 
me ans width. 

104 Manasi'ira LV, 57 -58: 
karturdak$iJ)ahastasya madhyamaligulamadhyame 1 

parvadïrgham tata(tta)nnaham mâtrailgulamudfritam Il 
This tripartition of migula is mentioned in severa! Agamie texts. For instance, accarding ta the 

Suprabhedagama (XXX, 1-9; quoted in Acharya, A Dictianary of Hindu Architecture, p. 9), there are three kinds of 
aligula. The first 1S mânailgula, obrained by the gradual Increment of paramaJ}.u. Next i5 the unit matral'!gula, 
derived from the middle phalanx of the middle finger of the acarya, priest. Finali,?, there is the dehalabdhailgu./a, 
the measurement obtained from the image: its value is equa! to l!nth of the height of the image, 'n' being the number 
of parts into which the height is divided. The Mayamata (V, 11-12) admits oruy a bipartition - mânaiJgula and 
miitriIligula - treating dehaJabdhaiJ.gula as a synonym of the latter. 
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between manangula on the one hand, and matraiJ.gula and mülaberangula on the other 

- that of "absolute" and "relative.,,105 Manangula 1S stipulated ta be applied in 

iconography ta measure stationary and movable images, and matrangula, to measure 

atmartham beram, "images of personal worship."106 This distinction in the applicatory 

function of the two units 1S rather artificial and arbitrary.l07 It points once again, ta the 

attempt ta present the process by which manangula 1S derived as pure1y conceptual. 

The same tendency is visible in the case of lnatrangula as well: the relationship 

between the semantics of this compound and what it signifies (the measurement 

obtained from the middle phalanx of the middle finger of the right hand of the maker) 1S 

an arbitrary one. Furthermore, comparing the semantics of the compounds manangula 

and matrangula also reinforce this conviction. There is no "real" difference betvveen 

the meanings per se of these two compounds, irrespective of how they are analyzed. 

The difference between them is purely nominal, and stems from their respective 

technical definitions. 

A.ngula is thus presented as a "pure concept" (that is, bereft of any ontological 

dimension) from which its standard and univers al character are c1aimed ta issue. 

Tautological ascriptions such as manamatra., "measure-measure ," and technical 

cainages such as mal1angula, "measure-digit," effectively evince this mentality. 

However, in the final analysis, the fact remains that the fundamental reference in the 

105 Acharya calls mJnJngulll as "the standard measure" (Acharya, Dictionary 01" Hindu Architecture, p. 6). 
Dagens elaborates the distinction between mJntiIigula and mJtrJ1igula more dearly, as absolute and relative units 
(Dagens, "Index-Glossary," Maya.matam, Trearise ot" Housing, Architecture and Iconography, Vol. II, p. 356). 

106 Manasara LXIV, 88-89. 
107 This becomes more de ar when viewed against the applications of these units stipulated by 

SuprabhedJgama: manâiJgula i5 applied in the measurement of temples, pavilions, courts, gatehouses, villages and 
other settlements, and matdiligula in the measurement of sacrificial objects (the option of using mânâllgula for this 
pmpose i5 alsa available). Dehalabdhangula.is limited to iconography. 

153 



meaning of angula still rests on the body (even before it is qualified further by technical 

terminology or definitions), specifically, the finger. This reference to the body (finger) 

in the development of angula. as measuring unit is explicitly stated in the following 

passage from the puraJ)ic text, BrahmaI)t;ia Puri'IJ)a (1.2.7. 91-95, trans. Acharya): 

... [P]eople at first Hved in caves, mountains and rivers, etc. They began to 
build houses in order to prote ct themselves from c01d and heat (Sr"to$J)a varaI)at). 
Then they built khetas (towns), puras (houses), gramas (villages) and nagaras 
(cities). And to measure their length, breadth and the intermediate distance 
between two settlements (sanJl1veia) , the people instinctively (yathajiianam) 
employed their own fingers. Thence forward the angulas are used as standard 
me asurement. 108 

This ontological grounding of angula and the phenomenological mode of its knowing, in 

turn, qualify the understanding of notions of its standard and univers al character. The 

body was the "universal" referent of measurement in pre-modern times. The 

"universality" of angula derives simp1y and primarily from this facto Despite the 

seeming attempt in theory to deontologize the unlversality of angula, it was never 

realized in practice. There ls no historical evidence whatsoever of an actualized pan-

108 Quoted by P. K. Achill"ya, A Dictianary of Hindu Architecture. Manastira Series No. 1 [Rpt., Delhi: Low 
Priee PublicatioJl5, 1995], p. 8). The Sanskrit verses read thus: 

yathayogam yathaprfti nikete$vavasanpura 1 

ma.dhudhunva.tsu ni$fhe$u parvaœliu nadiliu ca. Il 
salpSralPyaIi ca durga!)I dhanvaparvatamaudakam i 
yathtifo$am yathtikamam same$U vi$ame$u ca Il 
tirabdhastânniketanvai kartum sÏto$!)avtiral)tit 1 

tatastJnnirmaytimtisub khettini ca purti!)I ca Il 
gl'amamScaivayathabhagam ta.thaiva nagaraJ)I ca 1 

te;;amayamavi$kambhab sanruvesanltaraJ)I ca. Il 
. cakrustada yatha.iiianam mltvamltvatmanol'1gulaih 1 

The compound yathtiJilânam (obtained by combining yathti, which means "according ta," ta .;nâna, 
knowledge), 15 an avyayTbhava, indec1inable, compound. Syntactica11y, avyayTbhava compounds function in a 
sentence as adverbial partic1es. In the verses above, a whole series of such compounds occurs. Tllus, tlle ancients 
lived yathayogam, "according ta requirements or circumstances," and yathaprfti, "according ta pleasure": they 
sougllt rest yathtifo$am, "according ta liking," and yathâktimam, "according ta desire"; the)' measured with their own 
fingers yathtijilânam, "accot-ding to knowledge." Semantically, these adverbial compounds suggest a certain pre
rei1ective immediacy ta the respective actions they qualify. As Maurice Merleau-Ponty points out, such a pre
rei1ective, perceptual, mode of being as and knowing with one's own body is eminentl)' phenomenological (see 
Merleau-Ponty, The Phenomenology of Perception. Trans. from French by Colin Smith [London: Routledge & 
Kegan Paul, 1962], Part One: "The Body," and Part Two: "The Wodd as Perceived"). 
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Indian universality of the unit, in the sense of a uniform application of 11 standard 

angula in construction throughout the subcontinent. In other words, in actuality, it was a 

relative unit that admitted local variations in its application. 109 

This qualification of the universality of ailgula reflects the understanding of 

universaHty according to Vaise$ika ontology. Vaise$ika lists samanya, universa1, as 

one of its principal categories. The universal is defined as " ... that which is m'rya, 

eternal, and inheres in many [individuals or particulars]."l1o It exists in the three "real" 

categories of substance (for ex ample , man-ness), quality (red-ness) and activity 

(thrown-ness). The universal is qualified as "re al" (as distinct from "ide al") although it 

is dependent on cognition. The universal as "real" is a1so distinguished from 

"conceptual," the latter being characterized by abstraction ad infinitum. From this 

ontological perspective, the "real universal" which is the basis for the universality of 

the unit angula is angulatva, "finger-ness."ll1 Similarly, the VaiSe$ika categories of 

'Fisesa, particu1ar, and samavaya, inherence, offer a me ans ta understand the nature of 

"relative" angula (that is, the particular instances of derivation and application), and 

109 A useful contrast ta this mode of universality chat is the nature of mig111a 1S the totally deontologized 
universality of the meu-ic system. Meter, ilS basic unit of linear measurement, is deîined as the length equal ta the 
distance traveled by light in a vacuum in 1/299,792.458 of a second. It i5 applied uniformly throughout the world, 
wherever the system 15 adopted. This uncompromising universalism i5 impossibile without the momentous weight of 
the power of instrumentation behind it which, alma st always, has a political arm. For instance, the deontalogical 
standardization and universalization (in the sense of uniform application) of the foot-inch system, even though 
derived originally from the body, was made possible only because of its association with British imperial powel- (tbus 
earning it the appellation, "Imperial System"). 

llO Raju, P. T., Structural Depths ai' lndian Thaught (Albany: State University of New York Press, 1985), p. 
259. Also see Hü-iyanna, Ol1tlines ai' Indian Philosophy, pp. 233-34; and Halbfass, On Being and What There Is, 
Chapter 6, "The V aise~ika Concept of GUl}.a and the Problem of Universals." 

III Six conditions are set forth for a univers al ta be rea1: 1) as suggested by the definition, it should exist in 
many individuals; 2) there can be onlyone univers a! in case where nominal or technical distinctions of individuals 
are made, when two Lerms refer ta the same class of individuals; 3) it must not lead ta cross-classification or 
hybridity; 4) iL must not lead to an infinite regress or abstraction a.d inJinitum; 5) it must be posiLively related ta the 
individu ais (by this condition, univers aIs of non-being are exc1uded); and 6) ilS presence in individu ais must not 
destroy their very nature (see Raju, Structural Depths of lndian Thought, p. 259). Alig111atvll is seen ta satisfy them 
alL 
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the relationship between the univers al and the particular. The category of vise$a, 

particular, defined as the "ultimate differentiator," grants the ontological distinction and 

status to each instance of derivation and application of angula (from one building 

situation to another), although between themselves they are alike in all characteristics. 

The relationship between the univers al and the particular is that of sam aT.,aya, 

inherence. ll2 The feasibility of "application" of the universal (angulatva) to the 

particular (a concrete instance of measurement using the unit angula) was afforded 

within the horizon of sainavaya by virtue of its sense in early Vaise$ika as referring 

primarily to material cause and its product (understood as not pre-existing in the 

cause).113 Thus, the relationship between the universal and the particular is 

"intentional" and not accidental or arbitrary. However, in the later understanding of 

samavaya as "inherence," the same relationship between the univers al and particular is 

also "necessary" and "predicative.,,114 Following this, angulatva obtains in angula not 

merely by application but by way of the dialectic between application and predication. 

The units in the system of measurement from paramaJ)u ta angula are too small to be of 

practical value. Nevertheless, they aH refer to a real object, as is evident from their 

names. iUlgula is the first unit that refers to the body, and following it, there are two 

112 The idea of samavaya is captUl·ed only with difficulty in ils translation as "inherence." Hiriyanna 
translates il as "necessary relation." Observing these difficulties in translation, Halbfass states thus: 

At any rate, c1assical Vaise$ika considers samavaya as a principle that is supposed to account for 
the co-occurrence and coalescence of different and ontologically distinct world constituents 
within concrete things. In a sense, it restores the uruty and concreteness of things after their 
categorical de composition (Halbfass, On Being and What There Is, p. 75). 

113 Halbfass, On Being and What There Is, p. 148. 
114 Halbfass notes that in the later V aise~ika of Prasastapada, 

inherence appe ars as the cosmological and ontological foundation of the possibility and 
legitimacy of predication .... Because of sama.vaya, ... the world is not merely a 
conglomeration of nameable, enumerable entities, but an integrated str·ucture of predicative 
relations; because of samavaya, we can speak about the world in sentences and not in isolated 
words (Ibid., p. 149). 
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more: vitasti, span (which 1S the distance between the tips of the thumb and middle 

finger when stretched) and ki.~ku-basta, cubit (length of fore-arm).115 It is also noticed 

that ki$ku is the locus of another transition: it marks the first instance when the same 

term refers in addition ta the unit, ta the tool of measurement as well. Thus, ki$ku is 

aiso the cubit-scale. This aspect of homology between unit and tool of measurement, 

stemming fram the hamanymy, extends ta the succeeding bigger units in the system as 

well: daJJJ,!a, rad, and rajju, rape. 

5.2) Verification: Symbolism of the Remainder 

Two synanymaus terms are used in the text ta denote remainder: si$(a and se$a. The 

nouns themselves are si.~tam and se$am, bath neuter in gender; the nominal stems si$(a 

and se$a are adjectival participles (more specifically, past passive participles). Bath 

derive fram vSi$, "ta hurt, kW," and alsa "ta spare." Regarding si$(a., in addition ta 

being fram VSi$, another passibility of its derivatian 1S alsa admitted: as fram vsa.s, "ta 

instruct, teach, cammand.,,116 The twa passibilities may be explained accarding ta the 

Pa1)inian scheme ln the fallawing way: 1) vsi$ [kta] => Slf? + ta = 8i$(a; and 2) vsa.s [kt a] 

=> Slf? + ta = si$(a. In bath instances, the gaverning pratyaya 1S 'kta.' The pratyaya 

li5 The fact chat the etymologies of these three terms are more or less obscure shows that they are 
understood primari1y as vocables rather than semantic units. Nevertheless, attempts at etymologizing have been 
conducted in the case of aJlgula and virasti. The first 15 tentative!y traced ta three phonetically and semantically 
similar verb roats: 1/altl<., "ta mark," -vaIig, "ta mave, walk" and vag, "ta move" (see Monier-Williams, A Sanskrit
English Dictionary, pp. 4, 7 and 8; and alsa Mantrini Prasad, Language of the Nirukta. [Delhi: D. K. Publishers, 
1975], p. 264). The etymolagy of vitasti, accarding ta Manier-Williams, i5 probably fram v1Vtan, "ta stretch." The 
text UJ)iidistJtra, which specializes in derivatians of wards the etymalagies of which are atherwise nat traceab1e, 
gives a derivatian of vitasti that is strictly marphalogical: vi taseb ti (see Apte, A Pra.crical Sanskrit-English 
Dictionary, p. 1486). Regarding the etymolagy of ki$ku, the lexicagraphers are uniformll' silent. Thus, it mal' be 
difficult ta demonstrate the reference to the body of these three terms bl' means of etymolagy alone. But, "usage is 
strDnger chan derivation," as Fritz Staal notes regarding the meaning of words, quoting the Mïmamsa dictum (Staal, 
"Ma.na" in Baümer, ed., Kaliitattvakosa, VoL II, Concepts ofSpace and Time, p. 256). 

116 See Apte, A Pra.ctical Sanskrit-Englisb Dictianary, p. 1555. Sometimes -../si$ is understood as a weak 
farm of vias (see Moniel--Williams, A Sanskrit-English Dictianary, p. 1076). 
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'kta' has the primary function of deriving adjectival participles from verb roots. When 

added ta the root of a transitive verb, as is the case here, it conveys two senses: 1) the 

action itse1f; and 2) the patient of the action. ll7 Thus si$ta assumes a whole range of 

meanings, a few of which are: "the act of teaching" as well as "the teaching (itself)" in 

the sense of "that which is taught"; similarly "ki11ing" and "sparing ," as well as "that 

which is killed," and "that which is spared." That which 1S spared is the "remainder." 

As has already been shawn, sastra. aiso derives from I//SaS, "ta teach, instruct." The 

governing pratyaya of its derivation is '$tran' (thus, -vsas [$tran] => sas + tra = sastra). 

The basic sense of this pratyaya is instrumentality, that 1S, the means by which the 

action 1S performed. ll8 The instrumental dimension of sastra. as teaching or instruction 

("ru1e") is reflected in this derivation. The fact that sastra and si$(a. derive from the 

same verb al root -vsas points ta the simultaneous action of semantic vectors within its 

horizon that advance and counter instrumentality. In other words, si$(a as remainder 

counters sastra. as command or instruction (ru1e, theory) in the instrumental sense. The 

dual meanings of -VS1$, "ta hurt, ki11," and "ta spare," may also be understood as 

corresponding ta the same semantic vectors that advance and oppose instrumentality. 

Ir 1S also important ta notice that the senses of teaching or ru1e as "that which is taught," 

and remainder as "that which 1S spared" (bath non-instrumental and patientive) share 

the same signifier, 8i$(a. 

[[7 Hayes, Sarps1qtabhâ$âpravananam, p. 65. 
[[8 Ibid., p. 63. 

158 



In 'vastusastra, even though a11 the ru1es may be understood as containing this non-

instrumental vector, the six formulae of ayadi saçlvarga. assume a special importance in 

this regard, because they are based specifically on the principle of remainder. AIso, 

this is the sole instance in which a mathematicai "factorization," sa to spe ak, of 

contingencies is attempted. However, this attempt at factorization is not of a 

functionalist vein, as was the case with the nineteenth century European theorist 

Gottfried Semper. 119 On the other hand, the principle of remainder, the pivota1 

principle for these "equations," itself has a metaphysical-eosmological basis. It is 

found in the following passage of the Atharva Veda. (IX, 7. 1-3, trans. \V. D. Whitney): 

In the remnant [are set] name and form 
In the remnant [is set] the world; 
Within the remnant bath Indra and Agni, everything is set together. 
In the remnant he aven-and-e arth, all existence 1S set together; 
In the remnant, the waters, the ocean, the moon, the wind is set. 
In the remnant are the being one and the non-belng one, bath death, vigor, 
Prajapati; they of the world are supported on the remnant. 

The imperfection characteristic of existence is reflected in the temporal cycles we 

experience: the unequal solar and lunar cycles as weil as the seasonal cycles owing ta 

the obliquity of the earth's axis. Residue or remainder 15 the effect of this imperfection. 

At the same time, it is the seed of continuance of these cycles, and, indeed, of existence 

itself. At another, but closely related, level, the poteney of the residue stems from it 

119 In his essay, "The Attributes of Formal Beauty," Semper defined "style" as a "function." He wrote 
(emphases original): 

... there i5 ... a stylistic conception of what is be autiful in art - this considers the ob je ct not as a 
collectivity but as a unit, as the untlorm result or iunction of sever al variable values that unite in 
certain combinations and form the coefficients of a general equation: by giving these variables 
the values appropriate ta the particular case, one will arrive al the solution of the problem: U = 
C(x, y, Z, t, v, W, ... ). 

He then goes on ta list the "coefficients" of a work of art (see Semper, "The Attributes of Formai Beauty" 
[Manuscript 1856/1859], in Wolfgang Hermann, Gottiried Semper: In Sea.rcb ai Architecture [Cambddge, MA.: The 
MIT Press, 1984], pp. 241-42). 
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being the left-over of sacrificial offerings after their consumption by the gods. 

Vasrusastra. engages the principle of residue in its astrological and alchemical bearings 

through the six formulae of ayadi $açlvarga, sa that architecture plays its reconciliatory 

l'ole with imperfect existence. Thus, as Kramrisch comments, "'Fastu, derived from 

.... 78Stu, ... signifies residence as well as residue.,,120 In this process, the six formulae 

operate instrumentally at one level, as already shawn, but not merely sa. By virtue of 

the semantic affinity between ruie and remainder outlined above, these formulae 

themselves exhibit a certain "residual" character within the larger corpus of sastraic 

rules. Theil' non-instrumental character manifests precise!y in enab1ing the 

reconciliatory raIe of vastu by explicitly engaging the effect of imperfection which is 

the remainder. 

5.3) Vasropuro$a: Geometry, Language and Body 

The scheme of padavinyasa, disposition of plots, has geometrical and linguistic 

dimensions, represented respective1y by the grid of plots and names of deities that 

occupy the plots. Left ta themselves, these two dimensions remain unreconciled; their 

reconciliation is possible orny corporeally. This corporeality is supplied by the idea of 

"vastupuru$a, literally, "spirit of vastu," whose "body" 1S stated in the text as contained 

within the de1ineated site with his different limbs occupying the various plots (Fig. 10). 

The vastupuru$8 is described as kubja, hump-backed, and kutilakrsa, crooked-bodied. 

He lies in the site face down and diagonal1y, with his head in the north-east and feet in 

120 Kramrisch, The Hindu Temple, Vo1. 1, pp. 37,44-45. Also see Kramrisch, The Presence of Siva 
(Princeton: Princeton University Press, 1981), pp. 52-68. 
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the south-west corners. His torso occupies the central plots of the figure; 1eft and right 

arms and legs faH along the north ta west, south ta west, north ta east and south ta east 

peripheries respectively. The location of his vital organs such as kan.w, ears, naçli, 

artery, srra, vein, va11Jsa, vertebrae (six in number), hrdaya, he art, and medra, penis, 

are mentioned without always specifying the exact plot or line. 121 

This role of the body in the reconciliation of geometry and language, especially in the 

act of making, that the concept of vastupurU$8 signifies has its foundation, above aH, in 

the Vedic account of cosmogony. According to the Puru$a SUkta of the ~gveda (X, 90), 

the cosmos arises out of the sacrifice of pUrU$8, primeval man. This cosmogonie 

principle established the homology beween body on the one hand and sacrificial site 

and altar on the other in Vedic sacrificial ritual through the idea of 'lastupurU$8. The 

exposition of this idea is found in texts on Vedic ritual such as the Satapatha BrahmaJ)a. 

Later mythological renditions of vastupurU$8 in Puranic texts convey more or less the 

same idea, sometimes emphasizing the aspect of creation as the emergence of order 

out of chaos. 122 In such accounts, vastupuru$8 personifies chaos, whereas the deities 

who pin him down by sitting upon his various limbs are agents of order. In all cases, 

the homology between body and the abject of making 1S maintained. This reciprocal 

identity between the two prevents a merely instrumental understanding of pad8vinyasa, 

in the context of which vastupuru$a is mentioned. Geometry and language are 

reconci1ed ln the body of the puru$a, which is at once homologous with the site, the 

maker, and the patron. Both the symbolic and practical dimensions of padal.-inyasa are 

l2l Manasara VII, 253-65. A shorter description is found in XXXV, 186-202. 
122 For an exposition of the various accoums of vastupuru$a in the tradition, see Kramrisch, The Hindu 

Temple, Vol. 1, pp. 67-84. 
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engaged in making, so that the object (settlement, building) not merely represents but 

fully embodies puru$a. 

5.4) Taxonomy: Vasro, Earth and Viistu, Edifice 

The taxonomy of particular architectural abjects into different classes or types in the 

Manasara. 1S preluded by a "definition" of architecture, followed by a general . 

classification of its abjects. In Chapter III, titled Vastuprakaral),am, "Elaboration of 

Vastu," the following verses expound this definition and classification (III, 1-3): 

taita(ti)lasca narascaiva yasminyasmin paristhi($fhi)tab 1 

tadvastu su(su)ribhib proktam tatha vai vak,5yate 'dhunall 
dhara harmyadi yanam ca paryalikadi caturvidham 1 

Wherever gods and hum ans abide, that is vastu, it 1S thus stated by the wise 
sages; now, this is described. [Its classification is] in four ways: earth, buildings 
etc., conveyances and bed (furniture in general). 

Each of the four categories are elaborated further. The earth is the primaI vastu; 

edifices inc1ude prasada, temple, maJ)t;iapa, pavilion, sabha, assembly (court), sala, 

hall, prapa, w ater-p avili on , and raliga, theatre. Conveyances include syandana, fast-

moving chariot, sibika, palanquin, and ratha, chariot. 123 Finally, the objects listed under 

furniture are paiijara., cage, maiijall, swing, maiija, couch, kaka$fa, bedstead, 

phalakasana, p1ank-seat, and balaparyaiJka, smal1 couch. 

Even though vastu and vastu are Hsted as simple categories, the ontological 

relationship between them 1S quite complex. Before giving the above mentioned list of 

123 Yarra literai1y means "vesse1"; thus, ships and boats aisa may be inc1uded in this category, even though 
they are nat explicitly listed. 
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specifie objects under the category of vastu, the text devotes the following verses in an 

attempt to explicate this relationship between vastu and vastu (III, 4-6): 

dhar/I pradhanavastu syattattajjati$u sarvasal) 1\ 

"vimanadrni vastilni vastutal) vastusam Srayat 1 

tanveva vastu caiveti katl1itam vastuvidbudhaih Il . . 

The earth should be the principal vastu among aH kinds (species), universally. 
AH [objects that are] vastu such as 'vimana (tower, or temple in general) and so 
on, in fact, [derive] in consequence of va.stu. Indeed, they (viJnaJ1a and such) 
are said to be also 'vastu' by the enlightened knowers of ilastu. 

What is immediately striking in this passage is the "play" that involves the words vastu 

and va.stu, which are phonetically ne ar-i de ntic al. The former 1S used independently and 

in compounds. The indeclinable partic1e vastutal)., "in fact," is also deftly inserted, 

ad ding to the whole phonetic effect. This ward-play and phone mie embellishment are, 

at one 1eve1, merely demonstrative of a certain literary flair. 124 Their import, however, 

runs mueh deeper. 

The term vastu occurs four times here. Its first occurrence is in the compound 

pradhanavastu. Here, the sense of vastu is as "abject, thing." Dhara, Earth, is 

predicated ta and identified as pradhanavastu, "principal abject" (by means of syat, the 

third persan optative conjugate of -Vas, "ta be"). Building on this predication, vastu 

again signifies Earth when it occurs in the compound vastusamsrayat, "in consequence 

of vastu." Its third oCCUtTence 1S on its own, as a proper noun: as the technical name of 

the genus (Earth, or even "abjects in general") which apphes aiso ta the species 

(abjects of human artifice). And finally, in the compound vastuvidbudha, the term 

124 For an analysis of this sabdaJai!K:ara., literary ornament, effeeted by phone mie repetition, see Edwin 
Gerow, Figures of Indian Speech (The Hague: Mouton, 1971), pp. 64-67. 
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'vastu signifies not orny things in the genus and species mentioned above, but also their 

"e ssence." 125 

Bath vastu and vtistu derive from the root -vvas, "to dwell," and also, "to be." In both 

cases, there exists a semantic gap between the verbal root and the nouns in the process 

of their derivation; in other words, the derivation is merely formal. 126 This seemingly 

insignificant detail implies that the distinction between vastu and vtistu are, in the end, 

rather artificial and arbitrary from a strictly etymological point of view. However, by 

usage, the terms, especially ,;·'astu, have accrued quite a range of meanings. Thus, 

lexicographically, vastu has the following meanings: 1) a really existing thing, reality; 

2) an object, thing in general; 3) substance, matter; 3) wealth, property; 4) essence, 

nature, pith; and 5) plot of a drama. Vtistu has the meanings of bath site of building as 

weil as the building itself. 

The fact that the etymological distinction between vastu and vtistu 1S arbitrary demands 

that the specifie meanings in which they are to be understood be "assigned" ta them. 

This feature is found in the above Hnes. The text uses these terms first nominally as 

heads of categories. Then, in the course of "defining" them, it assigns particular senses 

'25 The compound vastuvidbudhiUI 1S primarily an appositional karmadhliraya and ma)' be glossed as 
vastuvitab budhlib. "the enligbtened ones [wbo are] knowers of vastu." The first compone nt vastuvid. "knower of 
vastu," is. in itself, an upapadasamJsa, "reduced ward compound," farmed by adding tbe "reduced ward" farm of tbe 
verbal root vvid, "ta know," ta vastu. The "knowledge" signified ar chis point is in the sense of "expertise" in vastu. 
its genus (Eartb. tbings in general, building site) and species (architectural abjects). On the other band, tbe 
expansion of tbis compound by adding to it the term bu dh a, "enligbtened one ," (ta form the compound 
vastuvùfbudha) implies a bigber knowledge tbat involves tbe ontalogy and metaphysics of tbings. 

Cl6 According to tbe text UJ}}fdisiltra, wbich offers strictly morphological derivations of noul1s the 
etymologies of which are semantica11)' unaccountable, tbe respective derivations of vastu and vastu from yvas are as 
fol1ows: 1) Vvas [tun] => vas + tu = vastu; and 2) i/vas [tuJ).] => vas + tu = vJstu. The pratxayas 'tun' and 'tuJ).' 
simp1y denates the adding of the syllable 'tu' to the root; the retroflex 'J).' in the second denotes thar the vowel in tbe 
raot is augmented besides (tbat is, 'a' becomes 'a'). Since there is no semantic dimension in either case, it is 
doubtful wbether these are tbemselves pratyaX8s in the strict PaJ)inian sense. 

164 



to each. This assignment 1S authoritative: the fact that the optative conjugate syat, 

"should be ," of the verb vas, "to be ," is used for the purpose attests it. Thus, vastu, first 

of aH and in a general sense, is "wherever gods and humans dwell," which 1S identified 

more specifically as dhara, Earth. Conversely, the Earth is the primary 'lastu, 

[architectural] object. This principle of vastu as Earth may be understood as implying 

the "givenness" of this world, which is the essential and eXlstential pre condition for 

dwe11ing. However, in order to dwell, humans must also build. By the creative 

intervention of hum ans , vastu is transformed into vastu, the "setting" (that inc1udes site 

as well as building) for ordered existence. In the }/Itinasara, "vastu comprises 

"products" of hum an artifice, more specifically dwellings of gods and humans. ,lastuis 

primary; vastu, being derivative of vastu, is secondary. The Vaise~ika principle of 

sam avaya, inherence of the univers al in the particular, obtains in this relationship 

between the twa: 'Fastu being prim ary , inheres in vastu. 127 This hierarchy is further 

emphasized in the statement that abjects that are vastu may also be called vastu (but 

not vice versa: that 1S, the Earth 1S never understood as vastu). Despite this "sanction" 

allowed by the vastu~>jdbudha, those enlightened in the knowledge of vastu, the 

lvIanasara qualifies itself explicitly as a vastusastra (and not as a vastuSIIstra) in its tide 

which 1S repeated in the colophon at the end of every chapter. 128 The significance of 

127 The exp1ication of the relationship between vastu and vâstu in the Nlayamaca illustrates this point wel1 
(II, 1-3, trans. Dagens): 

Experts caU all places where immortals and mortals dwell, 'dwe11ing sites' (vastu). l present 
their different varieties which are four in number: Earth, temples, conveyances and seats. The 
Earth is the principal dwelling place because it is on Her that constructed dwellings (vastu) such 
as temples have appeared and il: 1S because of Her nature as site and because of the (temples') 
union with (this site) that the ancients called them 'dwelling sites' in this world. 

128 In conrrast, the treatise Mayamata, possibly utilizing the same sanction, ca11s itself a vastusastra in 
colophons at the end of each chapter. Tbe use of vastu instead of vâstu, occurs again in tbe title of the cbapter 
discussing the definition and classification of architecture (Chapter II, Vastuprakarah). Also in the text, edifices are 
mentioned sometimes as vastu and at other rimes as vastu. The definitions of vastu and vastu in the Mayamata (II; 
1-3) are the same·as those in the Mtinasara .. Bruno Dagens takes notice of this particular tendency in the Maya.ma.ta. 
(the frequent use of va.stu instead of vastu) but dismisses it as wel1 as the difference in colophonic designation 
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this qualification is that it highlights the theological emphasis on the active role of 

human agency in making manifest the cosmic order and, indeed, the divinity itself. 

In the phenomenon of classification of architectural abjects that occurs throughout the 

Man asara , there is almost no explicit mention of the process or "act" of naming and 

classification occurs at one instance. In other words, the text supplies on1y Hsts of 

categories and the basis of classification in each case, and not actual descriptions of 

concrete encounters with the buildings. However, the phenomenological dimension of 

this taxonomy is contained in the names themselves, and can be accessed through their 

etymology and semantics. These reveal something of the mnemonic associations, 

emotional responses, and even metaphysical principles that are involved in the act of 

naming. The act of naming involved in the taxonomy is essentially poetic, and ils mode 

of knowing, noetic: not oruy is a terse description of the characteristic features of the 

ob ject captured in the name, but also an immediate, intuitive contact with and grasping 

of its very essence is attained.129 The one instance where the text explicitly mentions 

the process or "act" of naming is iHuminative of this crucial point. The classification of 

buildings as sthanaka, erect, asana, seated, and sayana, recumbent, is stated as follows 

(XIX, 7-9): 

between the Mayamata and the Miïna.sàra as mere indiscriminations by its authors: "The Mtinasara and the 
Mayamata, whose contents are identical, are designated in colophons as a vastusastra and vastusàstra respectively, 
which shows that tbese designations do not make for any reliable indication as ta the content or originality of the 
works they are applied ta" (Dagens, "Introduction," Mayamatam: Treatise on Hausing, Architecture and 
Iconagraphy, Vo1. 1, p. x, Note 2). This statement does not sufficiently explain the intentionai designation of the 
Mayamata as a vasws{istra. The import of such a designation of the Ma)lama.ta as a treatise on "dwe11ing" (as a 
process) with respect ta the sastra, "theory," it purports begs ta be further dwelled upon by its own scholars. 

[29 Following this obset-vation, it is c1ear that the sense of "'building type" that is generated out of the 
exercise of taxonomy here is neither the instrumental nor the historicist sense of type posited respectively by the 
nineteenth century French architectural theorists, J. N. L. Durand and Quatt-emère de Quincy. For a brier discussion 
and critique of tbese latter (as wel1 as their twentieth century renditions), see Carroll William WestfaiJ, "Buidling 
Types," in Robert Jan van Pelt & Carroll William Westfail, Architectural Principles in the Age of Histaricism [New 
Haven: Yale University Press, 1991], especiaily pp. 144-51). 
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utsedl1e lnana.(nam) gr(grti)hyam cetsthanakam tatprakathyate 1 

v1stare mana(nam) s8Tflkalpya casanam tadudfritaln Il 
pa1i1)abe pade vapi manam sayanamfritam 1 

If the measure in the height is ta he grasped, then it is known as stbanaka. And 
the measure having heen imagined in the width, that is stated as asana. The 
measure [perceived] in perimeter or even in foot (?) 1S pronounced as sayana. 

According ta these verses, the hasis of this three-fold classification of buildings is the 

perception of a certain predominance of their height, breadth, or perimeter, over the 

other twO. 130 The process of perception is indicated in the first Hne hy the 1,-yord grabya, 

gerundive of "grah, "ta grasp." Its abject is mana, "measure ," which is not the actual 

height, but a more "essential" entity that subsists in it (hence the locative, utsedbe, "in 

the height"). The process of naming, then, may be accounted for in the following way. 

The essential measure of the building 1S grasped as subsisting in the height, the basis of 

this grasping being a basic perception of the dominance of the height of the building 

over its horizontal dimensions. On the basis of this noesis, it is called stbana.ka. The 

qualification of measure as "grasped" is absent in the second and third hnes. 

Nevertheless, the naming of the other two classes also involve the same noetic process, 

as is indicated, if oruy incho ately , hy the ward samka1pya (gerund of sam-v'kJp, "ta 

whoUy imagine") in the second Hne. 

130 Since perimeter i5 dependent on breadth (in addition ta length), the distinction between asana and 
sayana as respectively the "dominance" of breadth over perimeter and vice ver-sa must be understaod not literally, 
but in terms of the l'elationship of the horizontal dimensions ta height. Thus, the asana building is squat, having 
maintained a balance between breadth and height. In sayana, the horizontal dimension dominates the vertical; thus 
the building i5 perceived as recumbent. 
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In cases where only the list of names of the various classes are given, the etymology 

and semantics of the names are resorted to in order to elucidate the phenomenological 

dimension of the process. Such lists of classes of architectural objects abound in the 

text.ni However, for the sake of brevity, the examples that follow are limited to the 

most general kinds of classification that illustrate the above point. 

a) The pentadic classification of buildings according to bre adth-height 

proportions: 

i) santika, "pacifying" (in which height = breadth); il) pau$tika, "invigorating" (h = 

1.25b); ili) jayada, "conquering, overcoming" (h = l.5b); iv) adbhuta, "wondrous" (h = 

1.75b); and v) sarvakamika., "satisfying aH desires" (height = twice breadth). As 1S 

, evident, these names denote certain emotional states that are the responses to or effects 

of particular breadth-height proportions. A1so, in the Atharva Vedic tradition, some of 

these terms (notably santika and pau$tika) stand for certain ritual practices and 

associated mantras that are aimed at attaining particular "ends." These ends may be 

subjective emotional states or objective situations (such as victory over enemy).132 

A1so, the Atharva Vedic treatment of rasa, pith, taste or flavor, in the context of its 

discussion of magical rituals and practices of a1chemical bearing, finds its way into 

later sâstraic treatises on the arts (poerics, dramaturgy and so on) a more "aesthetic" 

!3l In addition ta listing the names of different classes or types of abjects, the text, quite often, rusa gives 
synonymous terms that denote the same abject. Ta mention one example: the synonyms fOI' temple (dwelling of a 
deity) is given in XIX, 108-112 as vimana, harmy-a, alaya, adhi$lJyaka, prasada, bhavana, k$etra, mandira, ayatana, 
vdma, grha, avasa, k$aya, dhama, vasa, geha, agara, sadana, vasari, nilaya, tala, kO!ltha, and sthana. This feature 
qualifies it, in addition ta being a sastraic treatise of arcbitecture, also as a veritable mJmalJçu, lexicon, of 
arcbitecturru tenns. 

132 On tbis point, see B. R. Modal<, Tbe A.ncil1ary Litera.tuœ of The Atbarva Veda: A study with special 
reference ta The Pari§i$fas (New Delhi: Rashtriya Veda Vidya Pratisbthan & Munisbiram Manobarlal Publisbers, 
1993), pp. 26-27, 272-73,318. 
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context. This 1S especially the case in the Natyasastra of Bharata (dated c. 200 CE), the 

autharitative treatise on dramaturgy in the Indian tradition, which 1S a1sa the first 

sastraic treatise on the arts. In Chapter VI of the Natyasastra, the theory of rasa as 

"aesthetically produced flavars" or "rhetorical sentiments" in the context of the science 

of drama is elaborated. The eight rasas are: 1) s!1'lgara, erotic; 2) hasya, camic; 3) 

karu1)a, pathetic; 4) raudra, furious; 5) vÏra, heroic; 6) bhayanaka, terrible; 7) bïbhatsa, 

odiaus; and 8) a.dbhuta, wandrous. 133 Later thaught added ta these santa, pacific, 

rasa. 134 It is evident that there is some overlap between the meanings of the names of 

classes of buildings mentianed above and the nine rasas of dramaturgy. The assacation 

of santika to santarasa and adbhuta ta adbhutarasa is se1f-evident. There seems ta be 

an association, albeit tenuous, of sarvakamika ta the rasa of sfl'lgara. Similarly, there 

seem ta be associations, more vague and therefore generic, of pau$tika and jayada ta 

the rasas of raudra, .... 'Ira, bhayanaka and bïbhatsa. 

b) The four-foid classification of buildings according ta the lwsta, cubit, used for 

measurement (Chapter XIX) : 

i) jati, "the true state" (deriving fram vjan, "ta be barn"), in which the dhanurda1)çla.-

hasta, cubit of 27 angulas, is used; ii) chanda, "pleasing" (from vchad, "to seem gaad, 

please") which uses the dhanurmu$p of 26 angulas; iH) vikalpa, "undecided, daubtful" 

m Natyasastra. VI, 15. Tbese eight rasas are derived out of eight corresponding sthayibhavas, "stable 
emotional states," which are listed as follows (VI, 17): 1) rati, eros; 2) hasa, mirth; 3) soka, sorrow; 4) krodha, anger; 
5) utsaha, vigor; 6) bhaya, fea!"; 7) jugupsa, disgust; and 8) vismaya, wonder. 

134 Its corresponding sthayibhava was named as sama, repose, cessation. Obviously, the term santarasa i5 
oxymoronic, and its inclusion among the rasas led ra endless controversies. It denotes a state in which the opposite 
aesthetic experiences of excitement and I"epose meet and are reconciled. In the thought of the Kashmir Saiva 
theologian and aesthetic theorist Abhinavagupta, santarasa is, indeed, a state in which the poles of aesthetic and 
mystical (religious) Experiences themselves me et and are reconciled. For a detailed treatment of Abhinavagupta's 
thought on ..;antarasa, see J. L. Masson & M. V. Patwardhan, Santarasa and Abhinavagupra's Philosophy of 
Aesthetics (Poona: Bhandarkar Oriental Research Institute, 1969). 
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(from vi-VkrlP, "ta be undecided") using prajapatya of 25 angula.s; and iv) abhasa, 

"fallacious appearance" (from a-Vbhas, "ta appear"), using the smallest hasta, cubit, the 

ki$ku of 24 angulas). These names denote the metaphysical arder of descent from the 

real ta the il1usory, which, in tum, serves as a foundation for more practical concems of 

hierarchical organization. The most pervasive among them is the organization of the 

society itself, according to the carurvatJ)a, four-tiered class scheme .135 

c) The six -fold classification of buildings b ased on horizontal composition: 

1) da1)tjaka; 2) svastika; 3) maulika; 4) caturmuma; 5) sarT/atobhadra; and 6) 

vardhamana. Here, the semantics of the names almost always directly describe the 

form of the building. DaJ;u;iaka is "rod-like," being a single rectangular building block; 

and svastika is "plough-shaped" (L-shaped, or sometimes cross-shaped), being 

comprised of two blacks interconnected at right angles. In the case of the m aulika type, 

the connection between meaning and form 1S not as direct; it takes a stretch of the 

imagination ta even tentatively suggest it. The meaning of maulika. is bath "head, top, 

crown," and "root" (and deriving from the latter, "radical, principal," as we11). The 

form of this building type, which has three blacks around a front-yard, is that of an 

[35 Tbe textuailegitimation of tbe c3turvar:(l8, "four-tiered class" (vaJ7)3 literally meaning "color") finds its 
source in tbe Pucu$a Sükta of tbe IJ.gveda (X, 90), wbich states that the Brabmal).a, priestly, K~atriya, royal, VaiSya, 
merchant, and SUdra, servant, classes are generated respectively from tbe moutb, arms, tbighs and feet of tbe 
Puru$a, co smic man. The textually legitimized hierarcby of caturvarJ)3, and its actuai practice (wbich 15 extant even 
taday) as .iâti, "caste-system," bave been tapics of much scbolarly interest and controversy in Indology. Louis 
Dumont, a social antbropologist, uses the hierarchy (in both its textual and actual renditions) to argues for a 
"hierarchical imperative" in buman societies (witb tbe qualification tbat "bierarchy" need not necessarily imply 
"power" in a post-structuralist sense), against the dominant egalitarian ideolagies of the post-Enlightenment epocb 
(see Dumont, Homo Hierarchicus: An Essay on the Caste System. Trans., Mark Sainsbury [Chicago: The University 
of Chicago Press, 1970]). Wilbelm Halbfass agrees with Dumont's basic thesis: he also seeb ta bring ta light the 
tradition al understanding of the caste-system tbrough the categories of the Vaise\lika and Mïmalllsa schools (see 
Halbfass, "Homo Hi erarchicus: The Conceptualization of the Van;a System in Indian Thougbt," in Halbfass, 
Tradition and Reilection: Explorations in lndian Thought (First Indian Edition, Delbi: Sri Satguru Publications, 1992), 
pp. 347-90). 
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inverted 'U,' and is imagined as resembHng a crown (as it sits on the he ad). lts fe ature 

of having two flanks evokes also the image of roots. In the case of caturmukha, "four-

faced," the direct relation is resumed: it describes a building that has four blocks around 

a court yard. Sarvatobhadra, "auspicious or pleasant from every side ," is the building 

that has seven blacks around two court yards; its auspiciousness stems from the 

symmetry of the composition, in reference ta the black between the two court yards. 136 

'Vardh am ana, "growing, incre asing ," describes the building with ten blocks enc10sing 

three court yards, the composition obtained by the "growth" of sarvatobhadra by three 

more blocks. 

5.5) ParIk$a: Perceptio.n and Observatio.n 

In Chapter V, Bhüparfk$avidhanam, "Procedures for Examination of Site ," the text 

mentions certain tests that ascertain the quality of the soil and thereby the suitabilityor 

unsuitability of the site for building. The first is as follows: a sample of the soil from 

the site is fi1Ied in a pot and manured with cow-dung. Seeds of aH sorts are sown in the 

pot, and their sprouting and growth are observed. 137 The next test 1S described thus: a 

pit of one cubit is dug in the site and fi11ed with water. The following clay, the water 

level 1S observed. If there remains some water in the pit, the soil is considered firm and 

fit; if it has disappeared, the sail 1S unfit. The same test 13 further extended: the earth 

136 In poetics, saJ:va.tobhadra. is a figure of formal composition that stresses axial symmetry. Ir is defined as 
"a verse having the same number of hnes as syllables, which can be read backwards and forwards bath horizontally 
and vertically" (Gerow, lndian Figures of Speech, p. 189). 

137 Mànasàra III, 4-9. 
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that was dug out of the pit is shoveled back into it. If the pit is not fi1Ied, soil is 

considered not firm; if the soil Hils or exceeds the pit, it is considered goOd. 138 

These tests are, at hest, quasi-scientific, and based entirely on perception and 

experience. Even the results of the observation are stated not so much in "scientific" 

terms but in terms of consequences such as 10ss of wealth, destruction and sa on. Also, 

even though there is a degree of "experimenting urge ta facts" detectable in these 

operations, there is no "mathematical skipping of facts" that precedes them which 

would qualify them as experiments in the modern scientific sense. 139 

6. Rules: Description and Prescription 

The predominantly prescriptive tone of sastrruc ruies has been pointed out. A closer 

hermeneutical reading of the text, however, reveals a subaitern current of description 

that runs through the corpus of rules. This prompts a revision in the understanding of 

vastusastraic rules. According to this more precise understanding, sastraic rules are 

fundamentally descriptive, with prescription as its adjectival qualification. In other 

words, they are, by nature, "prescriptive descriptions.,,140 Thus, in the case of rules in 

138 Manasara III, 20-26. 
139 See Martin Heidegger. "Modern Science, Metaphysics and Mathematics," in David Farrell Krell, ed., 

Martin Heidegger: Basic Writings (San Francisco: HarperSanFrancisco, 1992), especially p. 292. 
l40 Bruno Dagens uses the formulation "descriptive prescriptions" when he talks about the morphology 

("written form") and ontology (nature) of theory in the Maya.mata (Dagens, "Introduction," Afayamatam: Treatise al 
Housing, Arcbitecture and lconography, p. ci). He does not qualify this statement by making distinctions within the 
body of §astra itself such as principles and injunctions, but treats it as a uniform entity. At first sight, the distinction 
between "prescriptive description" and "descriptive prescription" may seem trivial and lead one ta think that the 
latter i5 aiso an accurate formulation. This is not the case, however. In Dagens' formulation of "descriptive 
prescription," the assumption is that the sastraic l'ules are primarily, by nature, prescriptive. If this is indeed the case, 
its descriptive dimension is, in the final analysis, contingent and superfluous: that is, it 1S not necessary and can be 
dispensed with. On the other hand, the grammatical analysis ab ove shows that sastraic rules of nomology and 
taxonomy are, by nature, descriptive. The prescriptive dimension i5 oruy a secondary (albeit necessary) one. Ritual 
and technical injunctions, on the other hand, are simply prescriptions, albeit subtending the descriptive dimension 
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the form of siltras 1 ak$avas, the morphological analysis has demonstrated the 

sastraic intent of authorization of the "already existing" as canonical by means of the 

dec1arative verbs. This very need to authorize arises because the accounts of the 

already existing are primari1y descriptive by nature. 141 

Again, the morphological analysis has shown the use of vidhi 'Hù' or the optative mood 

to express ritual and technical injunctions. As noted then, the predominant tone of the 

optative or potential mood is that of prescription.142 According to Sanskritists, the 

potentia! mood covers a range of senses of subtle distinction: 1) prera1} a , command 

(persuasion); 2) nimantraJ)a, direction; 3) IimantraJ)a., invitation; 4) adhI$fha., expression 

of wish; 5) samprak$1}a, interrogation or inquiry (or courteous questioning); and 6) 

prIirthanIi, prayer. J43 As is seen, there exists a certain reciprocity and fluidity between 

these senses of the optative mood, from command to wish to supplication. 144 Thus, in 

itself, a verb inflected in the optative holds the potential to be interpreted in more than 

one way with respect to its sense. In other words, even though the dominant tone of the 

optative mood is prescriptive, it still allows for the dialectic between description and 

prescription. 

within them. Expressing this descriptive dimension adjectivally, as Dagens does, is not inherently necessary and 
therefore may oruy have a rbetorical value. 

141 This descriptive dimension is captured in the semantics of the Lerm lak$a1J.a itself, wbicb means "sign, 
mark, symbol, characteristic feature, attribute, quality." For a ful1 treatment of its etymology and sem antics , see K. 
D. Tripathi, "Lak;;a1;la," in Bettina Baümer, ed., KaJJ.tauvakosa.: A Lexicon of Fundamental Concepts of the Indjan 
lYes. Vol. 1: Eight SeJecced Terms. Kapila Vatsyayan, gen. ed. (New Delhi: Indira Gandhi National Centre for the 
Arts & Delhi: Motilal Banarsidass Publisbers, 1988), pp. 135-44. 

142 T. S. Maxwell caUs tbis particular inflection of verbs, "in the quasi-imperative tenus of the optative," 
the "shastric (sastraic) fOl'm" (Maxwell, "Silpa versus SIistra" in Anna Libera Dallapiccola, ed., ShIi!itric Traditions 
in lndian Art, p. 10). 

143 H. H. Wilson, A.n ln[roduction ta Sanskrit Grammar of the Sanskrit Language (London: J. Madden and 
Co., 1841), pp. 110-12. 

144 Wbat fixates (or rather, "gatbers") this fluidity around a specifie sense is of course, the context of its 
usage in the text itself, which in turn 1S situated relationally in its own world. 
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The other dominant feature of sastraic injunctions that was brought to attention earlier 

is the proliferate use of action verbs in their causative conjugate form. A historical 

study of the syntactics of causative construction and their semantic import yields sorne 

surprising insights that qualify (and, at times, even caunter) the senses af hierarchy and 

instrumentaHty that are usually assaciated with it. 

As nated in the earlier analysis, the inflection of the verb in the causative farm 

indicates that "ane agent prampts another agent ta perform the action named by the 

verb root.,,145 In a causative construction, the agent that daes the prompting, known as 

the prayojaka, "prompter," is considered ta be bath the hetu, cause ," as well as the 

kartr, "agent" of the action. 146 The patient of the causative verb when the verb is 

intransitive, one of motion, or one that denotes an act of knowing (for example, vrj, "ta 

shine"; vgam, "ta go"; and vjfia., "ta know," respectively) is the agent of its primary 

(that is, non-causative) form. This patient (known as "causee" in modern linguistic 

analysis of causative constructions) is always marked in the accusative case. When the 

verb 1S transitive, the patient of the causative verb is, again, the agent of its primary, 

non-causative, form; but in this instance, it 1S marked in the instrumental case. 

However, two verbs, Vkr, "to do, make," and vhr, "ta carry," allow a choice between 

the accusative and instrumental cases for marking the patient of their causatives.147 

'45 Richard Hayes, Sam sk[tabhâ$âpravartan am , Chapter 9, "Causative Verbs," p. 128. 
146 Kâsikavrtti 1. 4. 55; quoted in Ibid. 
147 Ibid., p. 130. Of course, the 1aying down of l'ules by the grammarians is part of an a posteriori 

formalization of the language (which in Sanskrit occutTed around the treatise A$radhyây"Ï of Pal).ini during the late 
Vedic-eady Classlcal period), and per se, does not account for its historie al development. Thus, it cannat be simply 
taken for granted that causative constructions involving transitive verbs always existed and their patients were 
marked in the instrumental case. Modern linguistic studies in Sanskrit have addressed lhis issue, that is, tracing the 
development of particular featut"es of the language. Such a study of causative constructions is conducted by the 
linguist Hans Heinrich Hoch. In bis paper titled "Sanskrit Causative Syntax: A Diacbronic Study," he investigates 
the origin of the Sanskrit causative and its use in the various phases of development of tbe language from the Vedic 
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Even though this feature with respect ta these two verbs, in the way it continues to exist 

in later Sanskrit, may he se en as a "lexically determined archaism ,',148 it has a profound 

semantic connotation: that of the surviving non-instrumental sensibility even within the 

hierarchizatton and instrumentalization braught about by text and ritual. It is nat by 

accident that much of the activity that happens at a building site fa11s within the 

semantic purview of these two verbs. 149 Consider the ex ample (VI, 7): 

sthapanatpiirvadivase sthalasuddhim prakarayet 1 

[The sthapati] shauld cause to perform the purification of the place [of 
erection]l50 on the day hefore the erectian [of gnomon]. 

The verb is prakarayet, the causative-optativè of vkr in the third person singular. Its 

patient is sthalasuddhi, "purification of the place (of erection of gnomon)," declined in 

ta the classical. Hock observes that in the earliest Rgvedic Sanskrit (comprising mostly of hymnal compositions), the 
class of verbs that permitted causative formation consisted of 1) intt'ansitives; 2) se mi-transitive verbs of motion; and 
3) "affected agent" transitives (examp1es of these classes are respective1y: 1) vvrdh, "ta grow"; vardhayati, "[he] 
makes grow"; 2) vV[t. "ta turn"; vartayati, "[he] mates turn"; and 3) ;,Ivas, "ta wear"; vasayati, "[he] causes ta 
wear"). In these instances, the causee, when attested, appeared in the accusative case. In later Vedic language 
(such as the literature of the Atbarva Veda which contains among other things, incantations and magical formulae) 
thet"e was an increase in causative constructions, and the class of verbs that were used expanded ta include non
affected agent transitive verbs (for example, vda, "ta give"; dapayati, "[he] causes ta give") as weIl. Syntactically, 
however, there was no significant change in this stage: the causee was still marked in the accusative. During the 
period of Vedic prose Sanskrit (characterized by the emergence of the ritual texts of the BriIbmaJ)as), more new 
verbs (of all the classes mentioned above) began ta be used in causative constructions. Ir was in this stage that the 
causees of transitive verbs (of bath the affected agent and non-affected agent classes) began ta be mru"ked in the 
instrumental (as an alternative ta the accusative) case for the first time. This was true for bath animate and 
inan:ùnate causees. According ta Hock, this significant innovation of marking causees in the instrumental case arises 
from a reinterpretation mainly of animate "instrumentals of me ans" as the agent of the primary (non-causative) verb. 
This development was made possible by the fact that tl1ere was often l'oom for causees ta be not specified on the 
surface, leaving the causee siot empey as it were. Hock a1so notices that the marking of a causee (espeeial1y 
animate) in the instrumental case over and above the accusative points ta a condition of its "reduced ageney." In 
such a condition, the causee becomes more a pa.~si.ve instrument than an active agent (see Hock, "Sanskrit Causative 
Syntax: A Diachronie Study," in Swdies in Linguistic Sciences, Vol. 11, No. 2 [FalI1981]. pp. 9-33). In other words, 
the causee 1S the locus of convergence of the opposing veetors of activity (at the level of the primary verb) and 
passivity (at the level of its causative dedvation). 

14B The condition of reduced agency can be inferred only from actual situations, and hence this feature of 
instrumental marking 1S, according ta Hock, "pragmatically determined" rather than "lexically determined." The 
two instances of vkr, "ta do, make," and vbr, "ta carry," as verbs retaining a ehoice between the instrumental an.d the 
accusative cases ta mark their causees are chen, an "archaism" of lexical determination (Ibid., p. 33). 

149 The verb ,Ik[, "ta do," in its causative-optative conjugation is found quite frequently throughout the text 
in the context of ritual and technical injunctions. On the other hand, -vhr, "ta carry," 1S seldom found in the lext. 
However, it is easy ta imagine that this verb indicates one of the most frequent activities taking place at a medieval 
building site. 

150 Stbalasuddhi as "purification of place" has bath ritual and practical connotations. 
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the accusative case. In the sentence, the agent of the verb in ils primary, non-causative 

form (who would probably be an anucara, subordinate, of the sthapati) is not specified; 

in other words, the slot of the causee is empty. This slot can be filled in two ways in the 

case of the verb vkr: by declining the causee in the instrumental case and in the 

accusative case. They would read respectively as ... sthala.suddhim anucare1)a 

prakarayet, and ... sthalasuddhim anucara.m prakarayet. In the tirst, the causee (the 

anucara, subordinate) 1S sim ply an instrumental of me ans and therefore in the state of 

reduced agency. In the second, however, while taking the arder from the sthapati and 

carrying it out, he is not sim ply an instrumental of means, but is "actively participating" 

in the process (in the sense of somehow being transformed by 1t).151 

The manuer in which the notions of description and prescription as the dual dimensions 

of sastra. are treated is not always consistent in the J./Ianasara. This is most evident in 

the relationship between titles of chapters and their contents, and between titles 

themselves. Every chapter-title (except the tirst, which 1S called Sarpgrahab, 

"Summary") has as suffix either one or the other of the two terms, 1aksa1)a and "'it'idhana. 

The term lak~;a1)a., as 1S already seen, denotes description of characteristic features. 

Vidhana, "arrangement, planning," and aiso "precept, ruie (that regulates the 

arrangement)," 1S semantically close to "'it'idhi, injunction, bath of which derive from the 

[51 Causative verbs, as already noted, indicate a "chain of command," that i5, the first party prompts the 
second party who prompts the third party ta act. In this case, the intermediary agent is regarded as karar)am, 
"instrument" (Hayes, Sa.msk;ta/Jhti$tipravartanam, p. 131). It is not difficult to imagine this situation in a building 
site, given the hierarchical structure of the guild, and its subordination ta the sthapaka, priest. However, as Hayes 
notes, in linguistic accounts themselves the chain of command is a "thankfully rare" occurrence. In imagining the 
actual situation of the building site, one must ah'fays keep in mind the self-trasformative aspect of the ritual and 
technical operations, which are stipu1ated to be conducted throughout meditative1y. 

SimiJarly, in instances of causees that are inanimate (su ch as the use of too1s), there is no paralle11inguistic 
expression per se that points ta a non-instrumental sensibility at wOl-k. Again, that must be inferred from the 
stipulations in the text that assign tute1ary deities ta measurement and too1s, and the insistence of a meditative state 
of mind in their use. These have already been discussed at length in the previous chapter. 
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same root vi-Vdha, which has a range of meanings, from "dispose, arrange," ta "ordain, 

prescribe." ',lidha.nam thus denotes prescription. In chapter-titles, these two terms, at 

first, seem to be used with a certain discretion: the suffix vidhan8 occurs in titles of 

chapters dealing with architectural or iconographie composition (for ex ample , 

Lingavidhanam, "Composition of Linga") and lak$8J)8, in titles of those describing 

characteristics, as for instance, the chapters on iconology (UV - LXIII). However, one 

notices an almost "playful" flip in this consistency occasionally yet markedly - playful 

in that tt is se en to occur in the titles of consecutive chapters that have identical 

contents - suggesting in intent a degree of equivocation and fluidity between the senses 

of description and prescription. The Manasara being a lengthy treatise consisting of 

seventy chapters, there is sufficient room among the chapters for such a "play." A fe'lv 

mentions of these here suffice ta illustrate the point: Chapter IX 1S Gram al akS a1).am , 

Description of Village," and X, Nagaravidhanam, "Composition (Planning) of Town"; 

Chapter XIV 1S Adhisthanavidhanam, "Composition of Socle," and XV, 

Stambhalaksa1).am, "Description of Column"; UV is Sayanavidhanam, "Composition of 

Bedstead"; and LV is Simhasanalaksa1).am, "Description of Throne." This "play" or 

slippage also suggests that the suffix (vidhan8 or 1akS8J)8) does not always correspond 

ta the actual content of the chapter. For example, ln the ritle of the final chapter, 

NayanonmI1analaksa1).am, the suffix used 1S 1aksaJ)8. However, the content of the 

chapter is not so much a "description" but rather a series of injunctions (prescriptions) 

for the rituals constituting the ceremony of opening the eye of the image within which 

the technical operation of chiseHng its eye 1S set. 
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1. PatytUlta., Limits, of S4wa. 

In the vastusastra of the Manasara, the overarching mantie of prescription, which 

nevertheless admits a dialectic with description, corresponds ta a similar structure and 

dynamic between the ritual and technical dimensions of making. That is ta say, 

although vastusastra expounds the aegis of ritual as pervading aH activities at a 

building site, it stiH admits a distinction - one of degree and not of kind - and thereby, a 

dialectic as well, between the ritual and technical dimensions of making. Iuthe text, on 

the one hand, lt 1S seen that sastra or theory-as-rules, through numerous distinctions and 

specifications, attempts relentlessly to regulate even the minutiae of practice. On the 

other hand, in this very enterprise, sastra finds itself constantly at its own limits: it 

makes exceptions ta ruIes, allows alternatives or often issues statements that are, at 

best, very generic, thereby granting the practitioners some degree of freedom and 

license in exercising their imagination and judgment to make critical decisions at the 

site. The expression yathokta.·vat, "the rest as said," is often found in the text, which 

leaves to the diseretion of the sthapati matters that are not stipulated by specifie 

injunetions. 152 Other than the common expression just mentioned, there 1S a whole 

array of tropes by which the limits of sastra are acknowledged in the text. It 1S a fruitful 

exercise to explore them. 

[52 For instance (LXX, 110): Se{iam81igam yathoktavat 1 This expression can be interpreted as referring ta 

the oral tradition prevalent among the practitioners by which practical knowledge was transmitted ta posterity. At 
the same time, the expression may also be understood as an attempt towards a blanket assimilation of the oral 
tradition within the sastraic textual tradition. 

Dagens interprets a similar expression in the Mayamata which says yatha )'ukta yatha sobham as that 
"structure" within sastra that allows the sthapati "right ta originality" (Dagens. "Iconography in the .5aivagamas," in 
Dallapiccola, ed., Shastric Tradition in Indian Alts, p. 152). 
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In the system of architectural measurement, among the units, the kiSku or hasta, cubit, 

1S further distinguished into four kinds: ki$ku, prajapatya, dha.nurmu$ti and 

dhan urda1)tja, comprising respectively 24, 25, 26 and 27 angulas, digits. The text goes 

on to stipulate the particular "application" of each of these as follows (II, 54-57): 

yane tu sayane calva ki$kuhastena manayet Il 
'vimanasya tu S81"Ve$am prajapatyena manayet 1 

manayedvastu yanmanam dhanurmu$tikare1)a ca. Il 
gramadrnam na mananam (ca sarve$am) manayettaddhanurgraham 1 

In the carriage and couch, [the sthapati] should cause ta measure by means of 
the ki$ku cubit. And of 1l1m.ana and aH, he should cause to measure with 
prajapatya. And he should cause ta measure vastu with that measure [which is] 
dhanurmu$ti cubit. Of villages etc. and aH such, he should cause to measure 
[with] dh anurgrah a. 

There is a genuine attempt here to specify the object for each kind of cubit. However, 

the terms v1m.ana and vastu, used ta name the abjects of the two middle cubits, admit a 

certain fluidity in their meanings. 'liman a. in general means any measured abject, and 

can denote conveyance, flying machine, building (specifically temple), and tower 

above sanctum of temple. 153 Similarly, vastu, as already seen, means architecture in 

general, inc1uding delineated site, building, conveyance, furniture, and even village or 

town. In the light of this fluidity in meaning of these intermediate terms, the specificity 

effected by the naming of an object for the application of each kind of cubit is oruy an 

apparent one: for instance, the dhanurmu$(i can be used ta measure conveyances, 

buildings as we11 as villages. If at aH ta endorse this point, one of "exception," the text 

further states that the ki$ku also may "optionally" be used for the measurement of aU 

these abjects (II, 58): 

[53 See Acharya, Dictionary oi' Hindu Architecture, "Vimana," pp. 551-56. 
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ki$kuhastena yanmanam manayetdvisvatastu val! 

But he should optionally measure that measurement [already mentioned] 
everywhere by the ki$kuhasta (ki$ku cubit).l54 

In Chapter IX, Gramalak$aJ).am, "Description of Villages," the text stipulates the basic 

c1ass or type of dwu;laka village as that fit for the habitation of BrahmaJ).as. Further 

distinctions are made and their names specified in the d8.1Jijaka type b ased on several 

criteria: 1) the particular state of life adopted by the BrahmaJ).as inhabiting it (maunil1, 

"silent anchorite," yati, "hennit," dJk$ita, "initiated"); 2) location (river~b ank, 

mountain-top and so on); and 3) number of inhabitants. After this rigorous taxonomie 

exercise, the text states thus (IX, 124-125): 

anye$am viprasamkl1aiScayathe$tam nama. [pra]kalpayet Il 
anyanyanuktam[ktani] sarve$am sastramarge1)a karayet 1 

Of a11 other [villages], and by the groups of Brahm aI) as , he should determine 
[their] name acearding ta [his] liking. Of a11 others that are nat stated [here], he 
shauld cause ta do by way of sastra. 

The first line cantains the expression yat11e$fam, "according ta [one's] liking," which 

implies a freedam of chaice in the pracess of naming. 155 The second line admits that a11 

154 The sentence is rather muddled grammatically, indicating, perhaps, the relative difficulty in expressing 
statements of exception. Also interesting in this sentence 15 the presence of two adversative partic1es: tu, "but," and 
va, "or." The latter also has the meanings of "as weil as," "optionally," and "indeed." 

155 This usage yathe$fha., "according ta [one's] liking," and its variant yatheccha, "according to [one's] 
desire," is found elsewhere also, in the same chapter. For instance, after stipulating rules for the employment of 
schemes of plot-disposition in the planning of villages, the text states (v. 419): 

tadyadhe$tapadam silpi(silpf) grame ca parikalpayet 1 

The silpin (artisan) shou1d determine in the village chat plot [-scheme] [which 1S] according ta 
[hisJ liking. 

Regarding the location of temples outside the precincts of the village, the text states (v. 398): 
evamantargatandevan bahiral'lge yathecchaya Il 

Thus lis stated the location of temples of] the gods within [the precincts of the village J; [those] in 
the outer part, [the sthapati should locate] according ta his desire. 
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the specifies regarding the taxonomy of villages fot Brahma:(las 1S not exhausted here, 

and directs the sthapati to deal with them "by way of sastra." The context of this usage 

informs that sastra is understood here at best in a loose and generic sense; the 

specificity it alludes to on the surface 1S only a pretense. 156 

Again, in the same chapter, after giving a lengthy account of disposition of buildings in 

the eight classes of villages, the text makes the following statement (IX, 496-501): 

a.tha. paura1)ike grame sarpdigdhe vastu nil1)ayet Il 
rak:;ito gramavinyasam(sal)) sastre yuktam -Y1se:;atal) 1 

puratane:;u grame:;u devata cotsavart11akam Il 
nirvastu yatra mUa syadvastunil1)ayami:;yate 1 

paura1)yam(1)ye) devataharmyam sarvatha 'pi nakarayet Il 
tasmattadanusare1)a. kuryatvastunil1)ayam 1 

Now, [wh en] in doubt, [the sthapati] should de termine [the location of] buildings 
[as done] in an ancient village. The preserved disposition of the village is 
especially enjoined in the sastra. In ancient villages, gods [were installed] for 
the sake of festivals. Wherever [there was] no building, there should be 
determined (located) buildings, it is said. In an ancient [village], he should not 
cause to make, at all times, edifice for the gods (temple). Therefore, in 
accordance with that he should conduct the determination of buildings [in the 
village ]. 

This account is tao fragmentary ta reconstruct a full picture of the context of discussion. 

On the one hand, it seems ta concern planning interventions in an already existing 

village: its "expansion" white preservlng the existing arder (the third tine instructs ta 

This oblique identification of the delineated and ordered village as the "realm" of sastra and its rules, and 
the "outside" as chat of one's personal opinions and likings. as weB as the imphcit privileging of the formel' ovet" the 
latter, are quite symptomatic of the Sâstraic mindset. 

156 Acbarya translates the second 1ine thus: "A11 those things which are not specified here should be made 
according ta the rules of the Sastra (i.e. local custom)." His interpretation of "rules of sastra." as "local custom" is 
quite an arbitrary one: there is nothing in the hne or the context itself tbat connotes even obliquely a geographically 
based custom. On the other hand, to self-consciously found arcbitectural theOt"y (even its marginal. "unspecified" 
aspects) on "custom," thereby unsettling it from its metaphysical foundations, i5 a modern project which has its 
origins in the writings of the seventeenth century French architect and theorist Claude Perrault. For a detailed 
treatment of this topic, see Lily Chi, A.n Arbùrary Authorit)/: Claude Perrault a.nd the ldea of Caractère in Jacques
François Blondel and Germain Boffrand (Montreal: School of Architecture, McGil1 University, Ph. D. Dissertation, 
1997). Acharya seems to be unwittingly under this modern influence in bis translation. 
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adopt the strategy of "infi11"). On the other hand, the first line seems like an instruction 

to the sthapati ta ttirn ta the abject of the ancient (yet living) tradition of practice - that 

is, an ancient village - when he is "in doubt" regarding sorne planning precept. In other 

words, the abject 1S inc1uded as a source of sastraic instruction. The second Hne makes 

a c1aim ta this effect, that the domain of sastra extends beyond rules ta its abject as 

wel1. 157 This may be understood as another, albeit indirect, way of acknowledging the 

timits of sastra as rules stipulated in the text. 

Similarly, in Chapter X, titled Nagaravidhanam, "Planning of Towns," the following 

verse, found towards the end, grants freedom to the sthapati to exercise his discernment 

(X, 115): 

vastuvaniyam('vastu~inyasamiti) fiiatvohapohena yojayet 1 

[The sthapati], having known the [aforesaid ruies for] disposition of buildings [in 
the town], should, by fully considering the pros and cons, cause to enjoin [them]. 

The term flllapoha is a compound of fl11a and apoha. The meaning of ilha ranges from 

"change, modification," to "guess, conjecture ," "examination and determination" and 

"(analogical) reasoning.,,158 Apoha derives from Yapoh, "ta remove, dispel" and "to 

157 One detects a degree of historical consciousness in this account, no matter which of the two 
interpretations 1S chosen. In his translation, Acharya magnifies this historical consciousness far beyond its proper 
limits: 

Thereafter, in case of doubt, the disposition of buildings shauld be in accardance with the custam 
obtaining in an ancient village; but the (future) expansion of the village should be (always) kept 
(in mind): this i5 particularly enjoined in the Stistra (science of architecture); besides in ancient 
villages gads were installed only on the occasion of a special festival, and open spaces (lit. 
devoid of houses) used to be left anywhere and everywhere (i.e. without any special object in 
view) , while (now) tbe disposition of bouses (in propel' quarters) is (specifically) wanted; in fact 
in an ancient village a (permanent) temple of a god was not invariably built (as i5 the practice 
naw-a-days); therefore, in accordance with this criterion, the disposition of houses sl10uld be 
carried out (Acbarya, Architecture at' Man8sara, p. 90). 

Terms such as (again), "custom" and "future expansion," and the sharp contrast drawn between past and 
present, old and new, aU ring an unmistakably modern note, one that ls alien to the cantext of the Manasara. 

[58 [Tha derives from -Vilb, "ta note, mark, observe," also "ta guess" as well as "ta t'easan, delibemte." 

182 



deny," as well as "ta reason by way of negating," and means, in the opposite sense of 

ilha, as "removal of doubt" and "negative reasoning." The compound ilhapoha has the 

overall sense of a "reasoned consideration" of aU available options in a given situation. 

Nevertheless, there eX1sts within it also the (more intuitive) sense of an "informed 

guess" regarding which option is the most appropriate in that situation, that serves to 

free the decision-making process from the shackles of rigid, rule-bound, determinism. 

The final verse of Chapter XII, Garbhavinyasavidhanam, "Planning of the Disposition 

of Foundation," reads thus (XII, 218): 

anuktam karm a. yadyastu svagrhe t ..... 7asa(ga)m oktava.t Il 

But [the sthapati should conduct] that action which is not specified here 
according to what is said in the tradition in [his] own house (guild). 

The phrase svagrhe agamoktavat, "that which is said in the (inherited) tradition in one's 

own house ," admits, again, a source of instruction outside the strict realm of sastraic 

ruies in the treatise. Nevertheless, even in this phrase, the term agama, which has also 

the meanings of "sacred text" as well as "theory,,,159 1S used, indicating that the 

particular "tradition" (which may be interpreted as "practical wisdom") that pertains to 

the stl1apati's household (guild) acquired through practice still fails within the avera11 

framewark of "theory." 

In Chapter XIX, Ekatalavidhanam, "Planlling of Single Story [Building]," towards the 

end, there accurs this verse (XIX, 258): 

159 Agama in this sense is understood as synonymous to sâstra. Its basic meanings are" arrivai," and also 
"acquisition, accumulation." Acharya translates âgama as "custom." 
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ekabhïïmim kuryadadhikam copaprçlha(çlham) rucirartham saJjJyutam 1 

[The sthaptw1 should make [an] additional socle jointly [with] the single-story 
[building], for the sake of appearance (beauty). 

The root verb of rucira 1S Yruc, "to shine, look beautiful"; the verbal noun ruci means 

"splendor, appearance, beauty," and also "taste, relish.,,160 The norm for the single-

story building is to provide one socle; however, the text allows the option of an 

additional sode if it is deemed "beautiful" or "tasteful.,,161 

These statements of exception are mentioned usually towards the very end of a chapter 

which may be seen as a "spatial" means employed by the text to denote the limits of 

the ory. In any chapter, first, the rules pertaining to the topic of discussion in that 

chapter 1S rigorously laid out; then a series of good effects (such as 10ngevity and 

prosperity) when the rules are followed, are arrayed. Following this, admonitions of 

dire consequences (10ss of wealth and health, even death and destruction) if the rules 

are not followed are stated. This same general structure ob tains to a certain degree in 

the chapterization of the treatise as weB: the admonitions coalesce into a whole chapter 

- the penultimate chapter - titled Angadusa1)avidhanam, "Rule [in case of] Defective 

Limbs." This chapter lists a series of defects in proportion (which result from not 

following the ruIes) in the component parts of the temple and the image, and their 

160 Rucira. 1S adjectival; in the strict grammatical sense, the phrase should contain the noun ruci and not the 
adjective rucira. The phrase would then read ruCÎrartham instead of rucirartham. 

161 By virtue of these meanings of the term rucira, this statement captures well a faim heartbeat of 
"modernity" within the tradition of vastusastra; it recal1s the seventeenth and eighteenth century European 
discussions in architectural theory around notions of beaury (positive and arbitrary), custom and raste. 

On another occasion (Chapter LXV, 181), in the context of measurement of images, the text allows the 
freedom ta increase or decrease the measurement of the limbs by one part, "for the sake of splendor." The phrase 
used here is so17hartham. The no un soMa. (deriving from ,fsubh, "to shine") 1S synonymous to ruci in the sense of 
"splendor, bri1liance," but lacks the latter's sense of "taste." 
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corresponding ill-effects. The lvUnasam does not explicitly mention any ritual of 

atonement for these defects sorne of which at least, despite the vigilance of the 

stlmpati, are inevitable in the course of construction. However, it is impossible ta 

imagine in actual practice the completion of a building without such a ritual. In fact, 

the Mayamata has a mention in this regard, in Chapter XVIII that discusses the final 

ceremonies of consecration and completion of a building. After the sthapati completes 

the rituais of consecration and installation of finials, the sthapaka conducts " ... a 

purification according to the rule and with the aid of rites such as sacrifice ... ,,162 

D agens comments on this ritual thus: "By these rites the sthapaka atonesfor aH faults 

in construction work, of which the consequences may be very important.,,163 

AH the above expositions evince that contrary to the conclusions from a precursory and 

mere1y forma1 reading of the text, the dialectic between description and prescription 

was very much alive in the repertoire of ruies that constitute vastusastra. From this, it 

foHows that the nature of Tlastusastra as recorded in treatises such as the lvfanasara. was 

not predominantly technical know-how. The treatises were not used as technical 

manuals for construction. On the other hand, their aim, as T. S. Maxwell notes, " ... 

was ta positive1y mediate between priest!y and artistic traditions of practice.,,164 

l52 Mayama.ta À'VIII, 199 (trans. Dagens). 
153Mayamatam: Treatise on Housing, Architecture and lconography, p. 301, note 82. 
l64 Maxwell, "Silpa versus Sàstra" in Dallapiccola, ed. Shàstric Traditions in Indian Al't, p. 11. This i5 also 

George's conclusion: "Texts thus may be seen as intermediaries between Brahmanical and architectural 
communities" (George, Construing Constructs, p. 240). 
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Part B) 

PRA YOGA "Practice" . ~ 



Chapter 3: '4TECHNOLOGY,OP OR THE HORIZON OF CRAFT 

a) PRACTICE AS .APPLICATION OF THEOR y 

The notion of sIistra as a priori leads ta the understanding of its abject prayoga, 

"practice," as "application" of sastraic ru1es in the realm of action. When taken on its 

own, this understanding would lead ta the conclusion that practice is a deontological 

(that is, merely rule-obeying) activity. As mentioned in the Introduction, this non

accordance of a full ontologica1 status ta prayoga in sastraic discourse manifests itself 

in the scarcity of compounds ending with the ward prayoga as counterparts ta those 

ending with sIistra.. VIistusIistra 1S the "theory or science of architecture"; its abject 1S 

sim ply vIistu, "architecture," and not vIistuprayoga. Viewed from the angle of practice, 

vIistu, "architecture," in naming the abject of vIistuSIistra rem ains tao generic a term ta 

sufficiently signify the procedures, skills and techniques involved in the actual process 

of making. Even the definition of vIistu given by the MIinasIira, as abjects of human 

artifice (buildings, furniture and sa on), faUs short of such a signification. A term that 

meets this specifie criterion of signifying the skills and techniques of architectural 

making is 'vIistuvidyIi. The ward vidY8 derives from ..jr,.jd, "ta know, and signifies, first 

and foremost, knowledge that is intellectual and spiritual (knowledge of the Vedas, 

metaphysics and logic, as well as self-knowledge). However, vidY8 also signifies 

knowledge that pertains ta the practical arts and sciences (agriculture, medicine, and sa 

on). The latter kind of knowledge inc1udes the sense of "technical still," a meaning 
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that is absent in the semantic horizon of the word Bastra.1 Thus, with vidya having both 

the senses of intellectual (scientific and philosophical) and practical (technical) 

knowledge, the term vastuvidya denotes traditional architecture in bath its the ore tic al 

and practical aspects. A striking precedent of this term in traditional discourse is found 

in the pre-sastraic text, Vastusi1tra Upani$ad. This text states explicitly in the opening 

passage that its content is vastusthapakavidya, "science of erection of vastu." Vastu, in 

the context of this text is restricted ta pillar (as axis mundi); yidya as "science" 

encompasses the "how," "what" and "why" (techniques, principles and metaphysics 

respectively) of the practice of making and erecting pillars. With the dominance of 

sastraic epistemology during the c1assical and medieval period, the term \.d.dya and its 

sense as technique were relegated ta the periphery of textual discourse of architecture. 

The emphasis on the "what" of architecture in traditional sastraic discourse was 

effected, to a great degree, at the expense of an interest in the "how." In arder to gain 

a better understanding of traditional practice (and, in turn, the relationship between 

theory and practice), it is imperative that its technical dimension be given its due 

attention. In this chapter, 1 undertake this project, by conducting a theoretical reflection 

on the nature of traditional practice. This reflection seeks ta make explicit the latent 

discourse of Tlidya within the overa11 aegis of sastra.; hence the titie of the chapter as 

"Technology." The following discussion covers the two aspects of practice that are 

bracketed by the text: 1) the application of sastraic concepts and ruies of measurement, 

proportion, and typology; and 2) the science of materials, its general principles, and 

their application. 

[ Monier-Williams notices that 1/vid in its infinitive vettum has the sense of "ta know how ta" (Monier
Williams, A Sanskrit-Englisb Dictionary [Rpt., Delhi: MotiJai Banarsidass, 1995], p. 963). 
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1. Sâstraic Rule and Practical Application 

The constitution of units and systems as manopakarm:w, conceptual tools of 

architectural and iconographie measurement, has already been discussed in the 

previous chapter. The system with parama1)u, atom, as the smallest unit and rajju, 

rope, as the largest, is applied in architectural measurement. The text stipulates four 

kinds of cubits, ki$ku, prajapatya, dhanurmu$ti and dhanurgraha, and their respective 

applications in the measurement of conveyances and couches, buildings and villages? 

Similarly, the schemes of talamana, iconometry, from dasatala, ten-span, to dvitaJa, 

two-span, having the further distinctions of uttama, higest, madhyama, intermediate, 

and adhama, 10west, find their particular application in iconography. The uttama 

dasatala, highest ten-span, scheme is applied in measuring the images, both stationary 

and movable, of the triad of Brahma, Vi$1).u and Siva,3 and even of Jain and Buddhist 

images.4 The madhyama dasatala, intermediate ten-span, scheme is applied to the 

female consorts of the male deities such as Laksmï (who is the consort of ViS1).U).5 The 

sevenmather gaddesses are measured in the navatala, nine-span, scheme.6 With regard 

ta the images of the seven sages, the seven-span scheme 1S used ta measure Ag astya , 

eight-span for Kasyapa and Bhrgu, and the nine-span scheme for the others (Vasistha, 

2 Mtina.sara II, 54-57. 
3 Mtina.saraLL 91-94. 
4 MtinasaraLV, 89 and LVI, 17 respectively. 
5 Mtinastira LIV, 73. The text amits the specification madhyama, intermediate, ta the ten-span scheme 

whi1e mentioning the measurement of Savitrï and Sarasvatr, the female consorts of Brahma, and GaurÏ, who 1S 
Siva's consort, (UV, 37 and 112). But it can be safely assumed that madhyama is intended here since uttama, 
highest, is reserved ta images of male deities. 

6 Mânastira. UV, 128. 
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Bhargava, Visvamitra and Bharadvaja).7 Similar1y, regards the images of the four 

classes of devotees, the largest nine tfila scheme 1S used ta measure the salokya, the 

smallest ten tala for samïpya, the intermediate ten tala for sarupya, and the highest ten 

tala. scheme for the sayujya c1ass.8 The measurements of animals that are "vehicles" of 

the deities are made in smaller tala. schemes.9 

The ayadi $açl"'f/arga, as discussed already, is a the ore tic al concept of instrumental value 

in the generation and verification of measurements of architectural abjects. The text 

specifies its application in arriving at the right measurement of villages and of 

buildings. lo In iconography, it is similarly applied ta verify measurements (principal1y 

height) of the sivalinga, and of images in general. ll 

Application of the geometrical tool of pada--vinyasa, scheme of plot-disposition (which 

has thirty-two variations) is mentioned in the text in connection with planning and 

layout of villages and buildings, as weil as with conduct of rituals. With regards ta 

village-planning, the text states that the stha1)çlila., ca1)çlita. or paramasayika scheme (of 

forty-nine, sixt y-four and eighty-one plots respective1y) may be employed. 12 In the rite 

of bali, sacrifice, conducted on the site, the ma.1)çltïka (sixt y-four plots) or paramasayika 

is ta be employed. 13 The layout of the building is conducted by means of the ritual 

7 Manasara LVII, 4-6. 
8 Màna.sàra LIX, 9-12. It 1S significant w notice that the highest ten taJa scheme i5 used ta measure bath 

the sayfijya c1ass of devotees as well as the tnad of male deities, Brahma, Vi$J.lu and Siva. This is the iconographic 
expression of the highest Saiva Siddhanta ideal- that of the devotee "becoming" Siva. 

9 For instance, the swan, the vehicle of Brahma, 1S measured in the two tala scheme (LX, 6). 
[0 Mànasàra IX, 63-67, and XXX, 168-176 respectively. 
Il Manasara LI!, 349-350, and LXIV, 88-89 respectively. The application of ay!idi ~a.rjvarga is mentioneo 

separately also in the measurement of the image of garurJ,a., eagle, whicb 1S the vehic1e of Vi;;;J.lu (LXI, 29-42). 
12 Manasàra IX, 166-169. 
13 Manas!iraVIII, 3-4. 
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marking of the plots in the excavated foundation pit; here the upapftha (twenty-five 

plots) or paramasayika may be used. Whenever a pavilian is made for the canduct of a 

specific ritual assaciated with construction (for instance, erection of calumn, erection of 

pinnac1e, chiseling the eyes of the image), the plots are marked on the flaar of the 

pavilion. In these instances, the application of the scheme is more ritualistic than 

practical. Thus, in the ritual of erection of calumn, the pavilion-flaor is marked with 

caJ)t;fita and sth(1)(jila schemes14
; in the erection of pinnac1e, either sthaI)t;fila or 

upapItlJa 1S used 15
; in the ceremany of inauguration of a house, bath sthaI)çl.ila and 

upapftha are to be marked on the floar of the pavilion.16 In the ritual of chiseling the 

eye of the image, the pavilion-floor is marked with either stha.I)çl.ila or pItha (nine plots) 

schemes,17 and the altar thereupon with either upapItha or PItha. 18 

The application of vastuprakaraI)a, typological matrix of architectural abjects, lies in 

assigning particular types ta particular situations and requirements. For instance, 

among the eight types of villages mentioned, the first four (da1)(jaka, sarva.tobha.dra, 

nandyavarta and padmaka) are selected for settlements of Brahma1).as. The second and 

third may be chosen for temp1e-towns as we1l. The swastika type is assigned to capital 

cities, karmuka for settlements of Vaisya, merchant, and caturmukha for Sudra, 

servant, classes respectively.19 

'4 Manasâra XV, 382-385. 
'5 Mana.sara XVIII, 344-345. 
'6 Manasâra. XXXVII, 25, 29. 
'1 Manasara LXX, 29-30. 
l8 .\1anasara. LXX, 36. It is seen that among the thirty-two schemes, oniy a few are chosen for application. 

The ration ale behind this selection as well as behind the choices accorded between them are difficult ta discem; the 
text does flot provide any. 

'9 Manasara IX, 22, 28,34,39,45,53,57. 
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2. Science of Materials and Application 

The discussions on the respective natures of the two principal materials - wood and 

stone - are genuinely a posteriori. Knowledge of the nature of these materials 1S 

attained through primary perceptual experience of the materials, and induction of 

general principles based on this experience. The positing of these principles and their 

application constitute the "science" of wood and stone. 

i) Wood 

In Chapter XV, Stambhalak$aJ)a, "Description of Column," the text dedicates a section 

titled darus8mgrah81)8, for a discussion of the properties of wood and procedures of hs 

collection. Acharya translates darusa111graha1)a simply as "collection of wood." 

Samgraha1)a me ans not orny "gathering" but also "grasping" in the sense of 

understanding. The prefix sam which has the sense of "together," when added to the 

verb mot -Ygrah, "to grasp" denotes that this understanding is of a perceptual and 

holisitic (rather than analytical) kind. The "science" of wood encompasses the correct 

procedures associated with the gathering of wood from the fore st as well as a 

perceptual grasp of the properties of various kinds of timber?O 

20 It must be noted that during the medieval mi11ennium, aH across the subcontinent (except certain regions 
such as Kashmir in the extreme north, and Kerala in the south-west, which is adjacent ta the Tamil country), the 
predominant material for temple-building was stone and not wood, The reason, then, that this section on the science 
of wood is inc1uded in the text may be understood as either attempting a synchronie pan-Indian (or, at least, a pan
Dravidian) universality, or diachronie pan-historical universality. or bath, In the former case, it wou1d inc1ude the 
contemporaneous building tradition of Kerala which was in wood; in the latter it would be the extant science of 
wood, even after the tradition of practice switched ta stone, As Walter Ong notes, the manuscript tradition 1S 
primarily an "additive" rather than "editive" one, 
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Characteristic of the "science" of timber is the basic three-foid classification of trees, as 

male, female and neuter. The female tree, aiso called chayti'\.-Tk$8, "shady tree," ls that 

which has a pleasant form with a thick base that tapers tm-vards the top, has no 

sprouting hom, has branch-ends strewn like an umbrella, and which gives a cool and 

pleasant shade. The male tree is that which has a pleasant form with a uruform trunk-

width from base ta top and no branches, and which also gives a cool and pIeasant 

shade. A tree 1S neuter when its trunk 1S thiililer at the base than at the top and 

therefore is difficult ta be erected upright, has many shoots and branches that are 

tWlsted, has cuts and perforations, and is U$)J8, "hot," that is, without shade?l 

The text then gives three lists of particular trees the wood of which can be used, in 

temples and houses, as respectively 1) the main 10ad-bearing supports (that is, 

columns); 2) beams and planks, that is, for horizontal spanrung; and 3) vertical props 

and poles. 22 The three lists collectively display an impressive knowledge of the main 

varieties of timber-yielding trees in the subcontinent, as well as a certain understanding 

of the structural properties of their timber. The latter is evident from their particular 

assignment as load-bearing, horizontal, or vertical members ln a building. 

li Manasara. XV, 3! 4-322. 
22 MiInasara XV, 348-359. These hsts are as follows. Trees whose timber 15 suitable for main load

beal'ing columns ace: dhilmaka, (smoky-tl'ee) k$lriI;lI ("milky-tree"), khadira and khadjra. (Acacia Catechu), saka 
(Ocinum Sanctum), nimba (Azadil'achta Indica), sami (Mimosa Suma), sakha (literally, "branch"), and mrga ("deer
tree"). Thase whase timber 15 used as planks and beams are: khadira (Acacia Catechu), Jqtimala (Cassia Fistula), 
vyagbraka ("tiger-tree"), acchadana. (literally, "covering"), mrga, drak$a (grape-vine), sakha, rudra (vine) and 
fambuka (rase apple tree). The third list comprises kera (coconut tree), veJ;lu (bambao), tala (palmyra), mauni 
("silent tree"), kiJ-p.suka (Butea Frondosa), pilga (Areca Catechu), pU$kala (literally, "abundant"), amalaka (Emblica 
Officinalis), ki1'flSiri (probably kil11kiri, Flacourtia Sapida), harita (Myrobalan), and saptapan)a (Alstania Scholaris). 
Tamarind, sandal and red sand al , which could be used far aH purposes, complete the list of trees that may be used in 
temples and hum an dwellings. 

Bath the Latin nomendatul'e and English names in the above iists are given by Acharya in his translation 
of these verses (Acharya, Architecture ai Manasara, p. 170). He mentions that mauni, "silent," trees indude Agati 
Grandiflara, Buchanania, Latifolia, Brutea Frondosa, Tel'minalia Catappa, Artemisia Indica and the manga tree 
(Ibid., Note 1). 
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The text stipulates that the collection of wood he carried out at an auspicious 

conjunction during the southern or northern ayana, solstice, or during the four months 

beginning with Magha (January-February), during the waning phase of the moon. It 

then gives a long list of good and had omens that the sthapati and his retinue must be 

aware of whi1e pmceeding to the forest, so that the bad ones may he avoided and the 

good ones sought after. Offerings are made to the spirits inhabiting the forest; a fire-

sacrifice is also conducted. Specifications regarding the hewing and felling of trees are 

also given in terms of auspiciousness and inauspiciousness. If the hewn tree fails 

towards south, west, north-east or south-west, it is auspicious; if it faUs in the other four 

directions, it is inauspicious. When felled, a tree must "jump" upwards before coming 

to rest; it must aiso not faU upon other trees. It is inauspicious if these two conditions 

are not met. Finally, it is auspicious if an elephant, bull or horse mars when the tree is 

felled, and inauspicious if any other animal roars. There are, of course, propitiatory 

offerings to remedy inauspicious occurrences during this tedious process of gathering 

The "application" of the science of wood 1S treated in Chapter XVII, 

Sandhikarmavidhanam, "Prescriptions for Making Joints." Here the text lists eight 

types of wood-joinery based on the number of pieces that are jOlned, and describes 

them in detai1. 24 The main "scientific" principle ta he observed in wood-jolnery is 

23 Manasara XV, 323-339. 
24 Manasara XVII, 7-18. They are: 1) mal1abandha: 2) brahmara.ia: 3) ve]Juparva: 4) pügaparva: 5) 

devasandhi: 6) Tliisandhi: 7) i!iUparva: and 8) daJ)(jika .. The terms bandha, s8JTJdhi, and parva are synonymaus and 
mean "tnat, joint," etc, Regarding these joints, Acharya comments: 
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regarding the gender-compatibility of the component pieces. Wood that 1S male and 

female may be joined to the same or opposite gender. Thus, male-male, male-female, 

and female-female joints are allowed. Neither male nor female should ever be joined 

ta neuter.25 There is also the stipulation that when making columns out of tree-trunks, 

the base and capital of the column must correspond to the base and top of the trunk, and 

its shaft to the middle portion of the trunk?6 

The text discusses in some detail the making of various instruments used in the process 

of construction, specifying materials to be used and outlining the procedures. These 

instruments inc1ude those of measurement (cubit-scale, rad and rope), that of site-

preparation (plougb), and that of orientation (gnomon). The wood listed as appropriate 

for making the cubit-scale are saml (Acacia Suma), saka (Ocinum Sanctum), capa, 

"bow-tree," khadira (Acacia Catecbu), tamalaka (Xanthocbymus Pictorius), k$IriJ;rT, 

"milk-tree" (Mimusops Kanki), and tindinf, Tamarind. The wood 1S kept immersed in 

water for three months, tben taken out and hewn by the tak$aka, carpenter, into a piece 

one cubit in length and with a rectangular section measuring one angula by balf 

aJ'1gula.27 This is the ki$ku, cubit-scale. The dtU)çla, rad, 1S made out of the smooth, 

Tbe general sbapes of tbese joints are indicated by tbeir names: tbe first one would look like 
(two) wrestlers wrestling against each otber; the second one would bave four heads like tbe four
headed deity; the third indicates the bamboo joints; the fourth is like tbe areca or betel-nut joints; 
the fifth 15 called divine and made of seven pieces of Limber; while the sixth lS called sagely and 
formed of eight pieces; the seventh is arrow-shaped, and the eighth would have many joints 
(Ach roya, Architecture Di Manasara, p. 188, note 1). 

Tbe "scientific" ptinciples of wood-joinery derive not oruy from tbe properties of wood, but also fram tbe 
philosophie, astronomical and medical connotations contained in the ticb semantic horizon of tbe term sandlli (see 
Bettina Baümer, "Sandhi," in Baümer, ed., KalatattvakaSa: A Lexicon of FUI1damental Concepts of the Indian Arts, 
Vol. II: Concepts of Space and Time. Kapila Vatsyayan, gen. ed. [New Delhi: Indira Gandbi National Centre for the 
Arts & Delbi: Motilal Banarsidass Publisbers, 1992], pp. 275-302). 

25 Mtinasara )''VII, 24-26. 
26 Manasara. X:V, 360-361. 
27 Mtinasara II, 59-63. 
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unbent, unbroken ~d non-porous stem of .kramuka, betel-nut tree, or ve-t]u, bamboo.28 

The rajju, rope, may be made out of coconut fibre, kusa. grass (Poa Cynosuroides), hark 

of banyan tree, sUk cotton, thread of ki1J1suka (Butea Frondosa), hark of the palm tree, 

ketaka (Pandanus Odoratissimus) or any other suitable hark?9 The rope must be free of 

mots; it is stipulated as made of three interwoven strands for measuring temples and 

dwe11ings of BrahmaI)as and K~atriyas, two strands for houses of Vaisyas, and single 

strand for houses of Südras. 30 

The plough for the furrowing of site is made from the wood of bandhura, babu1 tree, 

khadira. (Acacia Catechu), nimba (Azadirachta Indica), saraJa (Pinus Longifolia), or of 

trees that are saraktak$fri1)f, literally, "with blood and milk" .31 The gnomon is made out 

of k[tamala (Cassia Fistula), samf, candana (sandal or Sirium Myrtifolium), 

raktacandana, red sandal (Caesalpina Sappan) , khadira, tinduka (Diosphyros 

Emhryopteris), k$frù)I, "milk-tree" (Mimusops Kanki) or subha-danta, "tooth-tree.,,32 

The wooden pegs that mark the corners white measuring and delineating the site are 

made from khadira, adimeda (litera11y, "fattened, thick"), madhtlka (Bassia Latifolia), 

milk-tree (Mimusops Kanki) or other saravrk$a, "pithy trees.,,33 

2& Mânasâra II, 66-67. 
29 Mânasi'ira II, 69-71. The Latin names are from Achruya's translation (Architecture ot' Manasi'ira, p. 9). 
30 Mânasâra II, 73-74. 
3l Mânasâra. V, 56-57. 
32 ManasâraVI, 10-12. 
33 Mâna.sâraVI,108-11O. 

195 



li) Stone 

The discussion of the properties of stone and the procedure of quarrying it oecurs in an 

iconographie context, in Chapter LIl, Lingavidhanam, "Composition of linga." What is 

elaborated as the "science" of stone is, thus, in connection with the specific 

iconographic abject, sivalmga. Given the affiliation of the lv'fana.sara ta Saivism, this is 

the most important iconographic abject. Even though this science of stone is discussed 

in the context of the sil:ralinga, it does have wider application in the general context of 

iconography (sculpting of images of other deities) and architecture (construction in 

stone). 

The fundamental principle of the science of stone 1S stated in the following verse (LII, 

200): 

prabhütam ca sthitam sarvam prithT,yakasayatam taCha 1 

A11 [stones] that are arisen and erected are extended, thus, towards earth and 
sky. 

The verb a-vyam not oruy me ans "ta stretch, extend," but also "ta procure, keep, h01d 

in." Thus, a stone "stretches" from earth to sky; it also "h01ds in" the two. Here, 

"stone" 1S identified with the sivalinga itself, the semi-iconic image of Siva, which is 

the world-pillar, the axis that connects the micro- and macrocosms. The use of the 

terms prabhtlta, arisen (that is, "natural"), and sthita, erected (or "man-made"), which 

are the two basic classes of sivalinga, denotes this identification. Thus, the 

foundational principle of the "science" of stone 1S the sivalinga itself. The science of 

stone, then, applies primarily in identifying and marking a "self-arisen" stone as well as 
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hewing and erecting a stone, so that in both cases it fulfills its cosmic function as 

sivalinga. 

The first step in this process 1S ta ascertain the base and head of a ~tone as it is found 

lying on the ground. The direction in which stones lie 1S an important feature which 

plays a l'ole in their classification as male, female and neuter. The other criteria are 

their form in terms of shape and thickness, and sound produced. The male stone has 

uniform shape in base, middle and top; it is quadrangular, and produces the sound of a 

jewel-box. It lies on the ground lengthwise in any particular direction. The female 

stone has a broad base which tapers towards the top and 1S circular in shape; it produces 

the sound of bell-meta1. The text omits the detaH of how it lies on the ground. The 

neuter is that which is broad at base and top and thin in the middle; it has many edges 

and reliefs, it lies lengthwise in four corners, and produces no sound.34 Based solely on 

the sound produced, two more kinds of stone are also mentioned. The stone which 

produces a tala, musical note, is vallf, "creeper-stone"; the one producing the sound of a 

buffaI0 is \.-rk$a, "tree-stone.,,35 Regarding the application of the classes of stones, the 

text stipulates that male stones are ta be used for the lmga, shaft, and female for its 

)Toni, pedesta1. Male stones are also used to sculpt images of male deities, and female 

34 Manasara LII, 198-211. A little later, in v. 271, the text states tbat one part of a female stone sbould be 
kalita, "low-sounding ," and, again, in v. 272, that the neuter stone should have sfik;;mad3{>ta, "minute teetb-marks." 

35 Manasara LII, 212-213. Following this are two cryptic statements (214-215): 
pfirvoktadhvam (ktardh.!i.ni) nadam yavana ca !fila Mavet 1 

silasarve;;u vrttam ca. §ilacch!ï [Jlm] vivardhayet Il 

l"nd the sound as said before [when produced], the stone should be yavana. Among aH stones, 
circ1e (circular stone called still?) should be made to increase. 

The Sanskrit verses are grammatically and lexically unsound and therefore difficult ta translate; Acharya's 
emendation and translation are aiso unconvincing. The term yavana literally me ans "pertaining or belonging to the 
Gt-eek (or any fareigner)" and aisa "mixing, mingling." Here it seems ta be used in the latter sense: stone of mixed 
properties. 
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stones for images of female deities, Neuter stones are not used in iconography (because 

there are no beings, divine, human or animal that are "neuter"), but in the construction 

of buildings?6 Stones ta be avoided are those covered by leaves, bumt by fire, 

disfigured by being fallen into a pit, "licked by the sun," spotted, wet or split. The color 

of stone is also noticed: black and biue are the preferred ones for the sivalinga.; also 

prefen'ed is that stone which 1S "as if wrought with gold Hnes,,,3? In the joumey ta the 

fore st to quarry the stone, the omens ta look out for are the same as chose mentioned in 

connection with gathering of wood, In the quarry, the sthapaka makes the first ritual eut; 

the workers then split the stone and carry it ta the work-site. 

Chapter LXVIII titled Madhucchi$tavidhanam, "Prescriptions for [casting the image in] 

W a,x," is an attempt ta outline the process of making images in metal using a wax cast. 

However, the information contained therein 1S rather scattered and fragmentary, which 

evinces either a lack of familiarity or a certain lack of interest (or bath) with regard ta 

bath the procedures of metal-work and the principles of the science of metallurgy.38 

The above account is a further demonstration of the sastraic daim of the priority of 

theory over practice. Even vidya, as "technology," is seen here ta be simply serving as 

36 Mana.sara LII, 216-218. 
37 Mansara. LU, 273-274. These sivalùiga and images are for installation in the temple and public worship. 

Elsewhere, the text stipulates stones of white, red, yellow and black col ors respective1y for making §ivaliiJga and 
other images for use in private worship by the BrahmaJja, K$atriya, Vaisya and S11dra dasses. However, it also 
allows the provision that black-colored stone is suitable for all four (LU, 219-222): anothel' ex ample of exception ta 
ru1es. 

38 It must be remembered that the rutistic patronage of the Colas produced in the region, exquisite bronze 
images of the deities. Modem studies on these bronzes (for instance, O. C. Ganguly, South lndian Bronzes: A 
Historical Survey of South lndian Sculpture with Iconographical Notes based on Original Sources [Calcutta: 
Nababharat Publishers, Revised and Eniru'ged Second Edition, 1978; Douglas Barret, Early Cola. Bronzes [Bombay: 
Bhiu1abhai Memorial Institute, 1975; and Vidya Dehejia, The Art of the Imperial L"holas [New York: Columbia 
University Press, 1990]) aH focus on iconographie features and artistic ment racher than techniques of casting the 
image employed by the artisans. 
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handmaid ta the sastraic daim. Even though the a posteriori nature of the science of 

wood and stone is noted in the above elaboration, so far, it has not done sufficient 

justice to how this dia1ectic within the ory itself may modify the relationship between 

theory and practice. In order ta complete the picture, it is, therefore, necessary ta sa 

extend the investigation as ta focus on the process of making itself. 

b) MAKING 

kalnalajaharihartididevattintim ca san'am Il 
-r.'idhimiha. sakalarupam ca.k$uronmïlanam ca 1 

.krtimiti ctikhila.muktam mtina.stinun purti1)a.il) Il 

Mtinastira LXX, 112-114. 

AH forms and opening the eyes of gods such as the lotus-born (Brahma), Hari 
(Vi~l).u) and Hara (Siva), and all ruie [ ] making and everything ris] thus said 
here [in the] Mtinastira by the ancients. 

The above verses occur towards the end of the final chapter of the treatise, and exude a 

certain cond usory tone. Owing ta severa1 inconsistencies ln their grammatical 

composition (which Acharya has left without emendation), these verses do not yield a 

cogent translation.39 Despite this difficulty, they still yield important insights into the 

39 Presenting a problem in pal'ticular is the dec1ension of the terms vidhi, rme, and Jqti, making (a verbal 
noun deriving from vkr, "ta do"). In light of the fact that the sentence is in the passive voice, the declension of the 
pair vidhi and krti in the accusative case 15 untenable from the point of view of sentence structure. This is because in 
a sentence in the passive voice, the patient of the verb is the subject of the sentence and hence dec1ined in the 
nominative case. The specifie task is ta figure out the re1ationship between the two wol'ds within the largel' semantic 
context of the sentence. The fact that bath are found ta be declined in the same case points ta an appositional 
relationship between the two, and may suggest that bath be emended ta dec1ension in the nominative case. 
However, this poses semantic difficulties: the translation would read " ... l'uie, making and everything ris] said ... " 
A dative relationship between the two is what probably makes most sense in the translation and the hu'ger semantic 
context of the sentence: k)taye vidhi, "rule for making." However, even after the necessary emendations (vidhi from 
accusative ta nominative case, and krti from accusative ta dative case) this reading requires leaping over the 
difficulty posed by the ward-arder in the present composition of the verse: vidhi and .krti are placed quite far from 
each other. In his translation of these verses Acharya deftly maneuvers around these problems by completely and 
dehberarely ignoring the ward .krti in his translation: "The rules of chiseling aH sorts of eyes of the Iotus,bom 
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relationship between theory and practice. After having e1aborated the ritual and 

technical details of chiseling the eyes of the image, the text draws attention, through 

these lines, once again to the relationship between the ru1es written down in the text 

and making. The priority and binding nature of the ru1es is stressed: the invocation of 

"the ancients" as authority 1S made to this effect. However, the presence of the ward 

k[ti, "making," and also "[literary] composition," as well as the blank 1eft in the text 

with regard ta the re1ationship between .."idhi and krti (which leaves open more than 

one possible interpretation) opens the possibility of understanding the composition of 

rules (writing the treatise) itself as a making. Yet another significant term in these 

verses is sakalarüpa, compounded from sakaJa, "complete," and rüpa, "form." Simply 

translated, the compound has the innocuous meaning, "all forms." In the theological 

scheme of divine immrulence of Saiva Siddhanta, sakala is the avastha, state, of 

becoming in which the divine first assumes nominal attributes and then gradually 

assumes rüpa, mallifest form. This is in contrast ta ni$kala, the state of being of the 

divine, without name, form or attributes.40 The implication of the above statement then 

could well be this: the mrulifestation of the divine made complete by the ceremony of 

"opening" the eye of the image (literal1y by the actua1 chiseling, which is qualified in 

the text as "writing") is effected in a figurative sense also in writing the ru1es for it (that 

is, compiling the treatise). Writing the treatise is a "making" Just as making the temple 

and image is a "writing." This reciproca1 identification between "making" and 

"writing" discreetly accedes ta the primacy of a perceptual "texturality" that antecedes 

Brahma, Hari (Vi~J).u), Hara (Siva) and all other gods are stated in detail in this Manasara as prescribed by the 
ancients" (Acharya, Architecture of Mânasara, p. 647). 

40 M. Dhavamony, Love af Gad /lccarding ta Saiva Siddhanta (Oxford: Clarendon Press, 1971), pp. 209-11, 
226-28. Correspondingly, sakaI a is a state of being in the world of the self as weH: "the empirical and the 
transmigratory existence." This is distinct from kevala, "the pre-empirical isolation," and suddha, "supra-empirical 
stace" (see K. Sivaraman, Saivism in Philasophical Perspective [Varanasi: Motilal Banarsidass, 1973], pp. 290-91). 
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and encompasses bath "orality" and "textuality," as the original reHgious sense and 

inspiration of sacred architecture .41 After the "theoretical" intervention of sastraic 

textuality in the process of making, this subtle mode of reciprocity "describes" the 

hermeneutical circ1e between "texture" and "text," and around orality, which is the 

aspect that mediates between the two. It 1S this hermeneutical circ1e that resists the 

treatise itself from being understood as a mere "manual." The same dynamic 

reciprocity also safeguards the temple from a reductive, de constructionist , reading as 

"mere text." Within the grand project of sacred architecture to estabHsh permanence 

over transience through a monumental "spatiaHzation of time" in the temple, this 

reciprocity effected also a reverse "temporalization of space" by means of iterative 

ritual (during and after construction) that inc1udes orality as a fundamental element in 

its constitution. 

Before attempting to trace the specifie contours of the reciprocal identity between 

making and writing within the vastusastra of the Manasara, it 1S necessary to explore, if 

oruy cursorily, the foundational metaphysical principles that facilitate such an identity 

at the levels of their origin and historical development. 

41 1 have taken the license ta coin the neologism "texturality," derived from "texture." Ir captures the 
dimension of the "materiality" of writing in an intense sort of way, especially as it relates ta orality and textuality. 

The relationship between "text" and '"texture" and the primacy of the latter over the former are attested in 
a liter al sort of way in the practice of epigraphy - inscription on walls of temples and pedestals of columns and 
images - by the builders and iconographers. The permanence of the medium and the relatively weak presence of 
orality contribuees ta a stronger sense of history and persona! identity in this practice th an in the writing of 
manuscripts. Builders and iconographers inscribed historie al facts regarding construction of temples such as date, 
royal patronage, land-grant arder, and 50 on, on the wal1s of temples. Often, they inscribed (hei!" personal 
"signatures" (that is, name, lineage, and in sorne cases short self-eulogies) as weH, on walls and pedestals of 
columns (for these, see Acharya, A Dictionary al Hindu A.rchitecture. Mânasàra. Series No. 1 [Delhi: Low Priee 
Publications, J 995], Appendix II, "A List of Histarical Architects with Short Notes on thejr Works"). For a polemic 
against orientalist and nationalist conceptions of the problem of history in lndia constructed upon the foundations of 
philology, archaeology and even epigraphy, see Daud Ali, "Royal Eulogy as Wodd History: Rethinking Copper
plate Inscriptions in Cola India." in Ronald Inden, Jonathan Walters & D aud Ali, Querying the Medieval: Texts and 
the History ofPractices in South Asia (Oxford: Oxford University Press, 2000). 
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3. Divine Name and Divine Fmm 

The famous Puru$t1 Sükta, Hymn of the Cosmic Man, of the 8gveda (X, 90) is a pithy 

synopsis of Vedic cosmogonie speculations. According to this hymn, the gods created 

the world by sacrificing puru$a, the primeval Man. Out of the dismembered body of 

purU$t1 arose the cosmos, its various constituents and their underlying order.42 This 

creation hymn together with others from the same 8gveda artieulated in mythopoetic 

form and mode Vedic man's religious impulse rooted in perception of natural 

phenomena, his deification of and obeisance ta them. However, the seeds of 

metaphysics - a quest for the unmanifested - were already present in these ponderings 

on the problem of origins.43 In such a perceptive and speculative "wrestle" with the 

phenomenal and transcendental re alms , the idea of cosmogony as from the body of the 

pUrU$8 enabled the Vedic man ta muse of aH that is manifest as " ... His Form that 1S 

everywhere ta be seen.,,44 

42 ~gveda X, 90, "The PUrll$asükta" (trans. R. T. H. Griffith): 
When they divided Puru$a, how many portions did lhey make? Vi/hat do they call his mouth, his 
arms? What do they ca11 his thighs and feet? 
The Brahmin was his mouth, of bath his arms was the Rajanya made. His thighs became the 
Vaisya, from his feet the Sûdra was produced. 
The moon was gendered from his mind, and from his eye, the sun had birth: Indra and Agni from 
his mouth were barn, and Vayu from his breath. 
Forth from his nave1 come mid-air, the sky was fashioned from his head; earth Îrom his feet. and 
from his ear, the regions. Thus they formed the worlds. 

43 For instance, the refrain, "Who 15 the god whom we shou1d worship with the oblation?" in the creation 
hymn of the Hil'aJ)yagarbha, Golden Embrya œgveda. X, 121) reflects this speculative spirit. Also tbe idea of 
"nothing" ar "non-existence" j5 contemplated in another creation hymn (X, 129), that begins thus: "There was 
neither existence nor non-existence then, neither the realm of sky nor the space beyond ... " (trans. Wendy Doniger 
O'Flaherty, in The Rig Veda: A.n Anthology [New Delhi: Penguin Books, 1981]). 

44~gveda VI, 47.18 (Trans. Bettina Baümer, in Baümer, ed., R iipa Pratil'iipa: Alice Boner Commemoration 
Volume [Delhi: Biblia Impex Private Limited, 1982]): 

riipamriipam pl'atil'îJpo b abhiiva 
tadasya l'iipam Pl'atic8k$81).a.ya.1 

He became the original Form of every fOl1n. 
Il1s His Form that ls everywhere ta be seen. 
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In the Vedic period in India, among the followers of the Rk, Yajur and Sama Vedic 

traditions, the cult of the fire-sacrifice was prevalent. Offered primarily ta propitiate 

the deities at the supplication of a patron, the fire-sacrifice was an event of orientation 

in space and time that re-established the cosmic arder through the ritual re-enactment 

of cosmic creation. The first instances of sacred architecture in India that involve a 

certain procedural complexity occurs in the Vedic fire-altars, made in conjunction with 

the ritual of the fire-sacrifice. The fire-altar was constructed of bricks (usually one 

thousand in number) based on the measurement unit angula, finger-breadth, at a 

cardinally oriented site and at the occasion of an auspicious astrologie al conjunction. 

The body was copiously employed both concretely and symbolically in the making of 

the altar: the altar was considered to embody puru$a; the measurement unit of the altar, 

angula, was derived from the body of the sacrificer (that is, patron).45 The making of 

the altar, thus, revealed a correspondence of macro- and microcosmic orders. At the 

event of the sacrifice, the altar was the locus of convergence of the transcendental and 

phenomenal realms. However, it remained an ephemeral structure in that it was 

abandoned once the ritual was over.46 

structuring of ritual procedures and conduct of the fire-sacrifice in arder to ensure 

its efficacy resulted in the birth of the quasi-sciences of vedanga, "limbs of Veda." 

45 For a dctailed discussion of the making of fire-altars, see Fl"Î.tz Staal, Agni: The Vedic RituaJ of the Fire 
A,ltar, 2 Vols, (Berkeley: Asian Humanities Press, 1983). Volume l contains a comprehensive documentation of the 
event of the fire-sacrifice he Id in Kerala in 1975, A1so see Patl"Î.ck A. George, Construing Constructs: A studyof 
North IndiaJl temple design and construction (Philadelphia: University of Pennsylvania, Ph. D. Dissertation, 1994), 
pp. 55-62, 

46 The ephemerality of the altar is further emphasized in the fact that "after having constructed rit] three 
rimes out of bricks, the sacrificer constructed it [entire1y] out of maJltras, 01· sacred spoken verses, with each mantra 
representing an individu al brick" (Alexander Seidenberg's obsenlation based on Baudhayana SulbasîJtra 2, 82; 
quoted in George, COllstruing Constl11cts, p, 64), 
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These were six in number: 1) sik$a, phonetics; 2) kalpa, rituaI; 3) vyakara1)8, grammar; 

4) nirokta, etymology; 5) chanda, metrics; and 6) jyoti$a, astrology. As is evident, the 

majority of these were exegetical in nature, the concern of which was to arrive at an 

accurate understanding of the textual account of ritual. The literature of vedanga was a 

body of works collectively known under the epithet of sutra. This epithet followed the 

form and content of the works: the vedaliga literature contained descriptions of already 

existing practices and principles governing them in aphoristic form. 47 Within the branch 

of kalpa, ritual, is inc1uded the science of sur'va, "geometry.,,48 The Sulvasutra texts, 

which describe the principles of geometry and mensuration that are engaged in making 

the fire-altar, thus also belong to the genre of sutra texts.49 This set of abstracted 

principles of geometry were derived a posteriori from perceptual knowing in actual 

practice.50 However, the very process of abstracting and recording these principles 

gave rise to a certain awareness regarding their a priori, universal, nature as "axioms" 

and "theorems" which, in turn, endowed them with an instrumental power of 

prescription.51 The birth of sastraic intentionality lay in this transformation of 

47 See Sheldon Pollock, "The Theory of Practice and the Practice of Theory in the Indian Intellectual 
History" in Journal of American Oriental Studies (No. 3 [105], 1985), p. 503. 

48 Regarding the etymology and semantics of §ulva, Bibhutibhusan Datta states thus: 
The ward ... §ulva is derived from the root ... v'sulv meaning 'to measure' and hence its 
etl'mological significance is 'measuring' or' ace of measurement.' From that it came to denote 'a 
ching measured' and consequently 'a line (or surface)' as weil as 'an instrument of measurement' 
or 'the unit of measurement.' Thus the terms §ulva or ra.i.iu have four meanings: 1) mensuration: 
the ace and process of measuring; 2) line (or surface) - the result obtained by measuring: 3) a 
measure - the instrument of measuring; and 4) geometry - the art of measuring (D atta, The 
Science of the 5ulba: "4 Study in Early Hindu Geometry- [Calcutta: University of Calcutta, 1932], 
p.8). 

49 Principal among these are the BaudhIiyana, A.pastambha. Katyayana. and MIinava 5ulvasûtras (Ibid., 
Chapter I, "Sulba," pp. 1-7). 

50 See A. Seidenberg, "The Geometry of the Vedic Rituals," in Staal, ed., Agni: The Vedic RituaJ of the 
Fire AJtar, Vol. II, pp. 95-126; and alsa Seidenberg, "The Rimal Origin of Geometry," in Archive for the Historyof 
the Exact Sciences, No. 1, 1960-62, pp. 497-498. 

51 This echoes Pollock's general observation: "Any such recording of cultural data mal' have the effect, 
perhaps a natural and inevitable effect, of establishing authoritative principles" (Pollock, "The Them"y of Practice," 
p.503). 

Dana uses the term "postulate" in the sense synonymous to "axiom" for the principles of geometry 
enunciated by the 5ulvasûtras that are tacidy assumed to be true bl' their autholOi. He goes on to say that 
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"descriptive catalogue to prescriptivesystem ,,,52 primarily in order to warrant the 

efficacy of sacrifice. In these aphoristic roies are found the rudiments of vastusastra. 

The development in Indian religiosity subsequent to early Vedic exoteric rituai activity 

and its rules was the more esoteric, (pre-systematic) speculative, thought of the 

Upani$ads. Following Upani~adic speculations, the ephemeral union of the 

transcendent and phenomenal, once concurrent with participation in the propitious 

event of the fire-sacrifice, began ta retreat from the realm of eorporeai experienee ta 

that of cognition and contemplation. Sueh a "gnostic" turn had the effeet of a sapient 

endorsement of sastraic intentionaiity by the Upani~adie sages.53 It provided the 

inspiration and impetus behind the prolific "theorizing" of ail cultural practiee ta 

normative ends, drawing from the "hard data" of aetuai, existing, praetices, as weil as 

from inherited traditions. Over a period extending from about 300 BCE to 400 CE, the 

historie al span marking the onset and development of the c1assicai period,54 the entire 

sphere of religious and civie life was gradually subjected ta a degree of formulaic 

systematization by sastra. To ascertain in practice the instrumental efficiency of this 

... they might not be postulates in the Euc1idean sense of the term; but chey can certainly be sa 
called in accordance with the meaning given by Aristotle, namely 'whatever 1S assumed, though 
it i5 a matter fOL' proof, and used without being proved .... Branding of them as postulates raises 
the important question of the character of the eady Hindu geometry as regards the matter of 
demonstration. Of course the propositions of the $ulba are not proved arter the manner of Euclid 
by purely deductive reasoning. On the other hand, it is not wholly empirical without an)' 
semblance of demonstration (Datta, The Science aithe $ulba, pp. 41,50). 

52 Pollock, "TheOly of Practice," p. 504. 
53 Pollock traces the idea that "a worshipper who acts aiter conceptualizing its meaning ... attains greatel' 

efficacy th an the worshipper who is unable to do sa" ta the Cm}.çlogya Upani$ad (I, 1.10). With this, "knowing that" 
subordinates "knowing how" (Ibid., p. 504). 

54 See Romila Thapar, A l-listory olIndia. Vol. 1 (New Delhi: Penguin Books, 1990), pp. 70-166. 
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systematization, sastra. ramified into different specialties such as law and ethics, 

poHtics and eeonomies, astronomy, medieine and the arts.55 

It would be apt to name this development in the intellectual tradition as "scientifie"; 

however, there was also a simultaneous development in thought that was more properly 

"philosophie." This involved speculations in metaphysics, ontology, language, 10gic, 

and psyche, in the form of sutras, aphorisms. Even though the reHgious sense or 

impulse did play a role in inspiring sueh "philosophie" thought, the latter was not 

always bound by it. As a result, sorne of the above streams of thought displayed a 

remarkably "non-theistic" character in their early phases. However, the later phases of 

their development were marked by their use in orthodox brahmanical apologeties 

regarding the authority and validity of the Veda as revelation. This was in response ta 

the challenges of the "heterodoxies" of Buddhism and Jainism. Ir was the instance of a 

eanscious appropriation of the various stre ams of philosophie thought by an explicitly 

religious intent, and honing them to a definitive end (defense of Vedic revelation).56 As 

a result, the philosophie streams developed, through commentaries of their foundational 

55 In this scheme, all cultural enterprise was brought under the three "worldly" pUrll!,itirthas, "aims of man": 
1) dharma, ethico-religious conduct; 2) artha, acquisition of wealth; and 3) ktima, enjoyment of lue. The practice of 
the three eventually prepared man for the attainment of a fourth (which, in fact, was his ultimate aim), namely 
mok!,ia, liberation of self from this-worldly fetters. The "theorizing" of the first three began in the terse aphoristic 
form of sutra texts that described and summarized existing practices. They were later superceded by the legislative 
sastraic intentionality which generated prescriptive treatises in these areas (moral-ethical-legal, politico-economic 
and artistic the ory) that sought ta dictate and regulate them. Of the three pUrll$tirthas, artistic enterprise, including 
architecture, came generally under ktimaStistra. The earliest sastraic text on art was Ntityastistra (c. 200 C. E.), the 
treatise on dramaturgy, attributed ta Bhal'ata. In this Lext, the second chapter 15 dedicated ta the discussion of the 
making of theatres and stage-sets. 

56 This said, however, it must aiso be noted, in the words of Wilhelm Halbfass, that 
... the relationship between the Veda and Hinduism i5 ambivalent, even paradoxical, and chat il 
involves complex problems of continuity and change. According ta Louis Renou, reverence for 
the Veda, even in the most orthodox cit'des of Hinduism, was nothing more than a 'tipping of the 
hat,' a ceremonial gesture without genuine affinity or commitment (Halbfass, On Being and 
What There Is: CJassicaJ Vaise$ika and the Hiscory ol !ndian OntoJogy [Albany: SUNY Press, 
1992J, p. 33; and aiso the essay, "The Presence of the Veda in Indian Philosophical Reflection," 
in Halbfass, Tradition and Reflection: Explorations in lndian Thoug:bt [Delhi: Sri Satguru 
Publications, 1992], pp. 51-85). 
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sutras, the rigorous architectonie structure of "systems." These are the six darsanas, 

"philosophico-theological reflections," of the late c1assical period: 1) Nyaya, Logicism; 

2) Vaise$ika, Atomism or Particularism; 3) Samkhya, Enumeratiorusm; 4) Yoga, Self-

Intuitiorusm; 5) Mïmamsa, Ritualism or Exegetism; and 6) Vedanta (literally "end of 

Veda"), Transcendentalism.57 

The exerclses of philosophie reflection of darSana and scientific enterprise of sastra 

shared a "logocentric" nature which was derived from the beHef in the revelation of 

Veda, Ward, as the transcendent sastra par excellence. Also, their shared innate 

structure was that of an epistemological dualism between pralna1)a, norm of 

knowledge, and prameya, its abject. This was most pronounced in the Nyaya and 

Mïmamsa schools. In addition, an ontological dualism obtained in the Samkhya school 

between pUlU$a, spirit, and pra1q:ti, matter, and in the Vaise$ika school between artha, 

object, and padartha, category.58 These features collective!y rendered these darsanas 

with a protopositivistic tenor in their eady phases of development.59 However, the 

history of the lndian intellectual tradition does not record any major event of a 

"triumph" of positivism characterized by a radical privation of metaphysics. On the 

other hand, traditional inteHectual enterprise (scientific and philosophie) was 

"infiltrated" by soteriological concerns, and more or less culminated in the 

51 See Hiriyanna, Outlines of lndian Philosophy, Part III, "Age of the Systems," pp. 177-187; and rusa Jose 
Pereira, Hindu Theology: A Rea.der, "The Evolution of Hindu Theology," pp. 42-46. 

58 See Halbfass, On Being and What There Is, p. 76. 
59 See K. Sivaraman, $aivism in Philosophicsl Perspective, pp. 18-19. 
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transcendentaHs~ metaphysics of Vedanta60 and the theologies of the devotional 

religious sects of the medieval period.61 

The religious practice of the fire-sacrifice had oruy limited access - to the Brahmal)a 

priests and the upper strata of the Vedic society. Paral1el (and even prior) to the cult of 

the fire-sacrifice of the Rgvedic tradition was the stream of religiosity and practices of 

the masses. This religiosity was based on a phenomenal naturalism that was relative!y 

free of metaphysical concerns.62 It was practiced through fertility rituals, worship of 

mother goddesses and of objects perceived ta be imbued with divine presence. Even 

though evidences of interaction between the two streams are found in the ~gveda 

itself,63 it was with the Atharva Veda, the last of the four Vedas, that the latter stream 

of religiosity gained admittance to Vedic orthodoxy, following its reluctant 

appropriation and assimilation hl' the priests. The Atharva Veda was representative of 

popular religion; in it are found magico-religious rituals often of an esoteric kind, thus 

offsetting the exoteric cult of the fire-sacrifice. 64 Metaphl'sical concerns arising from 

Atharva Vedic tradition of religious practice led ta development of the idea of divine 

immanence, as well as the assertion of iconographie practice as a legitimate means of 

60 Vedanta, though transcendentalist in emphasis, was not without an ontological dimension. Halbfass calis 
the Vedanta of Sankara a "soteriontology" (Halbfass, On Being and What There Is, pp. 38-39). 

61 This is not to discount certain developments in the fields of logic, hermeneutics, grammm' and poetics in 
the mid-lare medieval period, which can be collectively characterized as a "neoscholastic" movement (for a 
discussion of this movement in general and in particular within Mfmarpsa, see Lawrence McCrea, "Nove1ty of Form 
and Novelty of Substance in Seventeenth Century Mîmarpsa," in Journal of lndian PhiJosophy, No. 30 [2002], pp. 
481-94). 

62 This mindset had its c1assical expression in the exquisite poe ms of the Tamil Cankam age (c. first 
century BCE - fourth century CE), that are of two categories: akam (literarlly, "interiority"), poems of love, and 
puram (literal!y, "exteriority"), poems of war. The work of A. K. Ramanujan, an eminent scholru' and writer inc1udes 
collection and translation of these poems (see Ramanujan, trans. &ed., Poems ot' Love and War: From the eight 
anthologies and the ten longpoems of c1assical Tamil [New York: Columbia University Press, 1965]). 

63 On the issue of the influences of the pre- and extra-Vedic religiosity on the Vedic fiœ-sacrifice rimaI, 
see Romila Thapar, "The Archaeological Background to the AgnicayalJa Ritual," and Asko Parpola, "The Pre-Vedic 
rndian Background of the Srauta Rituals," in Staal, ed., "4gni: The Vedic Rimai ai the Fire Alta.L, Vol. II, pp. 3-40 & 
41-75 respective!)'. 

64 Hiriyanna, Outlinespf lndian Philosophy, p. 37. 
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knowing the divine. In other words, if the metaphysics inspired by the fire-sacrifice cult 

of the Rgvedic tradition emphasized nama, the nomic aspect of the divine which 

signified its transience and transcendence (resulting in a valorization of language and 

even linguistic apriorism - the Sanskrit language and the science of mantras), 

metaphysics in the Atharva Vedic tradition emphasized its rupa, morphic aspect, which, 

in turn, signified its permanence and immanence.65 The Atharva Vedic skambha, 

"world-pillar" (or "world frame," as Halbfass translates) made and installed by the 

sthapaka was the epitomic embodiment of the latter concept.66 

The Vastusutra Upani!}ad, belonging (by its own daim) ta the Atharva Vedic tradition 

(and which precedes the Manasara, by a conservative estimate, at least by eight 

centuries67
), defends the practice of image-making against challenges by priests of the 

fire-sacrifice cult. The text propounds that divine Form is coequal with divine Name. 

Alice Boner, one of the translators of the text, comments that 

[The sage Pippalaçl.a] impresses upon [the priests of the fire-sacrifice cult] that 
Form is like Yak, creative Word, and its means of expression equivalent to the 
written or spoken word. Although working in a different medium, it has equal 
power of evoking a vision of the Ultimate Reality, of the eternal divine Law 
governing the Universe, of penetrating into the essence of truth and Being.68 

6S These respective emphases on the nomic and morphic aspects of the divine con'esponded ta the onû and 
aural sensibiEries on the one hand and the tactile and visu al on the other. This i5 not to discount the presence of the 
morphic aspect of the divine in the Rgvedic and its nomic aspect in the Atharva Vedic traditions. ln the former, the 
geometrical form of the altar was significant as the body of the deity; sa were the particular formulae of magical 
incantations in the 1 atter. 

For a detailed study of the nomic aspect of the divine from the Vedic period onwards, see Jan Gonda, 
Notes on Nam es and the Name ot' God in Ancient lndia (Amsterdam: North Hol1and Publishing Company, 1970). 

66 Ir must be noted, however, that the notion of "sacred-post" was not altagether absent from the fire
sacrifice complex. There was in that complex, yflps, post, ta which the sacrificial victim was tied. The yflpa was, 
however, of much less importance th an the fire-altar in the hierarchy of abjects made for the sacrificial performance. 

67 See the discussions in the dissertation regarding the date of the Manasara and the Vastusiltra Upam{)ad 
in "Introduction" (pp. 8-10), and Appendix III, "On the Date of the Vi!'istusfltra. Upani$ad," respectively. 

68 Alice Boner, "Introduction" in Boner, Baümer and Sharma, eds., Vastusi'itra Upani,çad: The Essence af 
Form in Sacred Art (Delhi: Molilal Banarsidass, 1996), p. xxxiv. In the quo te above, there is a specifie point that 
caUs for a correction, one that i5 central ta the tapic of this chapter: Boner's dubbing tagether of the spoken and the 
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With elegant brevity in the aphoristic form, the text out1ines the metaphysics of form-

figuration. The Vastusiltra Upani$ad 1S a siltra text, and therefore of the same genre as 

the Sulvasiltra texts with respect ta form: it out1ines the principles (the "what") of the 

craft of form-figuration. However, with respect to content it is a member in the family 

of Upani$adic texts (which it explicitly daims by me ans of its tide) in that it deals also 

with metaphysics: the "why" of form -figuration. As its translators note, this text 

occupies a pivota1 position in the history of Indian architectural the ory , being a unique 

instance in which the "what" (principles) and the "why" (metaphysics) of making strike 

a delicate balance.69 It is further significant ta notice that the "how" (technique) of 

making also receives considerable attention in this text. 70 It points, in the end, ta an 

integral vision of theory, called in the text as vastusthapakavidya (and not as 

vastusastra) . 

Innate to both the Rgvedic ritual of the fire-sacrifice and the Atharva Vedic religious 

theory of divine FOl'm and practice of image-making and worship was an ontological 

dualism. It is this same dualism that 1nheres in the notions of a persona! deity and 

devotee, and in the disposition of devotion by the latter towards the former. As already 

noted, bhakti, the Sanskrit term for devotion, derives from the root Ybhaj, "to divide, 

partake." Development towards the idea of a personal deity can already found in 

the Upani$adic period, even though the dominant grain of Upani$adic thought is a non-

written ward and pitting them against Form. Vâk i5 the uttered (and not written) Ward; "writing" in the Atharva 
Vedic tradition i5 associated more ta "texture" th an "text" by being identified with the "making" of Form. 

69 Ibid. 
70 For instance, the text gives detailed accounts of tools such as divider, compass and chisel, the manners of 

their maintenance and use, as weU as procedures of preparation of stone for the sake of carving (II, 19; III, 5-21). 
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dualistic transcendentalism.71 The coalescence and maturation of this idea occurred 

during the c1assical period in the rise of sectarian devotional movements. The most 

prominent among them were the Saiva and Vai$I.1ava sects which respectively c1aimed 

the prominence of Siva and Vi$I.1u. These theistic revelations worked out variously as 

notions of "incarnation" and "real presence," and their theological articulation 

employed the metaphysics of divine immanence. Whi1e the categories for the 

theological systematization of these theistic revelations were appropriated from that of 

the darsanas,72 the "medium" of their ritual practice was the occult substantiality of 

Tantrism. The Tantric substrate of beHefs within these theistic systems is also evident 

from the mythical and theological formulations by these sects of the dual masculine-

feminine principles (as the deity and his female consort, the divine Being and its 

creative Energy respective1y). Within such a scheme of theology and ritual practice, 

the making of images and their worship were understood as operations of elemental 

manipulation and sublimation that brought about a "reat" transformation in the image 

as weil as in the devotee as maker and worshipper. This transformation progressed 

towards that instance of darsana, auspicious sight, which facilitated the "communion" 

of the deity and devotee, and at which the duality between them was overcome. 

These "specific" theistic revelations of a persona! deity, in arder to be "orthodox" 

according to brahmanical conceptions, had to be considered as a "completion" of and 

consistent with the "general" Vedic revelation of the Word and, thus, within the overall 

71 Traces of dualistic theism that particularly l'efer ta Siva are found in Ka.tha and Svetàsvatàra Upani~ads 
(see Dhavamony, Love of Gad According ta Saiva Siddhànta, p. 338). 

n For example, among the thirty-six tattvas, principles, of Saiva Siddhanta, twenty-five were co-opted 
from the Sa:mkhya system (the remaining eleven being more specifie to Saiva revelation). As weil, the thought and 
techniques of Yoga were adopted into Saiva spit-itual practices of meditation and contemplation. 
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aegis of the latter. 73 As a result, the overarching framework of sastraic ruies and 

categories of the daïSanas that appHed to language, epistemology and ontology 

remained valid for these theistic schools as weIl. However, in the theistic order, the 

rules breathed a fresh phenomenologica11ife as the nature of divine knowing was 

transformed from systematic cognizance to corporeal sentience, and the affective he art 

of the devotee reinstated as the center of being. As well, the categories, bath 

epistemological and ontological, of the darsanas assumed a fresh life in serving to 

undergird theological explications, as in the already mentioned case of Saiva theology. 

The schooi of Saiva Siddhanta, especially in its South lndian Tamil variation, at rimes 

polemically asserted itself as extraneous to the Vedic tradition. A distinct "orthodoxy" 

in irself, revelation in the Saiva Siddhanta tradition conslsted, first and above all, of 

Siva as the supreme deity, as weB as the theological texts of the Agamas and the 

sacred hymns (in praise of Siva) composed in Tamil by the major saints of the tradition. 

However, even in this case, though the specifie content was c1aimed to be different 

from that of the Veda, the "component" of the "word" (or "logos") still existed (in the 

form of sacred texts) within the body of revelation.74 Ta that extent, Saiva Siddhanta 

could not escape the sastraic notion of ruies and the principles and categories of 

exegesis outlined by the darsanas. The phenomenologie al vivification of sastraic ruies 

and the affective he art of the devotee as the center of being, thus, applies to the Saiva 

73 For the characterizations of the revelation of Veda and (revelatory) Experience of persona! deity as 
"general" and "specifie," see Sivaraman, Saivism in Philosophical Perspective, pp. 25-30. 

74 In fact, the hymns of the saints, as tiromurai. sacred speech, came to be known as the Tamil Veda (see 
Indira Peterson. Paems ta Siva: The Hymns al the Tamil Saints [Princeton: Princeton University Press, 1989]. pp. 52-
59). 
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Siddhanta tradition, and assumes considerable force because of the emphasis laid on 

the "personhood" of Siva. 

The religiosity of devotional theism forged a synthesis between the two key 

components of revelation: word and personal deity. This synthe sis , attained within a 

cosmologie al setting and cyc1ical temporality, generated the homology between divine 

Name and Form, a principle that is found to be at work throughout the making of 

temple and image, and in the daily worship at the temple after its completion and 

consecration. It 1S worth examining the import of this homology between divine Name 

and Form on "theory" in the Jv1anasara. 

The Sulvastltra and the Vastustltra Upani$ad expounded principles of geometry and 

measurement in relation to the making of fire-altars and images. Medieval 

vastusastraic texts such as the Mana.sara inherited and appropriated these principles for 

temple-building and image-making?5 In the process, there was a formaI shift of 

"theory" from stltra, aphorism, to sastraic vidhi, injunction. Subst antively, this 

corresponded to a shift (in fact, a "reduction") of the discussion of the "what" and the 

"why" in the former to simply the "what" the latter.76 Since the primary objective of 

75 For instance, 81igula as the unit of measurement as well as procedures of orientation and delineation of 
the site are expounded in the 5ulvasiItra texts. The 'lastusiItra Upani$ad contains principles of the science of 
materials (stone, ta be specifie: 1,9-10), and rudiments of the t1ïlamâna system of iconographie measurement as well 
(IV, 12-29). 

76pollock's analysis of sàstraic vidhi, injunction, on the basis of classical Mïmàrpsà and Kantian philosophy 
infers that "in Sâstra., the what and the how are collapsed into one normatively injunctive system" (Pollock, "Playing 
by the Rules: 5astra and Sanskrit" in Dallapiccola, ed., Shastric Traditions in lndian Art [Stuttgart: Franz Steiner 
Verlag, 1989], p. 308). This statement demands a qualification in the realm of the practical arts (among which is 
architecture). Rather than a "collapse" of the "what" and the "how," it would be more accurate ta state that the 
written textual tradition of sa.stra was always limited ta the treatment of the "what." The "how," that is, technical 
knowledge of the craft, generated and refined through practice, was transmitted mostly orally within, and guru'ded 
jealously by, the guild of the craftsmen. 
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temple-building and image-making was ta make manifest the divine, it was the 

homology between divine Name and Form that sustained the raIe of passion and 

imagination within an otherwlse constraining bind of sastraie ruies. Within vastusastra 

itsetf, this manifested as the persistent dialeetie between description and prescription. 

With respect ta "making ," the same homology guarded its ontologie al status from being 

complete1y subsumed by sa.stra, thereby maintaining a reciprocity in the relationship 

between sastra. and prayoga. At another level of theorization, this reciprocal 

relationship between sastra and prayoga, inspired by the homology between divine 

N ame and Form, obtains as a certain reciprocal identity between "text" and "texture ," 

manifested in the parallelism between the processes of "writing" (the treatise) and 

"making" (the temple). It is time!y and expedient, now, ta investigate into how bath 

sides of this reciprocal identity between making and writing, text and texture, operate 

within the theory of the Manasara: in other words, how making the temple 1S a 

"writing" and writing the treatise a "making." 

4. Making as Writing 

navavastre]Ja gopyanga.m (bimbasya) netra.malikhet 1 

Manasara LXX, 67. 

Having concealed the limbs (of the image) with new clothes, [the sthapati] 
should write [its] eyes. 

The Manasara qualifies the iconographie operation of chiseling the eye of the image as 

"writing." The horizon of meanings that "writing" encompasses as denoted by the 

Sanskrit root vlikh extends from "scratching, scraping, furrowing ," and "tearing up (the 

214 



ground)" ta "inscribing, engraving" and "tracing." By a substitution of the liquid, -vlikh 

becomes vnkh (also meaning "ta scratch, scrape"), the root of the ward rekha, line.77 

The common semantic thread that runs through these renderings have a distinctly 

architectural siant. Such a signification evinces, at first, an ambiguity between literary 

writing and architectural drawing - one that remains without being c1arified throughout 

both the literary and architectural traditions of India.78 More than a confusion between 

literary writing and architectural drawing, especially in the light of the near-absence of 

representational drawings in the lndian architectural tradition,79 what this persistent 

ambiguity suggests, in fact, is a broader overarching semantic fluidity between 

language and architecture. As noted already, this fluidity owes its source ta the twin 

aspects of the divine, its Name and its Form and the homology between them. It is the 

interplay between "orality" and "texturality" (bath preceding and parenting "textuahty" 

in the sense of written theoretical texts) that animates the process of temple-building 

and image-making. This interplay between "oraHty" and "texturality" in the process of 

making "translates" into concrete operations of demarcation, orientation, delineation 

and disposition. 

77 George, Construing Constructs, p. 129. 
78 George points out that there exists an initial ambivalence between writing and drawing in Vitruvius as 

weiL However, Vitl-uvius clarifies in his treatise "that the process of 'scratching' ta which he refers is an 
architectural one, divided inta three categories: ichnogrl1phil1, orthographia and scaenographil1." This clarification, 
George notes, is absent in the (North Indian) medieval treatise he examines, the SamatiiiJg aI)asutradhara (George, 
Construing Constructs, pp. 129-30). It is absent in the South Indian treatises Manasara and Mayamata as weil. 

79 A singular exception to this i5 the treatise from the Eastern Indian region of Orissa, the Siipaprakasa, 
whîch contains some remarkable figures of yantras, mystic diagrams, that undergird temple composition in plan, as 
well as details of ornament, thumb sketches of temple plans, elevations and component parts sucb as plinth, column, 
pedestal, capital, ornaments and iconographie reliefs (see Ramacandra Kaulacara, Silpa Prakasa: Medieval Orissan 
Sanskrit Text oa Temple Architecture. Trans, and annot. by Alice Boner and Sadasiva R ath Sarma [Leiden: E. J. 
BriU, 1966], Plates). 
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Making begins with demarcation, of which the simple st version tS scratching a stone. In 

the earliest naturalist religiosity, scratching a stone or smearing it with paste or oil in 

order to "mark" the presence of divinity within it was a complete sacred architectural 

and iconographie act in itself. It disc10sed the primeval "texturaI" unit y of "writing" 

and "making," which, in turn, signified the oneness of (sacred) architecture and 

iconography.80 In Vedic religious practice, the architectural and iconographie scene 

witnessed the advent of a new dynamic. The followers of the cult of fire-sacrifice, 

belonging to the Rk, Yajur and Sama Vedic traditions, privileged the transience of 

"orality" over the permanence of "texturality": that is, ntima., Name of the divine ta be 

uttered and heard, over rüpa, its Form ta be made, kept and seen. The fire-sacrifice 

ritual necessitated the making of fire-altars. These altars were considered as the iconic 

representation of Agni, the fire-deity, ta whom the sacrifice was offered, and often had 

a bird-like form (the form of Agni) in varying degrees of abstraction (Fig. 12). In this 

feature of the fire-altar, the primeval Ulùty of architecture and iconography was still 

maintained ta an extent. However, the primacy of sacred recital of the divine Name 

over the act of making the divine Form was manifested in the fact that the altar was 

ultimately an ephemeral structure: it was abandoned once the ritual was over. 

As noted already, the cult that retained a certain primacy of divine Form over Name 

within the Vedic religiosity was that of the skambha, world-pillar, made and installed at 

sacred locations. "TexturaI" permanence was preserved in this Atharva Vedic tradition 

of form-figuration, which is a more direct precursor of medieval iconography. Ta the 

80 This essential oneness between "making" and "writing" is set in relief in the still undeciphered 
hieroglyphic pictograms of the Harappan seals (on these seaIs, see Asko Parpola, Deciphering the Indus Script, pp. 
52-57). 
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extent chat medieval iconography inherits the Atharva Vedic tradition of skambha., the 

sculpting of images for the niedieval temples as recounted in the MtInastIra is a 

"writing" (and hence the use of the verb -vlikh ta indicate the act of chiseling); the 

undifferentiated sense of "writing" and "making" remaining more or less undisturbed in 

the materiality of the image. The 'iltIstustïtra. Upani$ad, dealing with the compositional 

and metaphysical principles of form-figuration, offers the bridge between the ancient 

practice of making and erecting the skambha and the medieval iconographie practice of 

making the image of the deity and its estabHshing in the temple. 81 

In medieval iconography, the act of demarcation happens when the sthapaka, 

accompanying the sthapati and his assistants ta the quarry, identifies a stone that is 

endowed with the qualities stipulated for iconic making, and makes the ritual first cut.82 

The workers then split the stone and carry il to the workshop. Following this, a 

preliminary orientation of the stone is conducted at an auspicious conjunction wh en it is 

set up firmly with wooden pegs atop a bed of darbha. grass in the workshop.83 In 

iconography, the operations of delineation and disposition converge in the marking of 

the khilapaiijara, (literally, "stone-cage"), compositional diagram (Fig. 11), on the stone 

81 The text draws out the distinction between sulva. and silpa, the former associated with making fire-rutars 
and the latter with carving images (IV, 9-10). Also, in the text, a distinction 15 made between "post" and "pi11ar" in 
terms of "function," even though in essence they are the same as form-generators (IV, 11, 19). They are indicated 
respective1y by the terms yilpa and stambha (the term skambha. itself, found in the /Hharva Veda., 1S not found here). 
YiJpa 1S set up at sacrifices (IV, 21), while stambha 1S set up by the kamacIiri, "one who 1S consumed by desire" (IV, 
20,22). This evinces, on the one hand, the interaction between the Rk and Atharva Vedic traditions, and, on the 
other, the attempt of the latter to preserve its characteristic features. 

Skambha and stambha derive respective1y fmm vskambh and Vstambh, botb of which have the meaning, 
"to prop, support." However, vstambh also has the meaning, "ta stupefy, parruyze," whicb is absent in the semantics 
of vska111bh. Thus, whi1e both skambha and stambha mean, primari1y "pillar" or "column" as "[bat which supports", 
the latter not oruy just supports, but ruso "stupefies" or arouses wonder. Tbe use of stambha instead of skambha. in 
the V4stusütra Upm1i$ad for pillar may bave been intended ta capture tbe wonder aroused by the sighl of divine 
manifestation in the pillar. 

82 Mayamata XXXIII, 30. The Manasara (LU, 184-87) rusa has the sthapaka accompany the retinue to tbe 
quarry but does not explicitly mention bim as making the first cut. 

83 ViistusiJtra. Upani{iad, II, 1-2. 
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by means of vajra, white stone powder. The suggestion by the word "",aira, which 

literally means diamond, is that the "marking" 1s not a mere drawing using powder, but 

also a slight engraving on the stone by means of a hard object. 84 The Vastustltra 

Upani$ad elicits the geometrical composition of paiijara by me ans of circ1e and hne, the 

symbolic import of each, and the marking procedure. First, a circ1e is marked on the 

stone slab uS1ng a compass.85 The bindu, center, of this circ1e is the static and timeless 

marma, the vital spot of being: the navel that 1S the font of aH creation (to be made to 

coincide with the navel of the image). The circumference of the circ1e denotes 

metastatic time, the locus of the indefinite flux of be coming. The symbolism of the 

circ1e with its dual components of center and circumference is that of the unifying 

correspondence of macro-microcosmic orders. This correspondence is estabHshed on 

the sculptural stone by "squaring the circ1e," that is, when a square 1S marked 

circumscribing the circ1e. The square deHneates the slab by fixing the timits of order 

within which the image is ta be contained, thus transforming the slab into a k$etra, 

"potent field" or "sacrificial site."S6 The subsequent markings are of the order of 

disposition. The diagonals of the square, intersecting at the bindu, center, are then 

traced, rendering the site as "active." A rhombus is inscribed within the circle, 

constructed from the same center. The diagonals of the rhombus complete the "earth-

field," the domain of divine manifestation in the image.87 These Hnes are the dynamic 

84 See Boner et al, eds .. Vastusürra Upani$ad, « Cntieal and Exegetieal Notes," p. 125. AIso, the saered, 
"preeious," nature of the instrument of "writing" i5 implied here, and compares we11 with the use of gold brush ta 
write the eye of the image. 

85 Vastusiïtra Upani$ad, II, 6. The elaboration of Sl1tra 4 deseribes drawing two intel'secting eirc1es on the 
slab that symbolize pra.krf;i and puru$a, matter and spirit. But as the translators note, "it 1S more logical that a first 
circ1e i5 made (Siïtra 6)." This theme of the twin intersecting circ1es and the double square inscribing them, despite 
its 5ignificant symbolism, is not pursued further in the text (see Ibid., "Critieal and Exegetical Notes," p. 126). 

86 Vastusûtrs Upani$ad II, 11: and Ibid., "Critical and Exegetical Notes," p. 127. 
87 Vastusiïtra Upani$sd II, 12-13. Pan,iaras of other geometric compositions are aiso mentioned for the 

same purpose of seulpting the image: for instance, kO$taka, grid (VI, 5-10) and $scjakoIJaka, hexagram (II, 17). 
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elements of the composition. They correspond to the elements thus: vertical lines are 

lines of fire; horizontal, those of water; and diagonal1ines those of wind.8g They serve 

as guides for disposition of limbs of the image.89 The paiijara is redrawn severa1 times 

as the sculpting proceeds, sa that compositional continuity 1S maintained in the image. 9o 

Sculpting the image, thus, is throughout a "writing"; its final stroke is the chiseling of 

the eye. 

The procedures within medieval temple-building (as distinct from iconography) of 

demarcation, orientation and delineation of the site and their geometrical and 

metaphysical principles are inherited from the ancient Sulvasutra texts that discuss the 

making of fire-altars. In temple-building, the act of demarcation of the site 1S 

conducted by its ritua1 furrowing .91 Orientation of the site and its delineation by 

me asuring and fixing its 1iroits are conducted by a series of peg and cord operations on 

8& VJsCUsiJtra Upani$ad VI, 5. Also see Bettina Baümer, "Lines of Fire, Lines of Watel-: The Elements in 
SilpasJstra," in Baümel-, ed., The Agamic Tradition and the Arts. Kapila Vatsyayan, gen. ed., Pralqti: The Integnal 
'v'ïsian (New Delhi: Indit-a Gandhi National Center for the Arts & D. K. Printwodd, 1995), Vol. III. The chapters on 
iconology in the MânasJra. i5 content with the fleshing out of the "frame" set up by the Vastusiltra Upani$ad: a 
general description of the iconic fe atures and attributes of various deities. 

89 VJstusiltra Upani$ad, II, Il. 
90 John Mosteller, in his study of Indian sculptures, observes that the use of khilapaü,iara continues in the 

still surviving iconographie tradition at Mamallapuram in South India. He caUs it the "substructm-e" of the sculpture 
that generates the configuration and features of the image. It is continual1y removed while sculpting and hence 
continually redrawn (see MosteHer, Pmpartianality in Early Indian Sculpture: A study based upon the analysis of 110 
standing, male images of ca. Second century B.C. ta 500 A.D. j'mm the Gangetic Plain [Philadelphia: University of 
Pennsylvania, Ph. D. Dissertation, 1986], p. 81; quoted in George, Consvuing Constructs, p. 133. Also see Mosteller, 
"Text and Craftsmen at Work," in Michael Meister, ed., Making Things in South Asia: The Raie of A.rtist and 
Crai'tsman. Proceedings of the South Asia Seminar (Philadelphia: Department of South Asia Regional Studies, 
University of Pennsylvania, 1988). T. S. Maxwell eehoes the same iconographic functlon of the diagram 
("construct") as form-generatar for the iconographer, but also sees in it a deeper "meditational" function for the 
devotee: 

_ .. these constructs (probably the first Hnes incised upon the stone block aiter quarrying and 
dressing, and before sculpting) were mal)t;lalas intended to be used as aids ta meditation; they 
were, 50 to speak, 'fleshed out' by being used as basic plans of the multiple anthropomorphic 
figures of gods and their various aspects or projections which the worshipper (bhakta) perceived 
visually (Maxwell, "Nand, Parel, Kalyanpur: Saiva Images as Meditational Constructs," in 
Michael Meister, ed., Discourses on Siva [philadelphia: University of Pennsylvania Press, 1984], 
p.63). 

9l Manasàra V, 10-11; 78-87. The sthapati conducts the ritual plowing in three t"Ounds. It is then completed 
by the tillet-s. 
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the site. A spot in the central part of the site is leveled and purified, the gnomon 

erected there, and a circ1e drawn around it. The shadow of this stationary "pen" in its 

traversal from west to east in the course of the day is marked at the two points where it 

meets the circ1e. The line joining these points give the approximate east-west direction; 

its perpendicular, constructed by intersecting segments of circ1es, gives the north-south 

direction. Delineation 1s measuring the oriented site: the actual extent of the structure 

is measured from the center using the measuring cord, its boundaries are drawn and 

corners marked by wooden pegs driven into the ground.92 

The act of disposition, in the case of the fire-altar, is the actual making itself of the 

altar. The measurements of the altar (length, breadth and height) are derived either by 

multiplication of unit brick-size or division of the delineated site. The total number of 

bricks being fixed, the size of the brick and the number of courses are ca1culated. The 

bricks are then "placed" in the pattern worked out for each course after a ma.ntra. is 

uttered over each of them (Fig. 12). In temple construction, a much more complex 

undertaking, this same "placing" is the germ of the act of disposition, even though the 

actuallaying of building blacks is postponed. In this case, disposition 1S the allotment 

of plots and deities in the delineated site. The term denoting this operation in the 

J\/Uinasa.ra is padaj,inya.sa, a compound of the words pada and vÙlya.sa. The ward pada 

means "footstep, trace, vestige," and also "a part, portion, division, a plot of ground." It 

has as weil, the meaning of a literary unit: "a word or an inflected word or the stem of a 

noun," from which it expands to "a portion of a verse, quarter or 1ine of a stanza." 

92 Manasara. VI, 96-108. 
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"'ilinyasa derives from -Vas, "ta cast," and means "disposition, placing (that involves a 

touching), arrangement, composition." Thus the term padavinyasa has multiple 

connotations: tracing of footsteps on the ground, disposition of plots in the delineated 

site, and composition of a literary work. In temple-building, padavinyasa stands for 

marking the ·vastupuru$ama.1)çlala on the site. The site is ordered by disposing the plots 

of this maJ)çlala, the geometry of which is usually a grid of squares, upon it by a 

quadratic division of the delineated site. The symbolism of the vastupuru$ama.1)çlala 

encompasses bath geometrical and linguistic dimensions: this operation is at once the 

disposition of plots and placing of words therein - words here being names of the 

deities presiding over each plot. The interplay of geometry and language is connoted 

in yet another manner in the symboHsm of the ma.1)çlala.. The number of deities 

presiding over the plots within the deline ated site, together with the eight demons 

(personifying chaos) outside the immediate limits of the site, add up ta fifty-three. This 

corresponds to the total number of letters in Sanskrit (sixte en vowels inc1uding the 

anusvara., the pure nasal Ill, and the visarga, the spirant 1), the thirty-five consonants 

inc1uding the ten semi-vowels, and the two principal conjunct consonants k$a and jiia).93 

The procedure of pada'vinyasa, disposing of plots and placing of words, charges the site 

with the reconciled macro-microcosmic orders, transforming it into a k$etra, potent 

field,94 and regulates the spatial and structural organization of the temple accordingly. 

93 Conjunct consonants are numerous in Sanskrit. But somehow, k$8 and ifia assume a certain primacy 
among them, sufficient enough to be included in the officiallist of letters which otherwise do not inc1ude conjuncts. 
This feature captured the attention of the Sanskritist H. H. Wilson: "Sorne lists [of letters] add k$8. and ,ifta, but these 
are compounds" (Wilson, An Introduction ta the Grammar ai the Sanskrit Language for the Use of Eady Swdenrs 
[London: J. Madden & Co., 1841], p. 2). Incidentally, these "principal" conjunct consonants comprise the 
fundamental syllabic unit in the verbal foots -Vik$, "to see," and -Y,;na, "to know," respectively. 

94 The concept of k~etra. is treated comprehensively in Baidyanath Saraswathy, "K~etra," in Baümer, ed., 
KaJata.ttvakosa., Vol. II: Concepts of Spa.ce and Time, pp. 93-118. 
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The pada disposed in the site as plot and ward simultaneously becomes the fecund 

geometric and linguistic unit or "seed" out of which the body of the temple grows.95 

In arder ta ascertain continuity of the spatio-structural disposition predicated for the 

temple at the beginning of construction, the diagram is redrawn ritually at important 

stages of construction, which, in turn, also ensures conceptual continuity of its 

corresponding symbolic order throughout. Thus, the practical and symbolic "functions" 

of the diagram are engaged simultaneously in these ritual markings.96 The last of these 

rituals is the lengthy inaugural ceremony of the temple comprising the rituals of 

invocation of the deity into the image, opening its eye by chiseling, and finally, 

instal1ing it in the awaiting adytum of the temple. At the inaugural ceremony, 

distinctions between making and writing as well as between architecture and 

iconography "dissolve ," so to spe ak, in the primordial texturality. As the deity is made 

manifest in the monumental texturality of the completed temple, it is salvaged from 

petrification amongst the undulating folds and entombment within the dark chamber of 

the temple precisely on account of the oraHty that is a constitutive element in the rituals 

performed du ring and after its construction. 

95For a comprehensive survey of the concept of bï/a, seed, in the Indian religious, pbilosophic and artistic 
traditions, see H. N. Chakravarty, "Bïja," in Baümer, ed., KaJâtattvakosa, Vol. 1: Eight Selected Terms, pp. 117-44. 

96 Sonit Bafna challenges the "constructions" by twentieth century scholars of vâstuSastra sucb as Acharya, 
Kramrisch and Meister regarding the nature and role of the vâstupuro$amaJJtJ.ala in theory and practice. His critique 
1S directed mainly at the idea that chis maJJtJ.aJa was " ... a single, conceptually pure entity that has persisted 
unchanged througb the deve10pment of architecture in the subcontinent." He offers instead, a "revised notion" of the 
mal)tJ.ala that is nevertheless "ad bac [and yet having] ... the virtues of 1) providing a better accountabilit)' of the 
available evidence, and 2) lending historical depth ta the idea ... " (Bafna, "On the Idea of the MaJJq.ala as a 
Goveming Deviee in Indian Architectural Tradition," in Journal of the Society of Architecwral Histonans, 59: 1 
[March, 2000], p. 47). In attempting ta counter what he sees as an oversimplification of the understanding of the 
idea of tbe maJJq.ala, Bafna ends up overcomplicating it. His statements on vastusastraic texts betra)' a 
misconception regarding the nature of traditional theory - in itself and in its 1-e1ationship ta pl·actice. He seems ta 
miss the point that the role of tbeory is ta set up and expound conceptual archetypes, and that tbis does not contradict 
their varied applications across geographical and historical spans. Theory (and in mm, the concept of 
vastupuru$amaJ)q.aJa) understood thus, the issue that he takes with Kramrisch and others becomes a non-issue. 
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The "life" of the deity in its twin aspects of name and form is extended after the 

completion of the temple through the daily eonduct of rituals of publie worship. In other 

words, the utteranee of the name of the deity (in the formulations of mantra) 

continually enlivens its form in the temple and image during the worship rituals. 

During worship, the devotee hears the name of the deity being uttered ln the mantras, 

circumambulates the temple which is its manifest form, and finally turns eastward to 

face the lnstalled image in order to receive darsana, auspicious sight, of the deity. In 

the quest for spiritualliberation within Hinduism along the path of bhakti, devotion, the 

moments of union between deity and devotee oeeur by means of this re citation , 

orientation and mutual seelng at sueh instances of ritual worship conducted in the 

temple. 

5. Writing as Making 

pitamahendrapramukhail) samastail) 
devairidam sastravaram puroditam 1 

tasmatsamuddhrtya hi manasaram 
sastram krtam lokahitarthametat Il 

!v'lanasara LXX, 115-118. 

This most excellent Bastra lS [caused ta be] arisen before (revealed by) aH the 
prominent gods such as the Grandfather (Brahma) and Indra. lndeed, this 
Nlanasara sastra is composed having been extracted from that [revelation], for 
the benefit of the people. 

These are the final verses of the final chapter, and henee of the treatise itself. They 

are found to be a modified iteration of the verses immediately following the opening 
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paean in the Hrst chapter. As in the verses of the first chapter, here also the continuum 

of the origin of vastusastra as divine revelation, and the composition of the treatise 

itself as extracted from this revelation 1S laid out. The "modification" hinges primarily 

upon the pronouncement of the purpose of writing the treatise: lokahitartha, "for the 

benefit of the people." This q1Jite generic statement raises in its wake the question of 

exactly how the composition of the treatise benefits the people, and ultimately, once 

again, the question of the nature of the treatise. Acharya attempts to answer these in 

his translation of these verses by stating that the Manasara is a "guidebook (for 

architects)."91 The tre atise, for sure, does not benefit the people directly, but oruy 

through the mediation of the "agency" of the builders, that is, by their practice of the 

science contained in it. Thus, it may be assumed without impunity that the treatise was 

written primarily for the builders. The issue, then, 1S what exactly is meant by 

"guidebook." For Acharya, the understanding of the treatise as a guidebook fol1ows the 

lines of positivism: theory 1S reduced to functional principles and technical know-how, 

and the treatise is a manual that contains a set of such instructions. Practice, then, 

becomes a robotic execution of these instructions. It has already been sufficiently 

demonstrated in this dissertation that such an understanding of architectural theory in 

general and the treat1se lvfanasara in particular is ufltenable. On the other hand, it 1S 

more proper ta understand the manuer in which the treatise served as a "guidebook" for 

the builders in a metaphorical sense. It 1S seen that the reciprocity and identification 

between "making" and "writing" subtends in the compilation of the treatise as welL In 

97 Acharya's translation of the verses reads thus: 
This great science (of architecture) was at first revealed by Brahma, Indra and aH other gods: it is 
from rheir statements that this Mi!inasà.ra. (the essence of measurement) has been compiled as a 
guidebaak (for architects) for the benefit of the people (Acharya, Architecture al Mà.n.asà.ra, p. 
647). 
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other words, writing the treatise itself was considered a process of making. This is 

reflected in the treatise in its overall structure - the sequential organization of contents 

and their chapterization - that displays a marked parallelism with the overall structure 

of the temple and the sequence of architectural and iconographie procedures. 

The opening verse of the treatise 1S a venerational hymn, which captures the overall 

disposition of devotion by which the enterprises of bath making the temple and writing 

the treatise are carried out. The first chapter, Sa:rp.graha, "Summary," 1S a condensed 

presentation of the chapter-wise scheme and scope of the whole treatise, which may be 

seen as akin ta the exercise of a mental assessment of the scheme and extent of the 

building project that the stbapati undertakes prior to its commencement. 

The first three chapters play a "foundational" role in stating the basic principles that 

comprise the "why" and "what" of architecture: the theological foundations of sacred 

architecture as well as the epistemological foundations of its science are laid therein. 

The opening paean couches the principle of the pentadic elemental constitution of the 

universe and the admixture and segregation of the elements in the processes of 

creation, preservation and dissolution of the universe. Mimetic (in the sense of a re

enactment) of the cosmic process, architectural making draws l'rom the same principle 

of elemental manipulation. In the second chapter, the text establishes the divine a 

priori of architectural lntent and agency in conformity with the doctrine of the Saiva 

tattvas, principles of divine and cosmic evolution: Isvara (the fourth evolute of Para 

Siva) is Vi svak arm an, Creator of the Universe, who generates the cosmic egg. From 
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the four faces of ISvara emanate genealogically the four-tiered guild of t.he sthapati, the 

members of which are ski11ed in the craft of building, learned in its principles, and 

knowledgeable with regard to its metaphysics. The systems of measurement employed 

in making, aswell as the tools of measurement and the procedure of making them are 

stated next. Making, understood as a metaphysical act of "measuring," establishes the 

esoteric correspondence between terrestrial and celestial orders by engaging the 

mathematical proportions of the human body in a role of mediation, thus enabling 

harmonie human dwe11ing on earth. 

"DweHing ," in the senses of bath verb and noun, as the abject and subject of 

architectural intent is the tapie of the third chapter. There, the text defines and 

classifies architecture: the earth is vastu, the primaI architectural "object." By human 

creative intervention, vastu is transformed into vastu, which may be understood in the 

generic sense as "ordered existence." The particular artifacts of vastu are stated ta be 

harmya, buildings, yan a , vehicles, and paryaDka, furniture. 

The following chapters (IV-VI) de al with the prelinlinary steps of construction: 

selection of site, its clearing fu"ld leveHng, examination of its sail, its orientation and 

delineation. The quasi-empirical dimension of these steps necessitates the engagement 

of the perceptual faculties, whereas their mathematical (geometric and mensural) 

aspects demand a calculative approach. Chapter VII discusses the various schemes of 

plot-disposition which are me ant as both symbolic and practical "tools" planning and 

Iayout, from an overall "urb an" scale ta even the smallest components of a building. 
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Chapter VIII contains prescriptions for vastubali, the sacrifice offered to vastupuru$tl on 

the site at the commencement of construction. Zooming out to an urb an scale, the next 

two chapters (IX and X) discuss the planning of villages, towns and forts. Details 

beginning with the overall geometrical shape of the village or town, layout of streets, 

position of entrance gateways, location of the royal palace and ancillary structures, as 

well as of temples ta various deities, and finally, housing quarters for people of a11 

ranks of the society according ta caste and occupation, are elaborated. Here, the 

temple in an urban context is pondered upon by its situation on the allotted plot within 

the layout of the village or town. It is true that in such an urban context a distinction 

operates between the polities of the religious and the political, which are represented 

by the institutions of the temple and the royal palace respectively. Within the specifie 

context of discussion of the layout and planning of villages and towns in the Manasara, 

the temple does not hold an a11 important and central position: it is simply mentioned 

among other edifices whose disposition in the overalllayout are stated. Even though in 

actuality there often did exist "competition" between the institutions of the temple and 

the royal palace ,9& the overarching religious and cultural assumption still was that these 

polities were not mutually exclusive. The distinction between them was not one of kind 

but degree, the political being an "extension" of the religious. 99 The founding of the 

98 On the point of the long-standing friction between the BL-àhmaI)a, priest1y, and K$atriya, kingly Ca5tes 
(prolifically attested in traditional mythological and legendary accounts), Celestin Bouglé draws from the wQt-k of 
Max Weberto note that 

... the two powers which [Weber] caUs the sacerdotium and the imperium, were flot always 
amicable. Sometimes they helped each other, at other times, they acted as mutual checks. 
Subtle formulae are employed to avoid giving predominance to one or the otber. However, in the 
final analysis, the Brahmin 1S superior: he can exist without the K$atriya, but the latter cannot 
exist without bim (Bouglé, "Caste Hierarchy and Priesthood," in D. F. Pocock, trans. with intro., 
Essays on the Caste System by Celestin Bouglé [Cambridge: Cambridge University Press, 1971], 
p. 213, note 9). 

99 A political agenda often subtended the religious or devotional when temples were founded under royal 
patronage: not only did the deity take on royal attributes, but the king assumed a divine, invincible, status (in relation 
ta his va5sals) as weIl. This was especially true in South Indian Saivism supported by the Cola kings (see Richard 
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temple and the village or town were not separate events, but coextensive.10o The 

relationship between the town and the temple extends further into a harmonie 

proportionality of their measurements as weI1. This is established by the tiytidi 

$açlvarga, the set of six formulae, employed in aseertaining and verifying the 

measurements of both village and temple. Operating on the principle of remnant or 

residue, which 1S signified by the remainder in the calculations, these formulae set up a 

range of astrological contingencies that determine the horizontal extent (1ength and 

breadth) of the town (and in turn of the temple, as well as of other buildings in the 

town). Harmony between the whole and its constituent parts (between town and 

individu al buildings, and within the composition of a building and its own parts) is 

attained when the dimensions accord to the auspicious among aH the collocated 

contingencies. This theme of harmony continues in the next chapter (XI); in discussing 

the height of temple and other public buildings in the town in terms of number of 

stories, the proportions between horizontal and vertical dimensions are considered. In 

Davis, Rituai in an Oscillating Universe, pp. 6-8). This i5 seen in the Manasara in the remarkable para!1elism in 
structure and content between the ceremonies of abhi$eka, coronation (literal1y, "anointing"), of the king (XLIX, 
169-219) and the installation of the image of the deity and its worship in the temple (LXX). After outlining the 
ceremonyof abhi$eka of the king, the texe makes a statement that further underscores the paralle1ism between the 
king and the deity (XLIX, 228-229): 

uktab sarvabhi$ekab sakalanrpatibhib(tTnam) kamyanityakhyakam ca 1 

anyairnaimirtikadyairapi ca yaducitam tattaddevâbhi$ekaJJ Il 

AH anointings that are said (the four kinds: 1) prapta, accompli5hed; 2) mmigaJa, auspicious; 3) 
vIra, heroic; and 4) vijaya, victorious [are those] of all the kings; and besides, the anointing of 
each god lis by] those named kamya, desirable, nitya, daïIy, and by others such as naimittika, 
occasional, accOi-ding as is fitting. 

[00 This i5 especial1y evident in the concentric layout of temple cities of South lndia built during the mid
lare medieval periods such as Srirangam and Madurai. The gradation from the "sacred" ta the "secular" occurs 
radially from the sanctum of tbe temple ta the outermost limits of the city tbrough a series of concentric court yards 
tbat, in contemporary phraseology, are "urban spaces." However, this is not to say tbat this gradation erased aH 
onlological difference between naimitya, "particular" or "special," and nitya, "everyday, mundane" (ta use a 
ritualistic rendition of "sacred" and "secu1ar"), nor is il ta discount tbe Îact chat temples were a1so built at sacred 
locations tbat were distant from the city. In fact, there 1S one instance in the text, where the association of the 
particular and the everyday with temple and village respective!y i5 seen ta be reversed. In the context of balikarma, 
sacrificial offerings, at the begil1l1ing of consu'Uction, the text states thus (VIII, 16): 

devâlayartham saman;yam gramartham tu vise$akam Il 
[The sthapati 5hould offer] for the temple, general, and for village, particular [sacrifice]. 

Here, the text uses the pbilosophic categories of Vaise~ika - samanya, general, and viSe$a, pmticular
rather th an tbe ritualistic tetms naimiuika and nitya ta qualifiy the sacrifices. 

228 



the term bhumilamba, occurring in the tide ofthis chapter, bhilmi meallS "earth, base of 

a geometrical figure," as weB as "story of a building." The noun lamba, meaning 

"perpendicular," derives from vlamb, "to hang down," and also "ta depend." The 

vertical dimensian is praportionally dependent on the horizontal extent of the building. 

Several sets of proportional measurement of length, breadth and height are outlined in 

this chapter. These arithmetical formulations aid the sthapati in roughly conceiving the 

overall size and proportions of the temple structure before ils actual construction 

begins. 

Even though the textual proposition up to this point regarding planning, layout and 

me asurement may suggest temple-building as proceeding systematically and 

unidirectionally from conception to execution, in actual practice construction unfolded 

through a constant dialogue between the conceptual and the concrete. It was activated 

not only by the "incrementality" of the construction process, but also by its unforeseen 

situations and contingencies. In the text, the methods and procedures of construction 

are not elaborated: for instance, the method by which the overall proportions of the 

temple are translated into dimensions of specific blacks of stone, the courses of 

assemblage of these blocks, the "engineering" (in modern parlance) procedure of 

elevating and aligning them in their proper positions, and so on. These were the 

subject of special knowledge and skiH of the guild of the sthapati, recorded and 

transmitted only in oral accounts. 101 However, the text does capture the spirit of 

lOi Sastraic interest and enterprise was limited ta outlining the "what," that 1S, general principles of 
architecture. In the Mtinastira, these principles were understood, above all, as systems of proportianal measurement. 
Thus, fram the sastraic point of view alane, as George infers fram the text Silparatna, "the wark of the temple was 
distributed in a systematic oroer [fallowing the hierarchy of the guild of the sthapattl from textually based planning 
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dialogue between conception and construction in the five succeeding chapters (XII-

XVI) in a distinct tone of "prescriptive description" of the constituent parts of the 

temple, their different classes according to shape and proportional measurements, and 

their construction. These descriptions follow the same sequence as that of actual 

construction: starting from the foundation, socle, base and column to entablature and 

roof with its dome and finiai. The various classes of proportional measurements of 

~jmana, superstructure of a building (in the case of a temple, the tower above the 

adytum) is described next (Chapter XVIII). Having introduced the architectural 

element of the ~jmana (which literally means "measuring asunder"), the Mal1asara 

incrementally "constructs" this superstructure textually up to twelve staries high, by 

describing in twelve chapters (XIX-XXX), vimanas of one to twelve staries. This 

figurative textual construction of each story is aH the more significant to the theme of 

reciprocal identification between making and writing, because it is a redundancy within 

the economy of a strictly prescriptive intent. 

Once the temple edifice is constructed thus, the horizontal spatial organization of the 

temple complex is attended to in descriptions of courts and ancillary structures such as 

shones of attendant deities, pavilions for different uses, and gate-houses (Chapters 

ta proportional application, to measured construction." The schematic disposition of spatial and structural elements 
of the building was conducted by marking the vtistupul1Jljama1)cjaJa, the "trace" of the building. The overall 
proportional measurements of the edifice, the systems of which were prescribed by the text, were arrived at by the 
sthapatithmugh a series of calculations (inc1uding the six formulae) and translated into concrete dimensions of the 
superstructure by means of arithmetical and geometric progressions. Even though temple-building proceeded 
hierarchically, rende ring it "theoretical," the absence of scaled representational drawings as tools enabling a 
prevision of the building evinces chat temple-building was necessarily a "constructive practice" in which an active 
dialogue ensued between theory and practice. The traces (the maJ)ljala diagram as scheme of plot-disposition for 
horizontal layout, arithmetico-geometric constructs for vertical measurements) were doubly conceptual and 
constructive, usually requiring repeated madcings and calculations in the course of construction. Thus, construction 
of the superstructure proceeded step by step, stary by stary. In othe!' words, the temple "drew itself" inta being 
(George, Construing Constructs, pp. 147,192,238-46). l owe the Lerm "constructive practice" la Alberto Pérez
Gômez and Louise Pelletier in their discussion of the building of Gothie cathedrals (Pérez-Gômez and Pelletier, 
Architectural Representation and the Perspective Hinge [Cambridge, MA.: The MIT Press, 1997), p. 8. 
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XXXI-XXXV). This movement away from the sanctuary of the temple towards the 

periphery is, in turn, also a movement towards the "secular": Chapters XXXVI-L 

describe residences and palaces, conveyances, furniture pieces as well as objects 

signifying royalty (the crown and ornaments for the various limbs of the body, throne, 

umbrella and so on). The attention switches back to the sacred in the chapters on 

iconography, as, indeed, the temple is incomplete and meaningless without the image. 

Iconic representations of deities are described (Chapters LI-LXIV) in their physical 

features and attributes, as well as their iconometric proportions. The sivalmga and its 

pedestal are treated in more detail than images of other deities. 102 The physical 

characteristics of deities are drawn from mythology; the proportion al me asurements in 

aH their modal variations follow the elaborate system of iconometry, talamana. This 

latter is the tapie of Chapters LXV -LXVII. Hierarchies are outlined in this system 

(uttama., highest, madhyama., intermediate, and adhama, smallest, as well as dasa, ten-

part, nava, nine-part, and sa on) for the measurement of images ranging from the 

presiding deity of the temple ta the attendant deities, consorts and other divine beings, 

sages and saints. The six formulae are applied ta the height of the image as well, sa 

that it comorms ta the same auspicious astrological contingencies as that of the temple 

building. 

102 As mentioned aiready, this is a Key evidence chat betrays the aUegiance of the Manasara ta the Saiva 
sect. There is no separate chapter dedicated ta the details of the image of Vi$l}u, the principal deity of the rival 
Vai$J:lava sect; they are mentioned oruy briefly together witb descriptions of images of Brabma and Siva in Chapler 
LI. On the other hand, the text dedicates a brief chapter each (LV and LVI respectively) ta describe Jain and 
Buddhist images. Also, there is a lengthy chapter that gives iconographic details of garut;1a, eagle, the vehic1e of 
Vi$J).u. Vi~J).u being not treated in an independent chapter is either a gross oversight or, from a modem perspective, 
"non-sectarianism" with a polemical edge. 
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The principal medium and material of iconography is stone. However, in one brief 

chapter (LXVIII), the text inc1udes a discussion of an alternate process of image

making: casting the images in meta1 using wax molds. This discussion is at best 

sketchy: it does not enunciate the basic principles or techniques of this process. In the 

penultimate chapter of the treatise (LXIX), the dire consequences of defective 

construction (resulting from not following adequately the sastraic precepts) are stated -

a textual correspondent of the rite of atonement for defects that is usually conducted 

towards the end of construction. In the final chapter, the chiseling of the eye and the 

ceremony of the installation of the image and inauguration of the temple are discussed. 

This ceremonial note in which the treatise ends reflects the same spirit and structure 

that pervades the culmination and consummation of sacred architecture and 

iconography. 

6. R apda, Metaphor, and Ll1!, Play 

The above adumbration of the chapter-wise contents of the text and their sequential 

organization that corresponds with temple-building highlights the intent of a mutual 

identification between the processes of making (the temple and image) and writing (the 

tre atise). Stemming from the homology between the twin aspects af the divine - its 

Name and Form - this mode af reciprocal identification points ta metaphar as the 

primary' trope under the auspices of which the processes of making and writing umald. 

The ward for metaphor in Sanskrit is rupaka, Hterally, "with farm"; it aiso stands for 
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"play" (drama).103 As aiready seen, making the temple and image facilitates the 

"assuming form" of the divine. The metaphorical identification of making the temple 

and image with writing the treatise unites the assuming form of the divine in their 

respective media: the texturai and the textuai. 104 In other words, governed by rtJpaka, 

metaphor, the composite process of "making" (as encompassing building the temple, 

sculpting the image and writing the treatise) combats the incipient dualism of the 

phenomenal realm by seeking what was understood as the primary unit y between the 

material and linguistic aspects of being through the gestures of "transference" or 

"identification." Following this, it 1s not far-fetched to assume that the text itself, while 

content-wise being a scientific tre atise, originaily had a "sacred" ontological status and 

was an object of veneration by the builders' guild. The modern Critical Edition, 

printed,bound and thus "technologized" (and inevitably secularized), has been drained 

more or less totally of this status. 105 The ascription of the epithet "standard treatise" to 

103 As a figure of speech, rupa.ka belongs to the traditional field of alaljlkaraJastra, literally, "science of 
omament," or poetics. Edwin Gerow, a pre-eminent schol ar in the field of Indian poetics provides a detailed 
discussion of chis figure and its vati.ations as defined and understood by the traditional alilJjlkarasastra tbeoti.sts (see 
the ently rüpaka in Gerow, A. Glassary ot'lndian Figures ot'Speech [The Hague: Mouton, 1971], pp. 239-59). 

I04Within the textual medium itself, and specificai1y in a manuscti.pt culture, the twin aspects of orality and 
literacy remained mutually identified in tbe process of the simultaneous recitation and wti.ting of the text, and in its 
constant recitation and memoti.zation (see Walter Ong, Orality and Literacy: The Technologizatian of the Ward 
[London: Methuen, 1982], p. 119). 

105 In arder ta determine whetber any"remnant" of chis status exists out there, one must first investigate 
whether any guild of sthapatis who adhered specifically to the Manasara as its patrimonial vasrusastraic text still 
survives. If this venture was aiready unsuccessful during the time of Ram Raz in the early nineteenth century, then 
ils chances are probably even siimmer today. In this regard, even the status of the eleven surviving manuscripts is 
rather precru::ious. Today, aH of them are in vati.ous libraries in India and England. From Acharya's descriptions of 
them, D, E, F, G and J are paim-leaf manuscti.pts, and the rest are wti.tten on European paper. Copying on palm-leaf 
being the traditional way of preserving and transmitting texts, one may assume that the palm-leaf manuscti.pts may 
have been in the custody of the guilds of sthapatis before they fell into the h ands of col1ectors and thus were wrested 
out of their contexts. With respect ta the manuscti.pts on European paper, it is quite likely that they were copied at 
the request of English colonial officials. There is a Key evidence ln manuscript B that suggests this: Acharya notes 
that it 1S recorded in its last page that " ... this wor.\: has been written by one Ramanujacatya for the Kumpani 
Bahadur (East India Company) in the Salivahana Saka era 1677. The date of its being recorded is given in English, 
14"' April, 1823" (Acharya, "Preface," ManasiIra on Architecture aBd Sculpture, p. x). Thus, ln the case of this 
manuscript and ilS kindred ones (those in paper), the technologization and secularization of the text and its alienatiol1 
from context was set in motion at the moment of the copying itself. 
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the Mtinastira by Acharya (which is accepted without question by most modern 

scholars) is a poignant indicator of the current seculanzed condition of the treatise. 

The signification of rtlpaka as play or drama invokes also the notion of mti, "play.'.106 

Although drama as "play" is the mode and medium of representation par excellence, 

the notion of iIlti extends much further than the aesthetics of representation itself. It 

pervades cosmological, theological and mystical speculations. In fact, lIlti in aesthetics 

is derivative of the same in these latter three. The cosmological processes of creation, 

preservation and dissolution were explained as iIlti, "cosmic frolic" (as Jose Pereira 

translates), in response to the question of their ultimate telos or purpose. 1
0

7 Even in 

specifie theological casts (whether Saiva, VaiS1)ava, or Sakta), the creation of the 

universe by the deity and the particular instances of ils avattira, self-descent (that is, 

manifestation), into the phenomenal realm, dal1iance and other modes of interaction 

with devotees therein, were but play. So also was its tirodhtina, obscuration, from the 

same phenomenal realm. 108 Set within such a cosmological and theological framework, 

106 There exist in key cexts synonyms of lï1a that convey the same notion; chief among them is krïQa. 
Modern commentators strive to demonstrate that in traditional Indian thought, lIla as "play" was not a concept drawn 
in contradistinction with "work," nor 15 it the same as the modern "sports" (see for instance, Clifford Hospital, "Lïla 
in Early Vai$lj.ava Thought" in William S. Sax ed., Gods at Play: Lïla in South ll.sia. [Oxford: Oxford Univel-sity 
Press, 1995], p. 23). 

107 The Brahmasiltra, attributed to Badarayal).a, the foundational text of the schoal of Vedânta contains the 
key aphorism in this regard (2. 1. 33): lokava.t tu lïlakaivaJyam, "as in the wodd, [creation i5] play alone." In the 
advaita, non-dual1st, scheme of Vedânta espoused by Sankara, 1I1a is figurative (that is, metaphorical) and belongs ta 

the realm of "lower knowledge," while in the viSi~tadvaita, qualified non-dualist, Vedanta of Ramanuja, it ls the 
autonomous and sensuous enjoyment of the sensory world by the liberated Self. This latter interpretation marks the 
meeting of metaphysics and aesthetics, a theme which 1S articulated and developed even forther in the Kashmir 
Saiva school of Trika, Triadism (see Robert Goodwin, "The Play World of SansmtPoetry" in. Sax, ed., Gods at Play, 
pp. 51-56; also see Bettina Baümer, Sch6pÎung ais Spiel: Der Begriîî 1ï1a. im Hinduismus, seine philosophische und 
theologische Deutung [Munich: Ludwig Maximilian University, Ph. D. Dissertation, 1969], pp. 80-107). Goodwin 
observes that the lokavat, "as in the world," of the sütra was interpreted by both Sailkara and Râmânuja as referring 
probably ta courtly amusements and pleasure gardens (Ibid., p. 51). The ward kaivalya denotes absolute autonomy 
and self-containment. Thus, iï1a as an activity is total!y se1f-contained and therefore "pedect"; it connotes absolute 
freedom and autonomy (self-absorption) when associated with a deity, as when a child is at play. ILS Echo with the 
late eighteenth century European dictum "art for art's sake" 15 remarkable. 

108 Regarding ma in Saivism, Bettina Baümer states thus: 
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aH human acts of making, the mimetic paradigm of which was cosmic creation, were 

permeated by the notion of Wa. 

In the realm of language and text, "play" manifests above aH in kavya, poetry, through 

figures of speech. According to tradition al ala111karasastra, "science of ornament" (that 

is, poetics), all poetic figures are considered as having the "basic condition" of "vakrokti, 

literally, "deviant speech." 109 This was in contradistinction to svabhavokti, "telling the 

nature [of something]." On the other hand, the same sastra inc1uded svabhavokti also 

as a poetic figure. The exact relationship between the two was a matter of ongolng 

debate between major theorists of ala111karasastra such as Bhamaha and Dal),çlin (c. 

seventh century CE). After scrupulously analyzing these debates and their 

commentaries by modern scholars, Edwin Gerow conc1udes thus: 

It can be assumed that neither Bhamaha nor Dal),din intended ta oppose 
svabhavokti ta va.krokti so categorically, for to do sa would have been ta deny 
poetic status ta svabhavokti, which neither is willing ta do. l think the key ta the 
understanding of svabhavokti lies in our discussion of conventional discourse. 
Svabhavokti is not to be taken as synonymous with "literaI" or direct discourse, 

In Saivism, whether Saiva Siddhanta or Kashmir Saivism, the divine activity has five phases, 
called paficakrtya, which con-espond ta a frequent fivefold division: Sr$fi, sthiti, salllhara., 
tirodhana, and anugraha (creation, preservation, dissolution, veiling and liberating grace). AH 
these activities of Siva have been related ta lIla, though sometimes one or other activity has been 
particularly linked wieh playful spontaneity. In the aavaita of Kashmir Saivism, these five phases 
also occur in any conscious being, not oruy the Supreme (Baümer, "The Play of the Three 
Worlds: The TrikaConcept of LIl8" in Sax, ed., Goas at Play, p. 35). 

In an early article, Ananda Coomaraswamy, tracing the scattered references ta play in the Vedic and 
Upani~adic texts, attempted ta conne ct the notion of play with Vedic deities such as Agni and Soma and thus 
establish that it was actively engaged in Vedic and Upani~adic thought (Coomaraswamy, "Lna" in Journal ot" the 
American Oriental Society, No. 61, [1941]). Hospital finds it not a convincing argument: whi1e tbe notion of play was 
implicit in Vedic and Upanisadic thougbt, it became more explicit and active1y engaged anly in the later 
developments of Indic theology (see Hospital, Lïla in Early V ai;w av a Thought," in Sax, ed. > Gads at Play, pp. 24-25). 

[°"This "definition," if one may, of poetic figure is found in the following verse from the treaeise of 
Bhamaha who is considered as the earliest the orist in alamkarasastra (Bhamaha, Kavyalal11ka["a (2. 85), translated 
and quoted in Gerow, A, Glossary of Indian Figures afSpeech, p. 42, note 98): 

sa:i$a sarvaiva vakroktir anayartha vibhtivyate 
yatna 'sytÏ111 kavina karyab ka 'lm'lkaro 'naya vina 1 

This [atisayokti, 'hyperbole'] i5 nothing but vakrakti; by means of it the sense is displayed. The 
poet must make an effort in its regard, for what figure is there whicb lacks [an element of] it?" 
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but rather is a cover term for the poetic possibilities implied by conventional 
language. 110 

The fact that the Manastira. belongs to the genre of a sastraic text and not kavya, 

poetry, suggests that the underlying intent in its compilation was more "scientific," even 

"technical" to a degree, than "poetic" or "fictional." Therefore, the predominant mode 

of its language 1S svabhavokti (in the sense that emphasizes the distinction from 

vakrokti). Even in the section in the text that 1S an explicitly mythological narrative, 

the divine genealogy of the guild of the sthapati (Ch. II, vv. 5-20), the language is 

without any "poetic excess" but, rather, is sober and matter-of-facted. This said, 

however, the efforts to minutely describe the subject at hand - the architectural object 

(building, image and such), the technical or ritual act, the property of materials (stone, 

wood) - points to the effect of svabha'i7okti itself as a figure that harvests the "poetic 

possibilities implied by conventional1anguage," as Gerow puts it.111 Also, there are 

occasions in the text when the language of svabhavokti itself is seen to accommodate a 

"poetic space" within it. A conspicuous example is in the final chapter of the text, 

NayanonmI1analaksa1)am, "Description of the Opening of the Eye [of the Image]." As 

discussed in detail already, the account of the chapter encompasses the iconographic 

operation of chiseling the eyes of the im age, their subsequent covering with cloth, the 

ritual of invocation of the deity into the image, and finaHy removal of the cloth 

covering the eyes so that they are "opened." Indeed, from the theological standpoint of 

Saiva Siddhanta, "opening of the eye" 1S, above all, svabhavokti in that it describes the 

llO Gerow. A Glossary of lndian Figures of Speech, p. 47. Also see the entry sva.bhavakei in Ibid., pp. 324-
26. 

II! In these subjecrs of description. one can identify the four metàphysical categories that the traditional 
theorist Dal).r;lin enlists as addressed by svabhavokti: fati, "the true state" or "type": kriya, "act": gUl)a, "quality" or 
"attr-ibute"; and dravya. "thing" or "individu al" (Ibid., p. 325). Svabhavokti. thus, could well be understaad in the 
sense of phenamenolagical descr-iptian. 
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"true nature" of the event. However, the homology between divine Name and Porm 

that undedies the interrelationship between the term "openrng the eye" and the specifie 

iconographie and ritual aets signified by it allows aiso a poetic (more specificaHy, 

metaphorical) interpretation of that term withln an overall theologieal aegis. In other 

words, the two interpretations do not contradiet e aeh other; rather they signify the 

theological and aesthetic facets of the same act of making. 

Poetic figures manifesting vakrokti are also present in the text despite it being a 

scientifie treatise. A few examples are given below for the sake of illustration. These 

verses have already been quoted in the dissertation in the context of other topical 

discussions. Here, they are reiterated in order to analyze the specifie poetie figure 

employed. 

Consider the following verse (III, 4-6): 

dhara pradhal1aVastu syattattajjati$u sarvasab Il 
\i'imanadrni vastïJni vastutal) vastusamsrayat 1 

tIinyeva vastu caiveti ka.thitam vastmidbudhaib Il 

The earth should universally be the principal vastu among aH kinds (species). 
AH vasto such as -r.imana (temple, also its tower) and sa on, in fact, [derive] in 
consequence of vasto. lndeed, they (vimana and such) are said ta be aiso 
'vastu' by the enlightened knowers of vastu. 

The term vasto is repeated severa! times to ereate a phonetic effect. The phonetie 

proximity of the word vastu and the partic1e vastutal) further enhances it. The semantic 

proximity of these latter two to vasto 1S what amounts to a "word-play" of sorts in the 
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verse. A case maybe made here forthe figure of yamaka, "cadence ,,,112 evenifitis an 

uncouth attempt when compared to the elegant verses of Sanskrit poetry. 

In the context of word-play, the "playfu1" flip between the suffixes lak$aJ.ja and -yidhana 

(signifying "description" and "prescription" respectively) in titles of consecutive 

chapters containing closely similar tapies 1s at once conspicuous: Chapter IX, 

Gramalak~a1).am, "Description of Village," and X, Nagaravidhanam, "Planning of 

Towns ," to mention one occasion. The two suffixes are interchange ab1y used to the 

effect that either one can signify both description and prescription. Even though not 

obtained within the span of a verse per se (and therefore fai1ing ta quaHfy according to 

the definition given by alamkarasastra) , there 1s, nevertheless, a double entendre at 

work here, which invokes the figure of sle$a, "pun.,,113 Here, the figure of pun enables 

the scholastic-scientific distinction between "descriptive" and "prescriptive" 

dimensions of sastra to be maintained and made ambiguous at the same time. 

The figures of upama, simile, and riJ.paka, metaphor, are employed in the final chapter, 

Nayanonmnanalak~a1).am, in arder ta bring home the theological significance of the 

iconographie and ritual acts. Considerthe following verse (LXX, 8-9): 

udite tu sahasramsau yatha gacclzati samantatab Il 

112 Ya.maka literally means "doubled" or "restrained." Il is defined according to the traditional sastra as «a 
figure in which a part of a verse ... 1S repeated within the confines of the same verse usually in such a way that the 
meaning of the two readings is different" (Ibid .. p. 223). Owing ta the highly developed and forma! cbaracter of this 
figure in Sanskrit. Gerow chooses ta render yamaka. as "cadence" rather than «ward-play." The proximity of 
yamaka ta sle!,a, "pun," is obvious. The difference between yamaka and sle$a. is that in the former, the two 
meanings of an identica! sequence of words are obtained sequentially, white in the latter, they are obtained 
simultaneously. In otber words, yamaka is "pun spelled out" (Ibid., pp. 223-24). 

["Tbe terro sle:;<1 derives from v§ii$, "ta embrace, adbere, conjoin"; Gerow caUs it " .. , the associating 
figure par excellence" (Ibid., p. 289). 
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tathaivamasthamanadi locanasya janasya ca 1 

Just as at the rising of the sun its myriad rays spre ad around, so also the opening 
and c10sing of the [inner] eyes of the people. 

Even though the verse is poody constructed (in terms of both grammar and poetics), it is 

c1ear that the figure attempted here is upama, simile. In traditional theory, upama has 

four components: 1) upameya, "subject to be compareô"; 2) upamana, "object of 

comparison"; 3) sadhara.J}a.dharma, "common property"; and 4) dyotaka. "clarifying 

element" (that is, comparative adverb iva., "like," and other such indicators).114 When 

aH four are explicitly mentioned, it 1S a piïrJ}opama, "full simile." In the above verse, 

one has to infer the missing components ta complete the picture. The subject of 

comparison is the self-manifesting deity, and object, the rising sun. The common 

property is the spreading of light (and its effect of dispe11ing darkness), and the 

indicator, the relative-correlative construction yatha-tatha, "in what manner ... in that 

way ... " 

Consider also the verse (LXX, 111): 

hrdayakamalamadhe dfpavattatparam syat 1 

[The deity] should be supreme [and] like a lamp, in the center of the 10tus-heart 
[of the devotee]. 

Both simile and metaphor are employed in this verse. First, simile: the deity (subject), 

1S compared ta a lamp (abject); what is common is light. The comparison is effected 

[[4 Ibid., p. 142. 
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by adding the suffix vat, "like," to the object. ll5 ln the term hrdayakamaJa, lotus-he art, 

the figure is metaphor. The heart (subject) is identified with the lotus (object). The 

specifie means by which the identification is effected is that of compounding ,116 the 

compound being an equational karmadharaya. 

The same notion of play obtains in the domain of architectural composition. 

"Ornamentation" is key in this regard, and provides the architectural "vocabulary" for 

the purpose. Through the permutations and combinations that this vocabulary 

permitted, variations of the same basic temple-archetype (the sanctum with tower 

above and porch in front) were "invented" and employed in the composition and 

construction of different temples. The J.rfanasara mentions these various compositions 

in its elaborate system of classification of temples. It also has prolific descriptions of 

ornaments associated with the spatio-structural components of the temple such as 

sanctum, front porch, gate house, pavilion, court, socle, pedestal, column, entablature, 

roof, wal1s, doors, and windows, in their respective chapters. These descriptions 

elaborate the physical characteristics as we11 as proportions of the ornaments. Also, the 

usage sarval ailkarasa!JJyuta , "conjoined with aH ornaments," is often found in the 

text. 117 In the "language" of architectural composition, although a distinction 1S made 

between the spatio-structural component and ornament, they were not dichotomous. 118 

On the other hand, one may understand the relationship between "structure" and 

1I5 The upama constructed by the use of the suffix vat 15 called vat yup am a (Ibid., p. 163). 
116 Renee it i5 ca11ed samastariJpaka, compounded metaphor (Ibid., pp. 256-57). 
[[7 For instance, Ch. XV, 168; XVI, 87. 
113 The understanding of the relationship between structure and ornament in architecture as dichotomous is 

a modern Western one which has ilS roots in the Vitruvian distinction between firmitas, "firmness," and venustas, 
"beauty" (Vitruvius, The Ten Books an Architecture. Trans. Morris Hicky Morgan [New York: Dover Publications, 
1960], Book III, Chapter III, para. 6). 
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"ornament" as reflecting that between svabhavokti and vakrokti in poetics. Even 

though the primary intention of building the temple was theological, it 1S not too far-

fetched to assume that the undercurrent of a "poetic" intent was also present in the 

process of its composition and construction. The task of recognizing "figures" in a 

particular temple that would comprise the poetics of its architectural composition 

involves, first, a meticulous morphological study of its overall form vis à vis the basic 

conceptual archetype, as well as choice and placement of particular ornaments. The 

poetic intent behind these choices and, thus, the particular figures of composition can 

be discerned by pitting the morphological data against the specific mythological-

theological program behind the conception and construction of the temple. 119 

To the extent that the notion of play was present in sacred architecture and 

iconography, the nature of the process of making was not limited to its initial 

appearance as a mere rule-obeying process. On the other hand, it engaged the 

imagination of the stl1apa.ti and allowed room for serendipity and spontaneity, 

improvisations and innovations. 120 The game of chess provides a striking paradigm for 

[[9 Michael Meister's article, "Juncture and Conjunction: Punning and Temple Arcbitecture" in Anibus 
Asiae (No. 41, 1979) 1S a groundbreaking one in this line of research. M~ister studies tbe temples of Khajuraho in 
Central India whicb are notorious for tbeir explicit sexual imagery and notices the location of relief-images of 
capulating couples in panels on juncture walls between tbe sanctum and front parch. In anotber temple, at Cbitrar in 
tbe same region, he notices tbat tbe juncture walls bave relief-images of deities with a double nature sucb as 
Haril1ara (Vi$l)u and Siva in one form or body) and Ardhanârfsvara (male and female aspects of Siva in one body). 
These evidences le ad him ta conclude that these are instances of "arcbitectural pun." As far as I know, there at-e no 
further studies in this tine of the paerics of architectural composition and construction, a much fertile field, either by 
Meister bimself or by others. 

120 In traditional Sanskrit poerics, the trope bhavika signifies "imagination," understood as the formaI 
exercise of invention of variations of an archetype. On this trope, Gerow camments tbus: 

In the Indian tradition, ... imagination (bhavika) is generally described as the ability ta make the 
several images of tbe individual poetic statements coherent in terms demanded by tbe worle as a 
lat'ger whole. It is manifested in such tbings as tbe plot ... , by tbe tack of shocking cantrast in its 
develapment, by tbe general appropriateness of one image ta iLS neigbbors, and tbe like .... The 
imagination as aquality oftbe whole 1S an alarpkara [embellishment] afrepetition ... (Gerow, A. 
Glossary of Indian Figures of Speech, pp. 68-69). 
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this "playing hy the rule,,121 that displays a certain "algorithmic" nature; the field, rules 

and pieces are limited, but the possibilities of the game-plan, as it unfolds, near-

infinite. 

According to the Manasara., the co-operation of the sthapati and sthapaka is crucial in 

medieval sacred architecture and iconography. As seers, knowers and makers, the 

sthapati-sthapaka duo "played" their respective stipulated roles in the dramatic 

reenactment of cosmic creation by making manifest the divine through ritual 

construction and consecration of the temple and image. In 11ght of the thesis of the 

mutual identification of the processes of making and writing, it may not he too itinerant 

a speculation that their co-operation extended as well ta the textual construction of the 

temple through the compilation of the }YIanasara.122 

121 This apt phrase is used by Sheldon Pollock ta title his paper "Playing by Rules: Sastra and Sanskrit" in 
Dallapiccola, ed., Shàsl.ric Traditions in lndian A.rt. 

122 Here, l wish ta avoid a generalization. The sequential organization of contents chat corresponds roughly 
ta the structure as weil as processes of construction and consecration of a temple is specifie ta the Manasàra. 
Noteworthy 15 the contrast in sequence of contents in the Mayamara, the sister treatise of the Mifnasara: aH 
procedures of construction are elaborated in the first eighteen chapters. The remaining eighteen chapters are 
dedicated ta taxonomy: prescriptive descriptions of temples and images of different classes according to shape and 
size. Tbe Mayamata thus ends on a rather unceremonious note. Interestingly, in Chapter I, Samgraha, "Summary," 
while giving a summary of the contents, the text mentions the ceremony of cak$urunmIJanam, "opening of the eye 
[of the image]," as the last topic. Thus, according ta this chapter, the treatise ends at Chapter XVIII. Dagens offers 
no critical comment on this anomaly between what is said in the Summary and the actual1ength of the treatise, 
whether che last eighteen chapters were added on lacer, and so on. 
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CONCLUSION 

1. Summary 

The !vIanasara. ends with the final colophon, mIinasaram sampiJrJ).am, "the Manasara is 

whole."j Being whole imphes "completion," that is, a "c1osure" of that circ1e the 

treatise set out to describe: elaborating the tenets of vastusastra as enunciated by the 

ancient authorities. The final verses of the final chapter, being a modulated reiteration 

of the opening verses of the first chapter, effect this c10sure so that in the colophon it 

can be dec1ared that the treatise is complete. 

Likewise, the completion of the dissertation is incumbent upon the "closure" of the 

hermeneutical circ1e by revisiting the initial concern with which 1 embarked upon the 

study: the possibility of a me aningful reconciliation between modern science and 

technology and traditional modes of theory and practice in the context of contemporary 

architectural practice in India. This issue demanded, at first, a refined understanding of 

the nature and structure of traditional architectural theory itself and its relationship ta 

traditianal practice. The main body of the dissertation constituted an attempt at 

l In the term sampuf7)a, the basic meaning of "whoJe, complete, full," is born by pi1f7)a: the prefix sam 
serves ta intensif y this meaning. The philosophie al impart of pi1f7)a as "plenum" 15 fully captured in the well-knawn 
mantra faund in the Brhadtiral)yaka. Upani$ad (V. 1.1): 

pUf7)am adab pUf7)amidam pûqlat piîf7)amudacyate 1 

pûqlasya pUl'l)amadaya pi1f7)amevavaSi$ya.te Il 

That 1S whole: this is whole: from the whale, the whale i5 taken. 
The whale having been taken out of the whole, the whole alone remains. 

The philosophie al, ritualistie and artistie horizons of pi1f7)a and its correlate sÛllya, void, are treated 
eomprehensively in Debabrta Sensharma, "Pürl).a," and G. C. Pande, "Sünya," in Bettina BaUmer, ed., 
KaJatattvakasa: A. Lexican of Fundamental Concepts of the lndian Am. Vol II: Concepts of Space and Time. Kapila 
Vatsyayan, gen. ed. (New Delhi: Indira Gandhi National Centre for the Arts & Delhi: Motila1 Banarsidass 
Publishers, 1992), pp. 429-47 and 399-428 respectively. 
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preciseIy such an understanding, through the exegesis of the Jvlanasara. To recapitulate 

the insights descried in the process: vastusastra understands itself to be a priori with 

respect to its abject, prayoga, practice. This self-understanding is founded 

theologically, in the daim that vastusastra is a divinely revealed science. lt is also 

reflected in the divine genealogy of the guild of the sthapati and its hierarchical 

arganization. The daim and self-understanding of vastusastra as a priori obtains 

epistemologically in the nomological principie of mana., me asure, as the essence of the 

science of architecture, and the set of vidhi, prescriptive statements that outline the 

principles of the science of architecture, that derive from it. From this sastraic 

perspective, prayoga, practice, is mere application of ruies and therefore a 

deontological process. 

A doser hermeneutical reading of the text, however, evinces a diaiectic that is 

dissembled within the nature and structure of vastusastra .. Theologically, the objective 

of making (specifically, the temple and image) is ta facilitate the manifestation of the 

deity, that is, its descent inta the phenomenal realm. However, the same thealogy 

demands that making be a meditative practice which, in turn, generates the trajectory 

of ascent of the maker-as-devotee. The text stipulates rituals and meditations to 

accampany the technical operations, especially at important junctures of construction. 

Thus, the technical and thealogical dimensions of making interpenetrate each other. 

The trajectories of descent of the deity and ascent of the maker-as-devotee meet at the 

ritual moment of darsana, auspicious sight, at which the union of the deity and devotee 

1S understoad to accur. 
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Similarly, the nomological princip le of measure disfl1ays more the characteristic of a 

philosophie truth that is grasped through eidetic intuition than merely a deductive, 

rationalistic, proposition or an inductive, empiricist, law. This phenomenological 

impulse is seen ta extend to the nature of the grammatical principles of the science as 

weIl: they are primarily descriptive statements, with the sastraic, prescriptive, tone as a 

secondary feature. In other words, they are "prescriptive descriptions." This dialectic 

between description and prescription is captured in the text by exploiting the 

remarkable semantic fluidity that 1S contained within the syntactical structures of 

Sanskrit grammar. Also, in the case of the range of conceptual instruments to regulate 

practice that the text gives account of, it 1S seen that there persists a dialectic between 

conception and perception in their constitution. Thus, the instruments have a non

instrumental dimension as well, the foundation of which lies in the human body at the 

microcosmic level and in metaphysics and cosmology at the macrocosmic level. 

The dialectical nature and structure of the ory itself 1S seen to extend into its relationship 

with practice as a certain reciprocity between them. Within practice, it manifests as 

that between conception and construction, evinced by the admittance of exceptions ta 

ruies in the text. The reciprocity between theory and practice also manifests in a 

certain paral1elism between "making" and "writing ," in other words, between building 

the temple and compiling the tre atise, with respect to their structure of organization 

(that is, sequence of procedure of the former and chapterization of the latter). No exact 

one-to-one correspondence between textual accounts and buHt temples exists; rather, 
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the "identification" of making and writing is metaphorical, stemming from the 

homology between the Form and Name of the divine. 

The predominant concern of vastusastra 1S the "what" of architecture, that is, 

theoretical principles in the fOrill of grammatical rules. Nevertheless, it still maintained 

an indubitable link with the "how" and "why" of architecture (that is, its craft and 

cosmological-theological dimensions respectively). The theological foundation and 

nomological outlines of vastusastra evince that its fundamental role was in the 

conceptual realization of the archetypai program of divine manifestation within a 

cosmological setting. Making, especially sacred architecture and iconography, was the 

actualization of this program. In the "application" of sastraic rules in the process of 

actualization, there was still room for the sthapati to exercise his imagination ta 

improvise on them and invent variations of the same conceptually realized archetype in 

response ta the demands of particular situations, as the extant temples testify. 

In summary, the following features of vastusastra may be gleaned from this entire study 

as having perennial significance for architectural practice: 1) the primacy of the site 

(and not the design-studio) as the locus of the "event" of architectural conception and 

construction, and the phenomenological appreciation of the site; 2) the foundation of 

architecture in the craft of making; 3) the yogic, meditative, dimension of practice that 

opens the channel of imagination of the architect, white at the same time offers the 

necessary discipline ta restrain the imagination from devolving into mere caprice; and 

4) openness to metaphysics and theology. 

246 



2. Epilogue 

The ever-new we aveth the ever-old 
Ever-telling the never-told? 

Even though the "paradigm" of tradition al architectural theory and practice does ring a 

certain algorithmic note, it is qualitatively different from the positivistic functionalism 

of modern, technologieal, practice. The difference issues from the inherent symbolism 

of the traditional model that was molded by the metaphysical eorol1aries of its 

cosmologie al setting and framework of cyc1ieal temporaHty, as well as its grounding in 

the craft of making? The c1assic ideational error current in eontemporary architectural 

2 Quated in S. R. Balasubramaniam, La.ter C-..bola Temples (A. D. 1070-1280): Kulottunga 1- Ra}endra III 
(Madras: Mudgala Trust, 1979), p. 1. . 

3 In his expositions on the nature of sastra and its relationship ta practice, Sheldon Pollock fails to highlight 
this conception of sastra especially as it pertains ta architectural and iconographic making (in fact, he specifically 
mentions the Manasara as an ex ample of a sastraic text on architecture). His analytical framework of sastra. is 
solely the epistemology of c1assical dar§ana, more specifically amang them, Mïmalllsa. It is in this c1assical context 
that he places the Manasara as "the earliest text on architecture and town-planning," accepting the information on 
the date of the text given by G. S. Ghurye in his book ilidyas (PoUock, "The Theory of Practice and the Practice of 
TheOl"y in Indian Intellectual Histary," in Journal of American Oriental Society [No. 3, 105, 1985], p. 513). Pollock 
also finds an ally ta Mïmalllsa in the apriorism of Kant in understanding the sastraic form of vidhi, injunction. Thus 
for him, the nature of theory is similar in lndian vastusastraic texts (such as the Manasara) and Western post
En1ightenment treatises such as that of Laugier (see Pollock, "'Playing' by Rules: Sastra and Sanskrit" in 
Dallapiccola, ed., Sbastric Tradition in Indian A.ct, pp. 304-07). 

This problem owes, perhaps, ta his method of analysis of sastra that proceeds from the general ta the 
specific: " ... a system atic and synthe tic analysis of the phenomenon [of sastra] as a whole, as presenting a specific 
and unique problematic of its own ... " (Pollock, "The Them"y of Practice and the Practice of Theor)'," pp. 500-01). 
The date of the text which Pollock accepts from Ghurye (who, in tum, might have borrowed it from Acharya), 1S 
untenable, as 1S already shawn in the Introduction of the dissertation. As a re~l1l1t, Pollock does not dwell enough on 
the implications of the onto-theology of Sai va Siddhanta (the specific tradition ta which the Manasara belongs) that 
vivified dar§lilnlil from sheer intellection of the divine in the c1assical systems ta darsana as a holistic, sentient, 
experience of the divine occasianed by devotional worship, even while developing within or in relation ta the wider 
aegis of Vedic revelation and its epistemology. Also, Pollock's favorable comparison of the deontology of 
Mfmalllsa ta Kantian deontological ethics cannat hold despite a certain formal similarity (and even axial symmetry) 
that obtains between them: the former rests ultimately on the transcendent Veda (which i5 totally outside the 
subject), while the latter on the autonomous will of the transcendental subject. Consequently, his assertion that the 
nature of theory in vastusastra is the same as in Laugier's treatise (Essai sur l'Architecture, 1752) is aiso rendered 
erroneous, at least in the case of the Manasara: Laugier's language is a highly refined lite rat y French as against the 
"barbarous Sanskrit" of the MIinasara. The difference between the two do not stop merely at the level of refinement 
of their respective languages but extends ta their basic intents and contents as weIl. Laugier, nat an architect 
himself, is primarily concerned with the "wh)'J' of architecture, that is, the project of a self-conscious foullding of 
architecture on sound principles in an age of advancing relativism. He posits the primitive hut and Nature as 
foundation and source of meaning of architecture, and derives rational principles from them for the one genuine style 
in which to build. His treatise i5 unmistakably historical, assessing and cdtiquing past and contemporary buildings 
and styles all of which, according ta him, have somehow fallen short of the ideal (see Wolfgang Herrmann, Laugier 
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practice in India, one that 1S committed by both modern architects and representatives 

of the vastusastraic tradition,4 is to confuse and ultimately collapse the significations of 

vastusastraic injunctions with functionaHst tenets of design and technological know-

how, and, thus, to deem them as compatible to each other.5 Its ramifications seem, in 

the end, oilly to favor and further functionalism, with the tradition al concepts supplying 

the cosmetic sleight either for a formalistic "Indianization" of buildings or to pacify 

a.nd Eighteenth Century French TheOly [London: A. Zwemmer Ltd., 1962], Cbapter II, «Tbe Tbeoretical 
Foundation"). Tbe prescriptive dimension of bis tbeory must be understood only witbin this context, one that has 
nothing in common witb that of the Mifnasara.. Aiso, Laugier's eminent "rationalism" does not admit of any 
discussion of building rituals in his treatise, despite his being a Catholic priest. In short, his epistemological concerns 
and methods are totaUy different from any that are found in the Mifnasara. 

Yet anotber problem in Pollock's comparison of vastuÜistra with Western architectural theory 1S that he 
assumes aIl post-Enlightenment theory in the West ta be of the same tenor, which 1S far from the case. For instance, 
there is a considerable shift in the nature of the ory from the Essai sur l'Architecture (1752) by Laugier (disucssed 
briefly above) to the Précis des Leçons d'Architecture (1802) by J. N. L. Durand, who admitted only an instrumental 
dimension ta theory (see Alberto Pérez-G6mez, Architecture and the Crisis of Modern Science [Cambridge, MA: 
The MIT Press, 1983], pp. 61-65 and 298-314. 

The barbarous Sanskrit of the Manasara. evokes the treatise of Vitruvius (the first extant treatise in 
Western architectural histary) whose Latin was also commented upon as barbarous. However, the barbarity of the 
respective languages alone does not aiford a favorable comparison between the two, nor do a few similarities in 
textual content. Such a comparison was Acharya's mistake (see Acharya, lndian Architecture According to 
Manasara-5ilpasastra, Chapter V, "Manasara and Vitt-uvius"). The similarities in textual content owe ta similarities 
in the qualification of those engaged in the building cr ait as knowledgeable in a range of subjects, and pre-modern 
methods employed to select, examine and orient the site in the Greco-Roman and Indian traditions. However, there 
is a significant distinction in the nature of theory in the two treatises: even though Viti-avius is aware of the mathesis 
of the ancient Greeks, his is a narrative (rather than normative) discourse that tells staries of origins and gives 
descriptions of extant buildings with respect to their companents, pmportions and 50 on. In ather words, in Vitruvius, 
theory is frank1y a posteriori. The MIinasara, on the other hand, lacks persona1 autharship, hides the descriptive 
within the tane of prescription, and lays daims ta divine provenance through fantastic genealogies, thus asserting the 
a priori of its theory. 

4 Ever since the modern architect taok over from the traditional sthapati as the principal figure in the 
contemporary architectural scene, the survival of the latter has been rather precariaus and in pockets, and in mast 
cases in a transmuted form: as the "expert" of vastusastra. Since the traditianal made of pmctice in ilS mare 
dassical expression is strugghng hard ta survive, his knowledge of (or "expertise" in) vastusastra is, by and large, 
only textual and devoid of concrete experience that derives from engaging in actual building. Thus, the 
contemporary expert of vastusastra merely "represents" that tradition, unlike his predecessor, the sthapati, wbo rru!y 
"embodied" il. 

5 For an account of the origin, nature and structure of the functionalism as that facet of positivism which 
obtains in architectural the ory and practice and which dominates modern architectural practice, see Alberto Pérez
G6mez, Architecture and the Crisis oi Modern Science, Part IV, "Geometry, Number and Technology," and 
especially, Chapter 9, "Durand and Functianalism." 

Modern architects, perceiving a metaphysical void in their mode of practice which at ilS core 15 
functionalist and reductive, and also plagued by the post-colonial political issues of identity and nationality that seek 
expression in architecture, often resort ta vastusastra for means ta legitimize and validate their pmctice. On their 
part, the experts of vaslUSastra play the raie of consultants, offering their "theoretical expertise" in live projects or in 
"analyzlng" problems canceming existing modern buildings. In the eagerness of the experts to demonstrate the 
universality of vastusastra, the scope of the latter exerGÎse is sometÎmes extended even beyand the baundaries of 
India. Then there are practitioners and pedagogues of architecture who are engaged in developing programs and 
cun'Îcula to teach vastusastra. in modem academic settings. Information on such ventures as these, which often yie!d 
comic results, is abundant on the Internet. 
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insecure clients.6 In this 11ght, rather than categorically dismissing vastusastra as 

insignificant nor discounting its insights, as some modern architects tend to do,7 what 1S 

called for is a strategy opportune in contemporary practice: that of a creative 

negotiation and navigation between the two modes. The cornerstone of this strategy is 

a discriminatory awareness that first sifts out the compatibilities and incompatibilities 

between the respective constitutive features as well as philosophico-theological 

(cosmological, eschatological and soteriological) horizons of the two modes. Such an 

awareness offers modern architects the necessary guidance to restrain from a practice 

that is merely ideologically driven: attempts to reconstruct an idealized "golden age" of 

the past, or to construct a futuristic, technocratie, utopia. On the other hand, it provokes 

them to reflect on whether there is, indeed, a foundational principie that would truIy 

ensure the dimension of historical facticity as well as its transcendence to the 

architectural projects that they undertake. The dialectical polarization of and stalemate 

between tradition and modernity are overcome when these theoretical dispositions are 

sufficiently interiorized and incarnated (that 1S, translated into concrete action in actual 

projects) by modern architects. Then does their practice strive towards making aH 

things truly and meaningfully new. 

6 For example, consider these statements, made respectively by a famed sthapari of the vâstuSastric 
tradition and a modern architect: 

" ... my deep involvement in the design and execution of huge-sized secuiar buildings for certain 
universities in Tamil Nadu as also Indianization of certain modern buildings in conjunction with 
contemporary architects bave belped me understand tbe problems of contemporary arcbitecture 
in India in respect of spatial concepts and aestbetics preferred by modern society" (Y. Ganapati 
Sthapati, "Concept of Space in the Vastu Tradition: My Experiences," in Baümer, ed., The 
Agamie Tradition and the Arts, p. 130). "In Andhra Pradesh for instance, where tbe 
[vastusastra] tradition still lives on, it 1S even applied ta modern concepts of commercial buildings 
sucb as factories, theatres etc. The gods bnng profit after aH!" (Sumeeta Srinivasan, "The 
Modern Vastu" in Architecture + Design, September-October, 1991). 

7 Consider tbe statement by Satish Grover, a leading contemporary at"chitect, that much of vastusastra i5 
"dehberate esotenc mumbo-jumbo" (Graver, The Architecture of Inriia: Buddhist and Hindu [New Delhi: Vikas 
Publisbing House, 1980], p. 172). 
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Appendix 1: CHAPTER-WISE SUMMARY OUTLINE OF THE 
M.ANASARA 

1: Samgra1wl) 
Opening paean; origin of vastusastra as from Siva and revealed through the 
gods and sages; chapter-wise outline of contents of the treatise. 

II: Silpil ak$ a1)ap iirvak am M anopakara1) a"vidhanam 
The divine genealogy of the four-tiered builder's guild; qualifications of its 
members; the system of measurement, particular units and their application; 
instruments of measurement and their making. 

III: Vastuprakara1)am 
Classification of architecture as Earth, buildings, conveyances and ob jects such 
as furniture, ornaments, etc. 

IV: BhiJmisamgrahav'idhanam 
Selection of site on the basis of soil, s10pe, water sources, flora and fauna. 

V: BhuparIk$ar"idhanam 
Examination of soil by various tests; ritual possession of site, its ceremonial 
tilling, m aking of plough and description oxen used for it. 

VI: SaJikusthapanalak$a1)am 
Making and erection of gnomon; orientation of site by the sciographic method, 
calibrations ta be applied in different months of the zodiacal calendar; 
delineation of the site by its measurement and fixing limits with pegs; making of 
pegs. 

VII: Padavinyasalak$a1)am 
Disposition of plots in the delineated site, thirty-two schemes; deities presiding 
over the plots and their iconic features; vastupuru$a, spirit of the site, his 
corporeal features and manner of accupying the site. 

VIII: Balikarmavidhanam 
Sacrificial offerings ta the deities presiding over the plots of the site. 

IX: Gramalak$a.1)am 
Planning of villages: eight overall schemes and their variations; ayadi $açivarga, 
six formulae based on the principle of remainder ta generate and verify basic 
measurements of the settlement; details of street layout, hierarchy of streets, 
location of temples, palace, residential quarters of various classes of 
inhabitants; height regulations of buildings; positions of entrance gateways; 
layout of drains. 
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X: Nagara"jdhaJ1am 
Towns and forts: eight classes of towns b ased on location, inhabitants and their 
caste, and dominant activity (trade, administration, defense, etc.); seven types 
of forts based on location and characteristic features. 

XI: Bhümilamba.vidhanam 
Shapes (in plan) of buildings: square, rectangle, octagon, circle, aval; pentadic 
classification of buildings according to height-breadth proportion. 

XII: Garbhanyasavidhanam 
Excavation of foundation; ceremony of disposition of plots and garbhanyasa, 
deposit of seed that "impregnates" the site; different sets of articles of deposit 
for temples (according ta presiding deity), and for residence (according to caste 
of owner); ceremony of laying the first brick/stone. 

XIII: Upaprthav1dhanam 
Three-fold classification of socle according ta height, each of which is again 
divided lnto four; description of moldings that are employed in the socle. 

XIV: Adhi$thanav1dhtinam 
Classification of bases according ta height into eighteen, and their subdivisions; 
proportionate measurements of the component moldings. 

XV: Stambhalak.$a1)am 
The column, its proportions, shapes, ornamentation, materials (principally 
wood), intercolumniation; procedures of collecting wood from forest; ceremony 
of erection of column. 

XVI: Prastara,,"idhanam 
Entablature, roof, parapet: their moldings and proportionate measurements; 
ornamentation (figures ta be carved on them). 

XVII: Sandhikarm avidhanam 
Wood joinery: eight kinds, their manner of joining; use of spike and nai! in 
joinery. 

XVIII: vïmanalak.$a1)am 
The superstructure of the temple (tower above the adytum): one-twelve staries; 
me asurements, ornamentation of the crowning dome, dome -nai! (pinnac1e), 
pent-roof and front porch; the ceremony of placing the last four blacks of the 
superstructure and erection of dome-nait 
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XIX: Eka.taltHlidhanam 
Single-storied temples: classifications based on measurement and shape; 
proportionate measurements of each component of the structure; ornamentation 
and relief figures to be carved. 

XX -XXX: D"vi -d asatal a vidhan am 
Temples from two to twelve stories and their classifications according to 
measurement, proportion, shape; detai1s of staircases and their construction in 
Chapter XXX. 

XXXI: Prakara1,idhanam 
Court yards: their proportionate measurements and features; five court yards in 
the composition of larger complexes. 

XXXII: Parivara.1,idhanam 
Shrines of attendant deities and their locations in various court yards in a temple 
complex, a1so locations of ancillary functions (such as treasury, granary, etc.). 

XXXIII: Gopura1,idhanam 
Gate-houses to the five courts, their proportionate measurements; components 
such as door, pillar, window, porthole, entablature, etc. and their measurements. 

XXXIV: M 8.1}i;tapavidhal1am 
Pavilions, as single story blocks as housing various ancillary functions of a 
temple or residence; a1so as open, pillared halls for ceremonies of coronation, 
consecration of temple, etc., to stage plays and artistic performances, and as 
sheds to shelter animaIs (horses, elephants), always 10cated within the rive 
court yards. 

XXXV: Salavidhanam 
Residential blocks: different classes according to shape and proportions, 
description of their composition. 

XXXVI: Grhamanasthtinavidhtinam 
Measurement and spatial layout of a residence according to padavinyasa, 
scheme of plot-disposition. 

XXXVII: C1fhapravesavidhanam 
Ceremony of inauguration of the residence. 

XXXVIII: Dvarasthantnidhtinam 
Doorways, their disposition in temples and residences. 

XXXIX: Dvaramanavidhtinam 
Measurements of doors in temples and residences. 
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XL: Rajaharmyavidhanam 
Palace complexes; kings of nine ranks based on extent 
strength of army, etc., and theirpalaces. 

kingdom, revenue, 

XLI: Rajangavidhanam 
The quaHties of a king; his entourage. 

XLII: Rajalak$aJ)am 
Royal insignia - crown, throne, etc.; administration of justice, collection and 
distribution of revenue. 

XLIII: Rathalak$a.nam 
Royal chariot: its different classes, constituent parts, ornamentation. 

XLIV: Sayanavidhanam 
Couches, bedsteads and swings: their measurement and ornamentation. 

XLV: Sirphasal1alak$anam 
Thrones: measurement and ornamentation. 

XL VI: ToraJ)a-v1dhanam 
Archways to temples and palaces: measurement and ornamentation. 

XLVII: M adl1yaraiJ.gavidhanam 
Central theater for the performing arts in temple and palace complexes. 

XL VIn: Kalpavrk$avidhanam 
Characteristics of kalpa-VTk$a, the mythical all-giving tree that adoras thrones, 
pavilions, archways, bedsteads, etc. 

XLIX: Ji'/laulilak$8J)8m 
Crowns of various deities and classes of kings, their dimensions, jewels ta be 
embedded in them; ceremony of coron arion of the king. 

L: Bh U$ a1)81 ak$ aJ)am 
Body ornaments and house-hold articles such as lamp-stand, fan, mirror, bird
cage, etc. 

Trim ï1rtfl ak$8J)am 
The triad of deities (Brahma, VÜ?1)U, Siva), t.heir iconographic features. 

Ln: Lingavidhanam 
The linga, semi-iconic image of Siva: various classes, their proportionat.e 
measurement.s; feat.ures of st.one suitable for it.s sculpting; collection of stone 
from fore st; fruits of its worship. 
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LUI: PfthaJak$8,QaJ11 
Measurements and details of the pedestal upon which the linga is ta be 
installed. 

UV: S8ktilak$a1)am 
Female deities: their iconographie features. 

LV: Jainalak$a1)am 
Iconographie features of Jain images. 

LVI: Ba.uddhaJak$8,Qam 
Iconographie features of Buddhist images. 

LVII: M unil ak$a,Qam 
Iconographie features of the seven sages of antiquity. 

LVIII: Yak$8Y1dyadharalak$tl1)aJ11 
Iconographie features of mythieal beings. 

UX: Bhaktalak$a.1)am 
Iconographie features of devotees; four classes of devotees aeeording to four 
stages of spiritual aseendaney. 

LX: HalPsalak$a1)aJ11 
Iconographie features of the SWrul (vehic1e of Bral1ma). 

LXI: GarugaJak$81)aJ11 
Iconographie features of the Eagle (vehic1e of Vif?1)u) 

LXII: \Y$8.bhalak$a1)8m 
Iconographie features of the Bull (vehicle of Siva) 

LXIII: Sùnhalak$81)am 
Iconographie feature of the Lion. 

UV: Pratima.idhanam 
Proportionate measurement of images derived aecording ta various principles; 
application of ayadi $a.t;lvarga ta measurement of images. 

LV: Uttama.dasatalavidhanam 
The talaJ11ana system of measurement of images in its maximal variation that 
divides the overall height of image into 124 parts, from whieh 1S derived the 
measurement of eaeh organ and limb. 
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LVI: Madhyamadasatalayjdhanam 
The talamana. system of measurement of images in its medial variation that 
divides the overall height into 120 parts, from which 1S derived the measurement 
of each organ and limb. 

LVII: Pralambalak$a1).am 
Offset measurements of the images from the plumb-line. 

LVIII: MadhuCc1$tavidhanam 
Metal casting of linga and other images in wax molds. 

LIX: Angadu$a1).a"'{,idhanam 
Consequences and penalties of defective construction for each component of 
building. 

LXX: Nayanonmflanalak$a.1).am 
The ceremony ofinauguration of the temple: opening the eyes of the image, its 
installation in the temple, deposit of precious stones. 
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Appendix II: SCHOL.ARSHIP ON THE MANASARA 

In the Indian intellectual tradition of the ancient and medieval times, scholarship on a 

treatise existed in the form of bhawa and varttika, commentaries and expositions. 1 

This tradition of sastraic discourse was sustained mostly by the Brahma:l).a c1ass, and its 

language was c1assical Sanskrit. Even though vastusastra, science or theory of 

architecture, was occasionally listed among the branches of knowledge that make up 

the sastraic corpus and vastusastraic treatises proliferated a11 over lndia from the 

medieval period onwards, to the best of my knowledge, no commentary of the 

Manasara (or any other vastusastraic tre atise) existed in traditional sastraic discourse. 

This may have been due to the Brahma:l).as' consideration of vasto, architecture, as a 

"craft,"2 and therefore relegating its theoretical discourse as a concern orny of its own 

practitioners who, incidentally, were non-Brahma:l).as. 

iFor ex ample , in the field of grammar, Panini compiled A$fadhyayi, the first known Sanskrit grammatical 
treatise (c. 400 BCE). The works of the laler grammarians Katyayana (c. 250 BCE) and Patanjali (c. 150 BCE), 
Vilrttika and Mahàbha$ya respectively, were commentaries of A$ttïdhyàyi. 

2In his book Vidyas, G. S. Ghurye, a prominent scholar in the field of sociology, examines the branches 
and hierarchies of vidya, knowledge, in lndian intellectual history, beginning from the Vedic pedod. Ghurye's 
survey leads him to conc1ude that silpa.sastra as a "head of learning" seldom featured in the numerous traditional 
listings and organizations of bodies of knowledge (Silpa ls a genedc Lerm the meaning of which encompasses the 
mechanical and fine arts; scholars often use it interchangeably with vastu, the more specific term for architecture). 
In the few instances when il i5 mentioned, he observes that "its close COfu"leCt10n with the arts of song, music and 
dance i5 rather suggestive of ilS having been counted as a craft" (Ghurye, Vidyas: A Hamage ta Comte and A 
Contribution ta the Sociology of Knowledge [Bombay: Indian Sociological Society, 1957), p. 48). As an Evidence ta 

this, he givcs the case of the Manasilra: 
The wode named Manasilra after its author 1S the earliest extant text dealing with the subject of 
architecture, town-planning and also iconography. [The sage) M anasara, at the beginning of his 
great work, infOl'ms his readers that the first promulgators of the science whîch be is going ta 
expound were the gods Siva, Brahma, Vishnu, and Indra, and the great sages Brhaspati and 
Narada. After them, Manasara himself dealt with it. It is interesting to note that even with 
Manasara's laudatory attempt at showing the divine origin of his science and his magnificent 
achievement in the text itself, his Vidya or lore failed to get an honorable place in the Indian 
conspectus of knowledge of contemporary and immediately following periods (Ibid). 

Even though Ghurye's description of the text as the earliest extant text on architecture (probably echoing 
Acharya), 1S untenable, his observation cited above is significant in the discussion of traditional scholarship on the 
Manasara. 
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Architectural matters have, indeed, been discussed in treatises in other disciplines as 

well as religious texts that often times preceded the compilation of the vastusastraic 

(that is, "avowedly architectural," in Acharya's words) treatises.3 Among these, the 

Agam as especially of the Saiva sect such as the Kamika, Kara1} 8., Suprabheda, 

Raurava and Ajita are of special significance for the Manasara. The basic structure of 

these Agam as reveals a fourfold pada, division: ft'iana (theological) knowledge; yoga, 

techniques of meditation; carya, religious conduct; and kriya, ritual practice and 

associated architectural and iconographic making. These texts elaborate in their 

kriyapada, in much detail, the principles and processes of making temples and images.4 

Their accounts have a striking resemblance in form and content with those in the 

Manasara.5 The realization of a temple project (its building and consecration) could be 

possible only by the collaboration of thealagical and technical knowledge personified 

in the sthapaka, temple-priest, and the sthapati, master-builder, respectively.6 Bath the 

kriyapada of the Agamas and the '?astusastra. of the Manasara may be thought of as 

3Fol" instance, Al'thasastra, the treatise on statecraft and political science (dated c. 300 BCE), Chapters 22-
25, 65 & 66 on miHtary architecture; Natyasastl'a., treatise on dramaturgy (dated lalest 200 CE), Chaptel' 2 on 
theatres; several chapters in PuralJic texts (such as Agni, Vâyu, Matsya and Garuça, dated variously from the dawn 
of the Christian Era onwards) that deai with worsbip of images in temples and ma1cing of images and temples; and 
accounts in the .Agam as, theological texts of tbe Saiva, V ai~lJava and Sakta sects of medieval Hindulsm, on tbe 
making of temples and images. For a detailed survey, see Acharya. lndian Architecture, Chapter 1. 

4rhe Kamikagama, for instance, in ils sixt y (out of a total of seventy-five) chapters tbat deal witb 
architectural and iconographie ma1cing, gives systematic accounts of site selection, examination, orientation and 
delineation, systems of measurement and numerical-astrological formulae ta be employed in the making and 
classification of buildings. Acharya comments: " ... its treatment of the subjects can hardly be surpassed by tbat of 
an avowedly architectural treatise" (Ibid., p. 23). 

5Acharya, after having perused tbe Kamika, Kan.lJ}.a and Supl'abheda agamas, finds a "close similarity" in 
their chapter-contents with the corresponding chapters of the Mana.sàra (Ibid., pp. 23-28). This similarity with the 
Agamas i5 true as well in the case of the Mayamaca, the other authoritative treatise of Dravidian and Saivite 
architectul'a1 and religious affiliation (see Bruno Dagens, Architecture in the Afitâgama and Rauravàgama. [New 
Delhi: Sitaram BhE1'tiya Research Institute, 1984]; also see "Foreword" by Kapila Vatsyayan and "Introduction" by 
Bruno Dagens in f./[ayamatam, Vol. 1). 

6Mentions of this collaboration between sthapaka and sthapati in the course of building and consecrating 
temple and image are found on several occasions in the Manasâra: Chapter XVIII, 399-400: LXVIII, 20-22; LXX, 3-
4; alsomthe Mayamata, CbapterVI, 19; XII, 35-37; XVIII. 139, 178-203, and 50 on. 
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resulting from this collaboration: a conscl0us "theorization" by compiling floating 

traditions of craft-practice that used to be preserved orally, and bringing them under a 

theological aegis. The kriyapada. completed the body of the respective .Agam a, and the 

vastusastraic treatise preserved and transmitted to posterity, the "theoretical" 

knowledge of practice.7 The theological1egitimization, together with the degree of 

frozenness that the process of writing the manuscript effects even within the overall 

fluidity of the craft and oral traditions, may have, over time, imparted a degree of 

crulOnicity to the text of the Manasara with respect to practice. 

1. MiInssli!.'a: Transition from Transcription te Translation 

As mentioned already, the extant manuscripts of the Jv1anasara are transcriptions of a 

later date. 8 From Acharya's description of the manuscripts, it is seen that some of them 

(A, B, C, D, H, 1 and J) were written on paper with ink. The transcription of the 

NJanasara continued well into the colonial period in lndian history, not only in the 

7This "authorship" (understood in the sense of agency of compilation) of the viIstusiIstra by the sthapati, 
first and foremost a builder (and therefore wanting in lilerary proficiency), explains why the language of the 
MiInasiIra in the manuscripts is a "most barbarous Sanskrit" as has been commented by Sanskritists such as G. 
Buhler, R. G. Bhandarkar and Rost who examined them (Acharya, MiInasiIra on Architecture and Sculpture, 
"Preface ," pp. vii, xi; also see Acharya, Indian Architecture. Appendix, "The Language of the Silpa-SiIstra," pp. 199-
214). In the appendix, he lists the grammatical irregularities in the text; he also points out th at this style of langu age 
is found in inscriptions as we11. 

8In ancient and medieval India, climatic conditions necessitated frequent transcription of palm-leaf 
manuscripts for the preservation and transmission of a text. However, as scholars have noted, the objective of 
transcription in the case of vastusastraic texts was not merely "preservation" but also transmission and updating of 
the text with respect to current practice by me ans of interpolations and additions. These contributed to the fluidity of 
the text. Kapila Vatsyayan, in her "Foreword" ta Dagens' critical edition and translation of the Maya.mata says: 
"The question of interpolations in the Indian textual tradition 1S ... a complex matter. Since at an times the text 
reflected actual practices, as and when actual practices went through modifications, these changes were reflected in 
the subsequent texts or incorporated into an already prevalent text" (Vatsyayan, "Foreword" in Mayamatam, p. ix). 

The manuscript tradition marked the transition from oral to literate culture. Thus, manuscripts, though 
encapsulating ideas in wriring, were always "in dialogue with the world outside their own borders" (Walter Ong, 
Oraliry and Literacy: The Technologization of the Ward [London: Methuen, 1982 J, p. 132). 
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traditional circ1es of the guilds, but also under the patronage of the British.9 The early 

"patrons" were in most cases free1ance enthusiasts belonging ta the administrative, 

commercial or military ranks of the English East lndia Company.1° This phenomenon 

of British patronage in the transcription of the manuscripts in the case-history of the 

Manasara may be se en as the first instances of a tentative and guarded tryst (along the 

textual Hne) between the "living" vastusastraic tradition of South India and the 

rational1y enlightened modern European mindset - the intellectual curiosity of the latter 

having been piqued by the "mystique" of the former. l1 The fact that the British patrons 

9lt is recorded in the 1ast page of Manuscript B that it has been written (transcribed) by one 
Râmânujâcârya for the Kumpani Bahadur (a colloquial term from the colonial vocabu1ary that staod for the East 
India Company) in the Saka era 1677. The date is given in English as 14'h April. 1823. Similarly, the statement in 
the fly-leaf of Manuscript C mentions that it was "written out under the direction of Charles Philip Brown, 1830" 
(Acharya, "Preface," Manastira. on A.rchitecture and Sculpture, pp. ix-xi). 

10 The city of Tanjavur and the region around it (which came ta be known as the Carnatic) has had a quite 
checkered history from the age of the Cola empire onwards. After the decline of Cola power in the thirteenth 
century, Tanjavur was occupied successively by the PâJ.l.(j.ya kings of Madurai, the Hindu Vijayanagara empire, the 
Muslim kingdom of Bijapur, the Hindu Marathas, and the Muslim Nizam of Hyderabad. The region also witnessed 
the presence of and rivalry between the European colonial powers of Portugal, Holland, Denmark, France and 
Britain in the form of trading companies, first for trade and then political control. These colonial powers (especial1y 
the French and the British) often intervened in the rivatries between the native king doms of South India. The British 
(the English East lndia Company) emerged as the strongest among all the powers, bath colonial and native, and the 
whole of South India gradually came under their direct or indirect control. Tanjavur and the Camatic were annexed 
by the Company forces under the command of Lord Wellesley in 1799. For a brief account of the history of the 
œgion, see K. Rajayyan, A History of British Diplomacy in Tanfore (Mysore: Rao & Raghavan, 1969), and also 
Selections from History of Tamil Nadu, 1565 -1965(Madurai: Madurai Publishing House, 1978). 

llThis Event occurred within the larger context of British (and European) interest in topics Indian -
religious, intellectual and artistic - in the late eighteenth and early nineteenth centuries when the foundations of 
Indology as a c1assical scientific and systematic discipline were being established. The gradual emergence of 
Orientalist scholarship in the particular realm of art and architecture can be traced from within the complex histary 
of European encounters with and respanses ta lndian art. For a thorough documentation of the history of European 
encounters with rndian (especially Hindu) art from the Middle Ages onwards, see Partha Mitter, Much Maligned 
Monsters: A History of European Reactions to Indian Art (Second Edition, Chicago: The University of Chicago 
PI'ess, 1992). This is, indeed, a sweeping panorama of history that encompasses several centuries, personalities, and 
artistic and scholarly enterprises. For a modest yet focused study on the dis course on Indian architecture in the 
nineteenth century, see Sonil Bafna, The Nineteenth Cenwry Discourse on Indian Architecture (Cambridge, MA.: 
Department of Architecture, Massachussets Institute of Technology, M. S. Thesis, 1993). 

As Mitter shows, the early "studies" by Europeans on Indian (Hindu) art ranged from responses to conCI-ete 
encounters with the actual monuments and images of deities, ranging fram the vivid and almost always fictitiously 
distorted accounts by medieval travelers, through the more sober yet often-times prejudiced reports by Jesuit 
missionaries in the sixteenth and seventeenth centuries, to the enthusiastic writings of the freethinking antiquarians 
of the eighteenth century. In the latter half of the eighteenth century, with the arriva1 of Sanskrit texts in Europe th al 

tdggered the "Oriental Renaissance" there, the climate was set for the study of lndian art ta take a "phil010gical 
turn." Even though religious texts received the primaly attention of Orientaiist scholars, attention was drawn ta 
Sâstraic texts on the mechanical and fine arts as we1l. Sir William Jones, the pioneering scholar in the field of 
comparative philology and the faunder of the Asiatic Society in Bengal in 1780, wrote in the first issue of the journal 
of the Society in 1788: "The Silpa Sastra, or collection of treatises on Arts and Manufactures, which must have 
contained a treasure of useful information on dyeing, painting, and metallurgy, has been sa long neglected, that few, 
if any traces of it are found ... " (Jones, "Discourses," Asia.tic Researches1, 1788, p. xiv; quoted in Mitter, Much 
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employed scribes (specializing in the "craft" of manuscript copying) from outside the 

vastusastraic tradition to "preserve" the text that they somehow came to possess is 

symptomatic of a rupture that was beginning to occur in the continuum of knowledge-

transmittance within the tradition. At this historical moment, the c1imate was ripe for a 

modern srudy of vastusastra, which was undertaken by a freelance lndian scholar, Ram 

Raz. 

1.1) The Contribution of Ram. Raz 

Ram Raz's study of Hindu architecture based on one manuscript of the Manasara and 

of a few other South Indian treatises such as the Maya.mata and Sakaladhikara was 

published posthumously in 1834 under the title An Essay on the Architecture of the 

Hindus. 12 Ils contents were a "Preface," two letters of correspondence by Raz to a 

certain Richard Clarke, a letter that Raz's wife wrote after his death, the essay itself, 

and forty-eight plates of illustration. Ram Raz was an lndian judiciary official with the 

East India Company and a corresponding member of the Royal Asiatie Society of Great 

Britain and Ireland. The project of the study was commissioned by Richard Clarke. 13 

The original intent of the commission was to prepare a translation of the manuseript 

from Sanskrit to EngHsh in arder to present the ruies and preeepts of Hindu architecture 

Maligned Monsters, p. 147). Tbe initial effOlts of the British officiais ta calle ct and preserve (through transcription) 
the manuscnpts of the Mtina.stira mal' be seen as a heed ta the call issued bl' Jones ta consult the sastraic texts. 

12Ram Raz, Essay on the Architecture of the Hindus (London: John William Parker, 1834). The Canadian 
Centre for Architecture in Montreal holds a copl' of the original edition. 

13That the project was commissioned by Richard Clarke, Esq. is stated by the aurhor of the "Preface." It 
1S evident aiso from Raz's two letters ta Clarke. Richard Clarke was an official of the East India Company, holding 
offices in the Civil Department of the Madl"as Government. He was also a Senior Member of the Fort St. George 
Col1ege in Madras and had wntten an essay titled "Rickard's lndia" (Ibid., "Preface," pp. iii, vi-viii). The name of 
the authot" of this "Preface" is not given in the text. Mitter takes him ta be Clarke himself (Mitter, Much Maligned 
Monsters, p. 183), whi1e Pramod Chandra identifies him as a certain Captain Harkness (Pramod Chandra, "The 
Study of Indian Temple Architecture," in Chandra, ed., Studies in Indian Temple Architecture [New Delhi: 
Amencan Institute of Indian Studies, 1975], p. 1, note 1). 
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and sculpture ta the European public. The obscure technical terms of the text proved 

insurmountable obstacles for European freelance architectural enthusiasts ta translate 

it; hence the agent of the project of translation had ta be "from within" the tradition. 

Ram Raz was perceived by the British patron as the persan best qualified ta undertake 

the project. On the one hand, Raz was Indian and a Hindu of high lineage. 14 Even 

though not a sthapati or a sthtipaka or even a scribe, thus not in any sense from strictly 

within the vastusastraic tradition, the fact of his birth in a high caste gave him access ta 

Sanskrit which he most probably learned in his young age. He was also in a privileged 

position to be able ta seek the assistance of bath the "arrist and philologist" (in the 

words of Clarke 15) , ta unravel technical and Hnguistic knots in the text in the course of 

translation. On the other hand, he was an initiate in the modern European mindset, 

having studied English and worked within the British bure aucratic and judicial 

structures in India. 16 

Raz set out ta translate the entire text of the JI/Itinastira but saon realized that it was a 

ne ar-impossible task, for a number of reasons. Ta begin with, the manuscript of the 

Mtinastira and that of three other texts he had collected did not contain the full contents 

14Raz , barn in Tanjavur in 1790, daims 1:0 be a descendant of the Vijayanagara bngs (the ward raz being 
a vernacular variation of raj meaning "king"). He must have belanged ta the k$atriya, kingly, caste. 

15lt i5 significant that Clarke mentions the more generic silpf, «artist" (or "craftsman" - the distinction does 
not quite apply in the context of runeteenth century India), and tbe (Brabm~a) pa1)!jita, "philologist" (traditional 
scholar, man of letters) instead of sthapali, master-builder, and sthapaka, temple-priest. in association witb the 
treatises. This 15 echoed by Raz as weIL This seems 1:0 stem from, on the one band, an unfamiliarity on the part of 
botb Clarke and Raz with tbe extent of the Agamic association of vastusastra (a fact that oruy later scholarship 
brought 1:0 1ight) that led them ta see vastusastra in a more secuiar light, and.on tbe otber, tbe possibility of a state of 
decadence of the vastusastraic tradition in bath its tbeoretical and practical dimensions. 

16Raz started his career with tbe East India Company as a c1erk ta the Adjutant of tbe Native Regiments of 
Infantry. In 1815, he was derk at the office of the Military Auditor General. Later he was appointed as Head of the 
Fort St. George College Office by Richru-d Clarke. and then as Head English Master ta natives. His career 
culminated in bis appointment as Honorable Judge and Magistrale of tbe Adawlat Court in Hosoor (in Mysore 
Province, South India). 
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of the texts. Also, the language of the texts posed problems even ta the traditional 

craftsmen and men of letters. In his first letter ta Richard Clarke, he wrote: "The few 

scattered fragments are scarcely intelligible ta the best pandits, since they are sa full of 

memorial verses and technical terms that none but those who have been initiated 

regularly in the study of the art can comprehend them fully."17 However, he fa und that 

the silpfs, craftsmen, themselves were "men of very Hmited acquirements, and totally 

unacquainted with the science."18 Presumably under the influence of the eighteenth 

century European antiquarian mindset of dating bath the monuments and texts of India 

ta a hoary antiquity, Raz cast some of tbe blame of unintelligibility of tbe texts on tbe 

sages of antiquity: 

It is a melancholy truth that tbose venerable sages ta whom our works on arts 
and sciences are attributed, in endeavoring ta commurucate instruction ta the 
wodd bave been guided ratber by a mistaken ambition for rendering themselves 
reputable by the difficulty and abstrusiveness of their style, than hy an anxiety 
ta make themselves inte11igihle. 19 

Raz admitted tbat he was incapable of surmounting these difficulties and proposed ta 

limit his endeavor ta writing a short essay on Hindu architecture. He said that be might 

17Raz, Letter ta Richard Clarke, Madras, 13th Octaber, 1827 in Raz, Essay on the Arcbitecture of the 
Hindus, p. x. 

18Ibid. As said in Note 14 ab ove , this points to a state of decadence of the vastusastraic tradition at that 
rime. Raz in his second letter ta Clarke (Madras, 13" January, 1828), wrote: "Tbe best workmen - disused ta tbeir 
own ancient style of building durable public Edifices - now display an ignorance of it for want of encouragement 
owing ta dec1ine of native rule .... The study of tbis art [vastusastra] bas been long neglected ... [tbe] few 
manuscriprs have a lot of errOt"S" (Ibid., pp. xi-xii). 

l%.az, Letter ta Clarke, 13th Ocrober, 1827. in Ibid., p. x. He was a1so aware of tbe debate amongst the 
antiquarians regarding the relative influence between Egyptian and Indian architecture, stemming from the notice of 
some of their formal resemblances. He refused to cake sicles in this debate stating that the resemblances may have 
been accidentai -- tbat is, the respective architectural traditions of Egypt and India may bave developed on their 
m'ln, since "the wants felt by man being the same, it is not surprising that the remedies resorted to for supplying them 
should be similar or nearly sa." If, on the other hand, there was indeed an exchange between the two cultures, Raz 
states that there 15 not enougb evidence to take a conclusive stance on the issue: "The Western writers on antiquities 
bave not placed chis matter beyond doubt. And for ml' own part, l will not venture ta affirm any ching with certainty, 
until l have collected sufficient information ta form an opinion ... until tbe silpasastra of the Hindus is correctly 
illustrated and laid before tbe public, tbe question ... must remain problematical" (Raz, Letter ta Clarke, 13'" 
January, 1828, in Ibid., p. xiii). 
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add ta this essay, "sorne descriptions of a few temples and porticoes principally taken 

from the Camatic, with corresponding designs."20 

Raz begins the essay by stating that sixt y-four standard treatises on architecture and 

sculpture under the genre of silpasastra are known ta exist.21 This information was 

obtained by him from "memorial verses of artists [that] seem to be patronymics of 

deities who revealed the particular art or authors of the treatises, the rishis (sages) of 

antiquity."22 He then lists a number of texts whose "scattered remains" were extant.23 

He had procured manuscripts of five texts: the Man asara , Mayamata, Kasyapa, 

\laikl1ana.sa. and SakaJadhikara .. 24 Based on the manuscript of the lv'lanasara that he 

found, Raz states thus: 

lvfanasara is the most perfect [treatise] 1 have seen, and perhaps the most 
perfect on the subject that now exists. It is stated ta be a production of a sage 

20Raz, Letterto Clarke, B ili January, 1828, in Ibid., p. xiv. 
Raz did manage ta find "a sculptor from Tanjore of the Cammata tribe who was well acquainted with the 

practical part and with most of the terms used in the art" (Letter ta Clarke, l3 ili October, 1827, in Ibid., p. x) who 
might have helped him ta decipher sa me of the technical terms in the text. 

Parth a Mitter errs in saying that Raz made the ]",fanasara "available for the first Lime in English translation 
... " (Mitter, Much Ma.1igned Monsters, p. 186). On the other hand, Sonit Bafna is more accurate when he says that 
" ... in the end [Raz] produced not a complete translation but comparative commentary on [the treatises)" (Batna, 
The Nineteenth Century Discourse on lndian Architecture, p. 35). 

21Raz disagrees with William Jones who had stated that the known sixt y-four treatises "contained useful 
information an sixt y four different arts and manufactures." Raz translates si1pa as "manual art" and sastra as 
"science," thus silpaStistra ta mean "mechanical arts, commonly architecture." According ta him, the sixt y-four 
silpasastra texts aœ therefoœ solely on architecture and sculpture. He says chat of these, thirty-two are mukhya, 
"principal," and thirty-two, upa, "subordinate," treatises (Ibid., p. 1). Raz does not elaborate on the distinctions 
"principal" and "subordinate"; neithet" does he comment on his qualification of the treatises as "standard." 

22Ibid. 

23The texts that Raz lists are Manasara, Mayamata, Kâsyapa, Vaikhanasa, Sakaladhikara, v'jswakarmlya, 
San a.tkum ara , Saraswatyam and Pancaràtram. The fact that he was not quite aware of the distinction between the 
theological Agama and the more technical silpa- or vastusastra is evident in his inclusion of two Agamas, 
Vaikhanasa and Pancaratram (bath Vai$1).ava and not Saiva) in this list. 

24Acharya, based on his familiarity with the physical attributes of the eleven manuscripts (A ta K) of the 
Manasara that survive today, thinks that the one that Raz procured might have been the manuscript J (Acharya, 
"Preface," l\;[tfflasâra on Architecture and Sculpture, p. xiv). 

Raz complains once again about the general condition of the se texts: 
Mutilated as tbey invariably are in many important parts, almost every line of them is not only 
disfigured by gross errors, perpetuated by a succession of ignorant transcribet"s, but the technical 
terms and memorial verses with which the whale abounds, are rusa little understood either by the 
artists or the pandits of the present day (Raz, Essay on the Architecture ol the Hindus, pp. 2-3). 
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named Manasara, and is of great celebrity in the south of India as affording 
copious information on every branch of the art on which he tre ats, but 
particularly on that of building sacred edifices, and is often consulted by the 
artists as the highest authority for the solution of contested points in 
archite cture. 25 

His statement that the 1vUnasara was consulted by arrists ta resolve architectural 

contestations contradicts his own earlier statements that the technical terms in the texts 

were little understood by the artists.26 Barring this one contradiction, Raz's statements 

are consistent in giving a rough picture of the condition of vastusastra at that time. 

Both in its theoretical and practical dimensions, vastusastra was in a general state of 

decadence. Raz observes that the dec1ine of practice corresponding to dec1ine of native 

rule and patronage, together with the rivalry between the Brahma1)as and the artisans 

(who jealously guarded the treatises and the knowledge of craft) gradually rendered 

obsolete the treatises and their theoretical contents.27 

The manuscript that Raz was using had only fort y-one chapters of the text. However, 

in its preface, fifty-eight chapters and their contents were enlisted. He inc1udes these in 

a lengthy footnote. About the dates of the 1vlanasara. and the other texts, he comments: 

"The exact age of ... these treatises is very difficult ta ascertain. Tradition gives to 

most of them an antiquity altogether extravagant."28 To him, the efforts at dating them 

are hardly successful since "ancient history and chronology of the Hindus are obscure 

25Ibid., p. 3. 

26Partha Mitter's statement chat the "aesthetic manual ... Manasara ... was consulted by practicing 
architects dawn ta Ram Raz's day," has no empirical substantiatian except for Raz's own self-contradictory 
statement on this (see Miteer, Much Maligned Mansters, p. 186). 

27Raz, Letter ta Clarke, 13,h January, 1828, in Essay an the Architecture of the Hindus, pp. x-xii. 
28Ibid, p. 8. 
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and oblivious."29 He finds in the treatises correspondences with the religion and rituais 

of the South, from which he draws the conclusion that aH of them are of South Indian 

origin. From the few instances in the Manasara. where it is said that it was written hy 

the sage Manasara, Raz takes the term manasara, meaning "essence of proportion," as 

bath the name of the "author" and title of the work. 

After these introductory remarks, Raz sets out ta present the fundamental 

characteristics of Hindu architecture based on the contents of the text: the hierarchical 

structure of the huilders' guild, the range of subjects that the builder needs ta he 

knowledgeable in,30 the selection of site, its orientation using the gnomon, components 

of a temple structure and tlieir various shapes and proportions that give rise ta the 

different "Hindu orders." At one point, he states that he 1S glossing over several 

sections of the manuscripts. In these sections are elaborated 

... minute description of the mysteries, rites and sacrifices to be performed on 
various occasions in the building of temples, houses, villages, towns and ciries; 
the ceremonies attending the consecration of images, the mode of determining 
the propitious measurement for commencing ta Iay the foundation of an edifice, 
as weil as the ruies for predicring the future prosperity of him who causes the 
edifice to he raised hy the aspect of the stars, the situation of the building with 
respect ta cardinal points and other astrological devices. 31 

29Ibid. However, Raz cannat resist speculating based on "internal evidence" in the texts (which he does 
not specify) that they were written "in a period subsequent ta the canonization of [the four Tamil holy men] Appar, 
Sundarar, Sambandar and Manikkavasakar [who] lived between the third and fifth century of Salivahu,", 

In conneclion with the text SakaJadhikara which i5 attributed ta the sage Aga.~tya, Raz gives a short 
account of the legend of Agastya as the one who introduced the North Indian religion in the South, settled the first 
Brahmal)as tbere, invented alphabets for the Tamil language and refined Tamil on the principles of Sanskrit (Ibid" 
pp. 7-10), 

30rhe Miinasâra mentions this only in a generic ma1l11er, that the sthapari should be well versed "in all the 
sciences," but Raz gives a list: arithmetic, geometry, drawing, sculpture, mythology and astrology. He then 
compares this point favorably with Vitruvius' treatment of the same (Ibid" p, 15), 

31Ibid" p, 5, 
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These, to him, "are not immediately connected to the purpose of this essay."32 The 

same attitude prevails in his treatment of the "mystical figure" which, in later 

vastusastraic scholarship came to be known as the vastupuru$amaw;iala.33 Raz dwells 

briefly on its role and function in the construction process,34 but finds it as "Httie 

interesting or instructive ta the European reader."35 lndeed, Raz here is influenced by 

and speaking ta the formalist mindset of his nineteenth century European audience that 

1s characterized by the denial of any transcendent meaning ta architectural form. 36 

As he delves into the minutiae of me asurements. proportions and ornaments of the 

different "Hindu orders" mentioned in the texts (especially the !v1ana.sara., the "most 

perfect" one), Raz finds that their tre atment 1s rather obscure. This causes him ta shift 

tactics, sa ta spe ak, in the m anner of studying the text: " ... as an accurate ide a ... can 

be formed only by ocu1ar observation of these decorations, it has been deemed 

unnecessary ta follow our text tao c10sely on this subject."37 The question, then, of the 

32Ibid., p. 22. He had mentioned this in his letter to Clarke (dated 13'" January 1828) as weil: "[A] 
considerable portion of the silpasastra. i5 connected with tapies af religiaus rites, sacrifices and astralogy with which 
we have no immediate cancern." 

330n the histary of the concept of vastupurUljamaI:lI;Ia.la as a construct of modern schalarship, see Sonit 
Bafna, "On the Idea of the Ma.J)tjaJa as a Governing Deviee in Indian Architectural Tradition" in Journal of the 
Society of Architectural Historians, Spring 2000, pp. 26-49. 

34Raz states: 

35Ibid. 

[The] mystical figure ... traced on the ground plan of villages and cities for the purpose, not oruy 
of offering oblations and sacrifices ta the divinities who are supposed to preside over their 
various parts; but also of dividing the area into severa! compartments, ta be applied, accOt-ding ta 
their supposed fitness, ta the building of temples, and the formation of high roads, streets and 
ciries; ta each of which purposes the part over which a certain deity presides is considered more 
adapted than any other (Ibid., p. 41). 

36In the nineteenth century Europe of deonta!ogized grammars and art histories, Raz's work gained 
mention in the English designer Owen Jones' Grammar of Ornamenl (1856) and the German art histarian F. Kug1er's 
Handbuch der Kuntsgeschichte (1842); (Mitter, Much Maligned Mansters, p. 183). 

37Ibid., p. 29. Raz registers his protest at the manner in which the Lext deals with the subject: " ... such a 
loose manner of prescribing l'u1es for the dimensions of architectural members must be considered abjectionable, and 
but little compatible with science and taste" (Ibid., p. 26). 
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exact raIe of the text with respect ta architectural abjects remains unanswered in Raz's 

work. 

Raz compares the formaI aspects of Greco-Roman and Hindu orders such as 

ornamentation, intercolumniation, and systematization of proportions of the column 

b ased on the principie of apparent diminution of diameter with height. He argues 

strongly that due respect be given to lndian architecture for its achievements. Here, he 

may have been reacting against the prevalent "Classical bias" in European 

architectural discourse. Towards the end of the essay, after having presented 

systematically the principles, rules and classifications of Hindu architecture based on 

the contents of the treatises, Raz finds it an opportune moment to "indulge in a few 

words relative to [its] general appearance, and to the ideas which this is calculated to 

impress upon the mind."38 We11 informed of the architectural discourse in Europe 

around the aesthetic category of the sublime, his appraisal makes ample use of that 

notion.39 He quotes two authors (without naming them) as saying that "architectural 

sublime" consists in "magnitude, height of the buildings, and solidity of the materials," 

and ln " ... splendor, magnificence and an inspiring appearance."40 Raz patently 

38Ibid., p. 62. 

39In the emerging "science" of aesthetics in the eighteenth century Europe of the Enlightenment, the 
categorl' of tbe "sublime" was proposed as distinct from (and even in opposition ta) that of the "beautiful" bl' 
Edmund Burke in bis influential work, A Philosophical lnquiry inw the Origins of the Sublime and BeautiIul, 
published in 1757. Kant also discussed the notions of beautl' and sublimity in his Critique of Judgement. Whether it 
be in Burke's primari1y psychologie al or Kant's philosophica1 approach ta aesthetics, the issue at stake in this 
discourse was not sa much the qualities per se of the aesthetic abject as the stace of the mind of the perceiving (or 
racher cognizing) subject. Thus, if beautl' (explained first by Plata in metaphysical teons of essence, and from the 
Renaissance onwards increasingly along rationalist hnes) was perceived ta be the category fit for Classical works of 
art and architecture that maintains the mind "in restful contemplation," then sublimitl' (defined in late antiquity bl' 
Longinus as the qualitl' that produces "not persuasion but transport") suited everytbing non-Classical su ch as 
Egyptian, lndian and Gothie, and aroused the strong emotions of terraI" and pain. For the influence of the notion of 
the sublime (as well as the later Romantic notion of the picturesque) among Europeans studying lndian art, see 
Mitter, Much Maligned Monsters, pp. 120-140. 

4~az, Essay on the Architecture of the Hindus, p. 62. 
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observes that the Hindu temples possess these qualities "in an eminent degree, 

independently of that sort of Hght betwixt gloom and glare which increases the 

sublimity in architecture," and that " ... in behoiding these majestic and stupendous 

works, we are stt"'Uck with admiration and respect, and animated with emotions of piety, 

virtue and religion."41 

Finally, a few words ought to be said about the illustrations in the book. The majority 

of the forty-eight plates are illustrations of details of component parts of temples such 

as the tower above adytum, pedestal, base, pi11ar, entablature, gatehouse, and 

ornaments on them. A few plates are dedicated ta layout schemes of villages. The 

figures were draughted in single Hne pen and ink, by a firm in London.42 Precision and 

due attention ta disposition of architectural components are their hallmarks. In most 

cases, they were constructed solely on the textual accounts. With respect ta existing 

buildings, their correspondence was limited to a vague similarity (Fig. 13). There are a 

few scattered instances, however, in which an existing temple is documented: Plate 

XXIII is the front elevation of the vimana of the temple in Srirangam, and XXIV its 

side elevation; Plate XXX is the side elevation of the Vaikul)tanatha Temple in 

Kanchipuram; Plates XLVII and XL VIII are bath folded ones containing a frontal 

axonometric and ground plan respectively of the "Pagoda (temple) at Tiruvalur" (Fig. 

14). This relative disinterestedness towards existing temples owes to the initial 

41Ibid. Raz goes on to say that the Egyptian pyramids are best calculated to produce these impressions. 
The Hindu temples are "pyramidal," but sma11er in 5ize. However, he says, they were aiso executed with great skill 
50 that "the parts are formed for the eye to embrace the whole, at the same time ... the sight 15 bewildered with the 
infirute variety of decorations. The interior, aiso, 1S so constructed as ta cast a visible oblivian, that indispensable 
requisite of the sublime" (Ibid.). 

42At the bottam of the plates is written: "Lithagraphed for the Roya! Asiatic Society by Day & Haghe, 
Lithagraphers ta the King, Gate Street Lincoln's Inn Fields," 
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philological (rather than archaeological) emphasis in the nineteenth century discourse 

of architecture. Following this, architecture was understood, as Sonit Bafna rightly 

observes, "as a 'science,' a codified set of ruies about dimensions and combinations ta 

be applied ta a given set of elements, ... as a canonical body of knowledge 

comparable ta the disciplines of grammar, anatomy, medicine and law, and defined 

through texts and treatises."43 In the end, the illustrations fail ta bridge, on the one 

hand, the already existing "conceptual" (and not "real") chasm between traditional 

architectural theory and practice further widened by Raz's modern study, and on the 

other, the lacuna between traditional and modern architectural practice. Rather, as 

merely "constructs," they remain in an abstract, conceptual, realm. 

In the intervening years between Raz and P. K. Acharya, whose work marks the next 

major episode in the history of scholarship on the Manasara, lndian architectural 

discourse took a decisively archaeological turn.44 These archaeological years of the 

nineteenth century were dominated by four towering figures, all British: James Prinsep, 

Alexander Cunningham, James Fergusson and James Burgess. Architectural discourse 

still served the more general project of reconstructing the ethnographie and religious 

history of the nation. In an address to the Society of the Arts in London ln 1867, 

Fergusson said: " ... the architecture of the country (India) may be considered as a 

43Bafna. The Ninereenth Century Discoufse on lndion Architecture, p. 39. On the illustrations in Raz's 
book, he comments: "For Ram Raz, the building was important only as an illustration of a pru'ticular set of roles or a 
typology defined in the Silpa Sastl"as" (Ibid). 

Prior to Raz's period, European antiquarians and travelers had sketched and studied Hindu temples and 
orher monuments as part of their larger scheme of deciphering the mythologies in order ta reconstruct the history of 
aneient India. Based on a measured drawing prepared by Le Gentil de la Galasiere (a member of the French 
Academy of Sciences who crune to India in 1779 and studied Hindu astronomy, religious rites and architecture of the 
Coromandel coast in South India), Bafna shows that, for him, the Indian monuments were "a repository of dues 
regarding lndian mythology"; he w as "more interested in the iconographical aspects of tbese buildings" (Ibid). 

4+rhe seeds of scientific archaeology were already present in the works of antiquarians and travelers su ch 
as Le Gentil. 
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great stone book, in which each tribe and race has written its annals and recorded its 

faith."45 In arder ta study the ethnography from Hterary sources, he pointed out that one 

must study a great many languages, some of them extinct, whereas 

... architecture has the advantage, that it is more distinct, that it never shifts its 
locaHty, and that it does not change with time: and in India especially, where we 
have so many rock-cut examples, we know exactly what the religion, what the 
art and what the civilization of the people were who excavated them. . .. we 
can read the thoughts they then were wishing to express.46 

However, architectural discourse wrested free as an autonomous discipline during this 

period itself, in and through Fergusson's own endeavors. While Cunningham limited 

himself more or less to strictly archaeological field survey and rese arch ,47 Fergusson 

dared to weave a grand theory of lndian architecture along historicist lines48 out of the 

hard data that he collected, especially by the prolific use of photography.49 Fergusson 

was the first scholar to write a comprehensive history of 1ndian architecture, the work 

published as History of lndian and Eastern Architecture,5o His main concern in this 

work was the morphological evolution of Indian architecture: the deline ation of 

45James Fergusson, On the Study of IndianlJ.rchitecture (London: John MUlTay, 1867), p. 10. 

46Ibid., p. 11. The primary focus of James Prinsep's endeavors was precisely this: deciphering inscriptions 
found on monuments. He was the first ta read the ancient Brahmi script and decipher the inscriptions of the 
Mauryan emperor Asoka (c. 260 BCE); (see Dilip Chakrabarti, A. Histary of IndianlJ.rchaeology: From Beginning ta 
1947 [New Delhi: Munshiram Manoharlal Publishers, 1988]. pp. 32-34). 

47Cunningham built up such a formidable reputation as archaeoJogical surveyor that he was appointed the 
first Directot' General of the government-sponsored Archaeological Survey of India in 1861. For his contributions, 
see Ibid., Chapter II, "Alexander Cunningham' s Surveys and the Worb of His Contempm'aries and Successors." 

48The historicism of Fergusson owes above all, perhaps, ta the philosophy of history of the most influential 
thinker of the lime, G. W. F. Hegel. Significamly, in his universal histary of art, Hegel had written on Indian art as 
stagnant or Decadent, being incapable of the unilinear historical progress that, ta him, Western art demonstrated (see 
Mitter, Much Maligned Monsters, pp. 208-220). 

49In his Preface ta the First Edition of his work History of lndian and Eastern Architecture, Fel'gusson 
daims: "1 possess, ta give a single instance, more chan 3,000 photographs of Indian buildings, with which constant 
use has made me as familiar as with any other object that is perpetually before my eyes ... " (Fergusson, HislOryof 
lndian and Ea.stern Architecture, Revised and Edited, with Additions [London: John Murray, 1910], Vol. 1, "Author's 
Preface ta the First Edition," p. lX). 

50At first, this work made up one of the volumes of his four-volume lJ.rchitecture in Ali Countries. tram the 
Earliest Times ta the Present Da.y, pubhshed by John Murray, London in 1867. It was published independently as 
History of Indian and Eastern Architecture in 1876. A second edition of the book was published in 1910. 
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architectural styles and tracing their historical origin and development. In the process, 

architectural intentionaHty - "the thoughts they wished to express" - received only 

scant consideration. 

2. P. K. Ac.harya's work. on the MiüJ.aslIra 

The philological approach to the study of lndian architecture was revived in the early 

twentieth century when the Sanskrit scholar and professor P. K. Acharya took up the 

study of the 1vfanasâra. He was aware of the fact that Raz's book had stirred up interest 

in the "monumental work" of the 1vfânasâra among some scholars. However, eighty 

years had elapsed after Raz without any research done on the text. When Acharya 

began his research in 1914, he had already collected e1even "badly preserved" 

manuscripts: a considerable advance from Raz's possession of a single manuscript. 

Ach arya' s re se arch on the text obtained him a doctoral degree from the F aculty of 

Letters at the University of Leiden in 1918. His research led him a1so ta the University 

of London, from where he eventually obtained a D. Litt. degree. He published his 

dissertation at Leiden in 1918 under the title, A Summary of the Mânasâra.: A Treatise 

on Architecture and Cognate Subjects.51 It is evident that in arder to prepare this work, 

Acharya had ta not only collate and critically edit the manuscripts to produce a 

complete version of the text with seventy chapters, but a1so translate the text sa as to 

access its contents. In this publication, the contents of the seventy chapters of the 

51p. K. Acharya, A Summary of the MiInasara: A Treatise on Architecture and Cagnate Sub.iects (Leiden: 
E. J. Bri11, 1918). In the "Preface" of this publication, Acharya states that it 1S only a small portion of an Introduction 
ta the first Edition and the English translation of the Manasara, both prepared by him (but not yet in prim at that 
time). He states that the objective of this Summaryis "nothing more than ta introduce the various topics in brief and 
facilitate the understanding of [his] Translation of the Text" (Ibid., p. vi). 
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critically edited ]l;Uinastira. is presented with extreme brevity (in seventy-two pages). 

Appended to it are four pages of "Addenda and Corrigenda," but more interestingly a 

section titled "Theses." Acharya presents twelve "theses," a set of points of 

observation regarding the text and its contents (which he was ta develap into 

formidable arguments in his later writings). These inc1ude, among others, the 

following: 1) meaning and use of the term ]l;fi'inastira as "the essence of measurement": 

and as denoting both authar and wark; 2) the reasan for the bad Sanskrit of the text as 

the literary deficiency of the architects who wrote it; 3) the relation of indebtedness 

between the ]l;ftinasara on the one hand and the architectural portions af Pura:t;ric and 

Agamie texts on the other; and 4) the similarities between the Manasara and the 

treatise of Vitruvius as pointing to their mutual dependence.52 

Acharya's ultimate aim was, as noted already, to prepare a critical edition of the text 

and its translation into English - a thoroughly philological project, in which the 

language of the text had to be taken into full consideration. Echoing the opinion of 

Sanskritists that the language of the Manasara. is a "most barbarous Sanskrit," Acharya 

says: 

[The language of text] can hardly be called Sanskrit, which etymologically 
means the refined language of the Aryans, of their Vedas, Epies, Dramas, and 
other sweet literature. The text tS replete with obsolete expressions and 
technical terms, of which there 1S no elucidation in any of the existing 
dictionanes.53 

52The twelftn and last "tbesis" occurs as a complete surprise in tbis cantext. Ir states tbus: "Krisbna's 
advocacy of war described in the Bhagavadgita is justifiable, in atbe!' words, it was Arjuna's sad dut y ta kill bis 
relatives in the war for a rigbteous cause" (Ibid., "Tbeses," p. 5). Acharya gives no hint at al! regarding what 
prompted him ta insert in this book as a final ward, su ch a statement on the war in the epic Mahabharata tbat has 
notbing ta do witb tbe Manasara. 

53Ibid., p. i. 
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In order ta deal with this problem of obscurity, Acharya, at the suggestion of the 

authorities at the University of London, set out first to prepare "a full dictionary of aH 

the architectural terms used in the Mtinastira with explanations in English and 

illustrative quotations from cognate literature."54 He completed this dictionary after 

consulting not oruy the ll/Uinastira but other known vastusastraic texts, sastraic texts in 

other disciplines such as politics and astrology, texts containing mythological and 

legendary accounts (Epies and PurliI}as), theological texts (Agamas), works of literature 

(poetry and drama), as weB as archaeological records from archaeological survey 

reports, and inscriptions published in the volumes of Epigraphica Indica, Indian 

Antiquary, Corpus Inscriptionum Indicorum and others. The dictionary, which became 

the first volume of Acharya's seven-volume Mtinastira series, was published by Oxford 

University Press in 1927 under the ride, A Dictionary of Hindu Architecture.55 The 

Dictionary 1S, in itself, a monumental achievement: the extent of Acharya's survey for 

its preparation was vast, and the list of technical terms of architecture inc1uded in it, 

thorough and exhaustive. Regarding its method and structure, Acharya states that he 

foHowed those of the Index ta the names in the Mahabhara.ta compiled and arranged by 

S. Sorensen, as weH as the Vedic Index of Names and Subjects compiled by A. A. 

Macdonnel1 and A. B. Keith. In the Dictionary, Acharya daims to have gone mu ch 

beyond the method in the above works of giving references to the names, ta cite the 

original passages in text or translation in which the term was found. He c1aims that 

54Ibid., pp. i-ii. 

55 Acbarya admits tbat the dictionary owed its origin ta the glassary of arcbitectural terms faund in the 
Ma.11asara wbich, inspired by the advice of F. W. Thomas, Librarian of the India Office in London, he had prepared 
for his awn private use in arder ta edit and translate the text (Acharya, A Dictionary of Hindu A.rchitecture. 
Mana.sara Series, Vol. l [Rpt., Delhi: Law Price Publications, 1995], "Preface," p. vii). 
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presenting the full context of the terms was necessary to bring out the distinctions ln 

meaning found in their usage.56 For ward-arder, he followed the Sanskrit alphabet 

rather than the Roman, even though the words (as well as the citations) were 

transliterated into the Roman alphabet. 

Acharya's method of quoting from diverse literary and archaeological sources pays off 

weil in that it makes the Dictiona.ryquite colorful and rich, and much more than a dry 

technical glossary. There are occasions, however, at which the method tends to become 

an end in itself, attempting ta inc1ude too much information, risking loss of relevance. 

One such instance is when he discusses nagara, city. There, Acharya quotes from 

numerous sources, including a lengthy quotation of Vitruvlus' discussion of cities. This 

juxtaposition is rather affected; it does not contribute much ta the basic intent of the 

Dictiona.ry - ta explain lndian architectural terms. There are two lengthy appendices to 

the Dictionary .... the first is a list of known lndian treatises on architecture, compiled 

from various manuscript catalogues. In this appendix, white giving information about 

the ]I/[ayamata, Acharya delves into lengthy quotations from various antiquarian 

scholars conducting research on Mayan clvilization in Mexico. He conc1udes the 

section by quoting a statement by Professer Graf ton Elliot Smith of University College, 

London, on the possible influence of the Indian intellectual and architectural traditions 

on Mayan c1vilization: "At University College, we are absolutely convinced that the 

Maya civilization was direct1y derived from India. We regard it as certain that 

5GAcharya demonstrates this by giving the example of the technical term pf[ha. which has several 
meanings: seat, altar, platform, pedestal of a column, basement of a building, plinth, the base of a lùiga. Short 
quotations such as PIrham a$t1i.Jigulam, found in the St. Petersburg Dictionary (the lat'gest Sanskrit dictionary, 
compiled hy the German Sanskritists Bohtlingk and Roth) are not enough ta make dear these shades of meaning. In 
citing the encire passages, Acharya daims ta go beyond even the St. Petersburg Dictionary (Ibid., pp. x-xi). 
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between the Fourth and the Twelfth Century there was a penetration from the South-

East of Asia."57 Evident1y, this is the argument that Acharya favors as wei1. The 

second 1S a list of historical architects with short notes on their works. The source for 

this list, he says, is archaeo1ogical rather than literary, for the sake of historie al 

validity.58 

The Dictionary of Hindu Architecture is an invaluable contribution to scholarship on 

vastvsastra. At the time of its publishing, it was received with great enthusiasm by 

eminent literary and administrative personnel as well as scholars specializing in the 

various branches of Indology.59 However, it has not been found to be in much use in 

vastusastraic scholarship in the post-Independence period. 

The second volume of Acharya's Manasara series 1S titled Indian Architecture 

According to Manasara Vastusastra.. This volume, although small in size, 1S 

encyc10pedic in its scope: in it, Acharya presents a sweeping survey of vastusastraic 

discussions in Vedic, Buddhist and Classical1iterature, summaries and synopses of a 

number of texts (inc1uding the Manasara and lvfayamata), a detailed argument 

57Ibid., p. 781. 

58 Acharya explains in a footnote that the list "does not inc1ude the mere SlOne Masons or Engravers of 
Inscriptions, nor those architects who are mentioned in treatises less historical than tbe Epigrapbical records" (Ibid., 
p.805). 

59In œsponse ta Acharya's statement cbat "[w]hether the results will justify tbe great labor involved will 
bave ta be left ta the actual experiment of those who are in need of such a work ... ," Ananda Coomaraswamy 
affirmed in his "Review of Acharya's Summary of the Mana.sara and the Dictionary' (originally publisbed in the 
Journal of the American Oriental Society, No. 48, 1928) that the Dictionary especially was, indeed, a monumental 
work, and" ... indispensable ta every student of Indian architecture and realia. Orny tbose who work along these 
lines wi11 realize the great labor invoJved in lits] preparation, especially when they are the first of their kind ... " 
However, Coomaraswamy adds a critique that Acharya's work displays a lack of familiarity witb the modes of 
practice of the traditional sthapatis (Coomaraswamy, "Indian Architectural Terms," in Micbael Meister, Ed., Ananda 
K. Coomaraswamy: Essays in Early Indian A.rchitecture [New Delhi: lndira Gandhi National Centre for the Arts & 
Oxford University Press, 1992], p. 72). 
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regarding the date (together with the geo-poHtical and religious contexts) of the text. In 

chapter IV of this volume titled "Manasara and Vitruvius," Acharya conducts a 

chapter-wise comparison of textual contents of the two treatises. He discovers several 

similarities between the two texts in their form and content: their dedications (to the 

creator of the universe and to the emperor [Caesar], respectively60), qualification 

demanded of architects as knowledgeable in a range of subjects, discussion of 

architectural operations such as selection, examination and orientation of site, language 

(ungrammatical, "barbarous," Sanskrit and Latin respectively), as weIl as the ambiguity 

surrounding their titles. From these, Acharya suggests that there must have been a 

"connecting hnk between the two authorities."61 The question was put before the 

Oriental conference held in Calcutta in Janu ary , 1922, but no definitive conclusion was 

reached. The outcome of the conference prevented him from making any assertions 

regarding the "precise nature of the connection between the two treatises."62 

The third volume of the Series is the complete and critical edition of the text in 

Sanskrit, and is titled, Manasara on Architecture and Sculpture: Sanskrit Text with 

Critical Notes.63 In the EngHsh "Preface" to the Volume, Acharya gives a thorough 

description of the eleven manuscripts (A-K) of the text, and mentions the relationships 

60 Even though the Emperol' was divine in the Roman religious mindset, he did not rise to the status or 
function of cre ator of the universe. 

61 Acharya, Indian Al1"cbitecture, p. 159. He" ... refuse[s] ta attribute aH these affinities ta mere chance." 

62Ibid. It seems that Acharya would have favored the indebtedne5S of Vitruvius to the Manasara. A 
similar daim i5 made by Tarapada Bhattacharya, that Vitruvius i5 indebted ta Indian Vastu Sastras (works on 
architecture that he speculate5 ta have existed in antiquity from which even the Ur-Manasara derived). In addition 
ta similarities in textual content, Bhattacharya presents a few scattered archaeological evidences on Roman 
presence in South India (see Bhattacharya, Canons of Indian Art, Chapter XIX, "Relation of Manasara with 
Vitruvius," pp. 196-99). These evidences are far from sufficient to dismiss with finality the possibility of autanomous 
development of the Indian and Graeco-Roman architectural traditions which the two treatises represent. 

63 Acharya's use of tbe term "sculpture" to denote tbat which is "iconography" (in the more precise sense 
and faithfulness ta the context) tells of the secularizing tendency that he inherits from Raz. 
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he discovered between the manuscripts ln the process of collating them. He adopted 

the manuscript I, "the most perfect [one] available" as his Codex Arc11etypus. He aiso 

describes the methodology he followed in the critical edition of the manuscripts, the 

objective of which was "ta prepare an intelligible text." To this end, the numerous 

errors found ln the manuscripts of the text posited a problem, and therefore, he says, "a 

certain amount of emendation [was] indispensable." This procedure was conducted 

with discrimination: Acharya distinguished two kinds of errors: the first, ar$a, that is, 

owing ta "the peculiarities of holy sages"; and the second accruing from bad copying. 

The latter, he says, could easily be corrected, while the former was respected as an 

indelible characteristic of the text itself. Therefore, he, "the first editor of the 

!vlanasara, [hadJ no alternative than to take ail these errors as ar$a."64 Also, since the 

offices of editor, commentator and translator converged in one person, Acharya 

followed this principle: "[l]et an editor give what there is, and let the commentator say 

what might be and what ought to be."65 The eccentricities that are ar$a are presented 

ln parenthesis wherever they occur in the main text; the Critical Notes and Appendices 

inc1uded at the end of the volume further lists the errors and the emendations that have 

been made. 

Volume Four of the Manasara Series titled, Architecture of Manasara., is Acharya's 

English translation of the text. In lengthy "Preface" to this volume, Acharya gives a 

historical account of his own work on the translation project, out1ines its methodology, 

and reiterates some material from the previous volume su ch as summary of the 

64Acharya, Mâna.sàra on A.rchitecture and Sculpture, "Preface," p. xvü. 
65Ibid. 
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contents of the text, comparison with other texts and the argument about the date of the 

text. He c1aims that the translation of the 1vIana.sara, an architectural text, was an 

entirely new undertaking in the field of Indology, which he hopes would have "some 

practical benefit ta the country." For him, the Manasara was a practical guide-book for 

the architects of its time. The translation would make available the principles of 

architecture and construction out1ined ln the text for modern Indian architects ta test 

whether they were "scientifically sound and suitable for modern buildings ... "66 

Regarding the method of translation, Acharya states that his aim was "to reproduce the 

b are me aning of the Nfanasara, and to avoid ... taking liberties with the language in 

order ta bring out meanings other than what the most obvious and ordinary natural 

interpretation would suggest."67 That is ta say, he reduces the interpretation of the 

terms ta a "strict1y technical" sense, ignoring the information from their etymologies 

that would suggest the extension of their semantic horizons beyond the technical. 

The architectural and iconographic principles and proportions with respect ta buildings, 

images, and their component parts that are outlined ln the text are illustrated in the 

accompanying Volume Five, lirchit.ect.ure of 1vIanasara: Illust.rations of Architectural 

and Sculptural Objects.68 As in the case of the plates in Raz's Essay, aH the 

66Acharya, Architecture of Mànastira. TransJated from OriginalSa.nskrit. Mànasàra Series Vol. IV (Delhi: 
Low Priee Publications. 1995). "Preface," p. xiv. 

67Ibid., p. xxi. 

68In the "Preface" ta Volume Four, Acharya gives an account of the preparation of the plates. For the task 
of interpreting the text and the details given therein for the sake of illustration, several practitioners - both 
traditional builders from aH regions as well as modern architects and engineers - were consulted. The architectural 
illustrations (layout schemes, plans, sections and elevations of buildings, their component parts such as base, column 
and ent ab 1 ature, and their details. were prepared over two years by Mr. S. C. Mukherji. a modern architect (holding 
a graduate diploma) "[who] had graduated with Sanskrit and ancient history and received training in the method and 
principle of Greco-Roman and modern architecture" (Ibid., pp. xvi-xvii). Ml'. R. L. Bansal, a civil engineer, did the 
astronomical calculations regarding the dialing and orientation of buildings. His studies and sketches of the 
moldings with respect to their reference in the text and occurrence in actual buildings were draughted by Mukherji. 
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illustrations are constructed from textual accounts in the manner of a transcription from 

letter to picture, even though Acharya daims that they are based also on study-sketches 

of actual buildings. These sketches themselves are not inc1uded in the set of 

illustrations. On the other hand, the figures iHustrate typologically reduced specimens 

drawn from the dassificatory accounts of buildings in the text (Fig. 15).69 As a result, 

these illustrations also remain in a rarefied, conceptual, realm, devoid of any 

ontological depth. At a more fundamentallevel, the striking fact is that none of the 

manuscripts of the Manasara contained any illustrations whatsoever: it was the living 

tradition of practice itself that "illustrated" the theory. Acharya never takes notice of 

this fact, nor the theoretical implications it has upon his own attempts to illustrate the 

textual accounts. 

In Hindu Architecture in India and Abroa.d, the sixth volume of the series, Acharya 

labors to demonstrate two main points: 1) that the body of architecture in the Indian 

subcontinent that can be c1assified as "Hindu" (in the broadest religious sense) must 

necessarily inc1ude the pre-Vedic urban civilization of the Indus Valley (c. 3000-1500 

BCE), the grand buildings of the Vedic and Epie periods (c. 1500-300 BCE) found in 

literary accounts in the Vedas and Epies, as weH as the buildings of Buddhist, Jain and 

Finding a qualified persan ta i11ustrate the iconography proved more difficu1t. Aiter mach search, sucb a persan was 
identified in Silpa Siddhanti Sivayogi Sri Siddalingaswamy, the head of the Jagadguru Nagalingaswamy monastery 
in MysOt·e state in South India, <'who c1aim[ed] ta be 'a Silpin by heredity,' ta have 'studied Silpa, painting etc., at 
the feet of Guru' and ta have been 'training for a quarter of a century a number of youths in the art of sculpture, 
painting and kindred subjects according ta Sastric canons'" (Ibid., p. xviii). Siddalingaswamy's illustrations of 
iconagraphy add up ta twenty two plates, some of which are in color. 

69<yhis is evident in the tilles of the Sheets in which the term "[building] type" and ilS modifications (as in 
"Typical Section") are most frequently found. For instance, Sheet LVI is the side elevation of a single-storied 
building mentioned in Chapter XIX. The note on the Sheet says: "All these types may be utilized bath as temples 
and domestic buildings with slight diïference in details ta be indicated in the section." Sheet LVII is titled "The 
One-Storied Building: The Typical Section." The note says: "If this i5 ta be used as a temple, the frieze and parapet 
should alsa be decarated with images of gods." Needless to be said, the distinction between a temple and a house is 
far from being based on the presence or absence of iconography on friezes and parapets. Such a distorted 
understanding stems from the strictly typological reading of the c1assificatory accounts of buildings in the text. 
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Brahmanical (Saiva and Vai~l)ava) sects of the c1assical and medieval periods (300 

BCE-1800 CE); and 2) that this "Hindu" architecture extends to the pan-Indian regions 

of Sri Lanka, Nepal and Tibet, the South East Asian regions of Indo-china and the 

Malay archipelago (which inc1udes the modern nations of Burma, Malaysia, Thailand, 

Cambodia, Brunei and Indonesia), Central Asia, the Far East (China and Japan), and 

even Central America. Ta this end, he callects and presents a vast amount of evidence, 

bath textual and archaeolagicaPO Acharya's argument, even though buttressed by hard 

evidence for the mast part, runs the risk of over-generalization. For Acharya, "Hindu" 

architecture is primarily an idea, so to speak, the principles of which are outlined in its 

"standard treatise," the ~Manasara. Consequently, the architecture of any particular 

historical period or region is a manifestation of this one "Hindu" architecture. Also, the 

use of the blanket term "Hindu" tends to trivialize significant distinctions in religion: 

between pre-Vedic and Vedic religiosities; between Brahmanism (as a later synthesis 

of pre-Vedic and Vedic thought) on the one hand and Buddhism and Jainism on the 

other. The development of Buddhism as an independent religion of its own right, 

especially in the course of its propagation in the Far East, is denied. From this 

framework, Acharya can assert (or imply), for instance, that a palace complex in Japan 

follows the lv'laJlaSara in its conception and construction because of some vague formai 

correspondence in layout and detail it has to the accounts in the text.?! In the same 

formalist vein, the Mayan architecture of Central America i5 also inc1uded as a 

70 Aeh arya, Hindu Architecture in lndia and Ahmad. Manastira Series Vol. VI (Delhi: Low Price 
Publications, 1995). The evidence that Acharya presents draw mainly fmm the archaeologieal findings of Sir John 
Marshall in the Indus Valley and Aurel Stein in Central Asia, James Fergusson's history of South East Asian 
architecture based on extant monuments, and his own survey of Vedic, Epic, PuraJJic and Agamie texts. 

71Ibid., pp. 370-71. 
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derivative of Hindu architecture.n This framework of understanding denies any 

possibiHty of indigenous development of architectural traditions. Ironically, Acharya 

uses the argument of indigellous development ta chide Western Indologists who 

attempt to prove that the origins of Indian architecture lie in Persia.73 

The applicabilityof vastusastra to modem Indian architectural practice is ultimately the 

concern with which Acharya conducts his scholarly work on the Mtinasara. This 

concern was shared by the architects of his time as weIl. In Appendix II of this volume, 

titled "The Future of Indian Architecture ," Acharya critiques their attempted solutions 

which, to him, are tainted by a nationalistic fervor and do not rise above the 

superficiality of an arbitrary stylism. Acharya's own response to the problem was 

along the two-fold division of theory and practice. The former lay in the compilation, 

collation, edition and translation of the Manastira that he had already accomplished. 

This "standard treatise," he c1aimed, had "regulated all the known structures of India" 

in the past, and therefore contrulled the "grammar" of Hindu architecture for all times.74 

The latter was the series of "architectural experiments" that he conducted in arder to 

demonstrate the applicabiHty of the principles outlined in the text. They inc1uded two 

small shrines in his native village in Bengal and the guest house, Swastika Mansion, in 

A1lahabad. 

nlbid., pp. 372-74. 

73Ibid., Appendix 1, "Indo-Persian Architecture," p. 376. 

74Acharya states that architecture is governed by a "general standard of beauty," which, in tum, "is largely 
dependent upon proportionate measurement of dimensions, disposition of component members, and types of 
verandahs, balconies, door5, windows, arches, porches, parapets and domes" (Ibid., p. 417). 
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Acharya gives a detailed description of the site, plan (spatial arrangement of rooms), 

proportions and omamental details of the architectural components (pillars, railings), of 

the Swastika Mansion. He also provides plans, elevations (Figs. 16 & 17) and several 

photographs of the completed building. In all his el ab orations, what is most striking is 

the absence of any symbolic intent in the conception and construction of the building. 

Even though dressed in an attire of traditional concepts and architectural elements, the 

program of the Swastika Mansion, at its core, is functionalist: what govems the design 

of the building are simply the contingencies of its functional program. An arbitrariness 

prevails in the design decisions: Acharya does not provide any reason for the choice of 

the particular features extracted from the Manasara su ch as the sl'va.stika "c1ass" (or 

"type") of ground-plan (Jvfana.sara XXXV, 203-222) and vertical proportions (XX, 34-

41, 94), the grhasthalTJbha, principal column, in the front, screen patterns for window 

openings, and detail of railing surrounding the compound.75 Even the sole instance of a 

symbolic purport in the whole program - an attempt, white describing the building, ta 

identify vJstupurw;a, the concept of "spirit of the site" that is stipulated in the treatise, 

with the central court yard of the building - seems nothing more than a far-fetched 

afterthought.76 In the end, Acharya's own architectural response to those he criticized 

1S oruy a more rigorous brand of the same formalism that 1S the mark of the attempts of 

75Ibid., pp. xv-xxiü. 

76Acharya states in a footnote: 
[the] irregular-sided court yard is intended ta represent the prescribed unsymmetric figure of the 
Spirit of the house ... lying on its face. His !ive principal1imbs are represented by the five set of 
staircases ascending from the graund ta the high-plinthed verandahs .. The usual but 
unintel1igible custam is still followed and the house-builders make on the actual building site a 
figure of the Spirit of the house with pawdered chalk during the cet"emonies of laying the 
foundations. That chalk-mark is, however, defaced in no time, while in the case of the Swastika 
Mansion, the court yard and its five landings, representing tbe Spirit of the house, may be 
expected ta last as long as the house does (Ibid., p. xvii). 

It is c1ear from this statement about the figure of the viISWpUru$8 chat Acharya is not al all aware of its raIe 
- bath symbolic and practical - in the construction process which facilitates a building ta "become" (and not merely 
"represent") the pUru$8. 
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his contemporaries. Thus, Acharya's effort aiso fails to resolve the issues that he raised 

in his critique of their work. 

The final volume of the series is more or less a recycling of the material of the 

Dictionary of Hindu Architecture under a more ambitious title, An Encyc10paedia of 

Hindu Architecture. Therefore it need not be commented upon. In the Foreword to this 

volume, Acharya mentions that a "few more volumes" dealing with "practical 

conclusions and workable plans and designs" are required to complete the work on the 

Manasara.17 He was not able ta accomplish this completion in his lifetime. 

This lengthy critical appraisal of Acharya's work on the Manasara may be summed up 

thus: Acharya undertook the entire work of editing and translating the text and testing 

its precepts in practice within the epistemological framework of modern science. The 

scientific method certainly helped him in attaining a degree of precision, especially in 

the edition and translation of the text. However, the priee of this "precision" has been 

high: the lack of a critical awareness of the reductive and objectifying tendencies of the 

scientific method renders problematic his very understanding of vastusastra itself. 

Acharya imposed upon the Ivfanasara his own concern of making 'vastusastra available 

for modern practice, seldom allowing the text to speak for itself. This problem is 

evident in his reluctance to take into account the abundant occasions in the text that 

reveai the metaphysical foundations of architectural theory. As a result, he severed the 

Hnk between the two and reduced theory to functionalist principles of design and 

77 Acharya, An Encyc10paedia of Hindu Architecture. Manasâra Series No. VII (Delhi: Law Price 
Publications, 1995), p. lX. 
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technical know-how. Ir is theory understood thus that Acharya applied in his 

architectural experiments. As already shown, the Swastika Mansion, contrary ta 

Acharya's expectations and c1aims, faHed to accomplish the intended synthesis 

between vastusastra and modern practice. Consequently, his work on the treatise also 

suffered a similar fate. 78 

:3. Scholarshlp on. the MiI.ntlSMtJ. after Acharya 

After Acharya, the dominant tendency among scholars has been ta use the contents of 

the Mana.sara for comparative studies with other vastusastraic texts or to highlight a 

particular aspect of vastusastra. This 1S the case in the work of D. N. Shuk1a, also a 

Sanskrit professor. Shuk1a's Ph. D. dissertation was on the SamarangaJ)B.siitradhara, an 

important North Indian medieval architectural treatise. After completing his 

dissertation, he continued his study of Hindu architecture and iconography by 

examin.ing several other major treatises of the tradition. The study was published as 

the Vastu-Sastra Series in two volumes, titled respective1y, Hindu Science of 

Architecture and Hindu Canons of Iconography and Painting, the former de aHng with 

architecture and the latter with iconography.79 In the Introduction to the first volume, 

78Pramod Chandra, in his survey of scholarship on Indian architecture, comments about Acharya's wm'k on 
the Manasara as "love's labour lost" (Chandra, "The Study of Indian Temple Architecture," in Chandra, ed., Studies 
in lndian Temple Architecture, p. 26). This comment has become more or less the established view about Acharya's 
work among later scholars. According ta Chandra, Acharya failed because he did not make use of the methods 
evolved by Ram Raz. Chandra considers Ram Raz's method of "[understanding the text] fairly accurately through 
consultation with a traditional1y trained Sanskrit scholar and a 'good sculptm' ... weil acquainted in tbe practice of 
architecture and telms used in the art' and [verifying] the knowledge gained by reference ta the monuments 
themselves" as "basically sound and judicious" (Ibid., p. 1). Here Chandra fails ta notice that the methods of bath 
Raz and Acharya are essentially the same: the scientific methad. Oilly that Raz had the advantage over Acharya of 
having iived (both historically and geographically) doser ta the life-world of the text. 

79D. N. Shutia, The Hindu Science ot' Architecture (Engineering, Town Planning, Livil Architecture, 
Palace Architecture, Temple Architecture, and an Anthology 01' Vastu-Lak$aJ)as; Hindu Canons 01' Iconography and 
Painting (with an Anthology of Pratima.-Lak$a1)a and Citra-Lak$aJ)a as we11 as an outline historyof [ndian painting, 
arch aeological and literary). Vastu-Sastra Series Volumes l & II (Lucknow: Vastu Vanm aya PrakaSana Sala, 1958). 
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Shutia states that his i5 a "comparative and critical study" of five treatises that are 

representative of the northern and southern "schools" of architecture: 

Samarânga1)asutradhâra, Aparâjita Pracchâ, Viswakarma Vâstusâstra, ]v'fâna.sara, 

lI/Iayamata, and Silparatna.Bo In Chapter V, titled "Study of Hindu Science of 

Architecture," he presents the chapter-wise contents of the 1'vUnasara. Throughout the 

study, Shukla makes ample use of the 1'vfal1a.sara and its accounts on architectural 

matters, whi1e making some interesting observations based on them.B! 

Shutia comments on the Manasara as "the most popular and widely talked of 

among [the treatises]."B2 Aware of the different positions between Acharya and 

Bhattacharya regarding the date of the text, Shutia trivializes the issue by saying thus: 

"lndian culture being a very old culture, is not at aH affected if a text 1S some centuries 

earlier or later."B3 Instead, he proposes a new argument that divides the "evolution" of 

(South Indian) Hindu architecture and iconography into four phases, and identifies four 

texts as representing them. The first is the "infant" phase, characterized by the 

BOrhis 1S a "new approach" in vâstuSâstl'a1c scholarship, according to Shulda. He obsel'ves that 
Ram Raz only summarized the contents of the MIinasIira; Dr. Acharya's contribution confines to 
the edition. translation and [preparation of] dictionary of the MIinasâra . . . and Dr. 
Bhattacharya's preoccupation with the historical genesis made him too much absorbed in non
scientific matters (Shukla., Hindu Science of Architecture. p. 6). 

81Shulda presents accounts of the ManasIira under the major tapics of Town Planning, "Civic Architecture" 
(that i5, human residences), its origin and development, Palace Architecture and Accessory Structures, Temple 
Architecture, its origin and development, and Temple Iconography. He observes that in the treatment of town 
planning in the MIina.sIira, there is not much difference between fort, town and village: "aIl are fortified places 
intended for the residence of people" (Ibid., p. 232). Regarding civic architecture, he notes that the ManasIira tI'eats 
the residences of gods and men alike. This according ta him points ta the lad:. of a distinction in kind between the 
sacl'ed and the secular in the Mfinasara: " ... buildings in general are described in one category alone. If there aœ 
some additional delineations, they are just like appendices ta tbem differing orny in degree and not in kind" (Ibid., p. 
308). He daims that such a distinction in kind between the sacred and the secular is original ta 
SamarIingaJ)8süeradhara .. Regarding the origin and development of saJ.a, house, he agrees witb Acharya's the sis that 
the tree was the archetype after whicb the house was built: sIila, house. 1S etymologically linked ta sIikha, brancb (of 
a tree); aiso kâ1)ta, post of the house (the MIina.sIira mentions a hierarchy of five posts in a bouse) derives from 
kaJ)ta, tronk of a tree (Ibid., p. 311). 

82Ibid., p. 154. 
83Ibid. 
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ithyphal1ic symbolism of the linga in iconography. The AI ayam ata, which tre ats the 

making of the sivalinga in much detail, 1S the representative text of this phase. In the 

second phase, iconography deve10ps ta inc1ude anthropomorphic images as we11. The 

Manasara, in which mu ch emphasis is given to measurement and proportion in 

architecture and iconography, represents this period.84 According ta Shuk1a, the third 

phase 1S "antithetical" and "fanatic" in nature (in that it acknowledges only Siva as the 

supreme deity) , and 1S represented by the work Amsumabhedagama (which, 

incidenta11y, is not vastusastraic but an Agamic text of the Saiva sect). The fourth is the 

"synthe sis" of the original the sis and the antithesis. Its representative text is the 

Silparatn8, "a work of broad catholicity and tolerance."85 Even though this neat 

scheme (that has a Hegelian slant) may have some appeal at a very genera11evel, it 

does not address the particulars of the historical and geo-political context of the 

MIinasIira. Neither does it serve to alter the current scholarly consensus on this matter. 

The only study of the A'fIinasIira itself after Acharya that raises the question of the 

nature of traditional architectural the ory and its relevance ta modern practice is a 

master's thesis by K. Mariamma tided Analytical Study of Man as ara. Vastusastra and 

84Responding ta the earlier speculations of Raz, Acharya and Bhatracharya, Shutla states: 
[The] iVlÏi11asara represents th at period of Indian sculptural traditions when correct Proportions 
were the essence of Art. It is from this fundamental angle that rhis work has tre ated not oilly 
sculpture, but a1so arcbitecture. The very name MÏi11asara (the essence of measurement) is tbe 
keynote of the treatment of the subject. Ta me, MÏi11asa.ra 1S neither a Rsi - the author of the 
work - nor a tirle witbout significance. Ir is proportions - the different and detailed canons of 
Measurement tbat are life and breath of this work. Tbe so-called barbarous Sanskrit in whicb ie 
was writren as contented by scholars was the Sanskrit of the artisans of India as banded down 
through oral transmission by the Acharyas of tbe Science - the Stha.pakas. My study of the work 
canvinces me of the distinct character of this work when finished art had ta rigidly follow tbe 
canons of measurements (Sbukla, Hindu Canons of Iconography and Painting, p. 59). 

This view is ecboed by anotbet" scholar, LaUt Kumar Shutla. See L. K. Sbutla, A. Study of Hindu A.rt and 
Architecture with Especial Reference ta Terminology(Varanasi: Tbe Chowkhamba Sanskrit Series, Vol. LXXXII, 
1972), p. xxiv. 

85Shukla, Hindu Canons of Iconography and Painting, p. 59. 
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its Relevance to /ltfodem Architecture, submitted to the University of Roorkee lndia 

in 1981. Mariamma states in the Introduction of the thesis that her objective is to 

understand the principles of vastusastra as " ... crucially relevant to the understanding 

of modern architecture, rather than considering the direct applicabiHty of the principles 

themselves."86 Phrased thus, Mariamma's basic intuition captures the crux of the 

problem of the perceived hiatus between tradition and modernity in contemporary 

practice, and places the study of the /ltfa.nasara within that context. By setting out to 

investigate the nature of theory in the text, Mariamma is well poised to build upon the 

foundation laid by Acharya. However, she contradicts herself aimost immediately 

when she says that the objective of the study is "to re-evaluate the rational thinking of 

[the] NIana.sara tradition and cre ate a logistic base for deductive applications to the 

modern context," and that its scope 1S to "rationaliz[e] and objectify[ ... ] criteria for 

application to the modern science of architecture ."87 Furthermore, she understands the 

main issue of modern practice itself in lndia as that of a rec1amation of "national" 

identity, evident in her formulation of the fundamental questions: 

a) Can we [modern lndian architects] create a true National architectural 
tradition in the modern age that could be called Indian? b) Can the architectural 
traditions and canons of the past (which are available in plenty aH over the 
Indian sub-continent) promise to estabHsh an lndian Vernacular architecture?88 

The hermeneutical tone that Mariamma's statement of intent had shauld have ca11ed 

for the hermeneutical "method" for the study of the text. The absence of this 

86K. Mariamma, Analytical Study of 1'.1anasara 'Ilastusastra and its Relevance ta Modem Architecture. 
Master's Thesis, University of Roer'kee, 1981, p. 6. 

87Ibid, pp. 8-9. 

88Ibid, p. 4. Mariamma does not seem to be using the term "national" in the sense of "nationalism" that 
opposes "orientalism" in Indological scholarship. Rather, she seems to be hinting at the issue of "regianalism" in 
architectural discourse: haw ta preserve regional architectural identities in the wake of the invasion of modern, 
"universalist," architecture. 
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methodological framework in the thesis fails in the end to do justice to the daim of 

"analysis," and the exercise tends ta become one of freewheeling interpretation. The 

scholarly worth of the thests ls serious1y undermined by this problem. 

In the fourth chapter of the thesis, titled "Theory of Manasara.," Mariamma gives a 

summary of the information in the first se ven chapters of the Manasara regarding uuits 

of measurement, procedures for the orientation and examination of site, and spatial 

layout of the building thereupon. This serves as a prelude ta the following chapter, 

"Analysis of the Theory of Manasara." The analysis proceeds under three main titles: 

"Architect," "Approach," and "Achievements." The genealogy of the sthapati, master-

builder, and the nature of his profession as stated in the text are mentioned first under 

"Architect." An "interpretation" of this information along religious Hnes is then 

given.89 No reference, textual or other, is mentioned as the source of this 

interpretation. A statement on the "moral value" of vastusastra for modern architects 

completes the section.9o The discussion under the titie "Approach" is b asica1ly an 

outline of the traditional principles of design and methods of construction (the contents 

of Chapters IV-VI of the text). 

Under "Achievements," Mariamma gives the extent of architecturai enterprise 1U 

ancient and medieval lndia: planned cities, temples, palaces, icons, ornaments and 

89Mariamma states: "A Hindu Architect believes in his divine genesis. Now his aim is ta become worthy 
of that gene alogy. He is tending ta be perfect, above human errors and weaknesses .... Wade i5 worship ta him ... . 
The ideal of the Indian Silpi is ta work for Gad, king and humanity and not at a11 ta satisfy the materialistic self. .. . 
Finally his work becomes an offering ta Gad" (Ibid., p. 61). 

90"The morallevel of tbe [modern] arcbitect need[s] ta be elevated by the study of the Vastu Sa stras .. . 
Study and practice of Vastu Sastras would certainly bring in a change in our out100k towards the profession ... . 
Happiness (Ananda or Bliss) the motif of [the ancient] lndian architect sbould be accepted by (Indian) architects of 
today also" (Ibid., pp. 62-63). 
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furniture. She then analyzes the South Indian temple town of Srirangam and the 

Brh adesw ara. Temple in Tanjavur vis-à-vis the precepts of the J./lânasara, drawing the 

conclusion of a one-ta-one correspondence between textual precepts and the city and 

temple in their horizontal and vertical dimensions. However, the "analysis" itself 1S 

preliminary at best: it is not buttressed by morphological studies. Therefore, her aH 

easy conclusion also cames under question. She also conducts another exercise, of 

constructing a conceptual mode! of a house according to vastusastraic accounts and 

analyzing it. The limitations of this "analysis"are also obvious: there is no particular 

case study (that is, an empirical study of an actual house); as well, even the conceptual 

model of the house is studied soleIy from the angle of the modern discipline of 

c1imatology (which deals with how a design responds to sunlight, ventilation, and such 

"factors" of c1imate). 

In the sixth chapter, titled "Derived Concepts," an advance is made in the theoretical 

discourse when Mariamma eiaborates the sixth (and the 1ast) "derived concept." This 

"concept" is formulated thus: "vastusastra. follows an efficient methodology."91 lt is the 

methodology of modular planning: working with known and established schemes of 

1ayout, measurements and proportions, as weB as forms. She ca11s this the "top down 

approach" ta design, and finds it ta be safe, efficient and predictable with regards ta 

form and dimensions of a building. This computational method, she observes, has 

91Ibid., p. 120. Of tbese six "derived concepts," the first four are vis-à-vis the traditional sthapati: 1) 
"Nature: his Teacher"; 2) "Human Form: his Directive"; 3) "Human Body: his Sca1e"; and 4) "Order and Discipline: 
bis Doctrines." The last two concern (traditiona1) Hindu architecture in general: 5) "Hindu Architecture: with an Aim 
and Purpose;" and 6) "Hindu Architecture: follows a Methodology" (Ibid., pp. 103-121). The contents under the first 
five are reiterations of what has a1ready been said in previous chapters. 
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become "the newly accepted scientific appraach."92 Mariamma is righe in painting out 

that the deductive method of design is found in both vflstusflstra and modern practice. 

However, she does not display here the understanding that this commonality of method 

between vflstusa.stra and modern practice is limited to a syntactic level and that therr 

respective semantics are at odds wrth each other. She also forgets that the "bottom-up" 

approach was aiso present in vflstusflstra, in continual dialogue with the top-down 

approach: even though layout and measurement schemes of a building were 

determined from "top-down," its actual construction, beginning wrth the selection of the 

site itself, proceeded fram "bottom-up." 

The content of the final chapter, titled "Thoughts on Relevance ta Modern 

Architecture," shows an attempt to bring to bear the findings of the analysis on the 

question of its relevance for contemporary practice. The attempt is, again, fraught with 

contradictions between the original intuition and its enunciation. On the one hand, 

Mariamma displays an awareness of the fundamental problem of modern architectural 

practice that stems from materialistic and solipsistic approaches, and reflected in a 

plethora of "styles." For her, even though vflstusflstra has several1imitations,93 its 

spiritual dimension strict precepts make it a model from which modern architects 

can learn lessons. She does not advocate a "blind acceptance" of vastusastraic norms, 

92Ibid., p. 118. Mariamma contrasts the "bottom up approach" with the top down. She elaborates iL as 
"starting from scratch" (that Is, witho!1t any predetermined schemes to choose from) and assembling together a 
design based on a "functional analysis" (Ibid., pp. 119-120). She evidently favors the top-down approach because of 
its "scientific" nature. She fails ta observe that, while these two approaches are different in their respective 
methodological specificities, bath are but facets (rational and empirical) of the same modern scientific paradigm. 

93The metaphysics of vastu§astra i5 limited ta Hindu thought alone: its association with astrology fosters 
superstition: its canons are rigid and detenninistic (at le ast at a theoreticallevel): and the authority of the sthapati 1S 
more or less unquestionable. AH these, and especially the last two, are unfavorable towards developing a critical 
dimension in practice, thereby fostering a tendency in the tradition towards ossification. 
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or a mere copying of forms. Instead, she says, they are to be brought up to date "to suit 

... the changing and complex needs of the modern society."94 She refrains from 

offering any prescriptions regarding how this is to be done by saying that it is left to the 

individu al architectto work out the details. However, on the other hand, she sees 

especially the pre-determined geometry and rigidity of canons as positive and 

compatible with contemporary modular design using standardized building components. 

These, she thinks, are good for a "disciplined approach" ta architecture. She also 

thinks that adopting this computational method by using the forms and measurement 

systems stated in the Manasara will ensure continuity with the past and bring about a 

"national architectural character." 

In the end, these inner contradictions are but symptoms of an unconscious syncretism 

stemming from the fact that the thesis has not investigated into and understood the 

notions of tradition and modernity at the level of their philosophico-theological 

foundations. Another important shortcoming of the thesls is that it pays no attention to 

the language of the Manasara. Without linguistic analysis (both syntactic and 

semantic), study of the nature of the them"y in the text 1S bound to remain incomplete. 

Another master's thesis that mentions the lvIanasara in its ride is by Brenda Cantel0 -

Symbolism in tl1e Hindu Temple: A Study in the Manasara - submitted to the 

University of Calgary in 1984. Cante10 states that the aim of her thesis 1S to establish 

the "religious continuity between the [Vedic] sacrificial ritual [of agnicayana] and 

94Ibid., p., 128 
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temple construction."95 She uses the Manasara as the "standard text [of construction of 

the temple] to which others are compared ... "96 In the main body of the thesis, Cantelo 

discusses basic concepts associated with vastuSastra. such as the origin and geneaIogy 

of the guild of the sthapati, the vastupunJ$amawjala, the classes of architectural 

abjects, and sa on, using the accounts on these topics in the lv'Ianasara as we11 as other 

texts. In studying the Manasara., Cantel0 seems to have used Acharya's English 

translation of the text. It is doubtful whether she has consulted the Sanskrit edition, or 

reflected on the meanings of key terms. In the end, the thesis faIls short of the claim of 

its title, "a study in the Manasara." 

Like Cantel0, several other scholars and students consult the lv'Itlnasara while 

addressing broader questions on vastusastra simply because Acharya's description of it 

as the "standard treatise" still has some currency.97 In aU such readings of the text, the 

principles and procedures found therein are merely reiterated without probing deeper 

into the nature of theory in the tre atise and its relationship to practice. It seems that this 

concern would arise only if the question of the relevance of vastusastra to modern 

practice is raised. Acharya raised this question, primarily out of his desire to establish 

a modern architectural practice by the application of traditional theory, and, 

95Brenda Cantelo, Symbolism in the Hindu Temple: A. Study in the Afiinasiira. (Calgary: University of 
Calgary, M. A. Thesis, 1984), p. 2 

96Ibid ., p. 4. . 

97For instance, an excerpt from the Englisb summary of the article br H. Noguchi titled "A Study on 
Symbolism in Hindu Architecture" in a J apanese journal, Southeast Asian Studies, reads thus: 

Hindu architecture, in addition to ilS functional aspects, 1S an expression of Hindu cosmology. 
Miinasiira Viistusiistra, an ancient treatise on Hindu architecture expounds four nonTIS thl"Ough 
which this cosmology is expressed: 1) a system of measurement, 2) a series of graphie patterns, 
3) a range of compone nt types of architecture, and 4) the specification of construction materials. 
In Southeast Asia as well as in India, bistorically these norms were applied ta architecture, as 
well as ta litel'ature (Noguchi, "A Study on Symbolism in Hindu Arcbitecture," in Sourh Asian 
Studies, 22. No. 1 p. 15). 
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perhaps, ruso in order to justify his vast scholarly undertaking. Mariamma ruso raised 

the same question, being active in contemporary architectural practice and education. 

Both attempts, in the end, fell short of adequately dealing with the question. 

A more recent attempt in this regard 1S made by a scholar, Vibhuti Chakrabarti. In her 

book, lndian Architectural Theory, she traces the body of vastuSastra by compiling its 

principles from various texts inc1uding the Manasara, and c1assifying them under six 

headings in six chapters: 1) Architectural Team; 2) System of Measurement; 3) Vastu 

Purusha Mandala.; 4) Orientation; 5) Site Considerations; and 6) Building Materials. In 

each of the above chapters, she inc1udes a subsection at the end under su ch tides as 

"Contemporary Application," "Contemporary Considerations," and "Contemporary 

Use ."98 The compilation of vastusastraic principles from a number of texts to 

conceptually reconstruct its body 1S not a new exercise rutogether: this was, in a sense, 

D. N. Shulda's project as weil. What is amiss in Chakrabarti's work is a reflection on 

the fundamental question of the nature of theory. Owing to this deficiency, her 

discussions on contemporary relevance of vastusastra. also remain rather superficial. 

98Vibbuti Cbakrabarti, lndian Architectural TheO/"y: Contemporary Uses of Vastuvidya (Ricbmond, 
Surrey: Curzon, 1998). 

306 



Appendix III: ON THE DATE OF THE VAsTUsUTRA UPANISAD 

One of the classic problems haunting the discipline of Indology 1S the dating of texts. 

Debates among scholars and experts regarding the historical dates of particular texts 

are frequent. Such a debate exists regarding the date of the 'lastusutra Upani$ad as 

wel1. Alice Boner, one of the translators of the text, initially posited the date of the 

text as c. 700 BCE.1. In the Third Revised Edition of the text (published in 1996), 

Boner, in her "Introduction," retracts the claim of this specific date of c. 700 BCE, and 

refrains from positing a specific alternate date. Nevertheless, her observations 

regarding the nature and content of the text imply that the text cannot but 

chronologically precede the Silpasastra treatises of the medieval millenruum.2 Bettina 

Baümer, who collaborated with Alice Boner in translating the text, also agrees with 

Boner's conclusion in stating thus: " ... the fact that the text does not refer to structural 

temples, and mentions only 'image-halls' and cave-temples [Sutra IV. 10}, points ta an 

early stage of development [of architecture and iconography]."3 

In both the 1982 and 1996 Editions of the text, Dipak Bh attacharya , a scholar of 

Sanskrit and the Atharva "'\leda, offers his expert opinion regarding the date of the text 

in an essay titled, "On the Position of the Vastusutropani$ad Atharva Vedic 

lSee Alice Boner, "Introduction," in Boner, Bettina Baümer and Sadasiva Rath Sharma Crans. & eds., 
Vastusütra Upani$ad: The Essence of Form in Sacred Art. Sanskrit Text, English Translation and Notes (Varanasi: 
Motital Banarsidass, 1982). 

2See Boner, "Introduction," in Ibid. (Third Revised Edition, Delhi: Marital Banarsidass, 1996) pp. 1-6. 

3 Baümer, "Preface to the Third Revised Edition," in Ibid., p. xiii. 
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Literature." In the 1982 Edition, Bhattacharya, citing certain internal (Hnguistic) 

evidences ln the text, posited, in his own words, "an unusually late" date for the text: c. 

1750 CE. In his essay in the 1996 Edition, Bhattacharya also, perhaps following 

Boner' s strategy, retracts the mention of this date and refrains from stating an alternate 

date. However, he still implies in his observations that the text belongs to a later date 

(roughly the second half of the medieval millennium). 

Bhattacharya's contention regarding the date of the text can be contested on several 

points. His statement that "the VSU is a treatise on the Vastus'iltra. and Silpa.sastra 

dealing with architecture and sculpture,"4 and that "[its] subject matter falls outside the 

general scope of Upani~adic discussion,"5 is to begin from a premise that already 

misses the basic nature, content and intent of the text. The VSU does not understand 

itself to be a sastraic text: the word sastra does not occur even once in the text. 

Moreover, the sastraic form, characterized by a predominantly prescriptive tone, and 

"idhi, injunction, as the primary mode of linguistic expression, are absent in the VSU, 

as has been pointed out by Boner. Also, the stated intent of the VSU is to establish the 

tradition of iconography (making the divine Form) as a "contemplative practice" that is 

a legitimate way towards attaining divine knowledge and liberation (for instance, Sutra 

I. 4, and its explication). If attainment of divine knowledge and liberation are the 

prime concems of Upani$adic discussion, then the subject matter of the VSU faUs well 

within that scope, contrary to Bhattacharya's statement. Similarly, Bhattacharya's 

4 Ibid., p. 35. 

5 Ibid., p. 36. 
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statements regarding specific internal evidences that wou1d point to a 1ater date of the 

text are also unconvincing. For instance, he states: 

In fact, there are internal evidences in the VSU to show that in its present form 
il 1S much later than the Bhagavata Pura1)a [which is dated c. ninth century CE, 
and which mentions architecture as a subtopic of the Atharva Veda]. Some of 
the geometrical terms used in the VSU are of very late origin. The words sarala 
rekha (II. 9), samantarala (II. 16) occurring in the VSU are technical terms of 
Rekhaga1)ita (Linear Mathematics Euclidean Geometry) introduced in India 
through the Arabs. The Arabs came to India in the eighth century. But even 
during the time of Bhaskaracarya (twelfth century AD) Indian mathematics was 
not at all influenced by the Arabs. In fact, the main credit of the introduction of 
Rekhaga1)ita and the above-mentioned geometrical terms goes to Jagannatha, 
an eighteenth century mathematician of Jaipur.6 

Bhattacharya's phrase, "the text in ifs present form," is already an inadvertent 

admittance that the text did exist in some "previous form" during a chrono!ogically 

prior period. It points ta the fluid nature of texts in ancient and medieval lndia by way 

of interpolations, additions and emendations. In this light, the strategy of relying on 

internallinguistic evidences in a text as the primary means (that is, without the support 

of semantics and externa1 historica! evidences such as those from archaeology) to 

establish its date CanllOt be aH that sound; the conclusions derived thereby cannat he 

absolute and beyond question. Following this, there 1S no difficulty in assuming that the 

terms sarala rekha and samantarala, which have the simple meanings of "straight line" 

and "equal spacing" respectively, were in use within the "practical" tradition of image-

making and its discourse before they became strictly "technical" terms "theoretical" 

geometry. These terms occur in the text within the context of explaining the 

metaphysical meaning of the khilapaiijara, compositional diagram, which is drawn on 

the stone hefore the image is carved, and not within a discussion of theoretical 

6 Ibid., pp. 36-37. 
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geometry. Finally, Bhattacharya's hypothesis regal'ding the origin of the VSU as being 

"in popular circ1es among semi-orthodox, semi-Hterate, elements, among architects 

knowing about the [Atharva. Veda] from traditions floating among Atharva Vedic 

priests with poor training ... "7 helps very little in supporting his daim of a later date 

for the text. The date 700 BCE first ascribed by Boner seems too early (a fact which 

Boner herself must have realized, as is evident from her retraction of the mention of 

this date in the 1996 Edition). It may be safer, then, to assume that the original version 

of the text came about sometime during the period of siïtra literature (c. 500 BCE-200 

CE), doser, perhaps, to the latter Hmit of this long chronological interva1. As 

mentioned already, this time period coincides with the early phase of temple-building: 

rock-eut temples with rows of images (thus, conceived as "image-halls") were being 

built in many regions in India. Also, this tradition chronologically succeeds (with some 

overlap) the period of Buddhist caitya halls and free-standing pillars.8 

7 Ibid., p. 41. 

8See Percy Brown, lndian Architecture: Buddhist and Hindu Periods [Bombay: D. P. Taraporevala Sons & 
Co., 1965], Chapters II-VII 
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Fig. 13: "A l'lmaoeconsisting of Se"ven Stories'" 
(Front Elevation) 

Plate \lIn: Modern Deontologized Illustrations of va.sw 



Fig. 14: ''The Pagoda of Tiruvalut" 
(Axonometric View) 

Plate IX: Modem Deontologized lliustnttions of v2Btu 
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Fig. 15: A Single-Story Building Type (Side Elevation) 

From.: P. K. Acharya, Arcl;;iteaore oftl!e lifan.'f!iifra: ./HlISfratfoes of 
Arc!Jiteawa/ and Scu1pwral abjects. 

Plate X: Modem Deol1tologized llillstratio.ns of vi&tu 
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Fig< 16: Ground Pinar Plan 

From: P. K. Acharya, HiodiJ Arc:lii.ecwre if.! JOdie aodA!Jroad. 

Plate XI: Swastika Mansl0fi, Drawings 



Fig. 17: Front Elevation 

From: P. K. Acharya, HiockJ ArdJitecmre io liIdillsnd Ahmad 

Plate XII: Swastika Mansion, Drawings 


