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ABSTRACT

The extant Manasara is one of the authoritative treatises of vastusdstra, traditional
Indian architectural theory. The dissertation addresses the guestion of the nature of
vastusdstra, traditional architectural theory, as enunciated in the Manasara, and the
refationship of theory to traditional practice. Vastu§dstra claims itself to be a priori
with respect to practice. Two aspects of theory, theology and nomology, constitute the
ontological and epistemological foundation and structure for this claim. From this
S§astraic perspective, practice is understood as mere application of rules. However, a
closer 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 theory 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 is arrived at through this exercise.
Such a calibrated understanding of vastusastra 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 Manasara, qui existe encore de nos jours, est un des traites qui sont autorité sur le
vastuddstra, la théorie architecturale indienne traditionelle. Ce mémoire aborde la
question de la nature du vastudastra, la théorie architecturale traditionelle, telle que
presentée dans le Manasara et de la relation entre la théorie et la pratigue traditionelle.
Le vastuiastra 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
epistemologigue sur lesquelles s’appuie cette prétension. Dans cette perspective
S§astraique, la pratigue est pergue comme la simple application de régles. Cependent,
une lecture herméneutique plus poussée du texte nous révele la nature dialectique de la
théorie elle-méme 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 I’édification du temple (I’objet
paradigmatique architecturale) et U"écriture du traité. Ainsi, par cet exercice, nous
arrivons 2 une meilleure compréhension de la nature de la théorie traditionelle et de sa
relation avec la pratique traditionelle. Unetelle compréhension précise du vastuddstra
est indispensable pour aborder la question de son réle veritable dans la pratique de

I"architecture indienne contemporaine qui est constituée du mode scientifique moderne
et technologique.
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INTRODUCTION

Eve see I in self same gaze
And all around from up to dowa
In this jar self same makes
With eve and I to make to see
The I that eye make.!

In 1935, the consiruction of a guest-house commenced at a prime location near the
confluence of the rivers Ganga, Jamuna and the legendary Sarasvati in the city of
Allahabad ig India. The project was executed under the initiative of P. K. Acharya,
Professor of Sanskrit at the University of Allahabad. The undertaking was a professed
“architectural experiment” along empiricist lines to “demonstrate” the applicability of the
tenets of building recorded in an extant architectural treatise, the Madadnasara, which
Acharya had compiled, edited and translated? Once the rules were “proven” by this
experiment to 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 Indian and (the then

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

1 Excerpt from the unpublished poem “How Eye Seize I Seif” by Dion Wilson, my colfeague in the History
and Theory Graduate Program in Aschitecture, McGill University, Montreal, 1996-99. '
ZConsider Acharya’s statement: “The object [of the trial] has been to demonsirate a residential design from
the Manasira” (Ibid). The statements of several scholars who took interest in this project attest the same intent (P. K.
Acharya, Hindu Architecture in Indian and Abroad. Manasara Series No. VI [Rpt., Delhi: Low Price Publications,
1995], “Preface,” pp. xii-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
Sarasvaii, the Ganges, and the Jamuna, which no doubi once met below the Bhara.(ivﬁj-f@éram&
some two huadred yards to north of the site. The Sarasvati has now altogether disappeared,
leaving behind its trace by a big dry drain which forms the southern boundary fine of the site, but
her roaring eloquence can be heard and her reality felt for an hour or two after a heavy shower of
rain (Toid., p. xv).
3Ibid,,pp. XXV-XKviii.



square-footage and cost estimate, the guest-house, named “Svastika Mansion” (Figs. 1
& 2)* the “complementary volume” of the Manasira as some patronizing pundits
deemed it, was never recognized as a landmark in the scenario of Indian architectural

history of the twentieth century.”

The seemingly insignificant experiment of the Svastika Mansion raises a series of
‘issues for contemporary Indian architectural practice. The intent behind the construction
of the Swastika Mansion was to recover the ancient traditions of architectural practice
and render them serviceable towards conceiving and realizing a truly “Indian” (in the
sense that is almost synonymous to “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 nineteenth 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 is
witnessed in all walks of life — religious, intellectual and cultural — in contemporary
India. The issue that begs first consideration at this point, then, is whether the

experience of this encounter is real or false: are “tradition” and “modernity” (understood

4Acharya’s naming of the guest-house as Svastika Mansion is based op his claim that the layout and
proportional measurements of the building follow the swastika class or type of buildings menticned in the text. In
layout, the svastika type is characterized by two biocks intersecting at right angles. The term svastika derives from
svasti, which basically means “weil-being.” Thus, in the traditional horizon of understanding, svastika is an
auspicious, cross-like, sign, an understanding which has been almost irrevocably tainted by the adoption of the sign by
the German National Socialists inthe 1930s. If Acharya’s intention in choosing specifically the svastika building-type
from among others for his guest-house was to counter this later 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 achieve this
precisely because his choice rests, ultimately, on ideological rather than ontological grounds.

>The building failed to capture the notice of wider architectural circles at that time or thereafter. Already, in
1946, Acharya wrote that “the national importance of the M#nasfra and the value of the applicationof its principles ©
practical ends, as exemplified inthe 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 recoaciliation of sorts between them
-in the context of daily living? Inthe phenomenal world of dualities, it is perhaps best to
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.®

This issue, the ideational import of which is at once philosophical and theological,
obtains in architectural theory and practice as well. The “experience of modernity” in
architecture was that of an alienation from traditional modes of its practice.” Attempts to
bridge this gulf on the basis of the theory in extant treatises, as in the example given
above, 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 traditional practice itself, so that the insights it yields may bear fruitfully uwpon

contemporary concerns.

STndeed, the problem of difference (and identity)lies at the heart of the perceived conflict between tradition
and modernity in the context of Indian thought. If this conflict was not perceived in the reaim of architectural theory
and practice, there would have been no need o conduct this experiment, In this regard, a comment by Acharya adds
aniaoteresting spin to the experience of modernity in architecture as a this-worldly turn: . . . however religious-minded
we are reputed to be, the success of the modern architecture must be judged by dwellisg houses and soch other
buildings as are more unavoidably connected with our earthly existence, with ow worldly comfort and convenience,
and with our town-life with its privileged amenities. . .7 (Ibid., p. xxv).

7By “experience of modernity,” I mean, fusdamentally, a heightened awareness of the self and aciion in
the world based upon it so as to effect ongoing transformations in both world and self. Iis origins lie in the Western
philosophico-theological wradition. The first penetrations of modernity into the Indian inteliectual and cultural milien
occurred following the missionary inspirations of Christianity and hence was of a religious nature; however, its
spreading in India through the European colonizers occurred in its vitiated form of the secular “industrial culture” of
nineteenth century Europe and its underlying philosophies devoid of metaphysics such as historicism and positivism.
The danger of a vitiated modernity is the tendency of the self turning in uponitself. 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” aad its execution
through construction were more ot less simultaneous processes, to an abstraction of the process of design tha
preceded and dictated execution. The traditional sthapaii, who conducted the former and for whom it was ultimately a



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, to traditional modes of theory and practice? The
problematic is exacting in its conceptualization and realization if one wishes to be
safeguarded from the all-easy “solutions” available® Several avenues of historical
research may be pursued to grasp the intricacies of this problem given the vast amount
of resources available in India, both textual and architectural. For the purpose of this
dissertation and within its scope, I have chosen to study the Manasdra, the “source” of
the intentionality behind the design and construction of the Svastika Mansion, and, "
according to 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,rthe nature of theory and its relationship

to practice), it is best addressed through the recordings of the treatise itseif.’

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

8Here, T am alluding to ideological atiitudes and policies of hiegemonic imposition on the one hand and a
seemingly comfortable syncretism on the other. Post-independence India continues to witness both these tendeancies
and their respective pitfalls in squarely addressing the issue. On the other hand, the resowned modern Indian
philosopher J. N. Mohanty captures the issue well:

The farge question to which the Indian philosophers today cannot but respond is, can such a
transformation of their owa life-world [brought abouwt by science and technology and their
comrelative ideological suppositions in politics, ecogomics and social science] leave them
untouched? Should it not demand a re-examination of the traditional modes of thinking, if not ©
reject them, surely to reinterpret them, if pecessary, from the vantage poiat of the present
situation? Such a reinterpretation may be sedous or uivial. It is serious when it is accompanied
ty competence in traditional learning and guided by genuinely philosophical motivations
{Mohanty, “Indian Philosophy: Between Tradition and Modernity” in Mohanty, Reason and
Tradition in Indian Thought: An Essay in the Nature of Indian Philcsophical Thinking [Oxford:
Clarendon Press, 1992], p. 17).

1t has to be clarified at the outset that the intent of the thesis is not to impose upon the treatise questions
that are alien toits context and beyond its scope, but rather to allow the treatise to reveal conceptions embodied in i
that will eventually illaminate the initial concerns, thus completing the hermeneutical circle.

Also, ever since Edward Said’s Onentalism , it is impossible not to be aware of the “orientalist” slaat of
classical (and even comemporary) Indology as I quote from several of ‘its scholars in the course of the thesis.
Perhaps, Indology as a classical discipline was, indeed, ripe for a deconstruction, which is conducted with great relish,



1. M3nas3re Viastudgstre

The Manasirais atreatise on vistu§istra, “science or theory of architecture”!® Vastu,
architecture, according to the text, encompasses the threefold categories of buildings,
conveyances and bedsteads (furniture).!! It is a voluminous text (approximately 10,000
verses in seventy chapters), the conteats of which include principles of architectural
composition and systems of proportional measurement, technical instructions on the
building procedure such as selection and examination of site, orientation, collection of
materials and so on, as well as prescriptions for rituals associated with construction. It
also contains classifications of buildings, iconographic details of images of various

deities, and systems of proportional measurement to be employed in their making.

for one, by Ronald Inden (see Inden, Imagining India [Cambridge MA.: Blackwell, 1990]). However, as the dust of
deconstruction settles, one needs to proceed from a paralyzing skepticism to an enabling faith in the possibility of a
reconstruction. This faith, the trost ab initiothat George Steiner mentions (Steiner, After Babel: Aspects of Language
and Transiation [London: Oxford University Press, 1975], p. 296), aided by a critical awareness makes it possible
“expropriate” the insights of Indologists (without necessarily “appropriating” them) in the process of restitution of
meaningful Indological discourses.

The critical awareness against orientalist bias in Indological scholarship, according to Inden, lies in a
dialogical (and not merely philological) understanding of texts (all “artifacts” for that matter) as “living arguments”
(and not dead monuments) that transformed and were transformed by a “complex authorship” of multiple agents
{(which included 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. 3-28; for insights for a responsible Indology
today, also see Sheldon Pollock, “Deep Orientalism? Notes on Sanskrit Power Beyond the Raj,” in Carol A.
Breckenridge & Peter van der Veer, eds., Ouientalism and the Postcolonial Predicament: Perspectives oa South Asia
[Philsdetphia: University of Pennsylvania Press, 1993], pp. 76-133). While I fully subscribe to this view and follow i
inthe dissertation to the extent possible given its scope, I wish to avoid what, to me, are excesses of an overly self-
conscious revisionism that replaces terms such as “religion,” *cult)” “myth,” “school” and “ritual,” with “way of life)”
“fitargy,” “life-wish,” “disciplinary order,” and “life-transforming practices,” respectively (lnden et al, Querying the
Medieval, pp. 22-24}.

0The full tile of the treatise as appearing in the colophons at the end of each chapter is Minasdra
Viastuéastra (the above subtitle is its declension in the locaiive case). Of the two terms, Manasdra is the name of the
treatise, and Vstusdstra, its ascription to the tradition of architectural theory and practice. The word méanasdra is a
compound of mdna and sara. Of these, mana derives from Vm#, “to measure” and “io build” and basically means
“measurement.” The word sdrz means “essence” as well as “summary.” Thus, minasira may be translated as “the
essense of measurement” and as “the summary of measures.” Vistu$stra compounds from vasts and &stra. Of
these, vistu derives from Vvas, “wo dwell,” and means “dwelling” (abode). Sastra derives from V$3s, “io chastise,
correct,” and has a range of meanings: “teaching, rule, science” and “theory.” Vistuédstra means, then, “the science
or theory of architecture.” These are only preliminary sketches; a more precise and detailed analfysis of the two terms
will be conducted in Chapter II, “Nemology.”

Hnfanasara III, 2. A note about the systems of chapterization and versification of the Manasira followed
in this document: the chapterization is the same as inP. K. Acharya’s critical edition of the text in Saaskrit as well as
its English translation. The versification follows, for the sake of simplicity, the system of line-by-line numbering in



Eleven manuscripts of the text survive today. The immense project of collection,
compilation and collation of these manuscripts was undertaken in the first half of the
twentieth century by P. K. Acharya.l? 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 Manasara.l®

1.1) Authorship, Date and Context of the Manasdra

The issue of “authorship” of the Manasara raises a fundamental question regarding the
nature of the text: is the extant MaAnasdra an original composition or a compilation?!*
The text as a composition would demand the agency of a specific “author,” who, while
drawing from existing traditions, would be conceiving and creating something radically
“new,” with an indelible stamp of his own particular personality (which draws from his

historical and geo-political contexts, religious affiliation, as well as pyschological traits)

Acharya’s English transiation rather thap the traditional system of $loka, verse-unit (comprising usually two lines),
found in the Sanskrit edition.

12Acharya gives detailed descriptions of the efeven manuscripts which he names as from A tw K. The
scripts in which the manuscripts are written are: Devanfgari (A, C and H), Grantha (F, G,1and J), Telugu (D and E},
Tamil {F) and Malayalam (K). Manuscripts A, B, C, H and I are written with ink on modern paper, apnd the rest are
found as palm-leaf folios (see P. K. Acharya, Manasira on Aschiteciure and Sculpture: Sanskrit Text with Crtica
Naotes. MAnasdra Series No. ITI [Rpt., Delhi: Low Price Publicatons, 1995], pp. ix-=xiv). To the best of my
knowledge, there have been no reports of discovery of other manuscripts of the text ever since.

U3 This edition was first published in 1934 by Oxford University Press. &k has been reprinted a number of
times, the latest of which is the 1995 Delhi edition published by Low Price Publications, a division of D. XK. Publishers.
For a critical review of Acharya’s work, see Appendix II, “Scholarship on the Manasdra.”

The adjective “modern” is warranted by the notions of “completion” and “critique” present in Acharya’s
edition. These notions, signifying autonomy and distance of the text from its topic of discussion and thereby giving it a
“frozen” or “fixed” character, can stem only from a predominantly literate culture. Indeed, literacy is the hallmark of
modernity in the reaim of language and communication. Thisis in contradistinction to 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, oaly
in a “weak” sense (see Walter Ong, Orality and Literacy: the Technologizing of the Word. [London: Methuen, 1982],
especially Chapter 5, “Print, Space and Ciosure.”

14 The distinction between “composition” and “compilation” is understood as relative and not absolute,
because even in a compilation, some degree of composition is inevitable.



upon the work. There is no such refereance in the text itself (in any of its extant
manuscripts) to a historical peréonage as its “author” (name, pseudonym or suchj,
despite a few scattered occasions (considering the volume of the text) of verses in which
the subject/agent is denoted in the first person.!’> 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” to 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.'® The
identity of this sage Manasira has been speculated as that of Agastya (also called
Mana).!? The text also lists Agastya as one of the seven ancient preceptors of
architecture and gives iconographic details of his image.!® All these items of evidence
collectively lend a certain credence to 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 knowledge that were claimed to have been the

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

L5The opening verse (Manasdra 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 is found in the form gamimi, “1
bow” (from vaam, “to bow™).

Y8psanasara I, 3-4. In this verse (which immedieately followsthe opening verse), the voice already shiits
tothe passive. The verbal forms prokram, “was enunciated,” the past passive participle of pra Vvac, “to enunciate,”
and [akgyate sma, "has been elaborated,” the passive of Viaks, “to elaborate” (sma being an indeclinable preterite
particle), are found:

The science of architecture [that] was enunciated by alf the gods and sages beginning with the one

. who carries the Gangi on his head (Siva),Lhe fotus-born (Brahm3), the lotus-eyed (Vignu), lodra,
Girviga (literally, “one whose speech is [like an] arrow,” whom Acharya in his translation
identifies as the sage Brhaspati} and Narada, has been elaborated by the sage Manasfra, having
made the subject even more complete.

17Accm~ding to an account in the Rgveda, Agastya was bors out of a water-pot (Rgveda vii, 33. 10. 13,
Also 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 Scuth. Commenting oa 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, having
mythical origins in the Rgveda, must have later transformed from that of a person to that of a family, and bom by its
sage members. The first composition of Tamil grammar, Agatifyam, was aitributed to an Agattiandr (Agastya), who
imposed categories of Sanskrit grammar onto Tamil (see P. T. S. Iyengar, History of the Tamils: From the Earliest
times to 600 A. D. [New Delhi: Asian Educational Services, 1982], pp. 208-11). On this role played by the mythical-
legendary-historical Agastya in the Aryanization of the South, see also G. S. Ghurye, Indian Acculturation: Agastya
and Skanda (Bombay: Popular Prakashan, 1977), Chapters I-1T1.



builders and craftsmen through recitation and memorization, writing and copying
masnuscripts as well as architectural making that adhered to them.!® 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 specific 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.2® Acharya ascribed to the text
a date circa fifth century CE, considered by modern historians as the “golden” or
“classical” period of Indian history.?! He conducted a comparative study of textual
contents between the Manasidra 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 Manasdra was more comprehensive in the treatment of architectural matters
than all others, led him to conclude univocally that the Manasdra preceded all other

treatises in date and authority. Citing several “internal evidences” in the text, he

18pfanasara LVII, 24, 7, 38.

5This is the argument that Tarapada Bhattacharya puts forward in his book Canons of Indian Art.
Bhattacharya points out that the terms such as manabodha, minakalpa and mipavid occurring in the text of the
Minasdra, which Acharya misreads as names of sages (Acharya, Indiag Architecture, p. 3), allude, on the other hand
tothe vast body of recorded (and now lost) insights of the sage Mina (Agastya). The words bodha, kalpa and vid
have the epistemic senses of understanding, imagination (also conception) and knowledge respectively (sze
Bhattacharya, The Canons of Indian Art or A Study on Vastuvidya [Calcutta: Firma K. L. Mukbopadhyay, 1963],
Chapter XVIII, “Date of the MZnasdra,” pp. 190-91).

20 According to Acharya’s description of the manuscripts, historical dates are found oaly in three out of the
eleven manuscripts. Manuscript B gives the date of its writing by a certain RAmaAnujAcirya for the Kumpani Bahadur
(the English East India Company) as 1677 Safivahana Saka era (1755 CE). The date of its recording is given in
English as 14" April, 1823, In Manuscript C, i is 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, Manasdra on Architectore
and Sculpture, pp. X-xi).

Dusing this period, Zryavarta, the domain of Aryan dwelling and activity (extending east-west from seato
sea and bounded inthe north and south by the Himalaya and Viadhya mountain ranges respectively), was ruled by
the emperors of the Gupta dynasty, and witnessed portentous artistic, literary and scientific entesprises. For a succinct

discussion og this topic, see Romila Thapar, A History of India. Vol. 1 (New Delhi: Penguin Books, 1990), Chapter 7,
“The Evolution of the Classical Pattern.”



appealed to the milieu of dryavarta of the. classical period (coinciding with the Gupta
empire) with the geographical extent of its political power, economic prosperity and
advances in artistic and scientific enterprise as the “world” embedded in the accounts of
the Manasdra?® 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 Manasara and similarity of its textual contents with other
texts can also lead to the reverse conclusion, that the Mdinasara succeeded them
chronologically.? Secondly, Acharya’s comparison of texts was conducted without
sufficient consideration of historical and archaeoclogical evidences, and hence its results
are not corroborated by concrete evidence 2* This is most striking in the case of temples.

The devotional movement within Hinduism, of which the temples were products, was in

225ee Acharya, Indian Architecture. The comparative study of textual contents is conducted in Chapter I,
“Silpa-Sastras,” and III, “The Position of the Manasdra in Literature.” The lengthy argument that appeals to the
classical period of the fifth-seventh century CE, ruled over by the Gupta emperors, as the date of the Magasara oceurs
in Chapter V, “Age of the M#nasara.”

23Bhatiacharya first examines Acharya’s comparisons between the Manasira on the one hand and the
texts of the Purdpas and Brhat Samhira (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 conteads, is that the Manasara is of South Indian origin while the
other texts belong to the Nosth Indian tradition. In order to account for the similarities beiween the Manasira and
these texts, Bhattacharya makes 3 speculative claim that “both the MZnasdra and the Purdpas were based on earlier
original texts which followed the universal traditions of the Vasm works of India. . . . Both the MZgpasara and the
Pursipas confess thar they took their materials from eartier works” (Tbid). Thus, according to Bhattacharya, the extant
Minasdra is a “recension of recensions,” so to speak, of an original and now extinet MZnasira, which may have been
wrirtten. during the Gupta period or even earfier. He admits thet this hypothesis cannot be proved or disproved (Ibid.,
p. 191). Bruno Dagens, transiator and commentator of the Mayamata, the other asthoritative extant treatise on South
Indian architecture states that even the original Ur-MZnasdra that Bhattacharya claims might have existed can, &
best, only be more or less contemporaneous with the Mayamata, the earliest date then being ninth centary CE, since,
.. . notwithstanding their differences, both works seem, generally speaking, to refer to an equivalent phase in the
development of the school which they represent” (Bruno Dagens, trans. & ed., Mayamaram: Treatise of Housing,
Architecture and Iconography [New Dethi: Indira Gandhi National Centre for the Arts & Delhi: Motilal Banarssidas,
1994}, Vol. I, “Introduction,” p. xiv).

24Acharya himself is aware of the objection that his claims are in “appareat conflict” with archaeological
evidence. The descriptions of temples in the Manasira do not fit with the temples of the Gupta period, the
architectural characteristics of which had been established by means of archaeological research by the nineteenth
century British archaeologist Alexander Cunaingham. Acharya dismisses this objection by stating that “the
characteristics of the re al' Gupta buildings notably those which existed under the Guptas and are discussed in the
Silpa-Sistras [are] different from those given by Cunmingham,” since “[wihat is designated as the Gupta style poiats
really to buildings of much earlier periods” (emphasis original; Acharya, Indian Architecture, p. 196).



its nascent phase during the Gupta ?ericed. Hindu temples of the stature described in the
Manasara did not exist at that time; temple architecture attained complexity and
sophistication only midway through what some modern historians have called “the
medieval millennium” (c. 750-1750 CE). On the other hand, the descriptions in the
Manasara fit well the South Indian temples of the latter half of this time period.®
Following the above observations, it is, perhaps, safest to assume that the first

compilation of the Manasdra must have occurred around the teath-eleventh centuries

CE.

The medieval millennium witnessed illustrious temple building all across India. At the
beginning of this time 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 underway, providing great

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

2SFeatures such as concentric layout of prikdra, courtyards, and their multistoreyed gopura, gatehouses,
described inthe MZnasdra {Chapters XX X1 and XXX respectively) are unique to South Indian temple-cities and
absent in their North and East Indian counterparts. Responding to this objection, Acharya states that “[t}he southern
style might be as eiaborately described as the northern or eastern, even when the Manasdra was compiled under the
patronage of a northern emperor” (Ibid., p. 197). Just as a prince would call forth a sthapati from 2 distani province ©
build a new temple, he says, so also “the author of the Manasira might have been sent for from southern India ©
compose the standard work on Indian architectare” (Tbid). As is clear, Acharya’s claim, being not based on historical
evidence, is purely speculative and therefore untenable.

The iconociasm of the Islamic imvaders of North India from the tenth century CE onwards is sometimes
blamed for the nonexistence of any remains of Hindu temples from the Gupta period (see, for example, Sita Ram
Goel, Hindu Temples: What Happened to Them [New Delhi: Voice of India, 1991}, 2 Vols.). However, as Thapar
states, it is more accurate to construe that Hindu shrines were in a fledgling state of their development during the
Gupta period and hence, small and vnimpressive (see Thapar, History of India, Vol. I, p. 157).

26The most striking examples of the “subiraciive” mode of temple construction are the Kaildsa temple of
Ellora in western India (eighth-ninth century CE) and the mosolithic rathas, chariot-temple structures, of
Mamaliapuram inthe South (seventh century CE). For a detailed discussion of the formal and structural evolution of
the Hindu tem ple in its various regional and stylistic variations, see Percy Brown, Indian Architecture: Buddhist and
Hindu (Bombay: Taraporewala & Sons, 1965). Also, for a comprehensive morphological survey of temples of the
South Indian region, see Michael Meister & M. A. Dhaky, eds., Encyclopaedia of Indian Temple Architecture
(Philadelptia: American Institute of Indian Studies, 1986), volumes South India: Upper Dravidadeda, Farly Phase &
~Late Phase; and South India: Lower Dravigadesa, Early Phase & — Late Phase.
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for this bloom of temple architecture was the revival of Hinduism in a theistic direction.
The major theistic sects of the Saivas and the Vaispavas, who worshipped Siva and
Visnu respectively as the supreme deity, emphasized bhakt, devotion, as the path to
liberation. Sﬂnultaneouslj, the theology of divine immanence was fully elaborated by
these sects, drawing from the divine revelation of Vedic scripture as well as from
popular beliefs and ritual practices to account for the exaltation of personal deities and
their iconic worship. The most pronounced among the various instances of divine
immanence was the image of the deity, “pronounced” precisely because of its having
been marked by the intentionality of human making (that is, 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 turn, became the venue of

public worship for entire communities through organized ritual.

In South India, the reign of Cola, Céra, Pandya, Pallava and Vijayanagara dynasties
spanned the chronological extent of the medieval millennium and the geographical
extent of the Dravidian country, the southern half of peninsular India. Among these, the

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

In tight of the architectura! and religious issues raised by the restoration of the Buddhist temple at Bodh
Gaya in 1881 by Alexander Cunuingham, Director General of the Archaeological Survey of India (see Cunningham,
MahZbodhi, or the Great Buddhist Temple under the Bodhi Tree ar Buddha Gaya. A. K. Narain, gen. ed., The
Complete Works of Alexander Cunningham, Mo. 5 [Varanasi: Indological Book House, n.d.]), & 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 represemtational (iconoplastic) and symbolic art as well as in architectural innovations, which were later
appropriated (albeit in modulated form) by the institution of the Hindu temple. The principal differences, architectural
and theological, that cbtain between the Buddhist temple at Gaya and medieval Hindu temples also must be noted.
The superstructure of the former was consiructed out of brick; the temple originally marked the “absesce,” so ®
speak, of the Buddha by housing his vajasana, diamond-seat, in its sanctum. On the other hand, the medieval Hindu
temple is constrected out of stone; it marks the immanent presence of the deity in the image, which is installed in its
sanctum.

1



Kaveri, and were professed Saivites in their religious affiliation.? 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 Brhadeévara temple in
Tanjavur (c. 1000 CE) and the temple in Gangaicondacolapuram (c. 1025 CE), both
dedicated to Siva (Figs. 3 & 4)2®8 Characteristic of tﬁese temples was the vimana, tower
above the adytum, made up of bhmis, (false) stories. The vimanaloomed to a height of
sixteen bhiimis in the case of the Brhade§vara temple, and nine in the latter. Later
development in the spatial organization of the temple compliex revealed the pattern of a
horizontal expansion of concentric enclosure's with gate-houses, forming courtyards that
com';ained hypostyle pavilions. Following this, the verticality shifted to the periphery,
with the outermost gate-houses becoming the tallest structures of the complex (Fig. 5).
These developments in temple architecture are reflected in the Manasdra. In Chapter
XVIII, Vimanalaksapnam, “Characteristics of the Vimana,” 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 respebtively. The text mentions
gate-houses up to seventeen stories, and also hypostyle halls with one thousand

pillars.?® These evidences further point to the plausibility that the original compilation of

27For accounts of the history of the region and specifically of the Cola dynasty, see K. A. Nilakanta Sastri,
A History of South India: From Prehistoric Times to the Fall of Vifayanagar (Oxford: Oxford University Press, 1935);
and The Cojas (Madras: University of Madras, 1975).

28Ror a formal (morphological) analysis of these two temples, see Pierre Pichard, ed., Tanjavur
Brihadedwara: 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 that
imterpret in and through the sicucture the “story,” that is, the architectural program of the temple as revealing symbolic
meanings drawn from theological, mythical and legeadary accounts, as well as historical events, are still rare. One
such is attempted in a short appendix in C. Sivaramamurti, The Chola Temples: Thanjavur, Gangaicondacholapuram
and Darasuram (New Dethi: Archaeological Survey of India, 1973).

2O \anasira XXXII, 97, and XXXIV, 240, respectively. Both these feature in the Minaksi temple
complex at Madurai, the capital of the Pandya kingdom, built in the first half of the seveateenth century (see Percy
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the Manasira occurred in the miliey of the medieval CBla kingdom with its later
transcriptions circulating widely in South India. The extant manuscripts written in five
scripts ~ Nagari, Grantha, Tamil, Telegu and Malayalam (of which the last four are
South Indian) corroborate this assumption3® These observations also call into question
Acharya’s assumption that the MAnasara is of Vaispavite affiliation. On the one hand,
the internal evidences in the text that he presents are inadequate to prove this
conclusively. On the other hand, he ignores the evidences abounding in the text that
favor its affiliation to the Saiva sect, and within it, specifically to the Saiva Siddh'c’inta

school of theology and religious practice 3!

Brown, Indian Architecture, Buddhist and Hindu, Chapter XX). However, the maximum height of vimina mentioned
inthe text (twelve stories) falls shortof the height of the vimana of the Brhadeévara temple (efeventh century). These
differences demonstrate the dynamic interaction between text and practice. Also, as Dagens and others have
observed, tragscription of treatises itself was a dynamic process involving “interpolations and additions” that
incorperated new developments in practice as well as speculative projections based on what existed (Dagens,
“Introduction,” Mayamatam: Treatise of Housing, Architecture and Iconography , p. xliii).

30Acharya, Manasdra on Architecrure and Sculpture: Sanskrit Text with Chitical Notes, Manasdra Series
No. III (Rpt., Delhi: Low Price Publications, 1995), “Preface,” pp. vii-xx. These scripts except Nagari belong to the
three major South Indian (Dravidian) languages: Tamil, Telugu and Malayalam. Grantha, the aacient South Indian
script dating back to c. 300 BCE, is also the source of Tamil and Malayalam scripts.

31A few of these are cited here for the sake of ilfustration. To begin with, the contents of the Manasdra
have the closest similarity not to that of the Purdpas but of the Agamas, the theological texts of the Saiva sect of South
India — a fact which Acharya ignores completely in his argument. Subsequently, the rituals associated with the
construction are also of the Saivite order. The opening venerational hymn (I, 1-2) contains the expression
utpattiraksapalayin jagatAm prakurvan, “the one who creates, preserves and dissolves the universe.” Later in the
treatise, while discussing the foundation of Saiva temples, this function of creation, preservation and dissolution of the
universe is atiributed to the entity who is Viévakarman, Creator, and BhuvanZdhipat, Lord of the Universe, who in
subsequent description is identified as Siva (Manasdra ¥II, 112-121). In Chapter II, 2, while commencing the account
of the divine genealogy of the guild of builders, the text states thus: parah §ivasaka§addhi brahmd cendro pi lokakst,
meaging, “ Brahm3, the maker of the world, and Indra, [both] emanate {rom the supreme Siva” In the next line, the
text names I§vara as the great creator of the universe. Parah Siva, in the theology of Saiva Siddhinta, is the first
undifferentiated principle. I§vara, its fourth evolute which, being active (creative), manifests itself in the phenomenal
realm as a deity with form {see T. A. Gopinatha Rao, Elements of Hindv Iconography [Delhi: Motilal Banarsidass,
1968], Vol. I, Part I, pp. 361-70). In the iconographic section of the text, the semi-iconic liiga, (literally, phallus), of
Siva, and its instaliation in the temple are treated the most extensively., Acharya notices this last point, but brushes &
aside by saying that the fingaof Siva being “. . . a very famous object of the Hindu sculptuse . . . it would have been
given the prominence ail the same even if the artist had belonged to an entirely different sect, because without this his
treatise would have been incomplete” (Acharya, Indian Architecture, p. 188).

This said, & has to be noted that the text maintains a degree of “pos-sectarianism” in its atlempt 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 fact. The tradition of manuscript
writing being one more additive than (critically) editive, these two chapters may also be seen a5 the extant remains in
the text of the once-dominant Jain and Buddhist thought and practice (including iconographic 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 Manasdra

A review of modern scholarship on the Manasdra (a very limited corpus, detailed in
Appendix II, below) evinces that whatever attempts have been made so far to
understand the nature of traditional architectural theory, its relationship to traditional
practice, and its relevance for modern practice have not yielded the desired fruit.® A
fresh effort at addressing these questions by revisiting the Manasara itself is due, which

I propose to undertake in this dissertation.

2.1) Philosophical Framework and Methodology of Study

One might ask: what prompted the translation of the Manasara from Sanskrit to English?
As Walter Benjamin asks: “Is translation meant for those who do not understand the
original?’33 Leveled at the Manasira and its translation by Acharya, this poignant
guestion captures the primary concerns of this dissertation. Acharya’s cited intention of
testing whether the text is useful to retrieve and reconstruct the ancient tradition of
architectural practice while engaging the contingencies of the present is already a project
of modernity, addressed not so much to the near-extinct class of traditional sthapaiis,
master-builders, laboring in the seriously endangered traditional mode of practice as to
the generation of modern architects who are disjuncted from it. Granting that this is a
legitimate concern, the issue, then, shifts to the modes and tropes by which this project is

to be undertaken. The inadequacy of the “scientific approach,” with its reductive frame

325ee Appendix II, “Scholarship onthe Minasira.”
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of reference, in reading and translating the Manasarais evident in Acharya’s work 3* It
calls, then, for an alternative mindset within which to 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 vastuddsira, traditional
architectural theory”) is understood as a phenomenclogical problem. Phenomenology
here encompasses a range of senses: 1) transcendental (constitutive) phenomenology, or
the “scienc‘e” of consciousness, which, in order to arrive at a theory of knowledge,
‘studies phenomena through the filter of eidetic intuition of the transcendental subject and
by the method of bracketing and reduction; 2) existential phenomenology, dealing more
concretely with human experience (the relationship of the self with the world and with
others) and action (thus including architectural making); and 3) hermeneutical
phenomenology, which examines the problem of language (or more precisely, the
“linguisticality of being”).3® This follows the intuition that through the above range of

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

Bwalter Benjamin, “The Task of the Trasslator,” in Marcus Bullock and Michael W. Jennings, Eds.,
Walter Benjamin: Selected Writings, Vol. I, 1913-1926 (Cambridge, MA.: Belknap Press, 1996), p. 253.

34 For a critical appraisal of Acharya’s translation of the Manasira, see the sectiog “P. K. Acharya’s work
onthe Manasara,” in Appendix II, “Scholarship onthe Manasara.”

35For the first sense, see Edmund Husserl, Phenomenology and the Foundations of the Sciences. Third
Book: Ideas Pertaining to a Pure Phenomenoclogy and to a Phepomenciogical Philosophy. Trans. Ted E. Klein and
William E. Poll (The Hague: Mactinus 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 Way to Language and Poetry, Language,
Thought.

I 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 peremnial philosophy itself, for which immediate
metaphysical concerns may have had to temporarily recede to the background. Phenomenology, by means of its
doctrine of intentionality that facilitales 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. Eventhe “idealistic turn” (as some have characterized ity of the
later Husserl does not renounce this fundamental orientation of phenomenology towards objects. For a positive
interpretation of the later Husserl, see Richard M. Zaner, “On the Sense of Method in Phesomenoclogy,” in Edo
Piveevic, Phenomenology and Philosophical Understanding (Cambridge: Cambridge University Press, 1975), pp. 125-
42. For a comparative study of phenomenology and traditional philosophy, see Edith Stein, Knowledge and Faith.
Trans.,, Walter Redmont. L. Gelber & Michae! Linsenn, eds., The Collecied Woarks of Edith Stein, Vol. VII
(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 philosophical traditions.
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nascence of architectural theory. Consequesntly, the “framework” and “method” of
phenomenological inguiry is better suited to investigate Whethef and how the nascent
impulses of theory are sustained throughout its subsequent evolution (and therefore, at
any given historical particular instance as well). This propriety of framework and
method of phenomenological inquiry extends also towards understanding “textuality” (as
exists in the acts of compilation and transmission of theoretical treatises such as the
MdAnasdra) as the “specialized” form 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®® Thus, the specific mode of
investigation into the problem of nature of architectural theory of the Manasara — 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 "mto and from the text and its world; 3)
incorpora&ioﬁ, that is, appropriation of meaning by the reader; and 4) restitution to the
text.37 To commence this process with the pretense of a neutral scieatific objectivity
would be a spurious step that can only lead to the same reductive objectivism that is

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

36George Steiner observes thai “comprehension” has in it, the root for “understanding” (Steiner, After
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 3® The
first two steps of the fourfold hermeneutical motion cover the attempt to grasp the
original intention of the text, or, as Benjamin puts it, “what is meant and the way of
meaning it.”3® The laws governing this exercise are not arbitrary, but, as Benjamin
notes, present in the text itself, not only inits syntax and word-meanings but also in that
ineffable “feel” recumbent between its lines. The tools of dictionaries, etymologies,
grammars and technical glossaries together with a thorough acquaintance of the
historical context of the text help the reader to cultivate a well-grounded imagination by
which to 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.®® This is the instance at
which objectivity (the “truth” of the text) triumphs in the subject (the reader, translator),
so to speak, when the disclosures of the text in the exercise of translation shed new light
upon the concerns with which the reader 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 synchronic structures of the process of translation are satisfied. The
fourth step, that of restitution to the text, is necessary in order to restore the balance of
the hermeneutical process, even if it is rather elusive with respect to its specific contours

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

3811 other words, the questions and concerns that are part of the world of the reader, and which the reader
brings to the text, need to be made explicit. The “prejudice” of the reader, uaderstood thus, is not something negative
that impairs the hermeneutic process. On the other hand, as Hans-Georg Gadamer, the pre-eminent phitosopher of
hermeneutics of the twentieth century, says: “. . . prejudices, in the literal sense of the word, constitate the initial
directedness of our whole ability to experience [and, one may add, understand]. Prejudices are the bases of our
openness to the world [and the text]” (Gadamer, Philosophical Hermeneutics. Trans. & ed., David E. Linge
[University of California Press, 1977], p. 9).

P Walter Benjamin, Selected Writings, p. 254. Steiner affirms: “To read fully is to restore all that ose can
of the immediacies of value and intent in which the speech actually occurs™ (Steiner, After Babel, p. 24).

40For the elaboration of the idea of “fusion of horizons,” see Hans-Georg Gadamer, Truth and Method .
Trans. and revised by Joel Weinsheiner & Donald G. Marshall (Second Revised Edition, New York: Centinunm,
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handicap, but rather as holding the potential to 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 concrete 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 is essentially a poetic undertaking, hovering “between poetry and theory.” It
grants new life to the original text, and at the same time displays an essential oneness

with it.#

As already noted, the project of revisiting the Manasara in order 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 is historicity is, more or

less, a self-evident fact*? This is what enables Husser!, for instance, to assert the

1959), pp. 306-7. To my mind, even the overuse and abuse of this all important principle in contemporary discourse
does not exhaust iis meaning and relevance in any hermeneutical exercise.

U Walter Benjamin, Selected Writings, pp. 254-57. Again, this is Steiner’s view as well, that every reading
of the original is a “new poeisis,” and the ontological relationship between the two is two-fold: reproductive and
innovative (Steiner, After Babel, p. 26).

“2Historicity” stems from possessing 2 historical consciousness, which is the awareness of a “vector” of
linearicy that pierces through temporal cycles. Historical consciousness understands this vector as the meta-parrative
of history which encompasses not only past events but also “futurity” as a prophetic construction. This historical
consciousness in the strong sense was unique at first to the Hebraic stream of Western thought, and later became a
central concern of Christian thought. In fact, the first explicit articulation of historicity was carried out as a theology of
mistory by St. Avgustine in his work, The City of God, inthe early fifth century CE.  For St. Augustine, the history of
the city of God (marked by the absolute beginning of the cosmos and the eschatological events of the Incarnation of
Jesus Christ, birth and growth of the Church and Christ’s second coming) and the city of Man (secular events such as
the rise and fall of empires) are distinct yet interdependent. The post-Enfightenment notion of history as the unifinear
movement of time as outlined by G. W. F. Hegel in Wis Philasophy of History, is, in fact, an immanentist vitiation of
St. Augustine’s understanding; it coflapses the Augustinian distinction between sacred and secular histories. For a
concise account of the reflections on the problem of history by its key thinkers inthe Western intellectual tradition, see
Karl Liwith, Meaning in History (Chicago: The University of Chicago Press, 1949). Any attempt to understand
historicity that does net take into account St. Augustine’s thought and work on the matter, but simply stops either a
Hellenistic notions of history or at Hegel's philosophy of history, is mecessarily a truncated ose {for respective
examples, see Sheldon Pollock, “Mimdmsd and the Problem of History in Traditional India” in Journal of the
American Oriental Society [No. 109.4, 1989], pp. 603-10; and Inden et al, Querying the Medieval).
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universal a priori of history as the sole facilitating principle of investigations iato
origins.®* In contrast, the world-view of the Indian religious and intellectual tradition
within which the Manasarais located maintained, at a cosmic level, a cyclical notion of
time** One exception to this (indeed, a significant exception) is the school of
MImamsa, ritualism (lterally, “inquiry”), which, incidentally, is also the school of
traditional hermeneutics among the six classical darfanas, orthodox schools of
systematic thought of the Indian intellectual tradition. One of the main concerns of
MiImamsa is interpretation of texts, especially the Veda. In the process of reading the
Veda and deciphering its meaning, Mimamsa conducts a linear regressive inquiry into
its origin and arrives at the notion of its nature as apiirva, a priori, eternal, and
apauruseya, transcendent (and by extension, authorless).*> The cosmological correlate
of this docirine of uncreated nature of the Veda is the a priori, uncreated (that is, without

beginning), and eternal nature of the cosmos. % In the process of its “inquiry” the

#31n his essay, “The Origin of Geometry,” Husser! states that such an investigation — essentially diachronic
~in any discipline isto “make explicit the internal historicity” of its meaning-horizons. Indeed, for him, the genuine
epistemological problem is the internal historical problem (see Husserl, “The Origin of Geometry,” in Jacques
Derrida, Edmund Husserl’s Origin of Geometry: An Introduction. Trans. John P. Leavy, Jr. [Boulder, CO.: Nicolas
Hays, Ltd., 1978], pp. 179-80).

4Historian Romila Thapar detects linear conceptions of time in the Indian tradition, in Puripic 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 Writing in Eary India,” in Thapar, Ancieat Indian Social History: Some Interpretaiions
[Delhi: Orient Longman, 1979], pp. 268-93). She takes this as evidence for the presence of a historical consciousness
inthe Indian tradition as well as Lo question the distinction between cyclical and linear notions of time (Thapar, Time
as a Metaphor of History: Early India [Delti: Oxford University Press, 19961, pp. 31, 37). While these arguments are
valid, they are only incompletely so. The historical consciousness witnessed in these cases are “weak” at best (a fact
that can be highlighted only by comparison with the Western tradition; see Note 42 above), which Thapar herself
inadvertenily admits when she says that “fragmentary arcs within the cycle . . . take on the role of linear ume . . 7
(Ibid., p. 31; emphasis mine).

45 3ee Pollock, “Mimamsad and the Problem of History in Traditional India.”

*SIn other words, MImams3 denies the circle and its ontological significance. Instead, through the notion of
the line as extending endlessly backwards, it postulates a deoniologized and dehistoricized epistemology that is
preoccupied with approximating the present i an indefinitely extended past (see Peri Sarveswara Sharma, “ Kumarila
Bhatta’s Denial of Creaton and Dissolution of the World,” in R. C. Dwivedi, ed., Studies in Mimamsa: Dr. Madan
Mishra Feficitation Volume [Delhi: Motilal Banarsidass, 1994], pp. 53-77). A certain formal “symmetry” obtains
between the cosmological theory posited by MImimsa and the “steady state” model of the cosmos advaaced in mid-
twentieth century by the British cosmologist Fred Hoyle (see Hoyle, The Naiure of the Universe [Oxford: Basil
Blackwell, 1950]). In the laiter, which also denies the absolute beginning of the cosmos, maiter is continually
produced to 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 Mimamsa 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 MImamsa inevitably cosmstitute a
framework that facilitates the reading of the Manasdra “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.

Mimamsa proposes a five-fold structure of “hermeneutic motion™: 1) vigaya, text or
subject to be understood, which can have two or more meanings; 2y samSaya, doubt
regarding the correct meaning; 3) plrva-paksa, postulation of one of the meanings as
probable; 4) uttaram, refutation of the probable meaning; and 5) nirpaya, establishment
of the true meaning. Some MImamsakas add to this, 6) prayojana, application; and 7)
sangati, relevance ¥’ This entire structure is engaged in the interpretation of the
Manasara, which is the visaya here. The fundamental question of the nature of theory
is the samfaya. Acharya’s translation and interpretation of the text is the plirvapakéa;
my own response to Acharya and refutation of his interpretation, where applies, the
uttaram. The demonstrative steps of reason and evidence by which [ establish my
position regarding the question comprises the nirpaya. The relevance of this position to
the issue of contemporary Indian architectural practice is its sangati. lts prayojana,

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

47See Krishna Roy, Hermeneutics: East and West. Jadavpur Studies in Philosophy, Second Series
(Calcutta: Allied Publishers Limited, 1993), Chapter 2, ““Hermeneutics’ in the Indian Tradition,” pp. 81-97.



practice.#® The hermeneutical motion that Mimamsa forwards, since it presumes the
linguistic apriorism of the Sanskrit language, is inherently limited in addressing the
problems associated with inter-lingual translation. On the other hand, these problems
are of central concern in contemporary hermegeutical reflections such as those of
Benjamin, Steiner and Gadamer. Thus, in this dissertation, in which interpreting the
Manasara involves also its transiation, traditional and contemporary hermeneutics play

complementary roles.

At this point, a specific problem crops up: the “primary text” that I have adopted for the
dissertation is Acharya’s Critical Edition of the Manasdra, and not the manuscripts
themselves. As is already clear, the former is a “product” of modernity, existing as an
autonomous entity outside the original context (the world of traditional architectural
theory and practice) of the text. I 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 climatic conditions in India

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

4814 the dissertation itself, I do not attempt to define o regulate the ways in which my position regarding
the issue of the nature of theory obtain in concrete instances of practice, which would involve deriving and positing
prescriptive rules for contemporary practice. Rather, I fimit myself to positing the sanigau, relevance, of my position
for modern practice.

4SThe primary concern of MIm#msa was the interpretation of texts within the tradition itself, conducted n
Sanskrit. Thus, MImamsa does not directly address the problems of translation. Sheldon Pollock ohserves: “Tris . . .
unsurprising that . . . there exists no Sanskrit or other Indian discourse on translation; in fact there exist no common
word for transiation in any premodern Indic language” (Poliock, “Philology, Literature, Transiation,” in Enrica Garzilli,
ed., Translating, Translations, Translators: From India to the West. Harvard Oriental Series, Opera Minora, Vol I
[Cambridge, MA.:. Department of Sanskrit and Indian Studies, Harvard University, & Columbia, MO.: Scuth Asia
Books, 1996], p. 114). The linguistic apriorism of Sanskrit (anglicized from samskrta, “that which is refined”},
generally, did not admit the notion of “translation” as “transference” (of some text or idea) from another language inlo
Sanskrit, which was considered as the superior {anguage. Og the other hand, the process of “translation” (of a text or
idea)from Sanskeit to the vernacular languages (sometimes termed collectively as Prakrit, anglicized from prikpta,
“that which is barbarcus, vulgar”) was considered as its vulgarization (ibid., pp. 117-18). Some modern Indic
tanguages 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 preseat custody of the manuscripts in widely
scattered locations in India and England 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.>!

3. Sastra and Prayoga

As a vidstuédstraic treatise, the Manasira 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 iconographic objects (cities, buildings, furniture, images to be installed

The root verh in both cases is vo7t, “to turn around,” and also, “to transform.” Trasslation, then, is understood as a
“transformation,” which places the “new” langnage on an equal footing with the original language.

SOFgur of the eleven extant manuscripts are owned by the Library of India Office, London, two each by the
Tanjavur Palace Estate and the Government Oriental Library, Madras, and the rest by Deccan College, Poona, the

Oriental Library of the Asiatic Society of Bengal, Calcuita, and the Palace Library of Trivasdrom (Acharya,
Ma2nasdra on Architecture and Sculpture , “Preface,” pp. ix-xvi).

31 For all his critigue 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 study of
the text Vignudharmottarapurdna, is uniformly silent regarding his primary source: whether it is a modern, critical
edition or one or several of the manuscripts of the text (see Inden, “Imperial Purdpas: Kashmir as Vaigpava Center of
the World,” in Inden, Walters & Ali, Querving the Medieval, pp. 29-98). Adopiing a hermeneutics of suspicion as the



in the temple), systems of proportional measurement employed in their making, techaical
instructions on the building procedure, prescriptions for rituals associated with
construction, as well as classificatory accounts of architectural and iconographic objects. -
The overall composition of the text is as a series of prescriptive injunctions in the form of
metric verses.® Presumably intended as a munemonic and didactic tool, this form and
tone stem from the claim and seif-understanding that vastusastra, as a body of rules and
precepts (thus constituting the “science”), is a priori in refation to its object, architectural
and iconographic making. As shown in the literature review (Appendix II, “Scholarship
on the Manasdra), all previous scholarship on the Manasara not only unwittingly
accepted this claim without qualification, but also proceeded from it to render vastusastra
as compatible with and therefore easily applicable to modern architectural practice. I
contest the latter conclusion, and in this study, purport to justify my dissent by subjecting
the former claim of vdstusdstra itself to scrutiny and presenting the resultant insights as
substantiating evidence. First and foremost, the worded definitions and conditions
thereof set forth in the text by which such a claim and self-understanding are expressed
and supported are analyzed on their own terms. However, to limit the scrutiny to just
this exercise would be to fall prey to a kind of nominalism. In order to avoid this, I
conduct the analysis against the backdrop of “movements” or changes within the

tradition of vastufdstra itself 5 and around it, in associated fields, particularly religion.

framework for his study of the text incapacitates Inden from using the critical edition without coniradicting the
principles that constitute his framework.

52The meter, followed more or less consistently throughout the text,is the classical anusfubh which contains
8 syllabic units in each pada, quarter, of a verse.

These are traced through evidences in the text, as well as by comparison with other pertinent texis,
especially the “sister treatise,” Mayamata.
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The claim and self-understanding of vastuddstra as a priori falls within aad is consistent
with the larger picture of the Indian intellectual tradition in which §3stra in general, as a
body of “grammatical” rules and precepts, is held to be prior to practical activity. About

the conception of §3stra, 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 Brihmapas, secular life as a whole was
subject ta a kind of ritualization, whereby all its performative gestures and
signifying practices came to be encoded in texts >

He notes that the classical grammatical tradition (grammar being the most exalted
among the exegetical sciences) was av%are of such a signification of §dstra>> However,
it was only in the medieval period that a “comprehensive definition” for $astra was
offered — by Mim&ms3, the school of Vedic ritual practice and textual exegesis.
Kumarila Bhatta, the great Mimamsaka of the eighth century CE, crystallizes the
precedent intuitions and speculations regarding the nature of $@stra in the following

definttion:

[ Sasirais] 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 be embraced by the term §istra insofar as they are
elements subordinate [to injunctions to action].”¢

>4Shetdon Pollock, “The Theory of Practice and the Practice’ of Theory in Indian Inteflectual History,” in
Journal of the American Oriental Society, No. 3, 105 (1985), p. 500.

33For instance, the statement of Pagafijali, who wrote the commentary MahZbhdgya to the grammatical
treatise Asfddhydyi of Paniji: “Sastra is that from which there derives regulation [definite consiraints on usage]”
(Mahabhagya 6.1.84; quoted in Ibid., p. 501).

S8Stoka Vartika, Sabdapariccheda, vv. 4-5, quoted in Ibid., p. 501. Pollock’s own definition of $dsira
paraphrases this quite well: “a verbal codification of rules, whether of divine or human provenance, for the positive
and negative regulation of some given humag practices” (Ibid.).

A linguistic analysis of the term $8stra itself reveals just as much. The term derives from Véds, meaning “io
teach, instruct, chastise, punish, correct,” and also “to order, command, rule, govern.” Its syntactic derivation, in the
Pépipian grammatical system, is explained as the addition of the suffix ‘tra’ to the verbal root, indicated by the
Iytpratyaya, “primary affix” (or “formative element™), ‘stran’ The primary meaning of this suffix is instramentality,
that is, “the means by which an action is performed or camied to completion” (Richard Hayes, Continuing Sanskeit:
Samskrtabhasdpravartanam [Montreal: McGill University, 1998-99], Chapter 4, “Kpt-pratyaya-nirukiif. Deriving
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In the definition quoted above, it is seen that Kumarila does admit a distinction between
the descriptive and prescriptive dimensions of §2stra, but almost immediately subverts it
so as to nullify any sense of a dialectic between them. What is evident here is a certain
penchant within the MImamsa tradition to understand §dstra as univocally prescriptive.
By extension, the dialectic between §3stra and its object that is “practice” is also denied.
Indeed, from this view point, “practice” can only be understood as “application” of
normative rules and precepts in the sense of following or adhering to them. The sastraic
term for practice in this sense is prayoga, which derives from pravyuj, “to employ, use,”
and also “to harness, yoke.””” It is significant to note that prayojana, the term for
“application,” also derives from the same verb root. From a §astraic perspective,

prayoga, practice, is identified with prayojana, application.

nouns and adjectives from verbal roots,” p. 63). The fexicographer V. S. Apte gives the semantic derivation of the
neuter noun §stram, from the verbal root Vé3s as Sigyate ‘nena, which means “[that which is] taught without blemish”
(Apte, A Practical Sanskrit-English Dictionary [First Compact Edition, Delhi: Motilal Banarsidass, 1998], p. 1549).
S7Francis X. Clooney states that in the early Mimamsd of Jaimini, prayoga signified the concrete,
particular, event of the sacrifice: ‘
[The term prayoga focuses] our attention on the status of the sacrifice as an event actualizing
many ahstract retational patterns. . . . Prayoga is an event: a particular happening in a particular
time and place, done by a particular person. It is where all the many ritual connections are
realized and actualized. There is no abstract prayoga, because prayoga is by definition an
occurrence in time and space. . . . The word prayoga . . . extends in various directions at once. A
prayoga suggests the overall paitern of a sacrifice, the relationships of various parts and aspecisin
right order. . . . As a particular event, in a specific time and place, [prayoga as sacdfice] becomes
a kind of “world,” valuable in itself, into which things and people and actions enter for specific
purposes (Clooney, Thinking Ritvally: Rediscovering the Pirva Mim&msa of Jaimini. Gerhard
Oberhammer, ed., Publications of the de Nobili Research Library, Vol. XVII [Vienna: Institute for
Indology, Usniversity of Vienna, 1990], pp. 116-119.
Notably absent in this understanding in early Mimams3 of prayoga as a perlicular event was any coacern
over the notlon of apidrva, a priori. In other words, according to such an understanding,prayoga was almost “a-
theoretical” in nature. However, in the subsequent development of Mimarmsa, as it more or less culminated in the
thooght of Kumarila (notwithstaoding the “neoscholasticism” of the late medieval period), the aotion of the a priori of
$astra completely overshadows the early understanding of prayoga: practice is subsumed into theory. In the end, the
inherent duality between theory and practice persists unreconciled throughout the evolution of the traduion. There is
no claim or uwnderstanding of any historical event as eschatological in nature, and therefore, no instance of a real
“hypostatic union” (that ultimate “yoking”) of polaritiesin the course of this evolution, that would have occasioned the
overcoming of this duality by the reconciliation and synthesis of theory and practice without erasing their oniological
distinction. In this light, the ascription of “realism” to MImamsi, as some modern commentators do, is unjustifiable.
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Even though within the frame of §4straic discourse prayoga is not granted a “real”
categorical status,%® it is nevertheless a term admitted (in a nominalistic vein) as being
necessary to complete the structure and dynamics of discourse itself. While challenging
its inherent nominalism 5° I also make use of this traditional distinction to name the two
major sections of the dissertation that have cotresponding emphases in their respective
lines of inquiry as “Sastra” and “Prayoga.” In the section titled “Sastra,” 1 examine
primarily the nature of the vastu§istra enunciated in the Manasira. The particular
modes by which the generic outlines of §3stra defined by Mimamsa are reflected and
sustained in vaAstudastra are laid out. However, not content with simply showing that
vistuddstra is more or less subsumed under the MImamsa view of §astra, I also explore
the text for clues in which the limitations of the vastuddstraic 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 vastus§astra. This is
conducted in two chapters titled “Theology” and “Nomology” respectively, which are
identified as the two fundamental aspects that pérvade the vastusdsira of the Manasara.
In the section titled “Prayoga,” I pursue the same question into the realm of the
relationship between vistudistra and its object, architectural and iconographic making.
The process of making itself — its dynamics and significations — is examined in the
chapter titled “Technology.” In each of these three chapters, the first principal division

examines the contours and structures of the claim of the priority of theory, and the idea

On the other hand, depending onthe perspective of either theory or practice from which it is viewed, it d1splays the
characteristics (with qualifications) of “nominalism” and “pragmatism” respectively.

S8This is evident in the fact that while compounds which have §3sira attached to the end to denote particular
fields of discourse (for instance vastudistra, “science of architecture”; ndfyasdstra, “science of drama”) abound, their
correlative componnds which have prayoga at the end are not found, even though there is no grammatical obstacle
against forming them.

59gee Note 57 above.
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of practice as the application of theory. In the second division in each chapter, dtled
“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 I use the Sanskrit
terms $astra and prayoga to name the two basic sections of the dissertation, I have
consciously adopted the English terms, “theology,” “nomology,” and “technology,” as
titles of chapters within these sections. The specific meanings of these latter three terms
are more proper to the context of Western intellectual discourse, and therefore are used
here in a qualified sense.® This said, however, I must add that this strategy of
juxtaposition of Sanskrit and English terms is consistent with the overarching concern of
the dissertation against which the question of the nature of vastusdstra itself is posed:
the encounter between tradition and modernity in contemporary Indian architectural

practice.

The common transiation of §4stra as “theory” by lexicographers and scholars,® which 1
also have made use of previously and will continue to use in the rest of the dissertation,
also demands a qualification. “Theory” derives from the Greek theoria, “seeing”

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

50 The gualifications 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 craft,” respectively.

61See for instance, the entey under #3stra in Monier-Williams, A Sanskrit-English Dictionary (Rpt., Delhi:
Motilal Banarsidass, 1995), p. 1069; and in V. 8. Apte, A Practical Sanskrit-English Dictionary, p. 1549, Sheldon
Pollock, in his article The Theory of Practice and the Practice of Theory, also translates $astra as “theory.”



and “contemplated sight” to the later “scheme of ideas” and “explanatory scheme.”6
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, is symptomatic of the historical
course charted by Western epistemology 8 Among the meanings of theory just
mentioned, the earlier ones that derive from “seeing” are totally absent in the semantic
horizon of §dstra. Thus, the respective etymologies of the two terms demonstrate that
their original meanings were radically different, offering no points of convergence. A
movement towards convergence of the semantic horizons of the two terms begins to
occur only with the transformation of the meaning of “theory” in its own later history.
Translation of §astra as “theory” is made plausible by this movement. However, the
plausibility of such a translation does not imply a one-to-one fit between the terms: it is
not reasonable to consider “theory” solely in its later semantic affinity to §astra by
completely ignoring its original meaning and early derivations. Therefore, the
translation of §3stra as “theory” can fit only rather uneasily. This “problem” of
transiation is not to be understood in a negative sense, but precisely 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 understanding
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 synthesis.

625ee Raymond Wiliams, Keywords (Oxford: Oxford Usniversity 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 (Cambridge, MA: The MIT Press, 1993), pp. 20-21.
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A note regarding my translations of the exéerpts of the Manasara, cited in the
dissertation, is also in order here. I do not provide “smooth” transiations 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 to call
them “literal” or “technical” translations, which they are not. From a hermeneutical
perspective, the labels “lteral” 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
iranslation 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 to Roman letters that is
adopted here is as follows: All Sanskrit terms are italicized with the diacritical marks
proper to their transliteration. These include verses quoted from the Manasira and
other texts. In the case of verses quoted from the Manasara, Acharya’s emendations
are also included, in round brackets ( ). Diacritical marks are omitted in cases of proper
names whose anglicized forms are in current use‘. These include names of nineteenth
and twentieth century Indians, of places, geographical features such as mountains and
_rivers, and languages (thus, Acharya and not Acarya, Srirangam and not Strirangam,

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

635ee Nikolaus Lobkowicz, Theory and Practice: History of a Concept from Anstotle to 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 of their names, I have also followed suit (as
in the case of Sadiéiva Rath Sarmi, one of the translators of the architectural treatises

Vastustra Upanisad and Silpaprakdsa ).
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Fig. 1: Close-up Front View

From: P. K. Acharya, Aiady Arclitectre in in0hs
and Abrosd. MinasgraSeries Mo, VL Rpt. Delhiz
Low Price Publications, 1995}

Fig. 2: Distant Front View.

From: P. K. Acharya, Hindn drchivecure iz fadin and Abrozd,

Plate I: Swastika Mansion, Allahabad (c. 1935 CE)



Fig. 3: Brhade&vara Temple, Tanjavur
{c. 1000 CE): Vimdwaof 16 Stories.

From: Percy Brown, lediar Archiecore:
Boddfise s Hinde{Bombay: D. B.
Taraporevala Sons & Co. Pot. Lad., 1965}

Fig. 4: Siva Temple, Gangaicondacolapuram
{c. 1025 CE}. Vangmsof 9 Stories,

From: Percy Beown, Jedier Archffeawes:
Booilisr snd Hindy

Plate II: Great Medieval Saiva Temples of Cbla Patronage



AISHNAVA TEMPLE

Fig. 5. Visou Temple, Srirangam: completed c. eighteenth
century CE {(Axonometric View)

From Percy Brown, fodian Arcitecimres Buddlisse sud Hincy.

Plate 1II: Concentric Series of Prnafdrg, Court-Enclosure, and Goporg, Gate-House, in a
Late-Medieval South Indian Temple Compex






Chapter 1: “THEOLOGY,” OR THE HORIZON OF THE DIVINE

a) PRIORITY OF THEORY

The classic feature’ that characterizes §3stra, “theory,” in the Indian intellectual
tradition is, as meantioned already, the claim of its pribrity over prayoga, “practice.” In
Kumarila’s definition cited earlier,' a bipartite signification of §astra is evident:
“eternal” (that is, uncreated) and “made.” The former refers, in the classical Plrva-
and Uttara- Mimamsa tradition, specifically to the Veda as revelation.” The foundation
of the idea of the priority of §3stra lies in the movement to collapse the distinction
between the two notions of §astra (as the transcendent Veda, and as rules that are
made) by the self-idesntification of the latter with the former. Sheldon Pollock observes
that the term $4stra as “. . . [the] shared signifier for the two domains (‘rule’ or ‘book of
rules” on the one hand and ‘revelation’ on the other) bespeaks an important
rapprochement or even convergence between them.”” According to him, the
“bivalency” within the signification of §dstra 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.

* Sheldon Pollock, “The Theory of Practice and the Practice of Theory in Indian Intellectual History,” in
Journal of the American Oriental Society, No. 3, 105 (1985), pp. 501-2. Mimiams3, as mentioned already, is inguiry
into the nature of “the Veda” as revelation. Plrva or “former” Mimimsd focuses on the former part of the Vedic
revelation: the maatrasamhitas or hymnal compositions of the Rk, Yajur and SZma Vedas, and the ritual texts of the
Briahmapas. The primary concern of this school, according to its foundational work Pirva Mimapsé Siiira of Jaimini
{c. 200 BCE), is dharma, understood as correct ritual action (the Vedic sacrifice) while in this world, arrived at
through a correct interpretation of these texts. Uttara or “latter” MImimsd, on the other hand, focuses on the
Upanisads, which contain “philosophic” speculations on the nature of brahman, the absolute principle. Iis
foundational work is the Brahma Sitra by BAdardyanpa (c. 200 BCE), and its concerns are primarily of an onto-
theological and soteriological kind. Since the Upanisads constitute the latter part of the Vedic revelation, they are
called vedinta or “end of Veda,” and subsequently, the Uttara MImamsa tradition also came to be known by the
same term3 , Vedanta. Inthe disserration, the term MImfmsa always refers to Plrva Mimimsa.

Toid. :
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for all 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 is, Pollock notes, an “ ancignt, tenacious and
widespread belief.”® 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 Mimamsa, may primarily be seen as “the thesis of the learned”; nevertheless it “is
also that which corresponds to the most general sentiment in India, the one enunciated
in the epics and purdpas.”” This “agreement” between the “thesis of the learned” and
the “general Indian sentiment” signifies the “exegetical continuity” between the Pilirva-
and Uttara- Mimamsa (that is, Mimamsa and Vedanta) traditions.®* However, it is not
enough just to dwell on the continuity of the two traditions alone in this reflection on the
priority of §3stra. It is also necessary to take into account the important points of
divergence between them that have roots in their respective primary concerns

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

As noticed already, a strict Mimamsa position regards the Veda and, by extension, the
world, as eternal and uncreated, thereby nullifying the need for a divine agesnt or
instrument for creation.” On the other hand, the cosmogonic speculations in the Indian

tradition at large, more often than not, involve a divine being either as generator in a

* Ibid.

® Tbid.

¢ See Francis X. Cloaney, Thinking Ritaally: Rediscovering the Plrva Mimamsi of Jaimini. Gerhard
Oberhamsmer, ed., Publications of the de Nobili Research Library, Vol. XVII (Vienna: Institute for Indology,
University of Vienna, 1990), “Epilogue: Toward an Intellectual History of the Two MImamsas,” pp. 255-538.

7 The notion of 2pfrva, a priori, itself was a {ater development within MImamsa. The early Mimamsa of
Jaimini was preoccupied, above all, 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 role (as efficient cause). In
these cases, a tension along the lines of agency and instrumentality between the Veda,
“Word” and the deity sets in, already signaling a theistic slant. At the most rarefied
philosophico-theological level, this tension obtains as that between pure Language and
vpure Being or Consciousness. Within specifically theistic traditions, it then demands a
calibration of the understanding of $4stra as issuing from (or issued by) the deity.® In
other words, the foundation of the claim of the priority of §astra, from a theistic
viewpoint, is, so to speak, “theological.” This is an important qualification to make,
having its own set of ramifications which are at variance with a strict MImamsd point

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

The vastuédstra of the Manasdra, in compliance with the general trait of dastra, is
theologically 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.

1. The foundation of vastuédstra in theology

utpattiraksalayin jagatdm prakurvaa bhiivarivahnimarvto gaganam ca site |
nandsuresvarakirifavilolamalabhmgavalidhacarapdmbureham namami ||

(Manasaral, 1-2}.

® Consider this example that Pollock guotes from Taittirlya Brabmana (2.6.2.3): “By means of the veda
Prajipati separated out name and form, being and non-being.” Here, there is an obvious tension between Prajapati
as agent and the Veda as instrument in the act of creation (which is depicted as a separation). This exampie is from
the Vedic religiosity that existed prior to the development of theistic systems such as the Saiva and Vaignava
theologies. However, to the extent that the idea of the deity as creator or progenitor is somewhat shared by the
former and latter, the example holds good to illustrate the point.
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[The divinity], while doing the creation, preservation and dissolution of the
worlds, begets the earth, water, fire, wind and sky. I bow to [its] lotus-feet,

[kissed by] the crowns of lords of aumerous gods, garlands waving like a throng
of bees.

Quoted above is the opening 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 cosmogony. In the second, the (unidentified) writer follows a common

§astraic practice of paying homage to the divinity at the beginning of a treatise.

The first line is a complex 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.’
The verbal forms used to signify these processes are:l) prakurvan (the present
participle, of the root pravkr, “to do, make”), and 2) siite (present tense of the root Vs,
“to beget”). Among these two verbs, Vsi, “to beget,” being atmanepada, literally,
“word for self,” has a “reflexive” sense. On the other hand, the conjugation of pravkr,
is in parasmaipada, literally, “word for another” or “active.”’® In fact, the semantic role
of attaching the prefix pra, “forward, toward” to the generic verb vkr, “to do, make” to
form pravkr, also “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 is emphasized). Both the

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

° The plural, “worlds.” found here is a matter of intrigue.
' The classification of verbs in Sanskrit into parasmaipada and dtmanepada occurs in accordance with the
distinction of voice, called by Western grammarians as “active” and “middle” voices respectively (Robert Goldman

& Sally 1. S. Goldman, Devavanipraves§ika: An Introduction to 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, it is impossible to specify the
gender as well: it could be assumed as either neuter, masculine or feminine."”” 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 to
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 to notice in the verse that emphasis is given to the latter process of
generating the elements (by mentioning it in the main 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 line of the verse is 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 belief 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 discussibn of cosmogony necessarily engages related
questions that are of a theological nature. These would involve specifying the “agent”

of the cosmogonic acts mentioned in the first line.

Mt is possible to imagine that even though in the mind of the “scribe” (that is, the one who is writing the
manuscript) the identity of the agent is already clear, 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
wransiation are, from a theological perspective, provisional at best.
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In the second line of the verse, there is a shift towards anthropomorphism in the
mention of the dix*inipy, found in the term kamalamburuha, “lotus-feet.” The colorful
imagery of rows of crowns of the lords kissing these two feet and forming a véaving
garland like the dalliance of a throng of bees is painted to convey the message that
there exists someone of a higher order than even the gods. In the grammatical
construction of the line, there is no explicit genitive connection between these lotus-
feet and the agent of the verbs in the previous line; that connection is to be made by
inference alone. Thus, apart from eliminating the possibility 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

VEerse.

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 §vaska$ad hi brahma3 i(ce)ndro *pi lokakyt||

sa mahivisvakarmeti f(tvi)§varenaiva kirtitah |

sa evayam vi§vakarma brahmandam srjate mubub ||

From Parah Siva alone [are] BrahmZ and Indra, and even Lokakst. As regards

the great Vi§vakarman, he is also known by [the name] I§vara. It is indeed this
Vifvakarman who self-creates the cosmic egg again.

In these verses, it is seen that the sequence of preseatation of ideas of cosmogony and

theology is the reverse of what is found in the opening verses of the first chapter. Here,
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theclogy takes a precedence; cosmogony is stated from a reasonably developed
theological framework and is subordinated to it. In this move is found the first
“systematic” attempt in the text to lay down the theological foundation of cosmogony,

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

The first line is 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 including the senses of highest, greatest, distant and remote,
all of which, in this context, point towards “transcendence.” The dogmatism of the
statement regarding the supremacy of Siva vis 2 vis other deities is further evident in
the way the two emphatic particles, 4i and api, are employed in this line: Siva alone
(ki) is the progenitor of all deities, even (api) of the maker of the world. There may
also be an implicit polemic in this assertion against prominent rival sects in medieval

Hinduism, especially Vaisnavism.”

The two following lines 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 is Viévakarman (which means “forger of the universe”), of which lokaks,
meaning “world-maker,” is a synonym. There is great respect reserved in the text for
this deity, evident from the adjective mahat, “great,” that is prefixed to this name.

References to the deity Vi§vakarman are found from the Rgveda onwards, usually in

" It is significant to notice that Vigpu is not mentioned in the list of subordinate deities. On the other hand,
Brahmi and Indra are mentioned in the list. Indra, a prominent deity in the Vedic period, had fallen to secondary
importance in the classical and medieval Hindu pantheon. Brahmi, even though the first member of the triad
according to mythological accounts of the classical and medieval periods, had failed to develop a substantial
devational cult or theological doctrine around him in medieval Hinduism. '
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connection with cosmogony.” The historical evolution of his identity and role in and
through the numerous mythological accounts has been complex and often inconsistent.
What is extant concerﬁiﬂg him in the later periods (even up to 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." Next, the text mesntions that
Viévakarman is also known as I§vara, “Lord.” The notion of “lordship™ of the deity
belongs to a devotional religiosity that implies a personal relationship between deity
and devotee.” Thus, Vi§vakarman is not only maker of the world, but also personal
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 cosmogonic information in the third line, consistent with that found in the opening
verse of the first chapter, is also valuable. The brahmanda, literally, “egg of Brahma,”
here to mean cosmos, is “self-created,” in other words, “begotten,” by Vidvakarman.
The kriydpada, verb, in the vline used to denote this action is srjate, which is the
conjugation in the dtmanepada form of Vsrj, “to create, produce, make.” It is this
employment of the Ztmanepada 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 in Indian cosmogonic speculations.

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

" For instance, Rgveda, X, 81 & 82.

“ This fact is well attested in the ethnographical study of South Indian artisans by Jan Brouwer (see
Brouwer, The Makers of the World: Caste, Craft and Mind of South Indian Artisans [Delhi: Oxford University Press,
19950). '

Y For a reatment of the idea of the “lordship” of the deity, see Jan Gonda, “The Iévaraldea,” in Gonda,
Change and Continuity in Indian Religion (The Hague: Mouton & Co., 1965), pp. 131-165.
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to be present in the genesis of Viévakarman himself (and other deities). This
emanationism is signified by the term sakdgad, in the first line. Declined in the
ablative case, it is an adverbial term that means “from.” Thus, the cosmos emanates

from Viévakarman, who in turn emanates from Siva.'s

In the third line, the text employs yet another emphatic particle, eva, referring to
Vidvakarman, seemingly to bind the twin aspects of his being the maker of the world
and its lord even more closely. In doing so, the text also seems to refer back to the
opening verse of the first chapter in order to specify beyond doubt what was left
unspecified there: that Vi§vakarman, the evolute of Siva, is the maker of the world,
whose lotus-feet are Worshippedk by the whole paﬁtheon of de_ities. Also noteworthy 1s
the presence of the indeclinable adverbial particle muhuh that refers to the verb Vsr.
This particle means “often, constantly” (from which derives the usage muhurmuhul,
“again and again”). It signifies yet another important aspect of cosmogony: its

repetitive nature and the cyclicity of time it entails.

These specifically theological and cosmogonic principles are preseated at the
beginning of the treatise itself because they are considered as foundational to
architectural and iconographic making, and therefore to its theoretical discussion as
well. They are presented more or less “systematically,” in the sense that they are quite
free of mythoiogiéai content or poetic imagery. In fact, the purpose of theclogy here

seems to subsume the mythological beliefs current among the builders within its

' This emanationism makes ambivalent the notion of agenthood as efficient cause within the cosmogonic
scheme.
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categories: the great Vidvakarman who is the patron of builders accordiag to
mythological accouats, is identified as Iévara, Lord, an emanation of VParah Siva, both
of which are more properly “theological” notions.”” These terms, Parah Siva and
Iévara, are found within the scheme of philosophico-theclogical 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 Manasara to 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 in order to fully decipher the symbolic

meaning of temple-building and image-making.

2. Saiva Siddbinta

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

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

7 This said, howewver, it must be noted that there is no real effort in the M3nasdra to make an absolute
distinction berween mythology and theology: the two seunsibilities intermingle. For instance, the account of
genealogy of the builders’ guild in the same chapter bas more a mythological than theological flavor.

'$ 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 classical South Indian Dravidian language,
culture and religiosity on the other has been proposed by Asko Parpola after his extensive studies of archaeological
and linguistic sources (see Parpola, Deciphering the Indus Script [Cambridge: Cambridge University Press, 1994],
Part I, “Introduction,” and Part 111, “The Linguistic Context™). Prototypes of deities such as Siva and Murukan are
central to this link. Since the Indus script has not yet been fully 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, a tone that is 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

Rgveda and the Atharva Veda as paSupa, “protector of cattle,” and pafupati, “lord of

9

the animals.”"® In the Yajur Veda, the hymn Satarudriya, “the hundred names of

Rudra,” is found, in which occurs the five-syllabled mantra, namah $ivaya® In the
Upanisadic body of texts, even though the dominant tenor was non-dualist, there still
existed certain theistic currents (in some of the chronologically later Upanisads)
whereby the possibility of a supreme personal deity could be admitted. Thus, in the
Svetas§vara Upanisad Rudra-Siva occurs as a personal deity who has the attributes of

auspiciousness and inspires devotion.”’ Out of this inspiration grew the early pastoralist

Perhaps suggestive of the later religions are the images on the remarkable steatite seals,
particularly the ‘Pafupati’ seal, of a seated, perhaps ithyphallic, figure surrounded by animals,
either horned or wearing a headdress. Sir John Marshall and others have claimed that this figure
is a pratotype of the Hindu god Siva, the yogin and Lord of the animals (pafupati), 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 clear from the seals that
the ‘proto-Siva’ figure has three faces, as it is claimed, nor is it clear that he is seated in a yogic
posture. Asko Parpola has convincingly suggested that the proto-Siva is in fact a ‘seated’ bull . .
While the claim that in the seals we have representations of a proto-Siva is speculative, it is
nevertheless possible that iconographic 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 linga. However, while
these connections may be speculative, Parpola has tried to demonstrate 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 to Hinduism [Cambridge: Cambridge
University Press, 1996], pp. 28-30).

** See the section titled “Aryan Rudra-Siva” in M. Dhavamony, Love of God According to Saiva SiddhZnta
{Oxford: Clarendon Press, 1971), Part I, 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 described as terrible and formidable . . .
but easily invoked, . . . auspicicus .. . and bountiful. . . . Of still greater importance from the point
of view of Tamil Sajvism is the fact thar Rudra already in the Rgveda is implored to protect caitle
from destruction (Ibid., p. 104).

The aspect of pasupari links Rudra-Siva back in time aiso, to the Harappan 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, Shaivism in Ancient India: from earliest times to
c. A. D. 300 (New Delhi: Meenakshi Prakashan, 1982). Also see Mahadev Chakravarti, The Concept of Rudra-Siva
through the Ages(Delhi: Motilal Banarsidass, 1986), Chapters I, 11 & 1L

¥ See Indira Peterson, Poems to Siva: The H vms 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 Sacarudiiya, see Bruce Long, “Rudra as an
Embodiment of Divine Ambivalence in the Sataruddya Stotram,” in Fred W. Clothey & J. Bruce Long, eds.,
Experiencing Siva: Encouaters 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 -V,

* Dhavamony, Love of God, Chapter I1, “Upanishadic Theism and Bhakti” especially pp. 59-67.

41



Saiva Pagupata sects in North India.”? With the spread of the Aryan culture to the
South, these i1deas also reached the Dravida region of South India® The mention of
Siva himself in classical Tamil texts (from first to fifth century CE) is scarce®™;
however, the references therein are sufficient to indicate the existence of a religiosity
of “devotion” to deities such as Murukan and Pillaiyar (the later Ganesa) and cults of
image-worship.” The emergence of Tamil Saivism as a distinctive sect is dated as
from circa sixth century CE onwards™; its primary religious impulse was bhakti,

devotional love, towards Siva, the supreme deity.

The word bhakti derives from Vbhaj, “to divide,” and also “to engage in, participate,
partake of.” This sense of separation or division that the word contains points to a
duality that defines “otherness.” In a general context 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 is sought to be overcome.”” In Tamil Saivism, bhakti found

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

* See R. G. Bhandarkar, Vaispavism, Saivism and Minor Religious Systems {Strasbourg: Karl J. Trilbner,
1913), pp. 115-119.

» See K. A. Nilakanta Sastri, Development of Religion in South India (Madras: Orient Longmans 1963),
Chapter II, “Integration of Cults and the Beginnings of Hinduism.”

* The classical text (an anthology of poems) Puyanindpu, for instance, mentions Siva and his myths
{Petersan, Poems to Siva, p. 12, Note 19).

¥ Dhavamony, Love of God, pp. 108-15. To the above fist of Tamil classical deities could be added
Maydn who later became Gopala (RKrsna) to the Vaispavas. In classical Tamil religiosity, “devorion,” especially to
the six-faced Murukan, was one based on actual possession by the deity (see Fred Clothey, The Many Faces of
Murukan: The History and Meaning of a South Indian God [The Hague: Mouton, 1978], ChaptersI & II).

* Nilakanta Sastri, Development of Religion in South India, Chapter I, “ Bhakii 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).

*" Dhavamony conducts an exhaustive study on the etymology and semantics of the term bhakti, and the
various contexts, both religious and non-religious, in which it was used in the Sanskrit textual tradition (see
Dhavamany, Love of God, Part 1, “Etymolagy and Semantics of Bhakti” Chapters I, IIT and IV). Also see Jan
Gonda, A History of Indiagp Literature, Vol. II: Medieval Religious Literarure in Sanskrit (Wiesbaden: Otto
Harrassowitz, 1977), Chapter 1II, “Bhakti.” Even though the Saiva notion of hhakei still retains the connotations of
possession, here the possession by the deity is less immediate and actual when compared to that by Murskan in
classical Tamil religiosity.
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about their immediate and ecstatic experience of Siva at the various shrines dedicated
to him in the Tamil region. The tradition counts sixty-three ndyanirs, principal among
whom were the foursome, Appar, Sambandar, Sundarar and Mapikkavacakar. Within
the Saiva sect, their hymnal compositions gradually acquired the elevated status of

revealed sacred texts and the appellation of tirumuyai, sacred speech.”®

Revelation and sacred scripture in Tamil Saivism was not, however, limited to the
hymns of saints. The Agamas, texts in Sanskrit that were concerned primarily with
sadhana, ritual and spiritual practice, were also considered part of the body of revealed
scripture. The contents of the Agamas generally had a four-fold pada, division or
structure: 1) jidna, knowledge; 2) yoga, techniques of meditation; 3) kriya,
architectural and iconographic making, and associated rituals; and 4) carya,
performance of daily worship, as well as code of religious conduct.”” 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.*

** The hymas of the first three saints are collectively called Tévaram, and of the fourth, Tiravdcakam. The
Tevaram became part of Tirumupad, revealed sacred scripture in the Tamil language (see Peterson, Poems to Siva,
Chapters I and IT). :

¥ Gonda, Medieval Religious Literature in Sanskrit, Chapter I, “General Intraduction: The Agamas” pp.
2-3; be notes that the distinction between kriyd- and caryapada are sometimes not clear enough. A detailed outline
of contents of Saiva Agamas are given in Ibid., Chapter XI, “Sivaite Agama Literature,” and X1, “The Individual
Agamas.”

*® The systematization began simultaneously with the culmination of devotional hymnal literature in the
Tirvicakam of Manikkavicakar (second half of ninth century CE). The later major figure in the process of
systematization is Meykagptat&var who wrote the treatise S’ivaﬁiaabodb&m in Tamil in 1223 CE (Ibid., pp. 158-61).
Far an overview of the history of the systematization as well as general outlines of the system itseif, see K.
Sivaraman, Safvism in Philosophical Perspective (Dethi: Metilal Banarsidass, 1971), Ch apter I, “Introduction to the
Philosophy of Saiva Siddhanta™; and Richard Davis, Ritsal in an Oscillating Universe: Worshipping Siva in
Medieval India (Princeton: Princeron University Press, 1990), “Introduction: Locating the Tradition,” pp. 3-21. Far

an analysis of several Tamil Saiva Siddhinta treatises, see Dhavamony, Love of God, Part IV, “Analysis of Tamit
Saivite Theological Texts.”
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The Agamas also propounded bhakii; it was the basic attitude with which to approach
sadhana. However, since the role of sddhana as ritual 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 “aestheticized” form of
bhakti; the former deriving from the component of jidna, sacred knowledge, in the
Agamic scheme, and the latter from the sacred artistic practice of architecture and
especially iconography. These “gnostic” and “aesthetic-mystical” elements featured
more dominantly in various philosophico-theological systematizations of Saiva

revelation, mostly in North India.*

Thus, in order to bring to relief more fully the
interplay between devotional, gnostic and aesthetic-mystical streams” (which is
important from the point of view of architectural and iconographic making as well as
ritual worship) within the basic categories of Tamil Saiva Siddhanta, their North Indian

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

exposition of the categories of Saiva Siddhanta.”

*' The former marks the systems of Bhoja and SeTkumara in the Malwa region and Aghora Siva in the
Tamil region itself, while the latter those of Sominanda, Ksemarija and Abhinavagupta in Kashmir. For excerpts
and outlines of these, see Jose Pereira, Hindu Theology: A Reader (New York: Image Books, 1976), pp. 166-82,
357-88, 468-69, 496-97.

% This interplay, at a cultural and linguistic level, is that between brabmanical and non-brahmanical,
Aryan and Dravidian, and Sanskritic and Tamilian sensibilities.

* This strategy may be considered as “eclectic” and is not favored from a strict point of view of rutelary
lineage (see Richard Davis, Rirual in an Oscilfating Universe, p. 20). However, since the main objective here is
exposition and not construction of or instruction in the system, the eclectic approach (that proceeds, albeit, with a
measure of caution) suits better to expose the borizon of the system in its full richness. There is 3 historical reason
for this eclectic approach, which, according to Davis, rests on the fact that Saiva Siddbanta, emerging in the mid-
ninth century, was not limited to the Tamil region but was a pan-Indian school (Davis, Ritval in an Oscillating
Universe, pp. 14-20; also Davis, “Aghoradiva’s Background,” in Journal of Oriental Research, No. 56-62 [1586-92],
pp. 367-78, quoted in Daud Ali, “Royal Eulogy as World History,” in Ronald Inden, Jonathan Walters & Daud Ali,
Querying the Medieval: Texts and the History of Practices in South Asia [Oxford: Oxford University Press, 2000], p.
213, Note 143). Davis, therefore, consults extra-South Indian sources for his study of Saiva Siddhinta and temple
rituals. This approach is also an issue of hermeneutics, and is stated explicitly at the outset by Wilbelm Halbfass in
his work on classical Vaifesika (see Halbfass, On Being and What There Is: Classical Vaifesika and the History of
Indian Ontology {Albany: SUNY Press, 1992], p. 15).

Among the Saivigamas, thealogical texts belonging to the Saiva sect, only the Kamikigama was available
to me in its Sanskrit version for perusal. I wish to thank Devesh Soneji for lending me his copy of the Kdmikdgama.
Owing to the unavailability of the bulk of the Agamas in their original or wranslated version, the following
interpretation of the theclogical tenets has been based on information culled from several secondary sources. It must
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Saiva Siddhanta propounds three fundamental categories that correspond to divinity,
humanity and the world, namely 1) patd, Deity, i.e., Siva (literally, “master”); 2) pasy,
Self (literally, “beast”); and 3) pasa, Bond (literally, “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
to 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 existential and experiential aspects of the self while being in the world.

Parama Siva is the inert and formless state of absolute transceandence beyond all
categories in which §iva, divine agency,” Sakd, its instrumentality (energy or power),”
and bindu, its potency (pure materiality in a nuclear state), are in perfect union. This
undifferentiated state of diva, fakti anq binduin and as parama §iva is disturbed when
“being discerns itself,” so to speak, effecting a tension in the equilibrium of bindu. As a

result, divine agency and instrumentality are differentiated. The former is §iva-tattva,

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

* The efficient agency of the divinity to create the world is conceived as adhvan, way (path), or iealm
Adbvan is hexadic: 1) kald, aspect; 2) taftva, the thirty-six principles of cosmic evolution; 3) bhuvana, planes of
experience totaling 224; 4) varpa, the fifty-one letters of the alphabet; 5) pada, the eighty-one magical words; and 6)
mantra, the eleven syllabic formulae. KalZ, the primary adhvan, has five modes that constitute the entire framework
of evolution from the transcendental to the phenomenal. They are: 1) §antydtita, transcendent pacific; 2) $doi,
pacific; 3) vidyd, knowing; 4) pratisth, establishing; and 5) mivyui, cbscuring. In meditational and ritual worship,
adhvan is conceived as the mode of being of Siva. The five-fold modality of kald from transcendental to
phenomenal pervades each of the ather adhivans as well (see S. K. Ramachandra Rao, ed., Agama Kosha: Agama
Encyclopaedia [Bangalore: Kalpatharu Research Institute, 1989], Vol. II, Chapter IIL, “ Saiva Siddhinta”).

% Corresponding ta the five kalddhavans of §iva, divine agency, are five modes of fakii, divine
instrumentality: 1) parddakti, transcendent; 2) Adifakti, originant; 3) icchasakti, intentional; 4) jidnadakii, knowing
(discerning); and 5) kriva§akti, active. Of these, the latter three are modes of causality in cosmic evolution (see T.
A. Gopinatha Rao, Elements of Hindu Iconography [Delhi: Motilal Banarsidass, 1968], Vol. II, Part 11, pp. 361-70).
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the first of the thirty-six tattvas, principles or categories (literally, “that-ness”), and the
latter, §akti-tattva, the second principle. These principles exhibit a mutual relationship
of co-ordination {rather than subordination) as male and female respectively.
Consequently, the intentional and active modes of §akti exert themselves on bindy,
which undergoes successive mutations leading to cosmic evolution. Thus, the third
principle, sadasiva-tattva, is “the incipient experience of phenomenal being.”** The
possibility of conceiving a concrete form of Siva and iconographizing it begins with this
evolute.”” The fourth principle is mahedvara-tattva, which is “the crystallization of the

experience of phenomenal being.”*

In this evolute, Siva, the great lord, manifests
himself as mirti, deity in anthropomorphic form, of twenty-five “characters” such as

teacher, dancer, mendicant, and so on.”® The fifth principle is Suddhavidya, pure

knowledge, the knowledge characteristic of the transcendental reailm.

% Jose Pereira, Hindu Theology: A Reader, p. 496.

*" This principle of saddéiva, ever-benign, is pentadic as well, comprising five modes or sadZkfiyas. In the
order from the transcendent to phenomenal, they are: 1) §vasaddkhya, transcendent; 2) amirtasadakhya, formiess;
3) mirtisaddkhya, one with form; 4) kartrsadakhya, agent; and 5) karmasadakaya, maker. Of these, the first four,
being in the “form” of effulgence of different intensities, and column of immense dimensions, cannot be
icopographized but only be meditated upon. The fifth, karmasadikhbya, is iconographized as the “semi-iconic” lifiga,
and installed in the adytum of the Saiva teraple. SadaSiva in the karmasadakhya mode is said to be endowed with
five visages — Ié4na, Tatpurusa, Aghora, Sadycjita and Vimadeva ~ which are sometimes sculpted on the lfiiga as
turned upwards, towards east, south, west and north respectively (see S. P. Sabarithanam, “Agamic Treatment of
Mahabhiias in Relation to Mandalas and Arts” in Bettina Batimer, ed., The Agamic 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 vertically in the
center of the forehead.

The linga is understood as the “semi-iconic image of Siva” because of its form and nature as falling
somewhal between the iconic and the apicomic. Linga literally means “phallus” and has undeniable phallic
connotations even in its abstract iconographic form as a cylindrical shaft; as noted above, sometimes the five faces
of Sadddiva are also carved on the shaft. For a full exposition of the concept of fifiga as expounded in mythological
and thealogical accounts, see Kramrisch, The Presence of Siva, Chapter VI, “Lifga,” pp. 153-96.

*Jose Pereira, Hindu Theology: A Reader, p. 436.

** These “characters” of $iva, enriched by mythological and legendary accounts, provided the plethara of
images that the iconographers concretized in their works. For a complete list of these characters, see Gopinatha
Rao, Elements of Hindu Iconography, Vol. 11, Part I1, pp. 369-70. The treatise Mayamata (Ch. XXXVI, vv. 35-107)
offers iconographic features of sixteen of them. These icanic forms of Siva occasionally replaced the semi-icanic
linga 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 padcakavaca, five “sheaths” of the self: kala, aptitude; vidya, knowledge; riga,
desire (affection); kala, time; and niyati, fate (necessity). The next taitva is purusa,
spirit or consciousness, also a subjective category of the self. As evolution progresses,
the objective principles of the self emerge. They are: 13) praksti, matter (corporeality);
14) buddhi, intellect; 15) manas, mind; 16) ahamkara, ego (self-hood); 17-21) the five
perceptual faculties of &rota, ear; tvak, skin;icak_sus, eye; jihva, tongue; ndsi, nose; and
22-26) the five motor faculties of vdk, voice (speech); panl, hands; pada, feet; payu,
anus; and upastha, genitals. The evolution is complete with the principles that
comprise the world — 27-31) the five subtle elements: §abda, sound; sparfa, touch; ripa,
sight; rasa, flavor (taste); and gandha, smell; and 32-36) the five gross elements: akasa,

space (ether), vayu, air; agni, fire; jala, water; and prthvi, earth.®

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.* Highlighting these correspondences by hypostasizing them isthe
objective of sacred architecture and iconography (as Weilr as sacred worship, both
public and private). Architectural and iconographic making 'is conducted with the

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

“ This topic is treated in more detail in K. Sivaraman, Saivism in Philosophical Perspective, Chapter IX,
“Doctrine of Thirty-Six Tartvas.”

The philosophic system of Simkhyd, Enumerationism, undergirds the theology of Saiva Siddhanta: among
the thirty-six categories, twenty-five, beginning with puruga, are derived from S&mkhya, to which eleven that are
particular to Saiva revelation are added to complete the system.

# The fact that the structure underlying the cosmos, self and deity is pentadic has an added significance in
that the milamantra, principal syllabic formula, that pertains to Siva — namah § vaya— has five syllables.
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enable the temple and the image to be conceived as a hylic punctuation, a spatio-
temporal “event,” so 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 vistusistra

The claim of the priority of vastuédstra with respect to practice rests upon its

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

Mainasdra, the “origin” of vastu§astrais treated in the following verse (I, 3-4):
gangafiral kamalabhikam aleksanendragirvapaniradamukhairakhilamunindraih |
proktam samastataravastvapi vastuSastram tanmanasira-rsinapi hi lakgyate sma ||
The science of architecture was uttered by the mouths (taught) of the one who
carries Ganga on his head (Siva), the lotus-born (Brahma), the lotus-eyed (Visnu),
Indra, the one whose speech is like arrow (Brhaspati), [and] of all the great sages;

and is indeed also elaborated by the sage Manasira [on] all kinds of objects
(topics).

Consistent with the affiliation of the Manasdra to the school of Saiva Siddhanta, the
name of Siva is mentioned first in the list of “characters” comprising of deities and
sages. The imagery of the characters in this list dr.aws from mythology and thus defies
strict mythological-theological distinction. From such a quasi-theological point of view,
the verse may be read as saying that Véfstuéé.stré proceeds from the mouth of Siva, the

supreme deity, and is passed on by other deities and sages uatil it reaches the realm of

“* A note on the translation of the verse is in order here. The first term, gangadirah stands independently in
the nominative singular. This would indicate that it is the agent of a verb in the active voice, which is absent in the
verse. The rest of the names in the list form an itaretara dvandva samisa, cluster-compound, read as one word,
which in turn forms a taipurusa samdasa, “syntactic compound,” of the sixth (genitive) case with the word mukia,
mouth. The error in the grammar (which Acharya seems to have missed) may be rectified by adding the first ferm
also to the compound in its nominal stem form by dropping the aspirant b, thus giving, gangdsirakamalabht . . .
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fiuman existence and action. However, a closer reading of the verse with respect to its
grammatical constitution yields a sense that is more consistent with the argument of the
Mimamsa school of exegetics: the pre-eminence and pfe—existence of the “word” or
“text” with respect to all the sages and deities including 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 is vastuédsira, as the subject of
the sentence. Such a conclusion of the pre-eminence of the word over the deity is
almost unavoidable when the exegetical tools of MImamsa are applied rigorously to
the analysis of the text, indeed any §astraic text, even if it was not explicitly intended
by the text itself. In either case, the priority of dstra over prayoga is only confirmed

and never challenged.

The claim that vastuédsira precedes its practice by virtue of its divine origin is attested
by the simultaneous claim that the guild of builders also have a divine origin. The text
elaborates the divine genealogy of the guild in detail. This genealogical account gives
voice to the beliefs of the builders’ community, and is expressed in a mode that is more
mythological and narrative rather than theological and propositional. Again, the
characters in the genealogical line are drawn from various mythological sources.
Viévakarman is said to be born with four faces. Each face has a name that signifies a
particular role which seems to be an attemopt to further delineate the different aspects of
the grand process of cosmic generation. Thus, the eastern face is called vifvabhi,
fiterally, “the world-born one,” here to mean the one who grants the world its existence;

the southern face, vis§vavid, “the world-knowing one”; the northern face, vidvastha, “the
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world-establishing one”; and the western face, vi§vasrasfd, “the one who is maker of
the world.” From the eastern face of Vi§vakarman was born (also) Vidvakarman; from
the southern face, Maya; from the northern face, Tlva.sf_:r; and from the western face,
Manu. The four members of the builder’s guild, namely sthapati, master-builder,
sﬁtragréhiﬁ, cord-bearer, vardhaki, stone-cutter, and taksaka, carpenter, are said to be

sons of Vi§vakarman, Maya, Tvasty and Manu nfzs];)ec:tively.43

The theme of the priority of vastus§astra over prayoga further plays out in the text in the
hierarchical organization of the guild.* The sthapati, master-builder, who possesses
the highest “theoretical” knowledge (which encompasses knowledge of the sciences as
well as metaphysics and theology), is the head of the guild.® He is capable of
overseeing and directing all construction, possessing an “intuitive foresight so as to be
able to calculate and decide everything quickly.”* He is, thus, the guru, teacher, of the
other three members. Under his direction, the stragrdhin and others carry out the
building work in accordance with the precepts of §3stra. The text bestows upon him the
titles of sthapanadhipati, “master of installation,” and dcarya, “iﬁstfuctor of highest
repute.” Throughout the text, in the course of his operations, the sthapati is frequently

exalted as buddha, wise or enlightened, sudhi, thoughtful, and prafia, knowledgeable.

* Manasira 11, 5-20. The four semi-divine characters mentioned here are associated in traditional
mythological accounts with building and associated crafts. The Manu mentioned here is not to be confused with
Manuo the law-giver and “avthor” of the moral-legal treatise Manava-dharmadastra.

* Magasarall, 17-39.

* The text calls him sarvaddsirajial, “knowledgeable in all sciences,” §straparagah “one who has crossed
[the ocean of] the sciences,” and vedavid, “one who knows the Veda.” As Acharya notes, “the expression ‘versed in
all §3stras’ need not be taken in too literal a sense.” It means working knowledge in the 4strasthat are pertinent to
architectural making: mathematics, astrology, geomancy, alchemy and so an {Acharya, A Dictionary of Higdu
Architecture, Manasara Series No. 1 [Delhi: Low Price Publicatians, 1996), pp. 726-27). Also to be noted in this
statement is the bipartition between §astrz and Veda. The term veda could be interpreted generally as sacred
knowledge and specifically as the rext of the Vedas.

* Tbid.
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Thus it is clear that he is no mere craftsman, but a “theoretician” and teacher in his own

right.

The sitragrahin, the next member of the guild knows the Veda and the &astras. The
word siitra derives from Vsiv, “to sew,” and means “thread, line, cord.” It also has the
meaning of “a short aphoristic rule.”" Grahin derives from Vgrah, “to hold, grasp,” and
means, “the one who grasps,” both in the physical and mental seanse. Thus, shtragrahin
is “one who grasps the measuring cord,” at the same time “one who comprehends siira
in its metaphysical import and in its architectural formulation as the rules of geometry

and proportion.”*

The Manasira states that the sOtragrahin has a specialized
knowledge of rekha, literally, “line,” here to mean the geometry of delineation. His
role is to assist the sthapati by holding the measuring cord and drawing the circles and
lines 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 circles, the

shtragrdhin is called bindutattvajia, “one who is knowledgeable in the principle of

bindu”*® The term bindu means doubly the geometrical “point” or “center” and the

47 See Fritz Staal, “Sitra,” in Bemwina Batmer, ed., Kaldtantvakofa: 4 Lexicon of the Fundamental
Concepts of the Indian Arts . Vol. 1I: Coacepts of Space and Time . Kapila Vatsyayan, gen. ed. (New Delbi: Indira
Gandhi National Centre for the Arts & Delhi: Motilal Banarsidass Publishers, 1992}, pp. 303-14.

* The metaphysical impart of the “thread” is stated in the following passages from §uif texts which are
part of the Vedic revelation:

Atharva Veda X, 8.38 (trans. W. D. Whitney):

1 know the stretched-out string in which these offspring are woven in;
the siring of the string [ know; likewise the great brahmana.

Brhadiranyaka Upanisad 11, 7.1 {trans. Hume):

Do you know, O Kapya, that thread by which this world and the other world and all things are
tied together? . . . that Inner Controller who from within controfs this world and the other world
and all things? . . . Verily Kapya, be who knows that thread and the so-called Inner Controller
knows Brahma, he knows the world, he knows the gods, he knows the Vedas, he knows created
things, he knows the soul, hie knows everything.

¥ Manasira V1, 23-24.
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metaphysical principle of “nucleus” (divine potentiality) associated with the origination

of the cosmos in Saiva theology.™

The third member of the guild, vardhaki, knows the Veda, and being the “increaser,”
knows to assess the assembly of the superstructure, measuredly cut the building blocks
and assemble them.” He is stated to be an expert in the work of citra, painting, as well.
In addition to these, elsewhere in the text, he is mentioned as the sculptor
(iconograq:«lu—:-r).52 Finally, the taksaka, carpenter, also is stated to know the Veda, and

be skilled in his craft of wood-joinery.”

4. Sthapati and Sthipaka

The above four members of the builders’ guild alone do not complete the array of
“actors” in the building scene. Oun several occasions, the text mentions the presence of
a fifth character, the 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 to the process of image-making (which, by extension, includes temple-

® See H. N. Chakaravarty, “Bindu,” in Baiimer, ed., Kalftantvakoda Vol. II: Concepts of Sapce and Time,
pp. 1-24. .
5! Parrick A. Gearge, in his recent study on North Indian temple construction, notes that some Sanskritists
render vardhaki to derive from Vvardh, “to cut, divide, shear,” and consequently call bim carpenter {for instance
Monier-Williams, A Sanskrit-English Dictionary, p. 926). He points out that “this is 2 circular etymology since the
root is from the tenth or denominative conjugation class {of Sanskrit verbs], and so the verb is derived from the
noun.” Instead, vardhaki derives from the causative of Vvrdh, “to increase.” He works under the direction of the
siragrabin and “makes an increase” or assembles the superstructure (George, Construing Constructs: A study of
temple desiga and construction in North India [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” is substituted by “stone-cutter.”

* Manasara LXVII, 132-133; LXVIII, 23-25.

% Manasara ¥XVII, 77. Knowledge of the Veda, especially in the case of the members lower in the
hierarchy of the guild, need nat be understood literally. What it suggests is, perhaps, some awareness of a purpose to
their craft in the divine scheme of things.
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building as well) is given in the iconographic section of the Manasara, at the beginning
of the final chapter. The text states thus (LXX, 3-4):

sthapatih prakrtih prokcah sthapako jfvamigyate |

tasmatkriyarambhatah saha kuryattu samsada ||

The sthapati is said to be the source (“maker”) [of the image]; the sthapaka is

regarded as its life-principle. Therefore, from the beginning of the operation,
one should work in company of [the other], indeed, at all times.™

The Manasara defines the role of the sthapati as prakrti, “maker” (literally, “source” or
“material cause”) of the image, and that of the. sthapaka as its jiva, “life-principle,” that
is, one who animates the image. The sthipaka is always seen to 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 to the
inauguration of the temple.” The nature of his exact role in the operations, and in turn,
his relationship to the sthapati, have been a matter of some ambiguity, leading to
dispute among scholars. The exact roles of sthapati and sthdpaka in conducting the
building operations and associated rituals also reflect the facets of knowledge they

respectively embody, and hence beg careful elaboration.

* Acharya translates the verse thus:
The chief architect (sthapats) is said to be the creator {prakrti) and the sculptor (sthdpaka) the life
(of the images); therefore they should work together in consultation with (lit. in company of} each
ather from the very beginning of the operation (Acharya, Architecture of Manasara, p. 641).
* For instance, Manasira VI, 114-115. the sithdpaka and sthapati together drive the peg into the grouad in
the course of delineating the measured site; XII, 212: they lay the first bricks in the excavated foundation pit; XV,
255-256: they go to the forest together to collect wood for columns; XV, 435-436, they ceremonially erect the
columa; XXXVII, they are present at the inaugural ceremony of a residence; XLIX, 169-219: together they conduct
the ceremony of coronation of a king; LII, 181-187: they collect wood for iconographic purposes; LXVII, 132-133:
they install the fiiga upon its pedestal; LXVIII, 20-22: rogether they oversee the casting of an image in wax; and,
finally, LXX, together they conduct the ceremony of opening the eye of the image and its installation in the temple.
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Both the words sthapati and sthapaka derive from Vstha, me aning, “to stand.” Stha, in
its causative form, as in sthapayati, “[he] causes to stand,” assumes meanings that are
emphatically architectural: “to place, locate, erect, build, establish.” The sense of
sthapati as master of building operations (master-builder) derives from this causative of

Vstha, the term pati meaning “lord, master.””

Again, from the causative of Vsthd
derives the noun sthapana, “causing to stand, erecting, establishing.”” Similarly, the
noun sthapaka is also derived from the causative of Vstha and specifies the agent of the
action”™ The word sthapaka, when used in compounds, can assume three senses
according as the compounds are glossed: 1) the adjectival sense of “causing to stand,
establishing”; 2) the sense of the verbal noun: “erecting, establishing”; and 3) the sense
of the agent noun: “the one who erects, establishes.” For instance, the compound
sthapakavidyd can be glossed in three ways in which the above three senses of
sthapaka are found to be operative. These are: 1) sthapaka vidya, “erecting-
knowledge” or to paraphrase it, “knowledge of erecting” (here the compound is a
karmadharaya, and the sense of sthipaka as “erecting” is adjectival, one that qualifies
“knowledge™); 2) sthapakasya vidya, “knowledge of erecting” (here, the compound is a

sasil tatpuruga, and sthapaka assumes the sense of verbal noun); and 3) sthapakasya

vidyad, “knowledge of the sthipaka” (also a gasfT tatpuruga compound, but with the

* There exists among Sanskritists another reading of the etymological derivation of sthapati. Apte gives
this derivation as sthi-ka rasya pati (V. 5. Apte, The Practical Sanskeit-Eaglish Dictionary [Delhi: Maotilal
Banarsidass Publishers, 1998], p. 1718): to Vsthd in the sense of “to dwell” is added the pratyaya ‘ka’ to yield the
stem stha, “place,” which is then compounded to pati, “lord.” According to this derivation, sthapati means “place-
ford,” implying kingship and governance, and is not related to architectural operations whatsoever. Also see George,
Construing Constructs, p. 139.

77 Apte gives the derivation as Vsthd-pic-fyuf (Apte, A Practical Saaskrit-English Dictionary, p. 1721). The
pratyaya ‘pic’ has the effect of yielding the causative stem from the root, and the pratyaya ‘lyut’ has the effect of
adding the ending ‘ana’ to this stem, thus yielding the noun sthdpana. The possible meanings of this derivation
include the name of the action, instrument of the action and its location (see Richard Hayes,
Samskrtabhasapravartanam: Coatinuing Sanskrit [Montreal: McGill University, 1998-99], p. 59).

** The pratyaya used here is ‘pvul,’ which has the effect of adding the ending ‘aka’ to the (causative) stem
to yield the noun sthipaka.
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difference that the sense of sthapaka is that of agent noun). This last sense of sthapaka
as agent noun obtains in a compound such as miktisthipaka, “one who erects the
image.” Also, in itself, sthapaka is usually meant in the sense of agent noun, as “one

who establishes.”

When limited to etymological renderings alone, the apparent identity in the root
functions of sthapati and sthapaka (of “causing to stand”) leads to confusion in their
respective roles in building and associated rituals, and in turn, their knowledge of
architecture and iconography. In light of the defiﬁition of roles given by the Manasara

”Sginthe

in the quote above, Acharya’s unqualified ascription to sthipaka as “sculptor
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 is made, a series of rituals are conducted, by which it is
animated 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, iconographic), 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 role of the sthapaka as “life-giver” of the

image hints at the priestly.

¥ 1n fact, Acharya’s renderings of sthapaka throughout the text are quite eclectic, which include “assistant
architect,” “actual builder,” “principal/chief assistant,” “assistant worker,” etc.
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Avwiare of this, Stella Kramrisch calls the sthipaka, “architect-priest,” also bestowing
upon him titles of highest learning and tutelage, guru and dcdrya. Based on an
interpretation of the medieval text Silparatna, “The Jewel of Craftsmanship”® she
intérprets the sthapaka to be the one “who conceives the building to be and directs the
designing architect, the sthapati or kartr, the actual ‘maker’ of the building.”® For her,
sthapati is the disciple of sthdpaka.” Kramrisch deposits architectural knowledge in its
“theoretical” (which also encompasses the religious dimension) and “practical” aspects
in the sthapaka 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 to sthapaka, the one of “architect” calls for an amendment based
upon a historical inquiry. The discipleship of sthapati to the sthiapaka, as Kramrisch
understands from the text Silparatna, is more accurate when further qualified based on
the evidences already mentioned from the Mayamata and the Manasara. These are
the instances of ceremonies associated with key moments of ‘constru,ction when the
sthapakais seen to collaborate with the sthapati and insiruct him on the proper conduct

of the rituals.

® This is a text roughly contemporaneous with the Minasdra (see Tarapada Bhattacharya, Canons of
Indian Art or A Study on Vistuvidyd (Calcutta: Firma K. L. Mukhopadhyay, 1963), p. 179.

8! Kramrisch, “Traditions of the Indian Craftsmen” (1956), rpt., in Barbara Stoler Miller, ed., Exploring
India’s Sacred Art: Selected Writings of Stella Kramrisch (Philadeiphia: University of Philadeiphia Press, 1983}, p.
64; quoted in George, Coastruing Constructs, p. 143,

8 Kramrisch, The Hindu Temple (Rpt., Delhi: Motilal Banarsidass, 1976), p. 9, note 18. She offers a
critigue to Acharya’s view which ignores this relationship of master-disciple between the two, and cites from the
Mayamata the term anufisya — which she reads as disciple — to indicate this relationship. The instance in the
Mayamata (X11, 35) where the term occurs ~ at the placing of asfamangala, eight auspicious things, during the
foundation deposit ceremony - states thus: sthapakasydnusigyasthina sthapati krameda | It is wanslated by Dagens
as “the wise architect arranges [the eight auspicious things] in order according to the direction of the sthdpaka”
{(Dagens, trans. Mayamatam: Treatise on Housing, Architecture and Iconography [New Delhi: Indira Gandhi
National Centre for the ‘Arts & Delhi: Motilal Banarsidass, 1994], p. 125,
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In a recent study on North Indian temple design and construction, Patrick A, George
challegges Kramrisch’s order of sthdpaka as “conceiver,” and sthapaii, “maker,” of
temple architecture. He first examines the text Matsya Purdpa of an earlier date
(between 200 and 400 CE)® in which the sthapaka is mentioned in connection with
temple images:
Henceforth, I will explain the characteristics of image-keepers; hear fully,
twice-born, the characteristic of the sthipaka: [he should be] fully endowed with

all limbs, proficient in devamantras, learned in purdpas, knowledgeable in
tativas, and free from deceit and greed.*

George infers from this that the specific role of the sthipaka is that of sculptor of
temple images (dvistinct from that of the sthapati who builds the temple), stating that
“although knowing £3stra is a common qualification for those engaged in temple
architecture and temple sculpture, it would be misleading to refer to both practitioners
with the single term ‘craftsman.’”® 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
functions and personifies them, and in the process, introduces two more characters into

the scene: the §ipin, whom he calls here “architectural student,”® and guru, teacher.

% The Matsya Purfpa is one of the eighteen principal Purdpas, dated variously {from the dawn of the
Cheistian Era onwards. Purdpa literally means “ancient account,” and were compilations of myths, legends, floating
traditions and such, from and by which attemnpts were made ta reconsiruct ancient history through royal genealogies.
Also, the texts were effective in codifying, authorizing and transmitting existing practices in popular reiigion and
culture that included sacred architecture. This earned the Purdnic texts the title smyi, “that which is remembered” or
Tradition, as distinct from the Vedic texts known as $ruté, “that which was heard” or Revelation (see Ludo Rocher,
The Purapas. Jan Gonda, ed., A History of Indian Literature [Weisbaden: Otto Harrassovitz, 1986], val. If, Fasc. 3).

% Matsya Purfipa 265, 1-2. Translated and quoted in Gearge, Construing Constructs, p. 139,

® George, Construing Constructs, p. 141.

% Silpin is a generic term for artist or craftsman, one who practices any of the 64 §ilpas, mechanical and
fine arts (among which architecture is listed as one). For the etymalogy and semantics of the latter, see R. N, Misra,
“Silpa,” in Batmer, ed., Kaldtattvakosa, Vol. I: Eight Selected Terms. Kapila Vatsyayan, 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 §lpin is seen to be first attached to a gurw and “then learns the
various aspects of the discipline from two different specialists, the sthapati, from whom
he learns the §i1pa§£stt‘a$, and the sthapaka, with whom he practices architecture.””
Later, when the text elaborates the four “‘types” of Silpin — sthapati, siitragrahin,
vardhaki and taksaka, - George observes that the sthdpaka is not mentioned. In order
to match this omission with his earlier conclusion that the sthapakais a “practitioner” of
architecture, George rather forcibly collapses the latter three into the person 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 "%
For him, in the context of ;he text Silparatna, sthapati is the “theoretician,” being
knowledgeable in the principles of architecture, and sthapaka the “practitioner,” being

skilled in its craft, thus reversing the roles given them by Kramrisch.

George’s conclusion may be contested on several points. In the Sanskrit text of the
quote from Matsya Purana, the sthipakais mentioned as milrtipana, “image-keeper” —
murti is “form, image,” and pdna, deriving from Vpd, “to keep, protect,” means
“keeper.” It is clear that the sthipaka is the one who “maintains,” that is, attends to,
the image (in the temple). Also, what is required of him to know — the devamantras,
“specific formulae for certain rituals, such as the abhiseka or consecration of the diviae
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image to which worship is offered,”™ purdnic texts as well as tattvas, philosophic

principles explaining the nature of the divine — further hint at his priestly function rather

" George, Construing Constructs, pp. 141-2.
5 Tbid., p. 143.
® 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 to know.”

For an accurate historical understanding of the specific role of the sthdpaka in sacred
architecture, a study of the text of the Vz?st;,lsﬁtra Upanisad, attributed to the Paippalada
recension of the Atharva Veda, is indispensable. This text is speci‘fically about the
sthapaka and the role he plays in sacred architecture. Its translators ascribe to it a date
of the late Vedic—early classical period, one that somewhat corresponds with the early
stages of development of temple-architecture and iconography.” This was a time of
great ferment in the history of the Vedic religion, in which occurred a confrontation
between Aryan, brahmanical, religious tradition on the one hand (characterized by
adherence to the Rk, Yajur and Sima Vedas and the ritual 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 /> sought acceptance into
brahmanical orthodoxy and orthopraxy via the Atharva Veda, the last of the four
Vedas. The Vastusiitra Upanisad associates itself with the Atharva Vedic tradition, and
outlines simultaneously the compositional principles of image-making and its
metaphysical basis. The text is auributed to the sage Pippaldda, who, while being a
representative of the Atharva Vedic practice of image-making and worship, was

claimed to be also knowledgeable in the metaphysics of the fire-sacrifice ritual. The

7 In all the chaptess in the Matsya Purdpa on architecture (252-70), this information is significantly absent.

7\ For a detailed discussion of the debate regarding the date of this text, see Appendix I, “On the Date of
the Vastusiitra Upanisad.”

” Baner, “Introduction” in Ibid., pp. 5-6. Boner's use of the term “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 Theory” (and even its current alternative, the “Aryan Migration Theory”), which remains to be
settied with finality.

5%



text presents in the form of siiras, aphorisms, Pippalada’s response to the gueries 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, Sarma, Batimer):
atharvapangirasa - $ilpakadyapo hovica pippaldidamahdmahim |
sodaSatapinimadhye vistusthipakavidyeyam | ya endm veda | atharvapiye
hotodgatrbhih Silpadrotrbhih
- Atharvapangirasa and Silpakadyapa spoke to Pippalada of great wisdom:
Among the sixteen Tapini (Upanisads) this is the Vastusthapakavidya (the

science of the architect and sculptor). The one who knows it . . . The priests
(hoty), the chanters (udgaty) and the students of Silpa in the Atharvapi tradition.

Before proceeding, the term vastusthiapakavidya begs scrutiny. It is a compound of
vastu, sthapaka and vidya. Vastu is “architecture” in the most generic sense, and
vidyd, knowledge, science. The word sthapaka, as the middle member of this
compound, assumes both senses of verbal and agent noun. Thus, vastusthapakavidya
means, not only “the science of the architect and sculptor,” as translated by Boner et
al,” but also, “knowledge (science) of the establishing of vastu.” The sense in which
the word vastu is used here also calls for qualification. During the early Vedic period,
vastu stood for architecture — bath religious (that is, fire-altars) and domestic. In this
text, even though the same word vasiu is used, the discussion centers entirely around
image-making. In other words, in this text, the sense of vastu (in the realm of religious

architecture) is intentionally limited to a rudimentary “iconography.”™ The Vastusiira

™ Ibid., p. 45.
™ Based on an interpretation of the phrase rifpavastusadingam §ilpam which occurs in the explication of
Siitra & of the first chapter, Beltina Baiimer makes the following cbservation regarding the signification of the term
vasty in this text:
The term ripa-vastu-sadingam Silpam (1.8) explains the relationship of these terms: the text
deals with the six limbs of the art {§ilpa), their form and layout (rfipa-vasty). Here the meaning
of the term viste is 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, devilaya, mandira, devagrha etc. Vastu then refers in a

60



Upanisad focuses entirely on iconography in its earliest stages of development — the
compositional principles of this craft and their metaphysical grounding. This limited
sense of vAsty is consistent with its context: the validity of divine worship through
images had to be first established against the reservations of the relatively
“iconoclastic” tradition of the fire-sacrifice ritual. Since Hindu temples (in the strict
classical and medieval sense) were built primarily to mark the immanent presence of
the deity in the image by “housing” it in the sanctum, the evolution of temple-building
could only be coterminous with that of iconography and the development of its theology
and rituals.” The (initially reluctant) validation of iconic worship by brahmanical
“orthodoxy” marked only the natal impulses of temple-building. Thus, the sthapati as
the master-builder of temples, was absent from the scene of religious architecture at
-this particular phase of its history (he is not mentioned at all in the Vastusiira
Upanigad); the sthapaka, as maker of images, was its sole age‘m: who acted out the roles

of both craftsman (more specifically, “iconographer”) and priest.

In the Vedic fire-sacrifice ritual, the fire-altar was built by the adhvaryava class of
priests, adherents of the Yz jur Veda, reciting its text while engaged in their work. The
hoty priests conducted the sacrifice, reciting the hymas of the Rgveda.m Also present
were udgaty priests, chanting the hymauas of the Sama Veda. The whole ritual was thus

arranged and conducted entirely by the priestly classes, each specializing in a

more general sense (o the structural principles and to the basic form-langnage, of which both,
architecture and sculpture, are but the expression (Baiimer, “Preface to the Third Revised
Edition,” in Ibid., p. x).
" For a detailed study of the nature and development of Hindu iconography, see J. N. Baserjes,
Development of Hindu Iconography (Third Edition, New Delhi: Munshiram Manchar{al Publishers, 1974).
" Gearge, Construing Constructs, p. 6. For a comprehensive study of the Vedic ritual of agnicayana, fire
sacrifice, see Frits Staal, Agni — The Vedic Ritual of the Fire Altar. 2 Vols. (Berkeley, CA.: Asian Humanities 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, Pippaldda exhorts the priests of the fire-sacrifice to be
learned also in the compositional principles of iconography and its metaphysics: the
opening verse of the Vastusitra Upanisad lists both hotr and vdgaty priests in this
regard along with students of iconography of the Atharva tradition. On the other hand,
the person of the sthipaka, iconographer, is exalted to the status of a priest. Alice
Boner says in her introduction to the text: “[Pippalada] attributes to the sthdpaka the
same merit and rank as to the sacrificial priest and calls him Silpodgaty, Silpahotr or

Viastuhoty.””

The basic iconic piece that the sthapaka made and installed was the
yipa, 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.”®
The iconographic operations of the sthapaka were conceived as a sacrificial offering
accompanied by appropriate mantras by which the deities could be called forth.”
Rather than through a textual pre-ordination, the priestly status of the sthapaka arose

from knowledge in and practice of his craft of image-making. Sitra 4 of the first

chapter states:

7" Boner, “Introduction,” in Boner et al, Vastusiitra Upanisad, p. 6.
™ Atharva VedaX, 3,7 & 9 (wrans. W. D. Whitney):
In what member of him {is situated the earth?
In what member of bim is situated the atmosphere?
In what member of him is the sky set?
In what member of him is situated what is beyond the sky?
In what, having established [them], Prajipati maintained all the worlds, that skambha tell {me]
which forsooth is he?
By how much did skambha enter the existent? How much of him lies along that which will exist?
What one member he made thousand-fold, by how much did skambha enter there?

This bymn to the skambha, the “static support of the Universe, at the same time a living dynamic
principle,” couches the language of divine immanence in the phenomesnal realm. The semi-iconic §ivalinga,
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 Baimer, “Unmanifest and Manifest Forms According to
the Saivigamas” in Anna Libera Dallapiccola, ed., Shastric Traditions in Indian A [Suttgact, Franz Steiner Verlag,
19897, p. 339).

" Boner, “Introduction,” Baner et al, trans. & eds., Vastusiira Upanisad, p. 18.
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vritajidnam rekhdjidnam ca yo jinati sa sthapakah ||
He is a sthipaka who knows the knowledge of the circle and the knowledge of
the line.
The aphorism is explained thus (trans. Boger, et al):
khadiradandahasto darbharafjukarah, tad rajjuvalayavesfitamidam tasya rupam
tajfidnaica §ilpajidnam | tadjidnad divyajianam bhavati, tadjidnan moksah,
sa hi madhuh, ya evam veda |
Holding in hand a measuring rod of khadira wood and a cord of darbha grass
fitted with a ring, that is his outer aspect. This knowledge is the knowledge of
Art (Silpajidna). From the knowledge of Art arises divine knowledge, and such
knowledge leads to liberation. This (liberation) is verily the essence of Art. He
who knows this [attains the essencel].
The sthapaka is found again in the Nafyasastra, the treatise on dramaturgy attributed to
Bharata, dated latest 200 CE, and considered the first §astraic treatise on the arts. He
makes an appearance on the stage and pronounces the prologue of the drama to the
audience.” 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 sthdpaka 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 is dedicated entirely to outlining the procedures of making theatres. The
initial procedures of site-ciearance, soil-examination, disposition of plots and laying of

foundation are conducted by the siradhira, who is the maker of stage-sets (as well as

director of plays). However, the text mentions an dcdrya, preceptor, who installs the

% The latest possible date of this weatise is cansidered to be 200 CE (see Tarapada Bhattacharya, Canons
of Indian Art. p. 315). The Niatyaddstra also owes more to the Atharva Vedic than to the Rgvedic tradition with
respect to its contents, .

8 Natyadastra, V, 168-174 (K. Krishnamoorty, ed. Nafyaddstra of Bharatamuni with the Commentary by
Abhinavabharati, by Abhinavagupticirya [Vadodara: Oriental Institute, 1992]).
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stambhas, pillars, of the theatre after having fasted for three cialys.82 Since the creation
of the theatre and stage-set is an architectural operation,” and the installation of the
stambha rings a religious note that resonates with the erecting of yipa-skambha in the
Atharva 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 Natyasastra
coincides roughly with that of the Matsya Purapa, in which, as already seen, the
priestly role of the sthapaka assumes priority over his role as craftsman. In the context
of medieval temple-building, in a manner strikingly parallel to the model in the
Natyadastra, the sthapati is the master of architectural operations, while the sthapaka
preoccupies himself with the associated rituals of installation and consecration of
image and temple. While the role of the sthdpaka is now clear as priest who presides
over building rituals at the site of construction directing the sthapati in their proper
conduct,” the only issue that remains to be resolved is whether he actively practiced his
craft of iconography in the medieval times. Both the Manasdra and the Mayamata
mention instances of participation of the sthdpaka in iconographic operations. His
participation extends beyond merely directing the sthapati and his guild on making the

image, to a ritual initiation of the making itself, but falls short of its full-fledged

practice.®

® Nagyaddstra, 11, 46. .

* In fact, sltradhdra {which literally 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. Asher and G. S. Gai, eds., Indian
Epigraphy: Its Bearings on the History of Art [New Delhi: Oxford and IBH Publishing Co., 1985]; quoted in George,
Construing Cosstructs, p. 148). The North Indian acchitectural treatise Samarfniganasiitradhira bears witness to this
in its title.

# Thus, Bruno Dagens calls him “officiating priest in construction rites” (Dagens, “Index-Glossary,”
Mayamatam, vol. 11, p. 976).

* For instance, Manasdra LXVIIL, 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 XXXI1, 30: The sthapaka accompanies the sthapati to the
stone quarry, selects the stone best suited for the §ivalifiga and images, and ritually makes the first cot; XXXII, 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 Vastusiitra Upanigad 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 sthipaka and the sthapati in the entire
construction process ensures these. Cognizaat of the compositional principles of
iconography (being the descendent of the tradition of the Vastusitra Upanisad), the
sthapakaimparted that knowledge to the sthapati (who was primarily a builder) and his
guild, and oversaw image-making as well. The raison d’¢tre of the temple was the
image. Hence the sthipaka assumed a certain primacy over the sthapati. As the priest
officiating building rituals, it was the role of the sthapaka to direct the sthapati from
conception of the temple to its completion and in making the image to be installed
therein, so that the temple and image existed in harmonic relationship as the manifest

“body” of the deity.

5. Rituals accompanying Construction

Accounts in the Manasara of important moments during construction show the sthapati
performing the technical operations in a prescribed ritualistic manner with help from

members of his own guild. At the technical level, these operations usually mark the

the sthapaka draws the first compositional lines of the &valiliga on stone which in turn the sthapati (or more
specifically, the vardhaki) scuipts out.
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commencement or conclusion of an important stage in construction. The text stipulates
on several occasions that the sthapaii should conduct these operations yathavidhi,
“according to the injunctions,” and yathasastram, “according to §3stra.” There is an
explicit identification (or better, collapse) of the injunctions of ritual with §dstra (rules
or principles of the science) here, which concurs with the Mimarsa view of §adstra. 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 is 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 trénscendent realm to enter the
realm of human living and activity. They invoke the deity to inhabit the temple and
image (and each constituent part of the temple such as the column, pinnacle and so on)

that are being made and erected.
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5.1) The Tanmtric Rite

The rituals elaborated in the Manasara follow the prescriptions of the Saiva Agamic
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 occult substantiality. This common esoteric
component especially renders the term Agamic as more or less synonymous to Tantric
and distinguishes them both from Vedic with respect to ritual content.*® Hence the rite

followed here may rightly be called “Tantric” as well.”

After a site is selected as suitable for construction, the sthapati offers a sacrifice, and
causes the pronouncerﬁent of the formula of benediction, punyaha, “this is an
auspicious day,” to the sounding of musical instruments. He repeatedly 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, fills it with earth mixed with cow-

dung while reciting maatras, and sows seeds in it. This insemination of the soil is a

% For a comprehensive account of the Tantric theory and practice in and of themselives and as a substralum
in various religious systems (including Vedic) in India, see N. N. Bhattacharya, History of Taairic Religion: A
Historical, Ritvalistic and Philosophical Study (New Delhi: Manchar Publishers, 1982). Regarding the relationship
between Vedic and Tantric traditions, Bhattacharya notes thus:
It is a fact that the Vedic texts [including the Rgveda and its ancillary literature] contain many
Tantric ideas and practices. Even the principles underlying the Vedic sacrificial cult are not
basically different from those of the Tanwas. But the Vedic texts and the Vedic tradition are two
different things. . . . In spite of the wide prevalence of Tantric elements, the Vedic tradition does
not acknowledge them as anintegral part of it (Tbid., p. 164).
¥ On this point, see N. R. Bhatt, “Saiva Agamas,” in Agama and Silpa: Proceedings of the Seminar held in
December 1981 (Bombay: Anandacharya Indological Research Institute, 1984), p. 11; and also Teun Goudriaan and
Sanjukta Gupta, Hindu Tantric and Sakra Literature, Jan Gonda ed., A History of Indian Literature, Vol. 11, Fasc. 2
{Wiesbaden: Ouo Harrassowitz, 1981), Chapter I, “General Characteristics.” In his paper, Bhatt gives a skeletal
outline of the rituals associated with building. Goudriaan, in his first chapter, treats also the self-understanding of
the Tantric wradition regarding its relationship to the Vedic, which is sometimes antagonistic and at other times .
explained in terms of continuity (established through affinity to the magical content in the Atharva Veda) and
consummation.
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preliminary step to ankurdrpana, the ritual offering of seed and sprout.® This ritual
repeats in a more “symbolic” manner at the commencement of ceremonies during the
later stages of construction. At this point, it has, as well, the practical dimension of
ascertaining the quality of soil by watching the growth of the seed. Cows, oxen and
calves are brought to the site and allowed to graze. In the process, the site is
“besmeared” with dung, urine and foam from the mouth of the cattle, scented with their
smell, and stamped thoroughly with their hooves. This is, in a sense, the ritual of
washing the site with the pmducts of the cow, which also appears in later ceremonies as

adhivasana, preliminary conse cration.®

The examination of the soil is commenced on a day and at an hour made auspicious by
satisfying a series of astrological conditions such as the constellation of stars,
ccnjuncﬁion of planets and the right division (among the prescribed eleven) of the day.
While the leacned Brahmanas pronounce punyaha, 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 all jewels, water, perfumes, flowers and
unhusked rice, is bowed to and worshipped. Then, in the morning, he offers her piyasa,
an oblation of milk, rice and sugar. He then sits facing east on kuda grass spread near
the pit, and paying obeisance to the great Earth, prays a mantra for her to stay good and

dry, and for increase in grain and material goods. After this, he observes a fast. The

8 Manasara V., 3-9.

¥ MianasaraV, 10-17. The term adhivasana has the meaning of “scenting” as well, which also is seen to
be aperative 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 soil.”

The plowing of the site is conducted next. Two oxen with auspicious physical features
are selected; their horss, hooves, forehead and ears are adorned with ornaments, and
on an auspicious day and hour, the plowing is conducted.” 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 1s i)urified 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 while the Brahmanas pronounce pupyiha.”™

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 vastupurusamangdala), either according to the mandika
(sixty-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 all 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 gapikd, courtesan, who is adorned with

ornaments, and himself holding the plate with his left hand, he makes the offering of

® Magasara 'V, 18-30.
! ManasaraV,38-52, 84-87.
* This is the subject matter of Chapter V1, Sankusthipanalaksanam, “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 sakalfkarapa, “offering of all things together,” while
causing to pronounce pupyaha, benediction. Then, amidst all auspicious sounds, he.
makes the offering to each deity beginning with Brahma while pronouncing its name in
the formula constituted by the sacred syllable aum, the name, and namah, “cbeisance,”
at the end. Common offerings include curd and boiled rice, and special offerings
include unhusked rice, incense and lamp. Each deity is offered a set of items according

to its characteristic, nature and role.”

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 (pinnacle), inauguration of a house, and opening of the eye of the image and
its installation in the temple.” The sequence of ritual actions that are involved in these
ceremonies outlined in the Manasara is at best skeletal when compared to the detailed
prescriptions found in the Agamas™ This is not surprising, considering that the
ceremonies are mentioned in the Manasdra in an architectural context. The basic
structure of the ceremonies reveals certain elements and procedures that are common
to all of them, which are essential components of the Tantric rite. Conjoined to these
general features are specific procedures and operations that are warranted by the
occasion of the ceremony (placing of the foundation-deposit, erection of the column,

opening of the eye of the image, and so on). Because the opening of the eye of the

* Chapter VIII, Balikarmavidhanam, “Prescriptions for the Conduct of Sacrifice.” contains the details.

* These are found in Minasdra XII, 44-184; XII, 205-209; XV, 368-437; XVIII, 340-416; XXXVII and
-LXX respectively.

* The Agamas contain not only the sequence of ritual actions but also the technical operations that they
accompany in much detail (for an exposition, see Bruno Dagens, Architecture in the AjitAgama 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 to make manifest the divine. Itis
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,
Nayanonmilanalaksapam, “Description of the Opening of the Eye [of the Image]”

which is final chapter of the text.

5.2) Rituals Preliminary to “Writing” the Eyes of the Image

The ceremony begins with ankurdrpana, “rite of the seeds and their germination.”™ It
consists of offering seeds of rice, sesame, kidney-bean, pulse, mustard, and such,in a
vessel,” to Soma, Moon. Soma is “the totaiiﬁy of all oblations, the Lord of germs, the
divinity who presides over formations.”” The bIja, seed, contains within it the potency
for germination and growth.” In the rite of ankurdrpanpa, this vitality is invoked to

pervade the temple and image as the manifestation of Siva. When conducted at the

* The Kamikagamaz (LXI, 2) has the following stipulation:
sarvam angalakdryadav kartavyam mangalankuram ||

AL the beginning of all auspicicus matters/actions, the auspicious [offering of] seeds is to be
conducted.

The entire Chapter LYXIII of the Kamikdgama is dedicated to ankurdrpapa. Stella Kramrisch also observes
from Agamic prescriptions that “without the rite of ankurdrpana, all rites performed are futile” (Kramrisch, The
Hindu Temple, p. 15; also pp. 126-28).

" The K&mikigama (LXIII, 6-10) prescribes three sets of measurement and three metals (gold, silver,
copper) from which to choose for the seed-holding vessel.

* Kramrisch, The Hindu Tempie, p. 15; The Kamikagama (LXIII, 4) bas the following statement:
bijapdmadhipatf somal, “Soma is the Lord of seeds” Also see the essay, “Soma, Amyta and the Moon,” in Gonda,
Change and Continusity in Indian Religion, pp. 38-70.

* For a brief exposition of the philosophic and ritvalistic idea of seed, see H. N. Chakravarti, “Bija” in
Bettina Batimer, ed., Kalgrartvakosa, Vol. I 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 all things that be”'”

that is deposited in the
earth. In the ceremony of opening the eye of the image and its installation in the
garbha-grha, “womb-house” (adytum), of the temple thus effecting its inauguration, this
growth re aches its consummation. The ritual of ankurdrpapa initiates and frames the

rituals to follow within the ordinance of creation as germination and growth that is the

manifestation of the deity in the temple and image.

The next step is to build a yagamandapa, 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.'”

The text stipulates that the pavilion be of square shape, and
have either twelve or sixteen pillars. Each side should have a doorway and a torapa,
ceremonial arch, above it, all decorated elaborately.!” The measurements and details
of the structure should follow the precepts.'” In the Saiva doctrine, the yagamandapa
symbolizes the conceptual forms of Siva in both adhvan, transcendent, and asfamirti,
eightfold-manifest, modes. Each of the four arches and the entirety of the space

covered by the mandapa corresponds to each of the five modes of kaladhvan. Also, the

neuter noun mandapam phonically embodies the five gross elements: ma, earth; pa,

' Atharva Veda, XXV, 2; quated in Krameisch, The Hindu Temple, p. {5.

' Ip the accounts of the ceremonies conducted at the erection of column and of the dome-nail (pinnacie),
the text mentions the rite of adhivasana, preliminary consecration, which invelves the washing of the object {column,
dome-nail) with pafcagavya, five products of the cow (milk, curd; clarified butter, urine and dung). As already
noted, the term adhivdsana has also the sense of “perfuming.” The washing the object with paficagavya effects a
“perfuming” of the object with the scent of the cow. This rite is not mentioned in the Opening of the Eye ceremony.

1 For a detailed treatment of the construction and rituals held in the ydgamandapsa, and the theology
behind them, see S. P. Sabarithanam, “The Construction and Concept of Yagasaia” in S. 5. Janald, ed., Siva Temple
and Temple Rituals (Madras: The Kuppuswami Sastri Research Institute, 1988). The decorations over the four
torapas, gateways, of the mandapa are given in pp. 82-83.

' These are elaborated in Manasara XXXV,
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water; da, fire; 'pa,, air; and m, ether. Thus, the sacrificial pavilion embodies the

pentadic correspondence between the transcendent deity and the gross elements,'™

The sthapati constructs a vedi, sacrificial altar, at the ceater of the pavilion, and 2
kunda, pit (the receptacle of the sacred fire), smeared with cow-dung in front of it.’”
The padavinyasa, placing (marking) of the plots and assigning deities on the floor of
the pavilion and on the altar, is conducted next. He marks either the sthapdila of forty-
nine squares or the pitha of nine squares with grain powder on the floor of the pavilion.
On the altar, he marks either the upapitha diagram of twenty-five plots or pitha of nine
plots. He also marks two circles, one on the floor of the pavilion and the other on the
altar.'” The image, the eyes of which is to be opened, is adorned with grass, clothes,
flowers and such, brought into the yagamandapa, and placed upon the diagram marked
on its floor. Pitchers (corresponding in number to the number of plots) filled with pure
water, covered with strings and adorned with clothes, flowers and bunches of grass are
then placed in these plots on the altar, with the main pitcher occupying the central plot.
The placing of asfamarngala, eight auspicious things, on the altar completes this part of

o

the ceremony.” The eight auspicious things connote pikrydstaka, the subtle

% Sabarithanam, “Agamic Treatment of the Mahabhiitas,” in Batmer, ed., The Agamic Tradition and the
Arts, p. 57, Also see Sabarithanam, “The Construction and Concept of Yagaddla” in Janaki, ed., Siva Temple aad
Temple Rituals, p. 85. ‘

% The Manasira does not elaborate the shape of this fire-pit. Chapter VII of K&mikdgama is dedicated
entirely to shapes and measurements of the fire-pit. The treatise Mayamatz also outlines measurements for fire-pits
of various shapes: quadrangular, vulva-form, circular, semi-circelar, triangular, hexagonal, lotiform, octagonal,
heptagonal and pentagonal. It stipulates (XVIII, 178a; XXV, 42) eight fire-pits in eight directions to be prepared for
the Opening of the Eye ceremony — of square, vulva, semicircular, triangular, circular, hexagonal, lotus and
octagonal shapes. They signify asfamiit, the eight-fold manifestation of Siva (see Sabarithanam, “Agamic
Treatment of the Mahabhitas” in Balimer, ed., The Egamia Tradition and the Arts, p. 57).

' 1t is not clear from the account in the text whether these circles are inscribed in the respective sguares or
circumscribe them.

' There are several lists of the eight auspicious things mentioned in Agamic literature, The most cammon
of these is given by the Mayamata (XII, 33-35): mirror, vase of plenty, bull, double fly-whisk, dfvatsa (cruciform
flower sign seen on Vignu's breast), svastika, conch and lamp. They are said to be held by the eight celestial
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(incorporeal) body comprising eight (among the thirty-six) principles, namely, intellect,
mind, ego, and the five perceptual faculties, which corrgspcnd to asfamirii, the eight-
fold becoming of Siva in the sun, moon, sacrificet;, and the five gross elements of space,
air, fire, water and earth. The ritual of placing the asfamarngala marks this

correspondence.

The sthapati prepares himself for the next stage of the ceremony by ritually washing his
feet and mouth. Then he conducts a sakalikarana, jaiﬁt' offering of all sacrificial
objects, while those present are made to repeat the benedictive formula pupyaha, “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 namamantras, formulae beginning
with the sacred syllable aum, ending with namah and containing their respective
names."” He worships Siva as bhuvanadhipati, Lord of the Universe (or in theological
terms, Lord of the 224 bhuvanas, planes of experience),vconceived to 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, clarified butter and rice are made to it.'” Following this, mudras, hand gestures

[

of magical efficacy, are shown before it amidst song and dance.”’® Effected in the

dancers (Sabarithanam, “The Construction and Concept of Yagaddia” in Janaki, ed., Siva Temple aod Temple
Rituals, p. 88, note 12).

1% For example, aum vdsudevaya namah for the god Vasudeva (Visnu).

% The five iterss, molasses, corn, milk, curdled milk and clarified butter seem to indicate pafcdmyta, the
five sweet things. The corvect list of these items has honey instead of corn. Instead of madhu, honey, the term Sasya
is found in the text (LXX, 53), which means corn in general. It also has the meaning, “the produce or fruit of 2 plant
or tree” (Apte, The Practical Sanskrit-English Dictionary, p. 1541).

% The pentadic offering of 1) song and dance, 2) sandal-paste, 3) lamp, 4) incense, and 5) food items
corresponds to the five gross and subtle elements, and appeals to the five perceptual faculties (see H. N.
Chakravarty, “The Pentadic Universe in the Saivagamas” in Baiimer, ed., The Agamic Tradition and the Arts, p. 33).

Among the mudras, important is 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 rituals is, as well, a five-fold purification necessary to commence
worship before Siva in the manifested form: that of 1) the worshipper (here, the
sthapati); 2) the pavilion; 3) the object (column, dome-nail or image); 4) the maatras;

and 5) the offerings.

The sthapati next performs homa, sacrifice of the consecrated fire (reminiscent of the
ancient Vedic fire-sacrifice), before bhuvanadhipati in the kupda, fire-pit. Rice, boiled
and fried, clarified butter, and the samid plant are offered 108 times as holocaust.™

Pure water is offered twenty-five times,'”

while incanting the formula of the
hrllekhabija, “seed-syllable that is furrowed in the heart.”'”® This formula is constituted
by the prapava (syllable aum) at the beginning, the seed-syllable, and svahah at the
end. He concludes the fire-sacrifice by chanting the g@yatrimantra. Chanted at

sunrise, this originally Vedic hymn (later adapted by the Saiva as well as other sects

with variations according to their respective doctrine) addresses Savity, Sun the

emanations from the five faces of sadisiva in the mode of kartrsaddkhya combine with the five gross elements (see
Sabarithanam, “Agamic Treatment of the Mahabhiitas” in Ibid., p. 54).

"! The number 108 has astrological significance as a cyclical number in Hindu cosmology, being an exact
fraction of 25920, the number of years in the adhisamyvatsara, great 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 is said to be in 108 modes. For a complete list of these, see V. N. Naidu, S. Naidu & V. R.
Pantulu, Tdndava Laksanam or the Fundamentals of Ancient Hindu Dancing (Rpt., New Delhi: Munshiram
Mancharlal, 1971); and also Ann Marie Gaston, Siva in Dance, Myth and Iconography (Delhi: Oxford University
Press, 1982). ’

"> Sometimes, the number of offerings ta the fire is given as twenty-five {for instance, at the garbhanyasa
ceremony), which seems to sigaify the twenty-five “characters” of Siva mentioned earlier. It is also worth noting
that the categories of the self, beginning with purusa, number twenty-five.

"* The evalution of the material world is complemented by that of the world of language encompassing
transcendent, subtle and gross sounds. The transcendent sound-principle is ndda, from which evolve articulate
speech, letters, syllables, words and sentences. Nida complements bindu, the transcendent material-principle. This
is the fundamental priaciple of the science of mantras, and hence their relevance in building rites. The potency of the
seed syllables owes to the conceived undifferentiated unity of ndda and bindu in them (see Sir John Woaodroffe, The
Garland of Letters: Studies in Mantra-§2stra [Madras: Ganesh & Co., 1969], especially ch. XXVI, “BIja-Mantra.”
For the theory of ndda in Saiva Siddhinta, see K. Sivaraman, Saivism in Philosophical Perspective, pp. 224-30).

The bija sylables, la, va, ra, ya, and ha are the “sounds” of the five elements from earth to space’
respectively, and correspond to the five faces respectively of sadidiva in the karysadikhya mode. Maniras
compased of these syllables are hrilekha, “furrowed in the heart,” and their recital effects the enshrinement of the
unmanifested deity in the heart, as well as the sublimation of elements (see Sabarithanam, “;‘}gamic Treatment of
the Mahabhitas” in Batmer, ed., The /igamic Tradition and the Arts, p. 50. Also see 5. S. Janaki, “Paficabhiltas in
Saiva Ritual: With Special Reference to Bhiltaduddhi,” 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." In the context of the ceremonies here

especially in the ceremony of the opening of the eye of the image, the manifestation of
the transcendent deity is akin to sunrise that vivifies and enlightens the mind with
spiritual insight. The image is then sprinkled with water, amidst shouts of pupyaha.
Incense and lamp are waved, and the dhenumudra, gesture of the cow, is shown before
it once again. The sequence of these rituals employing the triad of mantra, mudra and
manpdala, in combination with the fire-sacrifice and the gayatd hymn mark the
preparations for the “transference” of the transcendent, unmanifested Siva from the

water pitcher to the image. The image is ready for its eyes to be “opened.”

5.3) “Writing” the Eyes of the Image

The ceremony now enters its crucial phase. The sthapati wraps the limbs of the image
with new clothes, and “writes” its eyes. With undivided mind, and following the rules

of §astra, he “touches™ all parts of the eyes — the lids, iris and pupil — with his right

¢ Roveda 111, 62.10 (tirans., S. Radhakeishnan):
aum tat savitlr varepyam
bhargo devasya dhimahi
dhiyo yo nal pracodayat

We meditate on the adorable
Glory of the radiant Sun.
May he inspire our intelligence.

The medieval Saiva, Vaispava and Sakta sects use the gdyatfmantra in forms that are adapted to their
particular revelation and theology, while maintaining its basic metric structure of twenty -four syllables {eight in each
fine) and content of mental ilfumination. The Saiva gayarimantrais as follows:

paicavaktrdya vidmahe
mahddevdya dhimahi
taano rudral pracodayat
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hand.!® He recites the saura, solar, and §adi, lunar, maantras respectively while
chiseling the right and left eyes. The third eye — a unique feature of Siva — located
vertically in the center of the forehead, is chiseled while reciting the agnibija, the seed
syllable of fire.""® The three eyes of Siva correspond to his cosmic functions of

creation, preservation and dissolution.'’

The eyes, opened thus, are cleared by anointing with water and clarified butter using a
gold brush and covered immediately with cloth and pieces of gold. The eyes are to be
uncovered only after Siva, the unmanifested bhuvanddhipati, is “transferred” from the
water pitcher into the image, thus “enlivening” it, and propitiatory worship is offered to
him as the deity manifest in the image. Just as fire could be both benign and malignant,
it was thought that the gaze of the divine could also potentially have malignant effects
if encountered before appeasement through worship."'® The subsequent rituals aim at

transference of Siva and his propitiation in the image so that he is placated and his gaze

' The proportionate measurements of the eye and its parts with respect to the face stipulated by talamina,
the rhythmic system of iconographic measurement, are given in Manasira 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 inadvertently omitted in the account in the Manasdra.

In the line stating the disposition of the sthapati as he performs this operation (LXX, 67-68) is found the
compound term, sarvindaksina§isiepa. Acharya notes that in one of the manuscripts, the iast member of the
compound is hastend instead of §@strena, the term reading, then, sarvAndaksipabastena. Daksipa means both “south”
and “right”; daksipz$dstrena means, “by (accarding to) the $stra of the South” (which the Manasara is), and also
“according to the right (correct, exact) rules,” here meaning the stipulated proportional measurements of the eye.
Dakginahastena means, “with the cight hand.” All these ranslations are plausible in this context.

"6 Manasara 1LKX, 72. The three eyes of Siva as the sun, moon and fire symbolize the discerning,
intentional and active triad of divine instrumentality (Woodroffe, The Garland of Letters, pp. 198, 258). Saura and
§adi mantras are male and female, marked by their endings, as in the syllables phat and svahah respectively. Agni-
bIja mantras are composed of ra, the seed syllable of fire (see Woadroffe, Iniroduction to Tantra Sastra [Madras:
Ganesh & Co., 1956], pp. 85-86).

"7 The text states thus (LXV, 110):

saphdram ca sthitil srstirddrstirevam $ivasya ca |

Destruction, preservation and creation are indeed the [three] eyes of Siva.
"® Far references of beliefs in the benign and malignant 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

daréana, auspicious sight, to the devotee.

5. 4) Rituals Subsequent to “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 sthapati, dressed in new clothes,
adorned with ornaments on the five limbs of his body, smeared with sandal ointment
and wearing the uttariva, upper scarf, and sacred thread made of gold and white
flowers across his torso, carries the main water-pitcher. He holds it to the right of his
body; his assistants, keeping to his left, 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 iastruments and
pronouncements.'” Upon returning to the pavilion, 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 while retaining the strings with which they were tied. Thisis the
ritual of kumbhabhiseka that completes the transference of Siva as deity manifest in
the image. The image is adorned with clothes, ornaments and flowers, and ancinted
with sandal paste. Incense and lamp are waved before it amidst music, song and

dance. The sthapati then “places” the matrkaksaras on his body from head to heart'™

' Pagcavadya, the band played during temple worship comprises the five causal sounds, related ta the
five gross elements: 1) diruja, sound barn of wooden instruments, related to earth; 2) Sankha, sound born of conch, to
water; 3) fohaja, sound born of metal instruments, to fire; 4) vamsa, sound born of flute etc., to air; and 3) geva,
sound of songs (human voice), related to space {ethér). These are sounded to ward off inauspiciousness and to
prapitiate the deity (Ajitdgama XX, 259; quoted in Sabarithanam, “Agamic Treatment of the Mahabhftas™ in
Batimer, ed., The Agamic Tradition and the Arts, p. 60).

2 Acharya translates marrkaksaram as “ligatures {conjunct consonants).” This reading is untenable since
ligatures are so numerous in Sanskrit that their specific significance in this “placing” on the body remains vague.
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and all other letters (the consonants and half-vowels) from feet to the upper limit
(heart), and also the thirty-eight kalas, here to mean “signs of esoteric significance,” on
his limbs.” By placing the syllables on his body, the sthapati conducts the rite of
bhitasuddhi, purification of elements, that in turn purifies and prepares him for
worship. Then, reciting the m@famanira, principal incantation,”™ he worships the deity
with incense and lamp, flowers and sandal-paste, and offerings of food. He then shows
all the mudras to the image while the Brahmanas sprinkle unhusked rice and pronounce
svasti, benediction. This §ivarcana, 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 §vasana, seat of Siva.'™ The image is then taken in procession through

the village and brought back to the temple.

The sthapati next conducts the ritual of ratnavinydsa, placing of the gems in the
pedestal upon which the image is to be erected. Nine chambers are prepared in the

center of the pedestal according to the pithamandala of nine squares. The navaratna,

Rather, matrkaksaram means the set of letters camprising the fourteen vowels, the anusvdra and visargsa, signifying
the sixteen divine mothers, and hence of magical potency. That the context here is one of worship ritvals of the
Tantric mode further validates this iatter reading (see Sabarithanam, “Agamic Treatment of the Mahabhtas” in
Ibid., p. 53). For a scheme of placing matrkaksara based an the Tantric text Yoginihydaya, see A. N. Jani, “Method
of Implementing Maiykanyasa” in P. S. Filliozat, S. P. Narang and C. P. Bhatta, eds., Pandit N. R. Bhatt Felicitation
Volume (Dethi: Motilal Banarsidass, 1994).

12 For the theological sigaificance of the kalds as and their imposition on the body of the worshipper in
Saiva Siddhanta, see Richard Davis, Ritual in an Osciflating Universe, pp. 58-59, 118. The thirty-eight kalds also
correspond in number to the thirty-eight upaciras, articles used and acts done, in worship of personal deity in the
Tantric rite. Tn the ongoing account of worship of Siva, all thirty-eight upacaras are seen to be employed. For a
complete list, see John Woodrofle, Principles of Tantra (Madras: Ganesh & Co., 1952}, p. 1156.

2 Tt is aum namah &viya, comprised of the primordial sound aum and five syllables.

2 The structure of §ivArcana, warship of Siva, involves five steps that correspond to five constituents of
§ivasana, “seat” of Siva: 1) during &vdhana, invocation, Siva is meditated upon as seated in yogdsana; 2) during
abhigeka, holy bath, in siphdsana; 3) during arcana, offering of flowers, in padmisana; 4) during naivedya, offering
of food, in vimaldsana;, and 5) while being praised with song and dance, Siva is meditated upon as seated in
anantisapa (see H. N. Chakravarty, “The Pentadic Universe in the Saivigamas” in Bavmer, ed., The Agamic
Tradition and the Arts, p. 33}.
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nine precious stones, are placed therein as stipulated.”™® Following this, the image is
installed upon the pedestal. In the M Znasdra, this marks the constructional and

ceremonial completion and inauguration of the temple.

b) SEEING

antarbahifca ragaéca a(stu ca)rthandsam na sam Sayah ||
akrtvA nayanonmoksam caksi(u)rogo bhaved dhruvam |

(Manasara LXX, 10-11).
The internal and external rdga as well as wealth 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 is directed at ensuring the “observance” of rules
by the sthapati in both ritual and iconographic aspects of opening the eye of the image.
The consequences of transgression are serious: loss of health (disease of the eye) and
wealth, but more direly, the loss of rdga. In the doctrine of Saiva Siddhanta, raga is
one of the thirty-six tattvas, and connotes eros, the creative passion of the self that
encompasses an entire range of emotions: desire, affection, delight, charm, joy.'”” For
the sthapati, rdga, together with kald, here to mean “aptitude,” and vidyd,
“knowledge,” constitute the key principles of creativity. Loss of raga thus implies the

very deprivation of passion and imagination for artistic creation.

124 The ruby is inserted in the central chamber, diamond in the east, coral in the southeast, sapphire in the
south, the cat’s eye in the southwest, topaz in the sorthwest, pearl in the north and sapphire in the northeast. This
ritual is conducted also during the ceremonies of foundation deposit, erections of column and pinnacie.

125 The word raga derives from \/'ranj, “to glow,” and also “to be affected, excited.” In art, r3ga is the color
crimson, and in music, particular musical modes that excite particular affections. In the above verse, Acharya,
transiates rdga as “light (i.e. sight).”
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The text mentions two kinds of rdga: internal and external. Taken in the sense of a
passionate vision or “seeing,” it is by engaging both the internal and exﬁ:emél aspects of
rAga that architectural and iconographic 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 realm by
imagination and conception. Among these, perception-imagination are eidetic-poetic
and primary,”® whereas observation-conception are empirical-rational and secondary.
Architectural and iconographic making are moderated by these dual modes of syathesis

and analysis.

In the Manasdra, 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
preksana, parTksana and viksapa. They conjoin respectively the prefixes pra, “before,
in front of” pari, “around,” and vi, “apart, asunder” to Viks, ‘;to see.”'” Chapter 11l of
the Manasara recounts that the wise sages “ideatified” locales that were fit for the
dwelling of gods and humans. They called these sites vasty, the primal architectural

“gbject,” which, by creative intervention of humans, was to be transformed into vastu,

26 See Maurice Merleau-Ponty, The Primacy of Perception and other essays in Phenomenological
Psychology, the Philosophy of Art, History and Politics. James M. Edie, ed. (Evanston, IL.: Northwestern University
Press, 1964).

27 This verb is connected to aksi, eye, the etymological thread of which runs through the root Va$, “to
pervade,” its desiderative stem Vaks, alse “to pervade, embrace,” to the netter noun aksam, “perception.” Obligue
as this connection might seem, as lexicographer Monier-Williams notes (“Vaks perhaps is a kind of oid
desiderivative of vad” Monier-Williams, A Sansknit-English Dictionary, p. 2), it is vital in establishing the primacy
of perception as a holistic “embrace,” that is, “pervasion,” of the thing perceived, an issue particularly significant for
architectare.
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“dwelling.” Sacred architecture begins, thus, by perceiving divine presence at a

particular location.

All 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 the site such as
shape, slope, smell, sounds, habitant flora and fauna, and so on, are “taken notice of” to
ensure its fitness for dwelling.™ The word denoting this entire process is

bhumisamgraha.'”

Bhtimi (literally meaning “earth”) denotes site, and in samgraha,
the prefix sam, which has a unitive sense, is added to V’grah, “to grasp,” thus to connote
a “knowing” that is perceptual. The site is demarcated by ritual furrowing, and
subjected to an examination to attest the quality of its soil. 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 to ascertain the quality of
soil. Then, they are allowed to be grazed upon by cattle. By observing the dung of
cattle, the quality of soil is further ascertained. The permeability of soil is 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
preksapa. The prefix, pra, “before” (that is, whole and undissected) points to the

synaesthetic nature of the observation, engaging the entire sensorium of sight, sound,

smell, taste and touch. The word in the text for these tests is parTksa, examination. [n

’ “* Manasaralll, 15-16. The verb occurring in this verse that denotes perception is parfksya, the gerund of
parivIks, “tosee.”
' The title of Chapter IV is BhGmisamgrahavidhinam, “Prescriptions for Knowing the Site.” Its content

comprises a list of features of the site, both pleasant and unpleasant, that appeal to 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

phenomenclogical than scientific.

Similaﬂ}? in the procedure of collecting wood for columns from the forest, a potentially
dangerous task, perceptual acumen has to be particularly 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.” 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 preksana, feeling and
examining it while “turning it again and again [in his hands] from left to right” so as to

ensure their compatibility of gender in joinery. ™

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.™ 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 circle drawn og the site around the gnomon is done. The line

B0 Manasdra XV, 257-339.
B Manasira XVII1, 27-30.
%2 Manasara 111, 183-215.
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connecting these two poiats and its perpendicular give the east-west and north-south
directions respectively.” The delineation of the site follows. At this stage, the actual
extent of the building, its geometry and physical dimensions, exist oaly 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
§astraic 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 sthapati) towards the realm of the
transcendent — throughout the construction process. The vector of ascent is especially
highlighted during the rituals as “seeing,” in the form 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 bhaki itself, and in sacred

worship.

B Manasara VI, 22-28.
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Each aspect of construction has a “theological” (oscillating between mythical and
metaphysical) dimension, which the sthapat{ accesses through a spiritual kind of
“seeing” while conducting the cperation or performing the ritual. This is dhyana,

134

meditation (as well as contemplation). Dhyina derives from Vdhya, “to think,
contemplate,” which, etymologically, is “a perfectly normal variant of the root from
VdhT [‘to see, perceive’].”™ The principle behind dhydna 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 devotional love ending
in ecstatic vision that the saints experienced (the latter implied in the text by the term
rdga, passion, and its connotations pertinent to értistic 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.” Meditation as mental visualization of form is accompanied by
vocalization of name. Itis usu ally in the format of dwelling upon a particular deity or a
specific aspect of the divine, whichever is pertinent to the object or stage of

construction. Thus, while making the tools of measurement, the sthapati meditates

upon Visnu as the tutelary deity of kiskw, the cubit-scale, as well as danda, the

** Several scholars have sought ta extract the spiritual and technical senses in which the concept of diydna
was applied in religicus 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 so on (see Jan Gonda, The Vision of the Vedic Poets, “Dhyanam” [The Hague:
Mouton, 1963], pp. 2839-90).

% 1bid., p. 289.

8 Ibid., pp. 61-62. Also see Ananda Coomaraswamy, The Traasformation of Narure in Art (Rpt., New
York: Dovern, 1956), p. 166.

85



measuring rod, and Vasuki, the serpent deity upon whom Vispu is said to recline in the
Ocean of Milk, as the deity of rajfju, the measuring rope. Brahm3, as creator, is
meditated upon as the presiding deity of measurement itself.®’ The site, after its
possession, is imagined as Kimadhenu, the mythical, all-giving cow.”™ The site is also
meditated upon as the goddess Ambika (who, in one mythical rendition, is Parvati, the
wife of Siva).!” While furrowing the site, the sthapati meditates upon himself as
Brahma, the plough as Varaha, the incarnation of Vispu as Boar, and the pair of oxen
yoked to the plough as sun and moon, the eye and mind respectively of the deity.'”
During padavinyasa, ritual marking of the plots in the delineated site, the sthapati
visualizes the form of vastupurusa, man or “spirit” of the site (who “inhabits” it), as
lying face down and stretched out across it, while reciting the mantra of obeisance to
him."! He also visualizes the vastumandala, cluster of forty-five deities, who, in order
to subjugate vastupurusa, sit upon 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 all iconic detail and vocalizing its specific
venerational mantra. While conducting the ritual of vastubali, sacrificial offerings to

the deities of the vastumandala, the sthapati meditates upon himself as Siva.'®

" Manasdra II, 68, 75. The associations made here are more from mythology than sectarian Saiva
theology. Thus, in a purdnic account, Visnu, in his fifth incarnation as Vimana, is said to have measured the three
worlds in three strides.

38 ManasaraV,37.

'** ManasaraV,23-25.

%0 Manasira V, 80-82. Accarding to mythology, VarZha, the third incarnation of Visnu, rescued the earth
from the bottom of the sea with his horn.

' Manasdra VII, 253-269.

“'Manasara VI, 155-252. The mythological account of vdstupurusa is found in Matsya Purdpa CCLI, 5-
19, which is reiterated in various forms in astrological and architectural treatises.

“ Manasara VIIIL, 60. The specific verb used here to denote meditation is &/sm_r, “mo 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 sthapati of the deity (Siva) as hyllekha, furrowed (installed) in the heart, and also 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—structﬁral 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 Ananta, the great serpent deity.'* While laying
the foundation, he meditates upon Siva in his emanate form of Viévakarman, creator,
and as bhuvanadhipati, lord of the universe, who is the ground of its creation,
preservation and dissolution."” In other words, the laying of foundation is meditated as
the enactment of cosmic creation. The sthapati visualizes the column first as the
Himalaya mountain and then as the great Mount Meru (upon which rests the abode of
the g‘ods).146 He meditates on the last four stones of the assemblage of the
superstructure (that together hold the finial in place upon the domical crown of Sikhara,
head, of the tower above the sanctum) as the seats of the lords of the cardinal
directions. The finial (dome-nail) itself is meditated upon as the transcendent form of

the deity who is to be installed in the temple.""’

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 to sages of the

“* Mapasdra X11, 108-109.

S Manasdra XI1, 112-114.

¢ Manasdra XV, 409, 430-431.

47 Manasara X VI, 371 refers to the meditation of the last four stones as quarter-lords. The worship of the
finial as the principal deity is inferved from the whole ritual of sthilpikilapratisthd, “ecection of dome-nail” 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 murtidhyana, “meditation of [the form of] the
deity.”'*® The final iconographic 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. Darfana, Auspicious Sight

kim srjennayanonmesamandhakaranupattaye |
udite tu sahasrdm$au yatha gacchati samantatah ||
tathaivamasthamanadi locanasya janasya ca |
(Manasara 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 all around, thus indeed the setting
and such of the eyes of the people.'”

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 is rather poorly constructed against 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

'** These iconologic details together with the system of proportional measurement that constitute t2lamana
comprise the §Zstra, rules or theory, of iconography. However, iconographers often made use of the visions of saints
(recorded in their hymnal compositions, which also are part of the body of Saiva sacred scripture) as dhydnadioka,
meditational verses, reciting and interiorizing them while sculpting the image. Vidya Dehejiva mentions an instance
of this latter in which the iconographer made use of the Tamil saint Appar’s vision of Siva as the Enchanting
Mendicant with a swaying gait (recorded in his poem, Tevaram VI 58. 6-7) as dhyanamanira while sculpting that
image (see Dehejiya, Art of the Imperial Cholas [New York: Columbia University Press, 1990}, pp. 115-6).

? This is a difficnit set of verses o transiate. There seem to be several corvigenda in the Sanskrit text: the
term anupattaye (there exists a verb anuvpat, “to fly to, chase, follow, fall upon,” but the particular conjugation does
not exist); astamanddi, which can be broken down as astamina + 4di or astama + anddi. The term for setting (of the
sun) is astamana and not astamioa or astama. The specific sense in which 4di or anddi (meaning respectively
“beginning” and “withour beginning™) is used here is not clear. Acharya translates these verses thus:

As regards the chiseling, it is meant for giving sight to the eye (lit., removing darkness from the
eye). When the sun rises the rays spread all over, so also the case of the eye of an individual as
regards its rising and setting (Acharya, Architecture of Magasara, p. 641).
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prepares the image for its “enlivening” with diviné presence. The sthapati then
“writes” its eyes by chiseling them, and covers the eyes with cloth. 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, auspicious 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. Darsana, deriving from Vdré “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 insight. 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
dwelling of the deity in the kgetra, ordered site. By this, the perception of divine
presence in the location is officially pronounced and made accessible to the wider
populace in the mode of darfana, the mutual “seeing” of devotee and deity. Dardana
marks the culmination of devotional worship in Saivism. The singular intent of the
sthapati in his making the temple and image is to realize this sacred program: to
manifest the divine and thus facilitate darSana. In this, his whole approach is cne of
devotion, and from it proceed the perceptual, ;01lceptual and meditative exeréises of
seeing. The “bounds” of such making that is passionate (imaginative) at the same time
pious (devotional) are drawn by the rules of vastudgstra, which the sthapati knows and

follows. Notwithstanding the fact that the Manasara, being a compendium of
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architectural rules, emphasizes compliance to 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: rdga is fully realized by observing the
rules. Making sense of the architectural theory propounded in the vastusastra of the
Manasara amounts to, at the primary level, this apprehension of the indefeasible link
by way of identification between “seeing” and “knowing”: the ontological (or, to be
more accurate, onto-theological) premise of “seeing-as-knowing,” as well as its

epistemological converse of “knowing-as-seeing.”

In Saiva theism, darfana is orchestrated in the context of §ivdrcana, ritual worship of
Siva in the temple. Daily worship is conducted at dawn and dusk, the two sampdhyds,
“conjunctions” between night and day (dawn and dusk), and also at noon. For the
duration of worship, various upacdras, specific articles and acts of sacrosanct nature
that appeal to all the senses, are employed. The “event” of darfana as a thickened
spatio-temporal “presence” as well as “present” is announced in the temple bj? singing,
playing of musical instruments, bell chimes, and loud recital of mantras. For the
devotee, darfana is a synaesthetic experience, unitive and holistic: he sees and is seen
by the deity, hears its mantras being recitéd and recites them himself, inhales the
aroma of the incense, tastes the ambrosia. By such elemental mingling, divine
immanence extends into the territory of the devotee’s heart in a pronounced way.'™ In

the final chapter, at the end of the accounts of rituals of opening the eyes of the image,

% See Diana L. Eck, Daran: Seeing the Divine Image in India (Chambersburg, PA.: Anima Books,
1981).

90



its installation in the temple and its worship, this is expressed quite beautifully in the

following line (LXX, 111}

hrdayakamalamadhye dipavattatparam syat|

In the center of the lotus-heart [of the devotee], [the deity] should be the
supreme object, [and] like a lamp.

This line occurs after the text instructs st:bapatjsl;hﬁpakaéobhau, “the radiant sthapati
and sthapaka,” to 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 sthapakato
install the image in the sanctuary of their hearts as well. In fact, the “radiance” of the
duo stem from having installed the radiant deity in their hearts. The heart is the “center
of being,” so to speak, where the cognitive and affective faculties meet.™ Thus, the

act of installing the deity therein perspicuously connects divine seeing and knowing.

The union effected in darsana 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.'” The emanationist 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

! On this point, see the essay “Some Notes on the Function of the Heart,” in Jan Gonda, The Vision of the

Vedic Poets, pp. 276-88. K. D. Tripathi treats this same topic of the “faculty” of the heart , albeit with an emphasis
more on aesthetics rather than theology. The “space of the heart” as the space of experience of being is a notion
found earliest in Vedic and Upanisadic thought itself. Consequently, artistic experience appealed to this inner space
of the sahrdaya, literally, “one with heart,” here 1o mean “aesthete” or “connoisseur” (see K. D. Tripathi, “From
Sensuous to Supersensucus: Some Terms of Indian Aesthetics,” in Batmer, ed., The égamz’c Tradition and the Arts,
p.-72.

152 This is found in the oft-repeated Agamic maxim: only a Siva can worship Siva (see Gonda, Medieval
Religious Literature in Sanskrit, pp, 171, 187).
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culminates in darfana, this ignorance is dispelled by divine seeing and knowing, and

the self rediscovers and recovers its divine nature ™

8. Making as Sadhana, Spiritual Practice

adhuna vakgyate sarvabhaktanam faksapam kramat |
padam caturvidham proktam tadva$dnmanam grhyate ||
prathamam salokyamatha dvitlyam saimIpyamucyate |
sarfpyam ca trtiyam syatsayljyam tu caturthakam ||
(Manasara LIX, 1-4)
The characteristic features of all devotees are now stated in order. Itis said that
[their] division is four-fold; the measurement [of each] is ascertained in
accordance to that [division]. Now, the first is said to be salokya, the second,

samipya, and the third should be saripya, [and] the fourth, sayiijya; thus the four
kinds.

These verses occur at the beginning of the Chapter LIX, Bhaktalaksanam,
“Characteristics of Devotees,” in thé section on iconography. All devotees are divided
among four classes; in making their respective images in order to install them 1in the
temple complex, the measurement system proper to each is to 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, sdlokya, literally meaning “being in the world,” in this
scheme connotes “inhabitation of the divine realm”; similarly, sdmfpya, is “being near
[the deity],” sfrdpya, “assuming [divine] form or likeness,” and s&yfjya, “consummate
union [with the divine].” The text elaborates upon each of these states as follows (LIX,

5-8):

bhaktifidnam ca vairdgyam(ya) yuktam salokyamiritam |

% See Davis, Ritwal in 2n Oscillating Universe, Chapter I1I, “Becoming a Siva.”
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fidnam vairdgyasamyuktam simipyamiti kathyate ||

kevalam dhyanasamyuktam sarfipyamiti niScitam |

§uddhafiina samayuktam sdyfjyam paramarthavat ||

Salokya is said to be the yoking of bhakti, jidna, and vairdgya. Jhana and
vairdgya yoked together is stated as samipya. The conjoining of diiyana alone

is ascertained as saripya. Pure jidna yoked together is sayiijya, the possession
of the supreme truth.

There are five attitudes or dispdsitions which, in themselves or by combinations among
them, characterize the four states of spiritual life listed above. These dispositions are:
1) bhakti, devotion; 2) jiina, knowledge or gnosis; 3) vairdgya, dispassion or
detachment (vairdgya derives from t-iréga, the opposite of raga); 4) dhydna, meditation
or visualization; and 5) §uddhafiana, pure gnosis. Among these five, the first four, by
nature, imply an objective correlate. Thus, the object of bhakti and jidna is the deity
(usually in concrete, iconographic, form such as installed in a temple), that of vairagya
the world, and of dhydna the “purely mental” image (in other words, image that is
beyond the scope of iconographization) of the deity.”™ On the other hand, the fifth,
Suddhajiina, is pure knowledge without an object (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 exist. Hence the state of sdyiijya

is also said to be paramarthavat, “possession of supreme truth.”

In the first state of salokya, inhabiting the divine realm, the dispositions of bhakti, jAidna

and vairdgya are conjoined. In other words, the condition of being in the world of flesh

'* Of course, the various iconographic forms of the deity can also be objects of diiyZna. But in the state of
sdriipya, it is understood that the empirical realm of concrete forms are, so to speak, already “left behind.” Hence,
the object of visualization is the non-iconographic form of the deity. In the case of Siva, it comprises the [iiga of
immense dimensions as well 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 is perceived by the devotee as the realm of the divine. In the state of samipya,
bhakti is significant by its absence: only fifna and vairdgya 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 world” is more complete. In the state
of sardpya, only dhydnais said to be required. This being a “noumenal” (that is, supra-
empirical, or better, supra-phenomenal) state, even jiana and vairdgya, so long as they
are tainted by the empirical or phenomenal, are absent. However, this state is not
merely apophatic: dhydna involves the positive act of mental visualization of the
noumenal form of the deity. The term kevala, “solely, only,” in the third line suggests
that meditation of divine form in this third state of sarfipya cannot accompany or be
accompanied by (iconographic) making. In the highest state of sayfjya, there is only

pure gnosis.'”

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. Itis the past passive participle of the root
verb Vyuj, “to yoke, conjoin.” The word yoga, the basic meaning of which is “yoking,
uniting,” also 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 sdlokya and samipya, because there are

1% These four states are explained in not only abstract, philosophical, but also concrete, relational, terms in
the Saiva Siddhanta tradition. Thus, in sdlokya, the relationship of devotee to deity is servile (servant-master), in
sAmipya, filial (son-Tather), in siripya, fraternal (as between friends), and in sy ¥jya, amorous (as between lovers).
The first three prepare the devotee for the fourth (see Sivaraman, Saivism in Philosophical Perspective, pp. 393-94).
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present both more than one disposition (among bhakti, jidna and vairdgya) as well as
the duality between subjective disposition and its object, yoga as the exercise of
purposeful uniting of these is imperative. In the third state of sarilpya, even though
there is only dhyana, the subject-object duality persists; hence, here too yoga is

needed '™

What is most significant, though, is that yoga is extended into the realm of
sayiijya as well, where there is only non-duality.” Itis 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 eatire 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 spiritual life somewhat correspond to the
four divisions of the Agamas and the four modes of sddhana, spiritual practice, they
entail. Thus, sdlokya corresponds to carya, ritual and moral conduct, samipya to kniyd,
architectural and iconographic making, sdriipya to yoga, meditation, and sayljya to
fidnapada, theology and gnosis.”™ Since the distinction between carya and kriya in the
Agamic scheme is not always clear,” architectural and iconographic making, which is
primarily kriyd, may be seen as encompassing both the modes. Making, at the most
fundamental level, is a legitimate mode of sadhana, spiritual practice, in the four-fold

scheme of spiritual realization. It is the primary and most accessible mode of sddhana

% Tt is significant also to notice that while elaborating on the conjoinings in the states of sAmipya and
sdrfipya, the prefix sam, “together,” is attached to yukta. This accentuates the act of uniting and gives a sense of the
anticipation of the stare of full union.

" In the fourth line, a different prefix, sama, is attached to yukta, probably for reasons of metrics or out of
a certain notion that the “yoking” invalved in the state of s3ydjya is somehow different from those in the previous
states. No distinction obtains between the semantics of samyukta and samdyukea from a strictly lexical perspective.
On the other hand, the term sam3yukta 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 sZyiijya state of absolute non-
duality is, in fact, an “un-yoking” (that is, dissolution) of ail dualities. :

1% Sivaraman, Saivism in Philosophical Perspective, p. 393.

5% Gonda, Medieval Religious Literature in Sanskeit, pp. 2-3.
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for the sthapati and his guild, being makers of temple and image. This does not
necessaril}? mean that the higher modes of yoga and jidna are a priori inaccessible to
the sthapati. In fact, the engagement of yogic meditation and discipline as well as
knowledge of the.ééstm in the process of making are already preparations for the
sthapati to access the higher modes. Regarding yogic meditation, the exercises
conducted by the sthapati of visvalizing the particular forms, manifestations and
attributes of the divine in connection with specific architectural components have
already been mentioned. With respect to his yogic discipline and concentration,
evidence is found in the text in the several ascriptions of the sthapati: as niyatah, “one
who restrains self,” samahitamanah, “[one who has] undissipated mind,” vicaksanah,
“[one who has] discéming sight,” and ekacittavat, “possessing single-mindedness,” to

mention a few.

Regarding the engagement of jidna in the sadhana that is architectural and
iconographic making, the following points can be observed. First of all, this jidna is
specifically architectural knowledge, which in turn can be distinguished as skills of the
craft {the “how”) and its theoretical principles (the “what”)."®® These are learned by the
sthapati in his young age (that is, before he can be called sthapati) through
apprenticeship at the workshop and the work-site. At this stage, he is simultanecusly a

bhakta, devotee, and sddhaka, aspirant. While undertaking the process of making, he

'* From a strictly epistemological point of view, knowledge of the “how” is “tacit knowledge”; knowledge
of the “what” can be further distinguished as “explicit” and “systematic” (see Michael Polanyi, “The Logic of Tacit
Inference” and “Tacit Knowing: Its Bearing on Some Problems of Philosophy,” in Marjorie Grene, ed., Kaowing and
Being: Essays by Michael Polagyi [Loadon: Routledge & Kegan Paul, 1969], pp. 138-180). The term “explicit” need
not pecessarily imply a propositional or even aphoristic structure; such knowledge could be in the form of mythic
narratives as well. On the other hand, knowledge 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 bhakti, devotion (which in turn incites raga, desire, and bhava,
imagination, as its modality), vairdgya, dispassion, which is part of yogic discipline, as
well as jiana, knowledge of §astraic precepts. In the course of his “graduation” as
sthapati, in‘deed, a gradual process, he is imparted metaphysical knowledge (the “why”)
of architecture by the sthapaka.'® 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 specific means the building rituals and associated
meditations. This also 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 unfolds. Initiated thus into the realm of
metaphysical knowledge which, at this point, still has an object, architecture (that is,
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 darfana, the
auspicious seeing of Siva, at the completion and consecration of temple and image.
Dardana illuminates his lotus-heart, 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 to the state of sArfgpya by exercises in

' In Saiva Siddhdnta, a sidhaka, aspirant, is initiated into the path of spiritual realization when Siva
himself, “under the guise of a Preceptor, imparts knowledge through upadeda, instruction, §4sira, book, and
anubhava, the resulting experience” (Sivaraman, Saivism in Philosophical Perspective, p. 396). With regard to the
initiation of the sthapati, this role of preceptor is filled by the sthapaka.
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meditative visualization,'® and to sdylijva by reaching the realm of Suddhajfiina,

transcendent knowledge. Further distinctions within the state of saylijya are made
based on the ascent through the five pure principles (that is, those in the realm of pure
being), Suddhafiana or Suddhavidyd being only the first among them. Those remaining
are §ivayvoga and §vabhoga, divine knowing and its relishing. The “space” of this
consummate experience of divine union (as in the case of darfana) is, again, his lotus-

heart.

'*2 These involve usually non-iconographic images of the deity. One exercise in meditative visnalization
involves imagining the lotus-heart as constituted in its various members by the thirty-six categories, and Siva
installed therein as dancing in the form of the pafcdksara, five syllables (see Ibid., p. 404).
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Chapter 2: “NOMOLOGY,” OR THE HORIZON OF DISCOURSE

a) PRIORITY OF THEORY

Kumarila's definition of §3stra as “that which teaches people what they should and
should not do” points to its regulatory dimension. A pervasive characteristic of §astra,
as already noted, is its constitution as a vast set of grammatical rules. These rules in
turn signify a certain “basic legality” (to use Husserl’s terms) that lies at the heart of
the science. In line with the claim and self-understanding of §3stra as a priori with
respect to its object, prayoga, these rules with their dominant prescriptive tone are
understood as such as derivative tools that “dispense” this legality rather than as
sapiential principles that “access” it. Within a specifically epistemological context, one

can discern in this feature, broadly, the “nomological” aspect of §@stra.

1. The nomological principle of mana, “measure”

The full vtle of the weatise is Mdnasdra Viastusastra. The term mdanasara is a
compound of the nominal stems mana and sara (when used independently in a
sentence, the nouns are ménam and sAram, both neuter in gender). The nominal stem
mana derives from Vma, “to measure” (and in Vedic Sanskrit, “to make, create, build,”

as well)."! The neuter noun manam means “the act of measuring,” “measurement (an

! Fritz Staal observes that the Sanskeit root VimZ derived from two Indo-European roats: 1) Vma, “to make,
create, produce”; and 2) Vmé, “to measure.” . According to Staal, the homonymy that existed in early Sanskrit
berween Vma, “to make, create” (thus, mana meant building or altar), and Vma, “to measure,” disappeared in later
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actual dimension),” as well as “instrument of measurement (a measuring tool or a unit
system).”” It is seen that eveﬂ though these senses are derivative of the actual process
of measuring (the noun deriving from the verb), they are still “concrete” in that they
signify an act or a thing. However, an “abstraction” happens in the semantics when
minam is compounded with saram (deriving from Vsr, “to move, flow”) which has the

meanings of “essence” and “summary.”’

The common interpretation of the compound
manasdra is as a sagil tatpuruga samasa, “syntactic compound” of the sixth {genitive)
case.' In this instance, it is glossed as manasya sdram, and the translation would read
either “the essence of measurement,” or “the essence of the act of measuring.”
However, another interpretation of the same compound, against which there is as such
no grammatical impediment, is possible — as a karmadharaya samdsa, specifically of

the “appositional” or “equational” kind, in which the two nouns are apposed or equated

to each other.” In this case, manasira is glossed as manam saram, and translated as

fanguage in which the latter sense prevailed (see Fritz Staal, “Mana,” in Bettina Batmer, ed., Kalatattvakoda. Val.
11: Concepts of Space and Time. Kapila Vaisyayan, gen. ed. [New Delhi: Indira Gandhi National Center For the Arts
& Delhi: Motilal Banarsidass Publishers, 1992}, pp. 355-67.

* In the grammatical scheme of Pénini, the derivation of a noun from a verbal root is explained by the
system of pratyayas, formative elements. A pratyaya is a cluster of code syllables that indicate the specific affix
that must be attached to the verbal root ta yield the nominal stem, as well as the modifications to the root itself (if
necessary) before the affix is added. The pratyayz also indicates the following properties of the noun that is formed
from the nominal stem: 1) gender, one or maore (among neuter, masculine and feminine); and 2) possible meanings.
In the derivation of the nominal stem mana from Vm4, the governing pratyaya is ‘lyut, which has the effect of
adding the affix ‘ana’ to the root (thus Vm2 [lyut] => m3 + ana = mana). The nouns formed under the pratyaya ‘lyuf’
are usually verbal nouns in the neuter gender; however this pratyaya also allows neuvter nouns that name insiruments
of action. Thus, the neuter noun minam means “[the act of] measuring” as well as “measurement” in the
instrumental sense, which means both an actual dimension and a tool.

* Fritz Staal assumes on the contrary — that a sense of abstraction is already present among the layers of
meaning of the uncompounded mana:

If there must be one, the core meaning of mina would seem to be ‘measure,’ but in Vedic this
meaning is displayed in a spectrum of more specialized meanings that range from the concrete io
the abstract. The most concrete designations are ‘building’ and ‘place,’ the intermediate
meanings encompass not only visible sizes but also more strikingly, audible melodies. [Then
there is] the more technical sense of measvrement . . . (Staal, “Mina” in Baiimer, ed.,
Kaldrauvakosa, Vol. II: Concepts of Space and Time, p. 358).

* The understanding of ratpurusa samisa as “syntactic compound” is found in Robert Goldman and Salty J.
S. Goldman, Devavanipravesikd: An Introduction to the Sanskeit Language (Berkeley: Center for South Asia
Studies, University of California, 1999), pp. 214-5. In this kind of compouad, there exists an cblique case
relationship {that is, any case except the nominative) between its two basic members.

> Karmadhdraya is a subset of tatpurusa compound in which there is samanddhikarapa, case agreement,
between the two basic members. In other words, the case relationship between the two is always nominative. The
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“measure-essence,” in other words, “the essence that is measure.” The sense of
abstraction is already present in both the translations of the first interpretation of the
compound. It is brought home with more force in the second interpretation and
transiation. The sense of abstraction that is intended in Sanskrit in this secoad
interpretation is captured in the English translation precisely by making the seemingly
insignificant but actually crucial choice of the word “measure” (combined with the non-
use of either the definite article ‘the’ or the indefinite article ‘a’ before it) over
“measurement,” as the equivalent of mana. To complete the semantic field of the
second reading, the implicit genitive blank, “measure-essence — of what?” must be
filled. The answer, “of the science of architecture,” is quite easily provided by the
context of the discourse which is specified by the term vastuédstra’ In short, the title of
the treatise, Manasara Vastuédsira, can b.e glossed thus: vastoh §4strasya sdram manam

asti, “the essence of the science of architecture is measure.”’

In this statement, the
principle of mana, “measure,” is delineated as the epistemological foundation of
vastuddstra, by which its priority with respect to practice is attested. More specifically,
the principle of mdna is also “nomological,” being the basis for deriving rules of
measurement and proportion by which practice (in the sense of composition of

architectural and iconographic objects), even in its minute aspects, is sought tc be

regulated. The text presents an elaborate system of such rules with respect to

more common kind karmadhdraya has an adjective in its stem form affixed to a noun or nominal stem. The
“appositional” kind of karmadhraya in which two nouns are equated is “less common but still frequently occurring”
inthe language (Ibid., pp. 212} :

¥ In the colophon found at the end of each chapter, the term vastuédsira occurs side by side with m&nasara,
comprising the “full title” of the treatise.

7 In this interpretation, vastusdstra is glossed as a sas(T tatpurusa compaund. Like the compound manasara,
it alsa can be glossed as a karmadhdraya: vastuh fstcam, “the science that is acchitecture.” The translation of the
full title would then read, “the essence that is measure of the science that is architecture.”
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measurement and proportion of objects as constructed deductively from this

nomological priaciple of mana.

2. Pramansa as Axiomatic Refereace Measurement

pramane §astram pramanam nirhridsavivrddhayoh |

On the reduction or increase in the measure [of a geometrical figure prescribed
in the Sulvasiiras], §astra is the authority.

Katyayana Sulva Sitra, . 24 (trans. S. R. Sarma)®

In this aphorism, the play on the word pramapa is immediately striking. In its first
occurrence, it signifies “the measure” of a geometrical figure, and in the second,
éastraic “authority.” The §3stra referred to here is the science of geometry outlined in
the text, and its authority is understood to derive from the Veda. The authority of £3stra
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 pramapa 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
increase or decrease). Pramdapa, as “the measure” of a geometrical figure, is
understood, then, in an a priori, conceptual, sense from which also derives its
generative and referential character with respect to actual measurements of the figure.
The term “axiomatic” aptly describes this conceptual and referential aspect of

pramana.

® Quoted by Fritz Staal in his essay “Mana” in Baiimer, ed., Kalatatrvakosa, Vol. II: Concepts of Space and
Time, p. 360.

The historical context of the Sulvasiira rexts, and their role in the shaping of medieval vastuddstra are
discussed further on, in Chapter 1L
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Chapter VI of the Manasara, titled Sankusthdpanalaksanam, “Description of Erection
of Gnomon,” deals not only 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 is measured out and ascertained. The procedure is outlined in the text in the

following verses (VI, 96-100):

stitralla(cea la)bhyate vastau pramanam hiti niScitam ||

madhyadindracca ta(nnairrtatta)ddiksu nasyendradi (syedindra)§ikhantakam |
indradi§anaparyantam cantakatpavakantam ||

varunddvayuparyantam saumyadervayu(yo)rvantakam |
saumyadi§anaparyantam sbtramevam parivraje(veajaye)t ||

From the cord is obtained the pramana in the architectural object; indeed, this is
ascertained. From Indra (east) as center and from south-west, [the sitragrahin)
should place in the directions with east as end (?) The [segment of] perimeter
from Indra (east) to I§ana (north-east) and from Antaka, that is, Yama (south)
ending with Pavaka or Agni (south-east). The [segment of] perimeter from
Varuna (west) to Vayu (north-west); from Saumya (north) to Vayu (north-west);

from Saumya (north) to I$ana (north-east), [the sitragrahin] should cause to
move the perimeter cord around.

It is clear 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
pramapa is introduced in a rather cryptic manner. What follows is a more or less
sketchy account of moviag a cord around in the site in order to join the eight segments
(between the four cardinal and four intermediate diréctions) 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 specific meaning and role of pramagpa.

The word pramapa is obtained by prefixing the particle pra, which has the senses of
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“forward, forth, onward,” to mana, measurement. Acharya transiates the first line thus:
“The (more) accurate dimension in a building can indeed be secured (when it is
measured) by the cord (rather than by the rod, in the following manner).”” His
understanding of pramapa as “the (more) accurate dimension of a building” fails to be
convincing when taken within the context of the whole set of operations of delineation:
neithef “accuracy” nor choice between the rod and cord for measurement seem to be at

issue here.

The term pramana is mentioned again, once, in the next four verses (VI, 101-104):

vimane trigrhe va 'pi mandapadini(dauca) vastuke |

graimadinim ca sarvesam manayetmanasitrakam ||

tatpramanasya parito hastadvihastama(ma)dhikam |

tatsOtrdvasane ca Sankumevam pratigthitam ||

In all architectural objects such as vimana (temples), trigrha (houses with three
blocks), pavilions and villages, [the sthapati] should cause to measure with the

measuring cord. All around that pramapa, and at the end of that cord, a peg is
thus established [at a distance] one or two cubits further.

The manasiira, measuring cord, mentioned in the second line above refers back to the
siitra from which the pramapa is said to be obtained (mentioned in v. 96 cited earlier).
In the third line above, the particle rat, “that,” affixed to pramdpa in the phrase
tatpramanasya pacitas, “around that pramapa,” specifies its reference to the manasitra
in the second line. Similarly, the same particle tat in tatsitrdvasanake, “at the end of
that cord,” in the fourth line refers the sfira back to pramdapa in the third line and
manasiitra in the second line. From this line of references regarding pramana and siira

beginning with verse 96, the nature of pramapa and the process of measurement may

° Acharya, Architeciure of Manasdra, 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 pramagna. The measuring cord is then made to this
measurement; in other words, its actual length is the pramapa. Thus, the measuring
cord embodies or carries the pramanpa, so to speak, so that when it 1s stretched in the
site to delineate the architectural object, the pramapa of the object is “obtained from”
it. The term paritas, “around,” in the third line above may seem to signify pramapain
the sense of perimeter. However, the term avasdna, “end,” in the phrase
tatsbtravasanake, “at the end of that cord,” in the fourth line denotes that pramapa
obtains in the site axially rather than perimetrically.”’ The question that arises at this
point is whether the axis that carries the pramapa is 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.'' From this, one may infer also that the breadthwise axis has primacy
over the lengthwise one, and therefore, that the former carries the pramina. Also, the

fact that a set of specific technical terms, vistara, vidala, tira, etc. (that are synonymous

'* Acharya emends the phrase tatsitrdvasdnake, as tzfitajtsiravasinake, by adding an extra tarto it. The
meaning of the phrase when thus emended becomes “at the end of each cord,” which implies a reference to more
than one cord, and therefare tends to refer to perimeter rather than axis. It is clear from the previous lines 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 eritical notes). Therefore this emendation is arbitrary and untenable.

Y For instance, Manasara 1, 10-14 gives first a set of breadihs of the dapdaka kind of village; the set of
lengths is calculated from them using the formula, twice breadth plus two (I = 2b+2).

Regarding the primacy of breadth, Bruno Dagens notes thus:

Plans of any cosnstruction, from the smallest building to the biggest town, are established
according to diagrams (pada) similar to those vsed in rituals (building itself is a ritual?). 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 vistira, vidla,
tdra . ..); should the intended construction be oblong, its length (Zydma, dirgha...) is deduced by
the way of proportions from that width; let us add that as a matter of fact the height (vcca,
utsedha...) also is always deduced from the width (Dagens, “Mana in the Arts: Acchitecture and
Image-making,” in Baimer, ed., Kalftattvakosa, Vol. II: Concepts of Space and Time, p. 369).
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to each other), exists for “actual” breadth underscores the “conceptual” nature of
pramana. Theoretically, it “subsists” in the actual breadth; in the site, it obtains
referentially as the bre adthwise axis of the quadrangle that is the extent of the building,
from which the actual breadth is derived and marked as the side (edge) of the

quadrangle.”

The mention of pramapa occurs again in the Manasara in the context of iconography

(LV, 3-8):

manam capi pramanam ca parimapam lambamanakam |
unpmanamupamanam ca manam padmam samiritam ||
padangustisamimantam manam capi prakathyate |
pramanam vistytam proktam paritall parimanakam ||
tatsitrallambamanam syannimnamunmanamucyate |
antare u(coj)pamanam syadbimbodayadi sarvasah ||

Mana, pramana, parimana, lambamana, unmana and upamana are known as the
lotus measurements. [The measurement from] the big toe to the head is called
mina; the breadth is called pramanpa; circumference [is called] parimana; from
the cord (i.e., plumb line) is lambamana; the depression (offset/thickness?) is

said to be unmana; the interspace (between limbs, fingers, etc.) is upamana; [in
the] creation and so on of the image, collectively [these are the measurements].

It is seen that here, pramapais mentioned as one among the six kinds of iconographic
measurements, and is defined clearly as breadth. The names of this set of
measurements display a particular characteristic: they all have the term masna in

common, and five among them have a different prefix attached to mana that denotes

2 The information in the text is insufficient to establish beyond doubt whether the “subsistence” of
pramana in the breadth in all cases is in foll {that is, breadth = pramapa), or in part (for instance, breadth = twice
pramina). This question arises from a practical consideration. In the case of settlements (that is, villages and
towns), the measurements (breadih and length) can be so great that making the measuring cord to comply with the
full subsistence of pramina in breadth and moving it around in the site can pose practical difficulties. In such cases,
it is more likely that pramina subsisted in breadth in part: in other words, the breadth of the settlement would be a
_multiple of pramana, the extent of the measuring cord.
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their particularity. Also, a certain hierarchy can be discerned among them. Height is
given as the most primary measurement, its primacy signified in two ways: 1) it is the
first to be mentioned; and 2) the term denoting it is the unprefixed mana. This is
followed by pramapa, breadth, and parimanpa, 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) can be established at the outset itself. The limits once established, the
sculpting process proceeds subtractively. This is unlike the case in architecture and
settlement planning in which only the horizontal Iﬁe asuremenﬁs (length and breadth)
can be ascertained or fixed at the outset. The vertical measurement, height, is
determined in the course of construction which is an additive process (that is, one of
assembly) by employing calculations that involve rules of proportion, and when there
are se{reral stories, arithmetic progressions as well Height is, 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 rules of
proportion. Thus, in architecture, pramana is of a conceptual, axicmatic, nature; it
plays a generative and referential role, and subsists in the breadth. On the other hand,

in iconography, the nature and role of pramapa as breadth is less conceptual and more

actual.

® For an exposition of general principles regarding arithmetic progressions employed in ascertaining the
height and overall form of the superstructure of temples, see Pawrick A. George, Construing Constructs: A Study of
Temple Design and Construction in North India (Philadelphia: University of Pennsylvania, Ph. D. Dissertation,

1994), Chapters V-VII. His hypotheses are based on morphological analyses of several extant temples in North
India,

107



In classical epistemological discourse of the six darfanas, schools of systematic
thought, pramana is the foremost category, and is understood as “avthority, norm of
knowledge.” If one includes also the instrumental definition of pramipa, as “the

essential means of artiving at valid knowledge or prama,”™

it may then be understood
as both means and end. Prameya is the object of knowledge, and pramata, knower. In
the school of VaiSesika, Atomism or Particularism, two modes of pramana are
admitted: pratyaksa, perception, and anumana, inference. Nyaya, Logicism, which is
its sister school, adds to these §abda, verbal testimony (which encompasses revelation
and tradition), and upamana, analogy or comparison.” The school of Mimamsa

expands the scope of pramapa even further, to include arthdpauti, hypothesis or

presumption, as well as anupalabdhi, non-apprehension.'®

Regarding validity of knowledge, the Nyaya-Vaisesika school asserts first that even
though truth or falsity is not a normal feature of knowledge, no knowledge is ultimately
neutral. Knowledge becomes either true or false in the course of its arising, due to a
set of external circumstances. This happens either at the origin of knowledge (utpattau
primanya) or in the course of its ascertainment (jidptau pramagpya). In either case, the
methodological issue is not how knowledge becomes true or false, but how one
becomes aware of its truth or falsity. The Nyiya-Vaifesika school states that the

discovery or awareness of the truth or falsity of knowledge emerges from samvadi

' M. Hiriyanna, Qutlines of Indian Philosophy (New York: Macmillan, 1932), p. 177. He cites the Sanskrit
aphotism prama-karapam pramapam, without giving its source.

¥ Ibid., pp.245-46,252-61.

' Ivid., pp. 318-22. Anupalabdhiis the pramana by which negation is known.
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pravywti, “fruitful activity,” that is, an “appeal to facts.”"” On the other hand, according
to Mimamsa, all knowledge is self-valid and its truth need not be verified. it is error
that needs explanation. The two major streams within MImamsa, the “vericism” of
Prabhikara 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 only
incomplete knowledge. The latter admits error as such, and explains it as the result of
a partial misrepresentation of the object in consideration. In both cases, knowledge
prompts activity, and discovery of error arrests it."* Regarding this last point, there is a

certain convergence of the views of Mimamsa and Nyaya-VaiSesika schools.

These epistemological features are seen to obtain simultaneously in the idea of
pramanpa in the vastuéastraic accounts of the Manasira. In line with the MImamsa
view, any pramdna, as the predetermined reference measurement of an architectural
object, is self-valid, and therefore, can be theoretically posited. In the Manasara, the
particular way of giving measurements in connection with settlements and buildings is
to first list a set of breadth measurements followed by a set of corresponding length
measurements, and then state the rule of proportional relationship between breadth and
length. The set of length measurements is sometimes mentioned and scmetimes

omitted.” The text never gives lists of measurements as pramana itself. However, to

7 Toid., pp. 260-61.
*® Tbid., pp. 313-17.
** For instance, Maaasara 1X, 10-13 gives the set of measurements of the village of the dapdaka kind thus:
padcavimsati dandidyaul(dau) dvidvidandavardhandr |}
ekadhikasatantam sydnnavairimSadvidilakam |
evam tu dandakam proktam tasyayamami{ma iJhocyate ||
vistardddvidvidandena vardhayeddvigupdntakam |

The thirty-nine breadths should begin with 25 rods, and from increments of two rods each, end at
101 (that is, the arithmetic progression of thirty-nine members: 25,27,29 .. .. 97,99, 101). Thus
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the extent that pramapa subsists in breadth, the listing of breadth me asurements m ay be
seen as an exercise of listing pramapa itself. This exercise is primarily theoretical, in
which the théoretical dimension of pramapa as end in itself is 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 pramapa, the specific problem that
issues is the “validation” of a pramapa. It translates in architectural making asi
ascertaining its applicability or inapplicability to a specific building situation, which
owes to a set of external cirucumstances. Here, the Vaifesika notion of samvadi
pravrd, “froitful activity,” fully obtains in architectural and iconographic making. Even
though the primary objective of making is theological, its procedures also engage the
empirical appeal to facts by which a pramapa is validated or invalidated. The
operation of this “experimental” dimension in making draws from the instrumentality of
pramana itself as means to end, and demands the mediation of instruments, both

conceptual and physical.

3. M&nopakarapa, Instruments of Measurement

A major topic of discussion in Chapter II of the Manasara is manopakarapa. The
compound manopakarapa is comprised of the nouns mana and upakarapa. The latter,

upakarana, derives from upavkr. The prefix upa, having the senses of “nearness” and

indeed is said [the breadth of] dapdaka [village]. Its length is stated thus: one should add two
rods each to twice breadth (that is, | = 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 vkr, “to do, make,” as “to
furnish with, bring near, prepare, arrange, serve.” Upakarapa has the senses of both
the act [of furnishing, bringing near], and its instrument. The compound is glossed
commonly as a sasif tatpurusa, which reads as manasya upakarapam, and is translated
as “instrument of measurement.” In this interpretation, manoparakarapa has a concrete

sense  and encompasses both conceptual and physical instruments.

In the Minasdra, the primary conceptual instrument of measurement is the basic
system of units of measurement. However, a more expanded reading of manopakarana
would extend its scope also to systems of iconographic measurement, as well as ayadi
sadvarga, 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 also found in the text that
are related, albeit indirectly, to measurement. These may be termed “geometrical” and
“typological” after their respective characteristics. The first is the instrument of
padavinydsa, scheme of plot-disposition, and the second, vastuprakacapa, matrix of
architectural and iconographic object-types, which is generated by taxonomy. The
physical instruments include the kigku, cubit-scale, danda, measuring rod (yard-stick),
and rajju, measuring cord (rope). In the following account, the nature and constitutive

structure of the conceptual tools are elaborated.

2 If both mana and upakarapa are transliated 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 cancrete sense of mdnopakarapa as “[an actual] instrument of measgrement” may
be understood as deriving from its essential sense.
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3.1) Arithmetical
3.1.1) 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 to their knowledge and expertise, the text gives an account of the
system of measurement as well as physical tools to be employed in building. The
system in full is as follows (I, 40-53):

8 paramanu = 1 rathadhiili, chariot-dust

8 rathadhili = 1 valagra, hair-end

8 valagra=1 liksa, nit

8 liksd = 1 yilka, louse

8 yika =1 yava, barley-corn

8 yava=1 angula, digit (finger-breadth).

12 angula =1 vitasti, span

2 vitasti (24 angulas) = 1 kisku, cubit

4 dhanurmugsti (cubit of 26 angula) = 1 danda, rod
8 dapda = 1 rajju, rope

The smallest unit, which is paramdnu, atom, is stated to be perceived (only) 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 an;i eight
yavas respectively. The cubit is of four kinds; from the smallest to the greatest, they
are as follows: kigku, prdjapatya, dhanurmugfi and dhanurgraha, comprising
respectively 24, 25, 26 and 27 angulas. The three-fold division of the digit (small,
intermediate, 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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farge. Such a scheme makes available an intricate gradation of actual sizes for the

higher units.

By positing the paramanu as the basis of the system of measurement, the text renders

the system with a conceptual, a priori and universal status.”

As a constituent in the
system, this applies to the unit anigwa, finger-breadth, as well, despite its explicit
semantic reference to the human body. For all practical purposes, argula 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 to the body. The following lines demonstrate this quite clearly (II, 46-47):

yavairagfasamayuttamangulam tatprakirtitam ||

manamatram tridhd proktam yavavrddhivisasatah |

sadsaptastayavairetatkanistho(stha) madhyamottamam ||

By the joining together of eight yavas [is obtained] angula, it is said.

Manamatra is said to be in three ways, particularly [with respect to] the

increment of yava. With six, seven, eight yavas [are respectively] smallest,
intermediate and greatest [manamatra/angula).

The first among these lines is the instance when the unit anigula is reached in the course
of outlining the system of measurement. In the next line, the text introduces a

compound manamatra to refer to the unit argu/a. The neuter noun matram also derives

* Bruno Dagens classifies the vnits in the above system as amiftra, formless, units and “linear units of
common use.” The units upto yava belong to the former class and the rest to the latter. About the amirta class of
units, he comments thus:

As for [the amirta class], the barley grain is the only vnit of common practical use and may have
been the original lower natural standard. The other ones (louse, nit, tip of a hair, speck of dust)
are no more than the necessary steps to allow regression down to the infinitesimal which may be
seen only by the best of the yogins; the epithet amirca applied to such units by [the classical
astronomical text] Slryva Siddhinta shows well their purely theoretical or, better, intellectual
character” (Dagens, “Mana in the Arts: Architecture and Image-Making.” in Balimer, ed.,
Kalatattvako§a, Vol I1: Concepts of Space and Time, p. 373).

The regression that Dagens speculates suggests only induction. The “ seeing” (perception, intuiticn,
grasping) of the paramipu by the sages may also be seen as “immediate.” In such a case, the paramanu becomes
object of a priori knowledge. The system of measurements are, then, understood as a deductive construction.
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from vma, “to measure.”” Lexicographers give its meaning as “a measure,” in the
- concrete and not abstract sense, that is, an actoal measurement of any kind (length,
breadth, height, depth, distance, size, number and so on). It is usually found at the end
of cdmpounds, such as rekhamaira and arthamdatra. In such cases, the compounds are
interpreted as tatpurusa compounds; thus rekhdmdtra would be glossed as rekhdyali
matram, “the measurement (such as length) of a line,” and arthamatra as arthasya
mdtram, “a certain sum of money.” As for manamatra, its interpretation as a tatpurusa
compound poses semantic difficulty (though syntactically plausible), owing to 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 significanply different
enough to strike a permutation armong them that would overcome this difficulty. If itis
attempted to be interpreted as a karmadharaya compound, the same problem leadsto a
self-referential circularity (“me asurement-me asurement”). Thus the meaning of this
compound in either case cannot but be tautological. The only way, then, to interpret the
use of this compound to refer to argula is as a vital component in the larger scheme
that asserts the a priori, conceptual énd universal (absolute) nature of the unit and the

pretense of a purely deductive process of its derivation.™ From this point of view, the

2 In the case of the nominal stem mdaira, the pratyaya governing its derivation is ‘stran’ (Vma [stran] =>
mi + tra => matra). The primary sense of this pratyaya is instrumentality, and the gender of the noun formed is
neuter. Thus the neuter noun matram means “[an actnal] measurement” {(in the instrumental sense}.

The feminine noun maird, deriving from the same nominal stem mditra has the meanings of “substance,
matter” in addition to “a (particular) measure” (see Staal, “Miana,” and Bruno Dagens, “Mina in the Arts,” in
Batmer, ed., Kaldtattvakoda, Vol. II: Concepts of Space and Time, especially pp. 366-38).

* In the treatise Mayamata, the treatment of the system of measurement begins with the following
preamble (V,2):

paramdpukramid vrddham manangulamiti smrtam |

Manasngulais known as [deriving]} from the gradual increment of paramagu.
The term manangula bere simply refers to the unit angula (more about mandnguia will be said later on).
The text eventvally gets to angu/a (while outlining the system) in the same way as in the Manasira yavaslagupmic
‘ngulam, “eight times yava is angula.” The following phrase is found immediately after: azigulam tu bhaveamatram,
“as for arigula, it should be the measure.” This is the literal translation, which suggests the idea of a “standard unit”™:

114



subdivision of angula into small, intermediate and large, mentioned in the third line, is
also theoretical; by logical extension, the same may be said of the distinctions made of

the cubit unit as well.

b) Iconographic

In Chapter LV, after giving a list of the six iconographic measuréments (mana,
pramana, parimana, upamana, lambamana and unmana), the text gives a detailed
outline of the process of procuring/securing the height of the principal image and
secondary images.24 Breadth, circumference, and other dimensions are derived from
the height using rules of proportion. Nine “options™ of ascertaining the height of the
image are listed: 1) in reference to the breadth of the temple; 2) in proportion to the
height of the womb-house (adytum); 3) in proportion to the height of the door; 4) in
proportion to the height of the base of the building; 5) according to hasta, cubit; 6)
according to tila, span; 7) according to angula, digit; 8) in proportion to the [body of]
the patron; and 9) in proportion to the main image.” Obviously, the last applies only to

secondary images.

angula should be the standard unit of measurement. Dagens transiates the phrase thus: “[the digit] is called as well
‘measure.’”” The act of naming (“is called”) can only be parentherically inserted into the mesaning of the phrase, in
which case mdtra must be read as a proper name. It is better, then, to leave matra untranslated than translating it
simply as “measure,” without placing an article before it. In fact, matra as synonym for angula occurs a little fwither
on inthe text {V, 10):

' paficavim$atim3tram tu prijApatyamiti smytam |

And the unit {that is made up of] twenty-five marra (anguia) is known as prajapatya.

Dagens notes that matra as a technical term is found in the Mayamata as equal in value and synonymous
in sense to angufa, and as signifying both the absolute unit and the relative unit more specific to iconography
(Dagens, trans., Mayamatam: Treatise on Housing, Architecture and Iconography, Veol. 1, p. 23, note 3; also “Index-
Glossary,” in Ibid., Vol. I, p. 956).

* As seen already, the primacy of height among the iconographic measvrements is signified by the
unprefixed mana. The text alsc uses the term ddim&na and mahdmana to denote height of the image; the prefixes
adi and mahd mean literally, “first” and “great” respectively.

BManasdra LV, 10-16.

115



There are two other instances in the same iconographic context in which the text gives
lists of options for procuring height. In Chapter LII, Lingavidhanam, “Composition of
Linga,” the options of deriving height of liriga, 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 to hasta, cubit; and 7) from the body of the yajamana, patron or
“client.”® 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 Vispu
(in Vaisnava 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 to hasta, cubit; 9) according to tdla, span; 10) from body of the yajamana,
patron or “client”; 11) from one division of the height of linga or image; and 12)
according to digit. >’ These lists of options display an “instrumental” nature, primarily
as a means of procuring the height of the image. In the case of the last list, its
instrumentality is made to extend to the moral and sotericlogical spheres as well. Thus,
among the options in the list, the first four, based on measurements of the temple, are
stipulated to be suitabie for those patrons seekihg bhoga, enjovment, moksa, liberation,

and artha, wealth. The options of cubit and span measurements also bestow enjoyment

2% Mapasara LI, 11-15.
¥ Mapasara LXIV, 1-8.
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and liberation; that of digit, liberation; and the optimis based on the body of the patron

and the principal image are stated to bestow all fulfillment or welf are.”

Even though each of these options of measurement are elaborated further by the
Manasara’ the most elaborate treatment is reserved for the tala option. Tala, the
system of iconometry, is based on the “span.” Tala has the meanings of “palm” (of the
hand) as well as “span” (that is, the distance between the stretched thumb and middle
finger). This measurement is equal to that of the face from hair to chin® Among the
several iconometric schemes possible with the tdla, the text elaborates the dadatala,
ten-span, scheme. In the dafatdla 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 vitasti); thus basically, the height in the dasfatala scheme has 120
(10 x 12) subdivisions. The terms arigula, amSa and matra are synonymously used to
name one division (that is, 1/120™ 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 vitama, highest, and

adhama, smallest, respectively . Thus, in uttama dadatala scheme, the height has 124

*® Mianasira LXIV, 9-11. The term used for the last is sarvasiddhi. Siddhi has both religious and
materialistic senses of “fulfillment, beatitude,” and “prosperity, welfare,” respectively.
*® Far the sake of brevity, I shall limit to mentioning a “typical” example. The height of the finga derived
from the width of the adytum is further elaborated as follows (LI, 20-21):
kanyasa garbhatirartham(rdham) tripddam madhyamam bhavet ||
garbhatdrasamam Srestham trividham lingatungakam |

The youngest is half the breadth of the adytum; the intermediate should be three-fourth; the
highest is equal to the breadth of the adyrum; [thus] height of /iga are three-fold [within the
option of its derivation from breadth of adytum].
® T5l2 is a unit that has both spatial and temporal dimensions. Its spatial dimension is employed
principally in iconography. For a detailed exposition of dfa in iconography, see T. A. Gopinatha Rac, Talamana or
Iconometry. Being a concise account of the measurements of Hindv images as given in the Agamas and other
authoritative works (New Delhi: Indological Book House, 1977). Music stresses the temporal dimension of rdla, and
in dance, both its spatial and temporal dimesions are engaged simultaneously. See the entry “Tala” by Lewis
Rowell in Batimer, ed., Kaldtatrvakosa, Vol. II: Concepts of Space 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, all the measurements and proportions of the image
fall within an intricate network that is created by the tdla 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 Sadvarga

Yet another important conceptual instrument that is employed in the actualization of
pramana is dyadi sadvarga, the set of six “operating principles” or “significations” that
are proper to the “science” of astrology.” These significations, which may be seen as
constituting the “horoscope” of an architectural or iconographic object, are: 1) aya,
“income,” having twelve “fruits” (that is, effects); 2) vyaya, “expenditure,” having ten
fruits; 3) rksa (also mentioned as naksaira and ksapa), “planet,” twenty-seven in
number; 4) yoni, “source,” eight in number; 5) vara, “solar day,” seven in number; and
6) tithi, “lunar day,” thirty in number. Sometimes, am&a, literally, “part, division,” nine
in number, is mentioned {n place of tithi as the sixth principle to be applied. The
Minasara takes for granted that these astrological significations are familiar to its
audience and therefore does not treat them comprehensively and systematically in one

place.” The insistence, rather, is on their application in architectural and iconographic

3 Jyotiga, astrology ar astronomy, was considered one of the six vedangas, ancillary sciences (literally,
“limbs of the Veda™), in the study and practice of the Vedic religion. The distinction between astralogy and
astronomy was guite fluid in ancient India.

A comprehensive list of the sets that make up each of these six principles (the twelve dyas, ten vyayas, -
and so on) is never presented at once in the text. In XXX, 187-189, it names only the first of each: siddhyads
dvidadayih, “the twelve Zy&s beginning with siddhi,” fikharddi vyayam dasa, “the ten vyayas beginning with
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measurement. Their application is intended to “verify” the measurements of the
architectural and iconographic object™ against the dictates of astrology that lay out the
conditions of auspiciousness. Because “auspiciousness” in architectural and
iconographic making is understood as that condition of well-being which is the result of
striking a certain harmony between the objects (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 in the measurement of the

objects.™

The particular dya, vyaya, rksa, yoni, vara, and tithi or am&a of all architectural and
iconographic objects (settlement, building, image) must be calculated and ascertained.

This process is based on the principle of the remainder. An arithmetical formula to be

Sikhara” and so on. In Chapter LII, the full list of dya, vyaya, yoai and améa are given (the others, naksatra, vara
and tithi, being more familiar, are not enlisted). Acharya’s ealisting of these principles in his Dictionary is also
incomplete: “The names of all the different classes of farmuias, such as Aya, Vyaya, Vira, etc., represent well
known groups of objects that always follow a certain serial order. Aya represents the group of twelve beginning with
Siddhi. - Vyaya represents the group of ten beginning with Sikhara. . . . {Acharya, A Dictionary of Hindu
Architecture, p. 601).
* ManasiraIX, 64-65:
ganddyadmasamithe va ciyate va 'tha vistare ||
paripdhe pade v "pi A(ca)yadisuddham(ddhim) ca kdrayet |

[The sthapati] should cause to do purification with ayadi [sagvarga] in the group of nine lengths
and/or in length, now breadth, in circumference, and/or even in pada (sguare of a linear
measurement, area).

The specific term that signifies “verification” here is fuddhi, which literally means, “purification.” The
phrase is Zyadidvddbim karayet, he should cause a “purification” by means of the 4yidi formulae in the
[measurements of] breadth, length, perimeter and even area. Indeed this “verification” is a “theoretical
purification,” so to speak, in that by this process the inauspicious measurements are sifted out from the auspicious
ones. .

* Acharya has the following explanation regarding the application of the Zyadi sadvarga:

The necessity of these sadvarga formulas seems due to the fact that in most instances where the

measurement of any object is concerned, . . . the MAnasira and other works on architecture quote

more dimensions than one. . . . Out of these different and varying measures which is to be
selected would be 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 the gadvarga. By a

verification of the measurements with the respective formula it would eliminate the risk of

dimensions being selected that would be disproportionate among themselves and improper

{Acharya, A Dictiopary of Hindu Architecture, p. 606).

This interpretation, while true to some extent, is, however, too modern and “pragmatic”; it radically
undermines the role of astrology as the “external referent” in architectural and iconographic 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):
)] Ayais the remainder of 8/12 times the length.”
2) Vyayais the remainder of 9/10 times the breadth.
3 Rkgsais the remainder of 827 times the length.
4) Yoni is the remainder of 3/8 times the breadth.
3) Varais the remainder of 9/7 times the perimeter (or circumference).
6) Tithiis the remainder of 3/30 times the perimeter.

6a) Améais the remainder of 4/9 times the perimeter.

It is seen that in all of these formulae, the denominator denotes the total number of
“items” (whether effects or kinds) in the set that constitutes each principle. However,
the logic of the nominator or of the assignment of length, breadth and perimeter to a

particular signification does not present itself immediately.”

The complete list of items in the set constituting each principle and the astrological
dictates regarding auspiciousness and inauspiciousness as applies to them are as

follows:

*In the case of an iconographic object, length is replaced by height.

% It would take first a documentation of measurements of an actual object {temple or image), and then
their subjection to a formal mathematical analysis in order to decipher the logic behind the nominator in these
formulae. '

Also, there are differences in the formulae of the Zyadi sadvarga given by different treatises. These
differences occur in the nominator, in the basic dimension chosen of the object (leagth, breadth or perimeter) and its
multiple; the denominators are the same. For instance, in the Mayamata, the basic dimensicn chosen is mentioned
on one occasion as vydsdyasamiha, which Dagens translates as “sum of length and breadth,” that is, half the
perimeter. A few verses later, the dimension is meationed as paripdha, perimeter. It is more plausible that it is the
perimeter (and not half of it) that is intended throughout. The six formulae according to the Mayamata are as
follows (IX, 20-23): Aya = remainder of 8p/12; Vyaya = remainder of 9p/10; Yoni = remainder of 3p/8; Naksatra =
remainder of 8p/27, its quotient gives vayas, age, of the object; Tithi = remainder of 8p/30; Vira = remainder of
8p/7; ‘p’ denoting perimeter.

This difference in the formulae across different treatises evince a certain relativity in the development of
this conceptual tool.
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Aya signifies “profit”; its twelve “fruits” or effects are: 1) fastra, “weapon”; 2) vrddhi,
“increase”; 3) bharapa, “reign”; 4) Subhdvaha, “invoking auspiciousness”; 5) caksu,
“eye”; 6) buddhi, “intelligence”; 7) ripa, “form™; 8) sumangala, “bringing good
fortune”; 9) é§rikara, acquiring wealth; 10) sukhada, “granting comfort™; 11) suvrddhida,

5,37

“granting great increase”; and 12) pugkala “abundance. Being the effects of dya,

profit, all of these may be assumed as auspicious.

Vyaya signifies “loss”; its twelve effects are: 1) bhukti, “enjoyment”; 2) mukii,
“liberatiﬂn”; 3) Subhada, “granting auspiciousness”; 4) samrddhida, “granting
prosperity”; 5) sampat, “wealth”; 6) artha, “material goods”; 7) dhanavyddhi, “increase
of riches”; 8) bhukti, “enjoyment”; 9) nasakalaha, “destruction of quarrel”*®; and 10)
maitraka, “friendship.” Again, like in the case of the fruits of aya, since none of the
above are specified as inauspicious, in themselves all must be considered as auspicious.
The auspicious-inauspicious aspect as applies to 4ya and vyaya (as “income” and

“expenditure” respectively) is stated in the general rule that Zya must be preferably

greater than vyaya, or at least equal to it.”

Rksa and nakgsatra, sometimes used interchangeably as synonyms in the text, however,

are different in a strict technical sense. Rkga is the Plaedis or constellation of seven

" Manasdra LI1, 359-362. The meanings given are literal translations. Acharya interprets them as the
following: 1) military 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) happiness; 11} great increment; and 12) plentifulness
(Acharya, Architecture of Manasara, p. 543).

% The more precise transiation of the term ndfakalaha is “destructive guarrel.” Since all the items of
vyaya listed here are of an auspicious nature, the transiation. “destruction of quarrel,” is adopted, for which the
Sanskeit term would be kalahanada.

* Manasaral¥, 75-77; also LII, 367-370. It states that if the vyaya, expenditure is more than Zya, income,
it will be the cause of mrtyu, death, daridiya, poverty and niéa, destruction.
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stars (the Great Bear, Seven Sages), while naksatra literally means a star, asterism
(that is, a constellation of heavenly bodies), 27 in number. They are in order as
follows: 1) AfvinT; 2) BharanT; 3) Kafn:ika; 4) Rohini or Brahmi; 5) Mrgaéiras; 6)
Ardra; 7) Punarvasi or Yamakau; 8) Pushya or Siddhya; 9) Alesa; 10) Magha; 11)
Plrva-philguni; 12) Uttara-phalguni; 13) Hasta; 14) Citrd; 15) Svati; 16) Vidakha; 17)
Anuradha; 18) Jyestha; 19) Mula; 20) Purvasadha; 21) Uttarasadha; 22) Abhijit; 23)
Sravana; 24) Sravista; 25) Satabhisaj; 26) Bhadrapada; and 27) Revati.® In the context
of village planning and measurement, the text sates that among the stars, the ones that
are piirpa, odd (literally, “full, complete”), are auspicious and the ones that are karna,
even (literally, “ear”), inauspicious.”’ Iniconographic measurement, however, the rule
given is that all except the sixth, eighth and ninth naksatras are auspicious.” In both
cases, the janmanaksatra, birth-star of the patron or of the sthapati, as applies, even if
in itself an inauspicious star, is always considered as auspicious for the architectural

and iconographic object.

Yoni is “womb, receptacle” (or “matrix,” as Dagens translates it), and is eight in
number. In order from one to eight, they are: 1) dhvajg or afva, mare®; 2) dhima, she-
buffalo (literally, “smoke”); 3) séimha, lioness; 4) funaka, bitch; 5) vrabha, cow; &)

gardabha, female donkey; 7) gajd or danti, elephant; and 8) kaka, female crow.

* Monier-Williams, A Sanskrit-English Dictionary, p. 524. These are proper nouns, hence [ do not attempt
to translate them.

H MApasira I¥, 78. The word plima in itself does not warrant an interpretation as “odd.” However, karpa
seems to (indirectly) denote the number two {and by extension, “even’) in its meanings as “ear” {two ears), and in
the context of prasady, “spandee” which has two stressed syllables. In geometry, karpz means “corner” (at which
two lines or surfaces meet), hypotenuse of a right triangle, as well as diameter of a circle.

* Manasara LI1, 371.

'“ Dagens’ translation of divaji as “standard” (Mayamata, Vol. II, p. 567} is rather confusing.
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Among these, the first, third, fifth and seventh yonis are considered auspicious and

therefore to be preferred, and the rest, inauspicious and to be avoided.*

Vara connotes the seven days of the week. Among these, guru, Thursday, Sukra,
Friday; budha, Wednesday and $a$i or candra, Monday, are considered auspicious and
therefore, to be preferred.”® The text states, however, that the inauspiciousness of the
other three days are nullified if there occurs a fubhayoga, “auspicious conjunction (of

planetsy”*

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 fani, Saturday,

are bhukSakti-rddhida, “granting enjoyment, strength and prosperity,” in other words,

auspicious.”

Tithi is the 30" 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, including full-moon) and fifteen, dark (its waning phase including new-moon).

In addition to the days of pavrpami, full-moon, and AmAvasT, new-moon, the names of

* This list of yonis and of those auspicious and inauspicious among them are given in Manasdra LI, 355-
58, and LXIV, 73.
% Manasara1X, 81; aiso LXIV, 79. Inthe account in Chapter I¥X, the text lays out further conditions.
** This “exception” is found in the account in Chapter I¥. There, the text attempts to display further
astrological expertise (83-85):
sauravarddivareso varayuktam caturdine |
gapaistu visgkhadisvatikantam kramartata ||
gapdam ca mriyuyogam siddhiyogamidam () viduly |

If on any of the four days beginning with Sunday, there happens to be a conjunction of the day by
the constellations [of planets] beginning with Vi$akha and ending at Svaii in order, it is known
[respectively] as Ganda-, Face or Temple, Mytyu-, Death, and Siddhi-, Success {accomplishment)
yoga, conjunction.

Acharya comments that “the calculation of these yogas do not agree with the rules given in the astrological
works” (Acharya, Architecture of the Manasdra, p. 67, note 1). Yoga in astronomy is understood both as one of the
rwenty-seven divisions of a circle on the plane of the ecliptic {Apte, The Practical Sanskrit-English Dictionary, p.
6453; not ta be confused with naksatra, which are also twenty-seven in number) and also as a time-interval in which a
particular “conjunction” or “alignment” of certain planets occur. It is the latter sense, which is signified also by the
technical term fagnaa, that is operative here.

47 Manasira XXX, 372.
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tithi simply follow the numeric order that the days occur before full- and new-moons, as
prathama, first, dvitiya, second, and so on, up to fourteenth (day). The text states that
among these, agfamI, eighth, and navami, ninth day after the full and new moons, are

inauspicious, and must be avoided.®

Amé&a, “part,” sometimes presented as the alternate to tithi, is nine in number. The
Manasara does not give a full list of them. According to the Mayamata, they are: 1)
taskara, “thief”; 2) bhukti, “enjoyment”; 3) fakti, “power”; 4) dhana, “wealth”; 5) raja,
“king”; 6) sanda, “eunuch”; 7) aybbaya, “absence of fear” (or “refuge”); 8) vipat,
“adversity”; and 9) samyrddhi, “success.” The Mayamata states that among these,

taskara, sanda and vipat are inauspicious, and therefore to be avoided.*”

Three other astrological principles are also mentioned in passing in the text, without
always giving their full list or the formula to ascertain them: radi, zodiacal sign, gana,

»»

literally, “cluster,” and nayaana, literally, “eye.” The twelve rddis are, of course,
familiar: 1) Mesa, Aries; 2) Vysabha, Taurus; 3) Mithuna, Gemini; 4) Kulira, Cancer; 5)
Simha, Leo; 6) Kanya, Virgo; 7) Tula, Libra; 8) Vricika, Scorpio; 9) Dhanus,
Sagittarius; 10) Makara, Capricorn; 11) Kumbha, Aquarius; and 12) Mina, Pisces. The

text states that all of them except the eighth, Vyscika, are auspicious.” The astrological

*® Mzpasdra IX, 86-87.

“ Mayamata YX¥II1, 59-60, trans. Dagens. In the Manasara a list of auspicious amp§as is given (LI, 373-
376): 1) bhusa, “ornate”; 2) Suddha, “pure”; 3) dhira, “brave”; 4) candana, “charming”; 5) vedmaan, “palace”; £}
bhrobandhana, “knitting of eyebrows” (that is, frowning) ; and 7) vira, “heroic. The text then states (vv. 375-376),
rather casually, that anyaisarvam taskarddyam, “all other [amSas] beginning with taskara” have disastrous effects.
This statement somehow implies that there are more than nine armas; however, those named including taskara adds
up oaly to eight. The list given here is also quite different from that in the Mayamata. The confusion in the
Manasara regarding améa is all the more evident in a staiement in another chapter (LXIV, 80) which declares that
taskara, thief, dhana, wealth, and §anda, eunuch, are inauspicious.

% Manasara, 1X, 88. In Chapter LXIV, 81, it is stated that the sixth ri#, Kanya, is also inauspicious.
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signification of gapa is that of a series of lunar mansions classed under the three heads

of deva, god, asura, demon, and manusa, man.”

The text simply states that dsura,
demonic, and manusa, human, are to be avoided.™ For nayana, the formula is given as
follows: the total days of the week, seven, is multiplied by three, and to it is added the
nakgatra of the day. The sum is then divided by seven. The remainder gives the
nayana, in the order of ekanetra, one-eyed, dvinetra, two-eyed, and so on (netra being
a synonym of nayana).> It is not clear from this account how this principle is brought

into relation with the architectural or iconographic object because no measurement of

the object is engaged in the formula.

The verificatory function of ayddi sadvarga effects a “theoretical purification” of
pramanpa by sifting out the inauspicious, and generates basic measurements (breadth,
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 external factors such as size of site, birth-star of
client, and so on, that constitute that situation. Since these factors are already
accounted for in the measurements fisted in the table, the sthapati can easily determine

the most appropriate basic measurements of an architectural or iconographic object by

St Apte, A Practical Sanskrit-Englisk Dictionary, p. 643. As Acharya notes, gapa may be seen as another
alternative to tithi, lunar day (Acharya, Architecture of Manasara, p. 67, note 3).

* Manasira, IX, 89; also LXIV, 82. In the latter, Acharya wrongly classes dsura and misusa as yonis.

* Manasira IX, 90-93. Acharya thinks that nayana is “a third alternative to tithi” (Acharya, Architecture
of Minasira, p. 67, note 4), In Chapter LXIV, there is a brief mention of this principle again (v. 83):

ekanetram dvinetram va samyuktd sam{ktamS$am) visarjayet |

It must be pointed out that Acharya’s emendation of the Sanskrit text here in adding améa is problematic:
this makes ekaneira, one-eyed, dvinetra, two-eyed, and so on as classes of am$a, part, rather than nayana or netra,
eye, which is clearly not the case. What is stated in the above verse is basically that the two netras mentioned here
are to be avoided.

125



using such a table. The Manasara itself does not contain any tables of measurements
derived using the 4yadi sadvarga; neither does the Mayamata. One may still assume

that such tables were regularly composed and applied in practice.™

3.2} Geometrical
3.2.1) Padavinyasa, Scheme of Plot-Disposition

Chapter VII of ‘the Manasara is titled Padavinyasalaksanam, “Characteristics of the
Disposition of Plots.” The chapter outlines a number of schemes by which the
delineated site is divided into plots. A typical scheme of plot-disposition is a
conceptual instrument intended to “order” the delineated site.” This tool is constructed
out of geometrical and numerical principles of quadratic division. Therefore the
number of plots in the scheme is always 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) sakala, whole; 2)
pecaka, couch; 3) pitha, pedestal; 4) mahapitha, great pedestal; 5) upapitha, low

pedestal; 6) ugrapf_fba, high pedestal; 7) sthapdila, altar; 8) capdita, circumcised; 9)

*Manugyilaya Candrika and Tanirasamuccaya are two treatises (said to be compiled not before at least
16" century CE) particular to the architectural practice of the Kerala region, and deal respectively with residences
and temples. Both outline the concept and formulae of 2y4di sadvarga. Modern editions of both contain as appendix
an elaborate rable of applicable measurements and their corresponding astrological contingencies (see Kanippayyur
Sankaran Nambutiripad, ed., Manugyalaya Candrika [Kunnamkulam: Paficingam PustakadS§dla, 1993], Appendix,
pp. 174-89; and Kanippayyur Damodaran Nambudiripad, Tantrasamuccayam [Kunnamkuvlam: Paficifgam
Pustakaddala, 1968], Appendix III, pp. 1553-72).

*In a recent article, Sonit Bafna makes the following assertion regarding the treatment of padavinyasain
vasuddstra texts: . . . the padavinyds scheme was always uncomfortably placed within the context of the technical
literature of the vdstu manuals. In these manuals, the series of these diagrams is introduced abruptly, without any
explanation regarding its nature and role” (Bafna, “On the Idea of the Mapdala as a Governing Device in Indian
Architectural Tradition” in Journal of the Soceity of Art Historians [No. 59.1: March, 2000], p. 30. This assertion has
several problems: Bafna’s interpretation of the introduction and treatment of the concept in the texts as “abrupt” and
“uncomfortable” is not objectively demonstrated, and therefore remains completely subjective. The texts do explain
the nature and role of the scheme, if only in a general way, nevertheless emphasizing its importance in practice (for
instance, Manasdra VII 266-69; Mayamata V11, 54-56). He understands the vastu texts as technical manuals, which
stems from a reductive understanding of the nature of theory itself, and which, to me, lies at the root of the error.



paramafayika, primal recliner; 10) dsana, seat; 11) sthaniya, local; 12) dedya, regional;
13) ubhayacapdita, twice-circumcised; 14) bhadra, auspicious; 15) mahé&sana, great
seat; 16) padmagarbha; lotus-womb; 17) triyuta; thrice-yoked; 18) karpastaka, eight-
cornered; 19) ganita, computed; 20) sfiryavidalaka, extensive as the sun; 21) susamhita,
well-endowed; 22) supratikanta, beautiful rival-spouse; 23) vi§ilaka, capacious; 24)
vipragarbha, Brahmana-womb 25) visvesa; lord of the world; 26) vipulabhoga, copilous
enjoyment; 27) viprakdnta, Brahmana-spouse 28) vifaldksa, large-eyed; 29)
viprabhakti, Brahmana's portion; 30) vi§vedasara, essence of lord of the world 31)
I§varakanta; lord’s spouse and 32) candrakdnta, moon’s spouse.” Among these thirty-
two schemes, only seven are treated in more detail: sakala, single-plot (which does not
have much detail, to begin with);, pecaka, four-plot; pitha, nine-plot; mahapitha,
sixteen-plot; upapitha, twenty-five-plot; mangdika, sixty-four-plot, and paramasayika,
eigﬁty-cne—plot, schemes (Figs. 7 & 8 respectively). The further elaboration of these
schemes includes the assignment of deities to the plots. In figures that represent these

schemes, this is signified by the names that are written in the plots.

The scheme of plots (beginning with capdita and paramafayiki) may also be read in
the manner of four concentric square “rings” (the technical term is vithi, literally,
“path”). the innermost is the brahmavithi (identical with brahmasthdna, here path and
spot or “place” become one); the next is devavithi, ring of the gods, then manugavithi;

that of humans, and finally, the outermost, pi§acavithi, that of demons (Fig. 9). In the

* Mapasdra V1, 2-50.

%7 This reading of the scheme of plots is given in connection with planning of villages in 1X, 170-180,
where layout of streets occupy & prime concern. In a temple complex, the concentric layers from inside to outside
carrespond to a gradation from the sacred to the profane. The categories “sacred” and “profane™ owe to Mircea



paramasayika scheme of eighty-one plots, forty-five deities are accommodated within
the figure. The nine central plots which constitute the brahmavidhi are occupied by
Brahma; the forty plots (16+24) in the next anterior ring, devavidhi, are occupied by
twelve deities™; and the thirty-two peripheral plots, constituting the manugavidhi, are
occupied by thirty-two deities.” Outside the figure, to the piSdcavidhi are assigned the
four quarter-lords in the four corners, and four demonesses in the cardinal directions.
When these last eight are also included, 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 iconology in which
the iconic features of each deity within the figure are stipulated so that the sthapati may
meditate on each while assigning it to its plot. Some of the forty-five deities are
derived from the Vedic pantheon of thirty-three major deities; the exact origin of others

is still a matter of ambiguity.*

Eliade {see Eliade, The Sacred and The Profane: the Nature of Religion. Trans., William R. Trask [New York:
Harcourt Brace, 19597).

% Steila Kramrisch interprets these twelve deities as the twelve “aspects” of the Vedic deity Aditys, Sun
(Kramrisch, The Hindu Temple [Rpt., Delbi: Motilal Banarsidass, 1976], Vol. I, pp. 89-91. On Adtya, see Joel Peter
Brereton, The Rgvedic /%:dityas. American Oriental Series, Vol. 61 [New Haven, CT.:. American Oriental Society,
1981]). This interpretation has been challenged by Bafna (see Bafna, “On the Idea of the Mapdala as a Governing
Device,” pp. 31, 48, Notes 33 and 38).

*® As in the case of ayadi sagvarga, there are, again, some differences in the constitution of this
geometrical tool across texts. The differences are often in the sequence of deities occupying the peripheral plots
(see Acharya, Architecture of Manasdra, pp. 52-57. The footnotes in these pages compare the schemes in different
texts).

® Bafna is right in stating that “the deities themselves are . . . something of a mystery ~— they are not the
common deities of classical Hinduism that had been prevalent since the middle of the last millenniun” (Bafna, “On
the Idea Governing the Mandala,” p. 30). His critique of Stella Kramrisch’s exercise of tracing the identity of the
deities and reconstructing the scheme of the vastupurusamandala follows in Ibid., pp. 30-31, 48, notes 33-38,
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3.3) Typological
3.3.1) Vastuprakarana, Matrix of Architectural and Iconographic Object-types

In Chapter III of the Manasara, titled Vastuprakaranam, the general classification of
architectural objects is stated as follows: vastu, earth, is the primal object; vastu,
ob jec;s of architectural making, encompass buildings, conveyances and furniture. The
term prakarapa in the compound vastuprakarapa derives from pravkr in which the
prefix pra, “forward, forth, in front,” is added to the generic Vkr, “to do.” Among the
meanings of pravkr, one is of special interest from a taxonomic point of view: “to place
in frént, mention first.” Prakarapa has the meanings of “topic, subject-head, [its]
treatment, chapter or section,” all of which have taxonomic connotations. It also means
“relation, context,” which connote a “matrix comprised of types” generated by
taxonomy. Vastuprakarapais, 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 objects in
Chapter IX, Gramalaksanam, “Description of Villages.” Here, at the outset itself, the
text gives a list of eight “types” of villages: 1) dapndaka; 2) sarvatobhadra;, 3)
nandydvarta, 4) padmaka: 5) swastika; 6) prastara; 7) karmuka; and 8) caturmukha.
This classification is stated to be rattadripena, “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 to choose from. The rule for deriving length is also stated for each type.
For instance, for the sa&atobhadm village, a set of 127 breadths beginning with 61
dandas, rods, and ending at 313 dangas, the increment being 2 dandas (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.®

The fundamental classification of buildings is based on the classes of “beings” for
whom they are built. The hierarchy of beings, from deities to the four basic classes of
the civil society of the time, Brahmana, Ksatriya, Vaiya and S0dra (based primarily 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 amara, “immortal,” and the first three classes as dvija, “twice-born” (that is,
“initiated”).” Both this gradation and distinction obtain in the classification of
dwellings. At the general typological level, the emphasis is more on the gradation than

the distinction: building-types are stated as fit for the dwellings of both gods and

humans.® As a result, the distinction between a temple as the dwelling of a deity and

 Manasaral¥, 25-26.

2 In raditional scheme of classification of society, the $udra class was excluded from the status of “twice-
born,” while still forming part of civil society. Those excluded from civil society were capddizs, those of the mixed
caste, yavanas, foreigners or barbarians, dasyas, slaves, and so on.

5 Chapter XVIII, Vimanalaksanam, “Features of the Vimana,” open with these verses (2-4):

taftildndm dvijadinim varpdnim visayogyakam |
ekabhiimivimanddiravibhimyavasdnakam |
bhaktisamp khya(khydm} taddkdram sthi(tl)pikady aid(di) ca laksanam ||

The vimana from single-storied upto twelve-storied [that are] fit for the dwelling of gods, classes
{of men] such as the twice-born, and [its] features such as number of stories, their form, pinnacle,
and so on [are described]. :

Vimana, in the sirict technical sense, is the roof-tower above the adytum of the temple. In the verse above,
it is expanded to include the roof of human residences as well (often, it also signifies building as a whole). The
vimdna may have a bhllmi, false story, numbering from one to twelve, each of which is treated separately in the
following twelve chapters (XIX-XXX). At the beginning of Chapter XIX, Ekatalavidhinam, “Composition of
Single-Storied [ Vimanal” the four-fold general classification of vim4na according to cubit unit used is mentioned:
fati, chanda, vikalpa and Zbhasa (XIX, 2). By including roofs of human residences as well under vim&pa in the line
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the residence of a Brahmana, 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.* The distinction
between residence and temple is, then, expressed more in terms of their respective
“functional” aspects.” The ontological distinction between temple and residence,
however, does not disappear altogether. It is brought to relief in the rule that in a
residential layout according to any plot-disposition scheme, the central plot of Brahma
is not to be occupied.” In the temple, on the other hand, this plot is occupied by the

adytum with the principal image installed within it.

In Chapter XI, Bhomilambavidhanam, “Composition of Stories,” the text gives a list of
geometrical shapes from which to choose: 1) square; 2) circular; 3) rectangular; 4)
hexagonal; 5) octagonal; and 6) oval."’ In the case of stories, the proportional

relationship between breadth and height assume more importance. Here, the text gives

above, the four types of vimana also, by extension, apply to temples and human residences. The same typological
“inclusion” of teples and residences occurs also in the six-fold classification of $§2/3, building block (XXXV, 1-4).

This scheme of classification of buildings may be contrasted to that in the Western tradition, in which the
distinction between the “sacred” and the “profane” {or “secular”), and by extension, between templum and domus is
more stark. The discussion by the fifteenth century architectural theorist Leon Battista Alberti is quite representative
of this feature (see Leon Battista Alberti: On the Art of Building in Ten Books. Trans. Joseph Rykwert, Neil Leach
& Robert Tavernor [Cambridge, MA.: The MIT Press, 1988], Boaoks 'V, VII, VIII & IX).

* Compare the contents of Chapters XXX VII, Grhaprave§avidh@nam, “Prescriptions for Entering the
House,” and LXX, Nayanonmilanalaksapam, “Description of Opening the Eye,” which treat the inauguration of a
house and consecration of atemple respectively.

& This is evident in the treatment of residence in Ch apter XXXVI, Grhamanasthinavidbianam,
“Prescriptions for Measurement and Layout of Residence.” In addition to mentioning a few breadth-length
proportions generically and stipulating the use of the parama$dyika scheme of plots (eighty-one squares), the
discussion concentrates on assigning various rooms and “functions” (for instance, granary, weasury, dining, kitchen,
and so on) to various plots and guarters of the site.

% Manasara XXXIV, 15:

brafmasthagam vindayesdm sarvesam vasayogyakam |

Except the place (plot) of Brahma [which is in the centre], all other {plots] are fit for dwelling [of
humans]. '
This all-important rule is mentioned in the text almost in passing; however, one can assume thal in
actuality, it was well interiorized by the sthapati so that he never violates it.
%7 Manasdra X1, 2-4.
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five classes of breadth-height proportions to choose from: 1) §antika, where height =
breadth; 2) pausfika (height = 1.25 breadth); jayada (height = 1.5 breadth); 4)

sarvakamika (height = 1.75 breadth); and 5) adbhuta (height = twice bre adth).%®

In Chapter XVIII, titled Vimanalaksanam, “Description of Vimana,” the text gives a
three-fold classification of vimdana, tower or roof, based on its geometrical shape:
Nagara, Vesara and Dravida. The Nagara type is defined as that vimana which is
caturdkrti, square-shaped. The definition of Vesara (the term having the sense of
“mixed”) is less clear: it seems to involve circular, elliptical and oval shapes. Dravida
is that vimana which is usually hexagonal or octagonal (and sometimes even

quadrangular) in shape.”

At the beginning of Chapter XIX, a four-fold classification of buildings based on the
“scale” of measurement is made. They are: jiti, chanda, vikalpa (sometimes also
called sankalpa) and dbhasa. The first type, jat, is stated as measured in _pﬁrvahasta,
.literally, “former or first hand (cubit),” that is, kigkw of 24 angulas. The other three are
measured respectively in three-fourths, half, and one-fourths of that cubit (that is,
scales of 18, 12 and 6 angulasrespectively).”” Buildings in general are classified as
male and female according to their shape: equiangular and circular are male;

1

rectangular are female.” Yet another classification is outlined in the same chapter,

8% Manasdra X1, 20-23.

% Mapasdra XVII1, 93-99. These definitions of the three classes of vimana, in themselves, are insufficient
to warrant the empiricist-historicist classification of North, South and East Indian temples as Nigara, Vesara and
Dravida “styles” by architectural historians of the nineteenth and twentieth centuries.

™ Manasara XIX, 2-5. These scales, as is clear, are too small to be of practical application in
measurement of buildings. They seem maore to provide a conceptual basis for classification of buildings.

" Manasara XIX, 14-15.



based on the most striking dimension of the building: 1) sthanaka, erect; 2) dsana,
seated; and 3) dayana, recumbent, in which this dimension is height, breadth and
circumference respectively. In case of temples, this classification reflects also in the

posture of the principal image, as standing, sitting and re clining.”

Classifications of §414, building-block or hall that is walled and closed, mandapa,
pavilion that is pillared and usually open, and gopura, gate-house, are given in
Chapters XXXV, XXXIV and XXXIII respectively. In the case of ala, the
classification is six-fold, based on the layout and number of blocks in front of or around
a court: 1) dapdaka, which is a single block; 2) swastika, having two blocks
interconnected at right angles; 3) maulika, having three blocks around a court; 4)
caturmukha, four blocks enclosing a court; 5) sarvatobhadra, seven blocks enclosing
two courts; and 6) vardhamana, ten blocks enélosing three courts.” The classification
of pavilions is too manifold to 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 enclosing wall), at the periphery of which it is located. The text
mentions five concentric courts in large temple or residential complexes. From inner to
outer, their respective gate-houses are: 1) dvdrafobha; 2) dvarasala; 3) dvaraprasida;

4) dvaraharmya; and 5) mahdgopura.”™

™ Minasara X1X,7-13.

? Manasira XXXV, 3-4, 50, 54-55, 62-71.

™ Manasdra XXXIII, 8-11. As is attested by the South Indian Dravidian temples of the late medieval
period (for instance, the MindksT temple at Madurai, ¢. 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 well 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, XXXI1,
XXXIX). Similarly, the other objects of vastu — conveyances and furniture — are also

classified (Chapters XLIII-L).”

In iconography, the general typological classification is given only for the Sivalinga.
The linga at its most basic level is svayambhuva, self-originant; within it, ontological
distinctions are made between udbhuta, arisen (“revealed proper”), daivika, manusa,
ganava and drsa, pertaining to (in the sense of “made by™) gods, humans, consorts of
Siva, and sages respectively.® Some of the types operative in classification of
buildings (such as the four-fold beginning with jati and the three-fold beginning with
ndgara) 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 /inga.

The arithmetical, geometrical and typlogical tools used for the actualization of pramina

constitute one aspect of the instrumental dimension of vastuéastra. The other aspect of

the periphery of the temple complex. Thus, the mahagopura, the outermost gatehouse, is also the tallest. William
Curtis observes that the shift of verticality in the evolution of Dravidian terple-form from the center (in the feature
of the vimana, tower above the sanctum — basically a North Indian motif) to the periphery (in the gopura, gatehouse)
must have owed so much to socio-ecanomic and political roles as theological ones that the institution of the temple
played in medieval Tamil Nadu (see Curiis, “Space Concepts and Worhsip Environment in Saiva Siddhanta,” in
Clothey & Long, eds., Experiencing Siva: Eacounters with a Hindu Deity [Columbia, MO.: South Asia Books, 1983},
Pp. 90-96).

" See Appendix I for the respective titles and contents of these chapters.

" Mianasara 111, 225-230.
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its instrumentality les in its language. It is, therefore, important at this point to turn
attention to the language of vastudastra, that is, the means of its linguistic expression,

by which its priority with respect to practice is asserted.

4. Morphology of Rules

The science of architecture according to the Manasara 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, furniture, and so on. With respect to the
account of the science (that is, the grammatical outline of its rules), three
morphological types may be identified: 1) sitra, aphorism; 2) vidhi, injunction;; and 3)
laksana, description. These morphological types roughly correspond to the three
strands of the science. Thus, the principles are stated in the form of sfira; the accounts
of procedures, both technical and ritual, are vidhi; and the accounts of classification of .
buildings etc. are laksapa. It goes without saying that vidhi, as injunction, 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 well. Thus, the predominant tone of
the text is prescriptive. The claim of the priority of the §astra is reflected in this tone.
In this section, specific examples of each of the above forms of rules are analyzed in

order to examine their syntactic features by which the prescriptive tone is effected.
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4.1) Vidhi, Injunction

In Sanskrit, verbal conjugations, governed by rules of tense, mood and voice, are key in
indicating the tone of a sentence. There exists in classical Sanskrit four dominant
moods of verbal conjugation: the imperative, optative, benedictive and conditional.
Among these, the first three are more pertinent to the current discussion and hence
warrant closer scrutiny. The imperative mood (known in Papinian grammatical
terminology as ‘lof’), is “the usval 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 Paninian
terminology, is called vidhi ‘lif’; it is also known as the potential mood.”” The
benedictive or Z8ir ‘lin,” is considered as a modification of the optative, and is used to

confer a blessing or express the speaker’s wish.

The fact that the technical Papinian term for the optative mood is vidhi ‘lifY’ 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 is that of prescription.

" Robert & Sally J. 5. Goldman, Devavapipravesika, p. 197.
™ See A. A. Macdonnel, A Saaskrit Grammar for Students {Oxford: Oxford University Press, 1927), Ch.
IV, “Conjugation”; and also Goldman & Goldman, Devaviniprave§iks, p. 245. Macdonnel sees the benedictive
sense as part of the optative and hence does not list it separately. For the Goldmans, there are predominantly two
uses for the optative: prescription and hypathesis. 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 [imperative]. The difference is that here the ‘command’ is usually of a
general sort (Ibid., p. 245-6).
As hypothesis, the optative “indicates] either a state contrary to fact, or one which is 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™” (Tbid., p. 246).
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The following examples from the text in which verbs denoting both ritual and technical

operations cccur illustrate this point.

) LXX, 13-14:

harmye va mandape vapi sthapatisthapakavubhau |
sthapanatplrvake kuryaduktavadankurarpapam ||

Before the installation [of the image], both the sthapati and the sthapaka

[together] should conduct the [ceremony of] sowing of the seeds in the building
or in the pavilion.

The kriyapada, word denoting action (that is, verb) in this verse is kuryat, “[he] should
do (conduct),” the third person, singular, optative conjugation of the root vkr, “to do.”

Semantically, the root Vkr is of a generic kind, which can indicate a whole range of

specific actions.

i) LXX, 41:

Suddhatoyena samplirya vedikopari vinyaset |

Having filled [the pots] with pure water, [the sthapati] should place them upon
the altar.

The verb in this verse is vinyaset, the third person, singular optative of vivayas, “to

place.”

Sometimes, as demanded by the context, it is a secondary derivation of the verbal root
(in the Manasira, most commonly, the causative) that is conjugated in the optative

mood. Consider the example (LXX, 73):
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pascattu svarpalipye(lepe jna payasdjyena lepayet |

After that (the chiseling of the eyes), [the sthapati] should cause to anoint [the
eyes] with milk and water by means of a gold brush.

The verb lepayet is the third person singular causative-optative of the root Viip, “to

smear, anoint.”

In vidhi, injunction, the verb is usually an action verb that instructs the agent (indirectly,
in the third person) to carry out a concrete action. However, occasionally in the form of
vidhi (again, where situation demands), verbs of being are aiso found to be used. For
instance (LXX, 22-23):

tanmandapasya madhye tu vedim kuryattu coktavat ||

tadagre cagnikuptam sydd gomayilepanam bhavet |

And in the middle of that (sacrificial) pavilion, he should make an altar as
stated. And at its edge should be the fire-pit; it should be cow-dung-besmeared.

The two key verbs of being in Sanskrit are Vas and vbhT. Both occur in the second
line: syat and bhavet, third person singular optative conjugate form, as syat and bhavet
respectively. This line is an injunctive predication regarding the location and condition

of the fire-pit.”

An interesting variation of the usual form of widhi, injunction, in the third person

optative conjugation of the verb is found in the following example (LXX, 45-46):

™ The compound gomaydlepana, by virtue of the nature of its final member, &lepana, besmearing (the
other member being gomaya, cow-dung) is a verbal noun. As a verbal noun, it does not fit into the syntax 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 agnikupfa, fire-pit, which is the
subject of the sentence.
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upavedyupari sthipya coktavaccastamangalam |
padcauu §ilpibhih prajiaih padapraksalanam kurufkriyeta) ||

And having placed the agfamangala (eight auspicious things) upon the altar as

said, and after that, let pidapraksalana (ceremonial ablution of mouth and feet)
be conducted by the wise artisans.

The root verb in the second line (which is the absolute clause of this complex
sentence®) 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
syatactic shift from the optative to the imperative mood should correspond to a
semantic shift from outlining injunctions in general to a more direct command.*
However, the fact that the agents of the verb (the “wise artisans”) are declined in the
instrumental case calls for an emendation of the verb to the passive form for the sake of

grammatical correlativity.” The passive construction retains the distance of generality

from the immediacy of direct speech.”

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

* Usually, the presence of a gerund indicates that the sentence is a complex one, comprised of a relative
and an absolute clavse. The gerund itself occurs as the kriydpada, word denoting action, of the relative clause. The
relative clause in the verse above is its first line, its kriyipada beirg the gerund sthipya (of the root Vsthi, “to
place™), and the absolute clause the second line. The second line has the curious feature of the presence of a cluster
of (indeclinable) particles at its beginning: the “frozen ablative” particle padear, “after that,” and ru, usually having
the adversative sense of “but,” but used sometimes in the sense of “and.” Considering the {act that the second line is
the absolute clause in the sentence which can, in itself, exist as a complete seatence independent of the relative
clause, this particle-cluster is redundant semantically, unless the intention is to highlight the importance of the ritual
action that follows (washing of the mouth and the feer).

¥ In its unemended form, padapraksalanam kuru, “{you] do, conduct the washing of mouth and feer”
indicates just this. In doing sc, it paints an image of the context as the sthpaka, priest, giving direct orders to the
sthapati and his assistants in the conduct of the ritual.

“The emendation of the vert Viy in the sentence would demand its conjugation in the third person singular
passive imperative form. The form that Acharya gives, kriyeta, is erroneous. The correct form is kriyatdm.

Tt must be noted that the use of passive imperative does accur in direct conversation also, to convey a
sense of formality and politeness (see Goldman & Goldman, Devavanipravedika, p. 201).
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in injunctions on technical operations, however, that must be highlighted: there are
mbré instances of the causative-optative conjugate form of the verbs that denote the
operations; for instance, karayet, “[he] should cause to do or make”; visarjayet, “[he]
should cause to remove”; yojavet, “[he] should cause to yoke, join.” The primary
semantic sense of the causative form of the verb is chain of command: “one agent
prompts another agent to perform the action named by the verb root.”® When the text
uses the third person conjugation of verbs, it has in mind, above all, the sthapau,
master-builder, as the agent of the action. Thus, in ritual, the sthapaii 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.® This discretion in the use and non-use of the
causative-optative conjugation of verbs to denote technical and ritual operations

respectively points to the dominance in the text of the voice of the sthdpaka over that of

the sthapati.

4.2) Stra, Aphorism

In the Manasara, general principles pertaining to architectural and iconographic
making are expressed in the form of sitra, aphorism. These principles could more
specifically be geometrical and numerical axioms and theorems as well as theological
and metaphysical concepts. The most basic syntactic feature of the sfitra form is the

nominal sentence. The semantic effect of nominalization is usually (depending on the

# Richard Hayes, Sampskrtabhdsdpravartanam: Continuing Sanskrit (Montreal: McGill University
[unpublished], 1999), Chapter 9, “Causative Verbs,” p. 128.

* The text does on occasion specify the agent when he is other than the sthapati For instance, the
operations of measurement {such as moving the measuring cord around in the site) is conducted by the sftragrahin.
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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 is achieved syntactically. The prescriptive tone is achieved by
referral to the authority of tradition by using a number of verbs which have the
meanings of “tell, declare, announce, remember,” and so on, in the past passive
participle form.* On account of this feature, it may be well to further qualify the

prescriptive tone of the siitra form as “declarative.” Consider the following examples:

i) 11, 40:

muninam nayanodviksya(ksyam) tatparamanurudahrtam ||

That which is to be perceived by the eyes of the sages is declared as paramanu
{atom).

In this sentence, there occurs the gerundive udviksya of the root udVviks, “to perceive,”
which is a transitive verb. The “root sentence,” so to speak, in this case, is: “The eyes
of the sages perceive[d] the paramanpu, atom.” The gerundive is used as an adjective to
indicate that the noun paramdpu which it modifies is the direct object of the action
expressed by the verb root. In other words, the gerundive as verbal adjective, agreeing
in case, number and gender with the object, nominalizes the passive voice.” In
addition, the prescriptive dimension in the semantics of the gerundive indicates an
injunctive bind of the object (paramanu) to the action (perception).”® The other verbal

participle in the seatence, udahrta, “is declared” (the past passive participle of Vudasy,

8 Yor instance, prokta, “it is said” (from prav'%lac, “to tell, announce, explain™); smrta, “it is remembered”
(fram Vsmr, “to remember’), prakirtita, “it is renowned” (from prz\/kft, “to proclaim, announce”).

* In its role of nominalization, the gerundive is not unlike the past passive participle (see Goldman &
Goldman, Devavanioravedika, p. 281). ,

* On the prescriptive dimension of the gerundive, the Goldmans state that “[ijts force is very similar to that
of the vidhi lint or optative mood” (Ibid).
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“to declare, announce”), by virtue of its very meaning, effects further an overall

prescriptive, declarative, tone to the sentence.

i) I1, 47:

manamatram tridha proktam yavavrddhivisesatal |

Manamatra [is] in three ways, it is said, with respect to the increment of yava,
barley-corn.

In this example, the nominalization is effected by the implicit presence of the verb Vas,
“t0 be” that qualifies the subject which is manamatra. In addition, the declarative verb

is also present in the passive: proktam, “itissaid.”

iii) 11, 50:

vitastyugmam kigkuh syatprajapatyo ‘niguladhikam(kah) ||

Two vitasti, span, should be [one] kisku; prdjapatya [is] [one] angula added [to
it}.

Here, in the first half, the verb Vas, “to be” is explicitly used, while in the second, it 18

implied. Its conjugation in the optative mood renders the sitra with a prescriptive tone.

ivy: I1, 53:

caturhastam dhanurdapdam dandastam rajjumeva ca |

Four hasta, cubit, [is] a dhanurdanda, staff; and eight dandais a rajju, rope.

Once again, the verb Vas, “to be,” is implied, and, as in the previous example, its sense

is equative.
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vy 111, 3-4:
dhard harmyadi yanam ca paryankadi caturvidham |
dhard pradhanavastu syattattajjatisu sarvasah ||
Earth, edifices etc., conveyance and furniture etc., [thus are] four kinds [of

vastu, architectural objects]. The earth should be the principal object; in all the
[other] kinds [it is] omnipresent.

Here, in the first line, the verb Vas, “to be,” is implied, and serves to appose and yoke
the particular with and to their universal, which is vastu, in the exercise of
classification. Given the prolific 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 ofdhard, earth, and vastu, object, but
extends to predication and even identification, of the former as pradhianavastu,

principal object.

4.3) Lakgana, Description

The syatactics of laksapa as description is often similar to that of sitra. The main
difference between the two lies in the semantics. The semantic content of shira, as
already seen, pertains to theological and nomological principles, whereas that of
laksapa has an ontic emphasis, pertaining to descriptive accounts of concrete objects

and persons. Again, the prescriptive, declarative, tone is 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 sthapati, master-builder (II, 26):
sthapatih sthapanaydrhah vedavicchastraparagah ||
sthapanadhipatiryasmattasmatsthapatirucyate |
The sthapati [is] the one qualified for erection; [he is] knowledgeable in the

veda [and] profoundly learned in the §3stra. Since [he is] the lord of erection,
therefore [he is] called sthapati.

it) Characteristics of sthapati and sthapaka (LXX, 3):

sthapatih prakptih proktah sthapako jivamigyate |

The sthapati [is] the generator [of the imagel], it is said; [and] sthapaka is said to
be [its] life.

iii) Characteristics of objects (XIX, 14-15):

samdfram samavyttam yatpurugam ceti kathyate ||
dyatakaradhispyam va vanitetsi prakirtitam |

Equiangular [or] circular [abode] is spoken of as ‘male’; and the abode oblong
in shape is declared as ‘female.’

The slot of the agent(s) in examples ii) and iii) above is left blé.nk, which is often the
case in the text. However, several instances also occur in the text in which this slot is
filled by usages such as purdnaih and purdtanaih, both meaning, “by the ancients,” and
budhaili, “by the 1eau~ned‘.”89 In all these instances, the agent (the ancients, the learned

ones) represents undisputed authority.

¥ For instance, Mdnasdra [¥, 417:
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The instances in the text where explicitly theological and mythological contents occur
(as when in Chaptgr 11, it outlines the origin and foundation of vastusastra 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 siitra and laksana).

) KNOWING

In the Manasara, a broad constitution of vastu§dstra 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 I, 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 is to say, the metaphysical significance of operations. The

arpipdm va 'tha vaiS§yanim yogyamuktam purdianails |

[The village-type prastara) is said by the ancients as {it [for the dwelling] of kings and merchants.

Jan Gonda, in his monograph on the Sanskrit passive, iraces a “passive turn” in the history of the language
from its ancient Indo-Iranian and Vedic phases to that in later, epic and classical, phase. He shows that the use of
passive conjugate forma of verbs in earlier texts is more in the intransitive active and eventive senses rather than the
passive sense itself. According to him, only when the agent is explicitly mentioned in the instrumental case does the
verbal conjugate in the passive gualify semantically also as passive, “real passive,” in his own words (Gonda,
Remarks on the Sapskrit Passive [Leiden, E. J. Brill, 19511, “Conclusions and Additional Remarks,” pp. 73-108). It
must be noted, however, that the verbs that are examined by him do nat include declarative verbs. Therefore, in the
instances of the use of the passive conjugate forms 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 also as passive in the full
sense.

Also, it must be noted that in the usages cited above, “the ancients” and “the learned ones” are understood
as “agent” of declaration in a collective sense, even though the nouns denoting them are declined in the plural, as
purdranaih and hudhail
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principles of craft, by virtue of occupying the center of this tripartition, become the
focus of convergence of two mutually opposite courses: that of an empirico-inductive
epistemological system in which prhlcipies are derived a posteriori through abstraction
from the practice of craft, and that of a hypothetico-deductive “theotechnic” system”™ in
which principles are constructed a priori as rules governing the concrete realization of
the idea (here, divine manifestation). Although the dual dimensions of a quasi-
scientific practical knowledge and of grammatical rules of reification are captured in
these “theoretical” principles, what characterizes their conception specifically as §astra
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.”

The normative discourse, always textually mediated (through
written treatises and not merely orally), 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 va“stuﬁstré, architectural practice is conceived as a deontological process.
Sastra as a divinely ordained “science” attempts relentlessly to subjugate its ontology
expressed phenomenologically; the latter is éccedéd only to the extent it serves §astraic
epistemology. However, despite the deontologizing efforts of §astraic intentionality, its

phenomenological dimension is never fully eclipsed, but always present as an

undercurrent that surfaces on occasions in various subtle ways in the texts. These

% It is “theotechnic” in that it pertains to “making of the divine”

*! Cansider the statement of Bruno Dagens on §3straic intentionality while analyzing the process of writing
of the Mayamata; “The apparently deceptive conclusion is that the theory of architecture of the Mayamata is based
on/extrapolated from already existing monuments. . . . For the sake of elaborating “prescriptive” rules, the autbor(s)
analyzed the models and reduced them to subsets, types, archetypes . . . giving rise to architectural forms in the
treatise” (Dagens, “Iconography in the Saivdgamas: Description or Prescription?” in Dallapiccola, ed., Shastric
Traditions in Indian Arts, p. 152).
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subtleties perhaps even suggest a tacit acknowledgement by the §astraic nomothets of
the indefeasibility of this phenomenological dimension of §3stra, and their imaginative
play with it in texts using literary and linguistic tools. A hermeneutic sensibility in the
perusal of the texts helps identify these clues and the’ nuances they imply regarding the

nature of §astra.

The dialectical nature and structure of vastuddstra obtains specifically as that between
deductive and inductive methods of its reasoning,” and prescriptive and descriptive
dimensions of its rules. In the phenomenological light, it also follows that the act of
knowing itself occurs not merely in rationalist or empiricist frames, but rather in modes
that are fundamentally noetic and poetic (in the widest sense). In other words, knowing
is a “grasping” that is intuitive and immediate. Iﬁ the Manasara, the foundational
nomological principle of vistu§dstra that posits “measure” as its essence displays the
characteristic more of philosophic truth (as a “universal essence”) than scientific law.”
It is, thus, object of a priori and immediate knowledge, grasped through eidetic
intuition. This phenomenological mode of knowing extends, in turn, to the realm of the
$astra proper: positing laws or propositions, constructing instruments and conducting
experiments. Thus, the act of predetermination of praminpa, axiomatic reference
measurement, is more a noetic appreheasion rather than mere rationalistic deduction.”

In the constitution of manopakarapa, conceptual instruments of measurement, the

% The strocture of syllagism in the schoot of Nydya, Logicism, already demanstrates this. It is five-limbed
and contains universal proposition as well as particular example, thus engaging both deduction and induction (see
Hiriyanna, Qutlives of Indian Philosophy, pp. 256-57).

* The essential nature of médna as “measure” has already been shown in the linguistic analysis of the
compound manasira, at the beginning of the chapter.

* It is “noetic” in that it “brings in the specific element of intentionality” to the process (Husserl, Ideas:
General Introduction to Pure Phenomenology [London: George Allen & Unwin, 1931], p. 249).
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dialectical nature of §3stra emerges stronger: the process is not purely deductive but
also inductive. Again, they are, more properly, noetic and poetic processes based on
perceptual experience and transcendental reduction.” These manifest in a subtle non-
instrumental vector that operates simultaneously with their instrumentality. The
“experiments” (in the sense of empirical “tests”) associated with bhimipariksa,
“examination of site,” conducted in the site itself, are also based on phenomenological
perception (that engages the entire sensorium) and inference rather than modern
scientific analysis conducted in the abstract and rarefied environment of a laboratory.
In the following section, this phenomenological dimension of vastuddstra in its

constitutive elements as well as its linguistic form (that is, of rules) is elaborated.

5. Phenomenology of Measurement, Instrument, and Experiment

5.1) “Unity” of Units
a} Paramdigu, Atom

In the system of architectural measurement, two units assume a certain primacy over
others: paramanpu, atom, and angula, digit. The former is presented as the basic unit
upon which the entire system is founded. The latter, as the first unit in the system

which refers to the human body, assumes what may be called a “pivotal” status.

**Both the epistemology of Nyaya, Logicism, and the antology of Vaiesika, Partivlarism, display a certain
phenomenalogical tenor. For both, the primary pramipa, mode of knowing, is pratyaksa, perception; within Nyya,
perception is further qualified as avayavipratyaksa, “perception of the whole.” This doctrine also offers the buitress
against the phenomenalist reduction of perception into mere sense-data (see J. N. Mohanty, “Nydya Theory of
Avayavipratyaksa,” in Mohanty, Phenomenology and Ontology [The Hague: Martinus Nijhoff, 19707, pp.183-197).
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About the paramanu, the text states thus (II, 40}

muninam nayancdviksya(ksyam) tatparamapurudahrtam Il

That which is to be perceived by the eyes of the sages is declared as paramagu.

The verb that denotes “perception” in this line is the gerundive udviksya. The basic
root is Viks, which has a range of meanings, all related to sight: “to see, behold,
perceive, observe, look at, gaze.” The two prefixes added to the root, ud and v 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
“analytical” kind. In the phenomenological sense, this “higher analytical seeing” is an
exercise of the eidetic { acﬁlty that enables doubly a direct intuitive grasp of its object,
as well as the process of bracketing and reduction of tangible phenomenasrealities and
théir perception.” Thus, the system of measurement can be understood in two ways: 1)
as constructed upward (that is, from small to large units) based on the first and
immediate perception of paramapu; and 2) as based on the pivotal unit angula, digit,
from which smaller units upto paramanu and larger units upto ra.jju, rope, afe derived

respectively by division and aggregation.

The idea that paramdinpu, atom, is the smallest unit of measurement draws from the
ontology of the Vaifegika school. The first category according to VaiSesika is dravya,
substance, of which there are four external kinds: earth, water, fire and air. Paraminu

is the smallest indivisible material “unit” that constitutes each of these four substances.

* In the parlance of Nydya-Vaifesika, this is alaukikapratyaksa, “transcendental perception,” particularly
of the yagic kind, which “. . . brings man face to face with supersensuous objects like atoms, dharma, etc. . . {Ibid.,
p-250).
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It is infinitesimal, indivisible, indestructible, and therefore, eternal. 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 iriads that are
progressively available to ordinary perception.”” As can be seen, at the level of
paramanu, there is a convergence of ultimate material and mensural principles, that is,
between “matter” and “measure.” Following this, there obtains a certain parailelism
between the “construction” of the material world and the system of measurement from

the infinitesimal to the perceptible.

In contrast to the additive or “constructivist” approach of Vaifegika, the treatment of
matter and cosmos has an “evolutionist” slant iﬁ Saiva theology.”® The concept of
paramanu is replaced in Saiva theology by that of bindu, “pure materiality in nuclear
state.” In vastuddstra, if paramapu is the basic unit of measurement, bindu is the
geometric concept of “point,” which has the additional significance as center of a
circle.” The symbolism of center and circumference of a circle has been explained in
terms of being and becoming: the center is the node of being that is timeless and static,
while the circumference is the locus of the flux of becoming.'® In the peg and cord

operations that are conducted upon the building site in the course of its orientation and

77 See Ibid., pp. 229, 238; and also Wilhelm Halbfass, On Being and What There Is: Classical Vaidesika
and the History of Indiag Ontology (Buffala: SUNY Press, 1992), Chapter 5, “The Vaifegika Congcept of Substance.”

% Saiva theology is undergirded by the categories of Simkhya, Enumerationism. The difference between
Samkhya and Vaifesika at their core is that the former is a satkdryavida (the claim that effect pre-exists in cause)
while the latter is asatkfryavada {which claims that effect does not pre-exist in cause). For an account of the
confrontation between the two systems as well as their mutual accommodations to each other, see Halbfass, Oz
Being and What There Is, Chapter 3, “Genesis, Envmeration and the Question of Being,” pp. 55-60.

? See H. N. Chakravarti, “Bindu,” in Baiimer, ed., Kalatattvakosa, Vol. II: Concepts of Space and Time,
pp- 1-24.

1% See Alice Boner, “Introduction,” Boser, Bettina Balimer & Sadifiva Rath Sarmd, wans. & ed.
Vastusiitra Upanisad: The Essence of Form in Sacred Act (Dethi: Motilal Banarsidass, 1996), p. 13. Here, the
symabolism of the circle is discussed in the context of image-making; however, it applies in architecture as well. In
iconography, the hindu, center, usually coincides with the aZbhi, navel, of the image (see H. N. Chakravarty,
“Nabhi,” in Batimer, ed. Kalatattvakoda, Vol. II: Concepts of Space and Time, pp. 25-46).



delineation, what establishes the “connection” between center and circumference is the
sitra, measuring cord. “Geometry” is already a measuring — of the earth, that is, the
site. The measurer is the sfiragrahin, bearer of the measuring cord, who is also called
in the text as bindutaitvajia, “knower of the principle of bindv.” By means of the
ascription of this title to the stragrahin, the link between “measure” and “matter” is

established here, if only in an oblique manner.

The conflict of cosmogonic speculations between VaiSesika ontology and Saiva
theology would normally render the concepts of paramapu and bindu as mutually
incompatible within the same theoretical framework. However, this is a problem only
from a strictly philosophico-theological point of view. In vastuéastra, the conflict is
resolved by assigning the two concepts respectively to 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
angufa. The various options listed by the text regarding the derivation of height of the
image has also been mentioned already. These options can be categorized broadly into
two, on the basis of their derivation: 1) as derived from actual measurements of objects

(for instance, the width of the sanctum); and 2) as obtained from a system of
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measurement.'!

Angula is mentioned as one such system (here, the distinction
between “unit” and “system” of measurement seems to collapse). The text
differentiates three kinds of angulain this context. The firstis mdlaberangula, literglly,
“finger of the main image,” also called in the text as dehalabdbangula, “finger obtained
from the body [of the image].” Its value is determined as 1/96™ part of the height of the
image.'™ Here, angula is understood as one “part” or division of the total height. Next
is mananguia, which is the width of eight yava, barley-corns.” The third is
matrangula, defined as the measurement of the middle phalynx of the middle finger of
the right hand of the maker.'” Among these, the first and the third are more properly
understood, again, as measurements derived from an object (the image, and the finger
of the maker respectively). In the case of the second, the simple meation of the
formula, 8 barley-corns = 1 angula, must be understood as an implicit reference to the
whole system which has paramdpu 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

" Mapasara LV, 11-16. In the first category, the temple is the principal object; 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 beight of the yajamana
are the actual dimensions mentioned that serve as bases for iconographic measurement. In the second category, the
systems mentioned are the hasta, cubit, angula, digit, and tdla, span. It must be noted that these are also “units” in
the system of measurement outlined in Chapter I (t8/a has the same value as vitasti).

1% Manasdara LV, 54

caturvimSaccaturbhigam milaberodayam bhavet ||
' ManasdralLV, 56
yavaldrgtamairam syAnmanangul amits smytam ||

The play between the words mdna and mdira is evident in this line also, although here, matra simply
means width,

% Manasara LV, 57-58:

karturdaksipahastasya madhyamangulamadhyame |
parvadirgham tata{tta)nndham mateangulamudiritam ||

This tripartition of angula is mentioned in several Agamic texts. For instance, according to the
Suprabbedigama (XXX, 1-9; quoted in Acharya, A Dictionary of Hindu Architecture, p. 9), there are three kinds of
angula. The first is méanangula, obtained by the gradual increment of paramapu. Next is the umit mdaudngula,
derived from the middle phalanx of the middle finger of the dcdrya, priest. Finally, there is the dehalabdhingula,
the measurement obtained from the image: its value is equal to 1/n" of the height of the image, ‘n’ being the number
of parts into which the height is divided. The Mayvamata (V, 11-12) admits only a bipartition — m&nanguia and
marrdngula — treating dehalabdhaigula as a synonym of the latter.
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between maningula on the one hand, and matrangula and milaberangula on the other

~ that of “absolute” and “relative.”'®

Mananguia is stipulated to be applied in
iconography to measure stationary and movable images, and matrangula, to measure
dtmartham beram, “images of personal worship.”™ This distinction in the applicatory
function of the two units is rather artificial and arbitrary.'” It points once again, to the
attempt to present the process by which manangula is derived as purely conceptual.
The same tendency is visible in the case of matrangula 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) is
an arbitrary one. Furthermore, comparing the semantics of the compounds manangula
and matrangula also reinforce this conviction. There is no “real” difference between
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 respectiive

technical definitions.

Angula is thus presented as a “pure concept” (that is, bereft of any ontological
dimension) from which its standard and universal character are claimed to issue.
Tautological ascriptions such as madnamatra, “measure-measure,” and technical
coinages such as mdndngula, “measure-digit,” effectively evince this mentality.

However, in the final analysis, the fact remains that the fundamental reference in the

19 Acharya calls mandngula as “the standard measure” (Acharya, Dictionary of Hindu Architecture, p. 6).
Dagens elaborates the distinction between mandngula and matrdngula more clearly, as absolute and relative units
(Dagens, “Index-Glossary,” Mayamatam, Treatise of Housing, Architecture and Iconography, Vol. 11, p. 356).

% Manasdra LXIV, 88-89.

" This becomes more clear when viewed against the applications of these units stipulated by
Suprabhedagama: mandngula is applied in the measurement of temples, pavilions, courts, gatehouses, villages and
other settlements, and matringula in the measurement of sacrificial objects (the option of using méindngula for this
purpose is also available). Dehalabdhangulais limited to iconography. )
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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 purfnic text, Brahmapda Purapa (1.2.7.91-95, trans. Acharya):
... [Pleople at first lived in caves, mountains and rivers, etc. They began to
build houses in order to protect themselves from cold and heat (&tosna varanat).
Then they built khefas (towns), puras (houses), gramas (villages) and nagaras
(cities). And to measure their length, breadth and the intermediate distance

between two settlements (sanniveda), the people instinctively (yathajiinam)

employed their own fingers. Thence forward the angulas are used as standard
measurement.'®

This ontological grounding of arigula and the phenomenological mode of its knowing, in
turn, qualify the understanding of notions of its standard and universal charapter. The
body was the “universal” referent of measurement in pre-modern times. The
“universality” of angula derives simply and primarily from this fact. Despite the
seeming attempt in theory to deontologize the universality of angula, it was never

realized in practice. There is no historical evidence whatsoever of an actualized pan-

' Quoted by P. K. Acharya, A Dictionary of Hindu Architecture. Minasdra Series No. 1 [Rpt., Delhi: Low
Price Publications, 1995], p. 8). The Sanskrit verses read thus:
yathivogam yathaprti giketesvavasanpurg |
madbudhunvatsu pisthesu parvatesu nadisu ca ||
samsramyaii ca dusgdnl dhanvapirvatamaudakam |
yathdjosam yathkimam samesu visamesu ca )
arabdhistanniketinvai kartum §Trospavaranat |
tatastinnirm ayamasuly khetdni ca purdpl call
gramamscaiva yathabhagam tathaiva nagaripl ca |
tesdmayamavigkambhah sannive$imtarinl ca ||
- cakrustadd yathdjidnam mitvamirvatmanongulaih |
The compound yathdjiinam {(obtained by combining yathd, which means “according to,” to jidna,
knowledge), is an avyayibhZva, indeclinable, compound. Syntactically, avyayibhidva compounds function in a
sentence as adverbial particles. In the verses above, a whole series of such compounds occurs. Thus, the ancients
lived yathayogam, “according to requirements or circumstances,” and yathdprfu, “according to pleasure”; they
sought rest yathdjosam, “according to liking,” and yathdkdmam, “according to desire”; they measured with their awn
fingers yathdjddnam, “according to knowledge.” Semantically, these adverbial compounds suggest a certain pre-
reflective immediacy to the respective actions they gualify. As Maurice Merleau-Ponty points gut, such a pre-
reflective, perceptual, mode of being as and knowing with one’s own body is eminently phenomenolagical (see
Merleau-Ponty, The Phesomenology of Perception. Trans. from French by Calin Smith [London: Routledge &
Kegan Paul, 1962], Pact One: “The Body,” and Pact Two: “The World as Perceived”).
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Indian universality of the unit, in the sense of a uniform application of a standard
angula in construction throughout the subcontinent. In other words, in actuality, it was a

relative unit that admitted local variations in its application.'”

This qualification of the universality of anguia reflects the understanding of
universality according to Vaidesika ontology. Vaifesika lists sdmanya, universal, as
one of its principal categories. The univérsal is defined as “. . . that which is nitya,
eternal, and inheres in many [individuals or particulars].”''® It exists in the three “real”
categories of substance (for example, man-ness), quality (red-ness) and activity
(thrown-ness). The universal is qualified as “real” (as distinct from “ideal”) although it
is dependent on cognition. The universal as “;*eal” ts also distinguished from
“conceptual,” the latter being characterized by abstraction ad infinitum. From this
ontological perspective, the “real universal” which is the basié for the universality of

the unit angula is angulatva, “finger-ness.”"”

Similarly, the VaiSesika categories of
vifesa, particular, and samavaya, inherence, offer a means to understand the nature of

“relative” anigula (that is, the particular instances of derivation and application), and

1% A useful contrast to this mode of universality that is the nature of arigufa is the totally deontologized
universality of the metric system. Meter, its basic unit of linear measurement, is defined as the length egual to the
distance traveled by light in a vacwum in 1/299,752 458 of a second. It is applied uniformly throughout the world,
wherever the system is adopted. This nncompromising umversalism is impossibile without the momentous weight of
the power of instrumentation behind it which, almost always, has a political arm. For instance, the deontological
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 assaciation with British imperial power (thus
earning it the appellation, “Imperial System™).

"% Raju, P. T., Structural Depths of Indian Thought (Albany: State University of New York Press, 1985), p.
259. Also see Hiriyanna, Qutlines of Indian Philosophy, pp. 233-34; and Halbfass, On Being and What There I,
Chapter 6, “The Vaifesika Concept of Guna and the Problem of Universals.”

' Six conditions are set farth for a universal to be real: 1) as suggested by the definition, it should exist in
many individuals; 2) there can be only one universal in case where nominal or technical distinctions of individuals
are made, when two terms refer to the same class of individuals; 3) it must not lead to cross-classification or
hybridity; 4) it must not lead to an infinite regress or abstraction ad iafinitum; 5) it must be paositively related to the
individuals (by this condition, universals of non-being are excluded); and 6) its presence in individuals must not

destray their very nature (see Raju, Structural Depths of Indian Thought, p. 259). Angulatva is seen to satisfy them
all.
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the relationship between the universal and the particular. The category of vifesa,
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 universal and the particular is that of samavaya,

inherence.'?

The feasibility of “application” of the universal (angularva) to the
particular (a concrete instance of measurement using the unit angula) was afforded
within the horizon of samavaya by virtue of its sense in early Vaidesika as referring
primarily to material cause and its product (understood as not pre-existing in the

cause).'”

Thus, the relationship between the universal and the particular is
“intentional” and not accidental or arbitrary. However, in the later understanding of
samaviya as “inherence,” the same relationship between the universal and particular is

also “necessary” and “predicative.”’'* 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 paramanu to arigula are too small to be of
practical value. Nevertheless, they all refer to a real object, as is evident from their

names. Arngulais the first unit that refers to the body, and following it, there are two

Y2 The idea of samaviya is captured only with difficulty ia its rranslation as “inherence.” Hiriyanna

translates it as “necessary relation.” Observing these difficulties in translation, Halbfass states thus:

AL any rate, classical Vaifesika considers samaviya as a principle that is supposed to account for
the co-occurrence and cealescence of different and omtologically distinct world constituents
within concrete things. In a sense, it restores the unity and concreteness of things after their
categorical decomposition (Halbfass, Oz Being and What There Is, p. 75).

3 Halbfass, On Being and What There Is, p. 148.

' Halbfass notes that in the later Vaifesika of Pradastapada,
inherence appears as the cosmological and ontological foundation of the possibility asd
legitimacy of predication. . . . Because of samavaya, . . . the world is not merely 2
conglomeration of nameable, enumerable entities, but an integrated structure of predicative
relations; because of samaviya, we can speak about the world in sentences and not in isolated
waords (Ibid., p. 149).
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more: vitasti, span (which is the distance between the tips of the thumb and middle
finger when stretched) and kisku-hasta, cubit (length of fore-arm).'” Itis also noticed
that kisku is the locus of another transition: it m_arks the first instance when the same
term refers in addition to the uait, to the tool of measurement as well. Thus, kisku is
also the cubit-scale. This aspect of homoelogy between unit and tool of measurement,
stemming from the homonymy, extends to the succeeding bigger units in the system as

well: danda, rod, and rajju, rope.

5.2) Verification: Symbolism of the Remainder

Two synonymous terms are used in the text to denote remainder: Sisfa and Sesa. The
nouns themselves are §igfam and fesam, both neuter in gender; the nominal stems &isfa
and Sega are adjectival participles (more specifically, past passive participles). Both
derive from Viéig, “to hurt, kill,” and also “to spare.” Regarding &isfa, in addition to
being from Viis, another possibility of its derivation is also admitted: as from Véas, “to
instruct, teach, command.”"'® The two possibilities may be explained according to the
Paninian scheme in the following way: 1) Véis [kta] => §is + ta = §isfa; and 2) véas [kia]

=> §ig + ta = §sfa. In both instances, the governing pratyaya is ‘kta.’” The pratyaya

Y5 The fact that the etymalogies of these three terms are more or less cbscure shows that they are
understood primarily as vocables rather than semantic units. Nevertheless, attempts at etymologizing have been
conducted in the case of angula and vitasti. The first is tematively traced to three phonetically and semantically
similar verb roots: Vank, “to mark,” \/aﬁg, “to move, walk” and \/'ag, “to move” (see Monier-Williams, A Sanskrit-
English Dictionary, pp. 4, 7 and & and alsc Mantrini Prasad, Lagguage of the Nirukta [Delbi: D. K. Publishers,
1975], p. 264). The etymology of vitasti, according to Monier-Williams, is probably from vivtan, “to siretch.” The
text Upddisitra, which specializes in derivations of words the etymologies of which are otherwise not traceable,
gives a derivation of wvitasti that is steictly morphological: vi rasel & (see Apte, A Practical Sanskrit-English
Dictionary, p. 1486). Regarding the etymalogy of kigku, the lexicographers are uniformly silent. Thus, it may be
difficult to demonstrate the reference to the body of these three terms by means of etymolagy alone. But, “usage is
stronger than derivation,” as Fritz Staal notes regarding the meaning of words, guoting the Mimamsa dictum (Staal,
“Mana” in Baiimer, ed., Kaldtaurvakosa, Vol. Il, Concepts of Space and Time, p. 256).

1 See Apte, A Practical Sanskrit-English Dictionary, p. 1555. Sometimes Véis is understood as a weak
form of véas (see Monier-Williams, A Sanskrit-English Dictionary, p. 1076).
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‘kta’ has the primary function of deriving adjectival participles from verb roots. When
added to the root of a transitive verb, as is the case here, it conveys two senses: 1) the
action itself; and 2) the patient of the action.!” Thus §isfa 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 “killing” and “sparing,” as well as “that

which is killed,” and “that which is spared.” That which is spared is the “remainder.”

As has alfe ady been shown, §3stra also derives from Vé4s, “to teach, instruct.” The
governing pratyaya of its derivation is ‘stran’ (thus, Véas [stran] => §ds + tra = §astra).
The basic sense of this pratyaya is instrumentality, that is, the means by which the
action is performed.”® The instrumental dimension of §dstra as teaching or instruction
(“rule”) is reflected in this derivation. The fact that §astra and §igfa derive from the
same verbal root V4ds points to the simultaneous action of semantic vectors within its
horizon that advance and counter instrumentality. In other words, §isfa as remainder
counters §3stra as command or instruction (rule, theory) in the instrumental sense. The
dual meanings of V§is, “to hurt, kill,” and “to spare,” may also be understood as
corresponding to the same semantic vectors that advance and oppose instrumentality.
It is also important to notice that the senses of teaching or rule as “that which is taught,”
and remainder as “that which is spared” (both non-instrumental and patientive) share

the same signifier, $isfa.

Y7 Hayes, Sampskitabbisipravartanam, p. 65.
4 Thid . p. 63.
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In vastuéistra, even though all the rules may be understood as containing this non-
instrumental vector, the six formulae of Zyadi sadvarga assume a special importance in
this regard, because they are based specifically on the principle of remainder. Also,
this is the sole instance in which a mathematical “factorization,” so to speak, 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

9

Gottfried Semper.'® On the other hand, the principle of remainder, the pivotal

principle for these “equations,” itself has a metaphysical-cosmological basis. It is
found in the following passage of the Atharva Veda (IX, 7. 1-3, trans. W. D. Whitney):
In the remnant [are set] name and form
In the remnant [is set] the world;
Within the remnant both Indra and Agni, everything is set together.
In the remnant heaven-and-earth, all existence is 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-being one, both 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 well as the seasonal cycles owing to
the obliquity of the earth’s axis. Residue or remainder is 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 potency of the residue stems from it

'® In his essay, “The Attributes of Formal Beauty,” Semper defined “siyle” as a “function.” He wrote
{emphases original):

...there is . . . a stylistic conception of what is beautiful in art — this considers the object not as &
collectivity but as & unit, as the vniform result or function of several variable values that unite in
certain cambinations and form the coefficients of a general equation; by giving these variables
the values apprapriate to the particular case, one will arrive at the solotion of the problem: U =
Cl,y,z,t,v,w,...)

He then goes on to list the “coefficients” of a work of art (see Semper, “The Atributes of Formal Beauty”

[Manuscript 1856/1859], in Wolfgang Hermann, Gottfried Semper: In Search of Architecture {Cambridge, MA.: The
MIT Press, 1984], pp. 241-42).
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being the left-over of sacrificial offerings after their consumptioﬁ by the gods.
Vastusastra engages the principle of residue in its astrological and alchemical bearings
through the six formulae of ayadi sadvarga, so that architecture plays its reconciliatory
role with imperfect existence. Thus, as Kramrisch comments, “vasty, derived from
vastu, . . . signifies residence as well as residue.”™ In this process, the six formulae
operate instrumentally at one level, as already shown, but not merely so. By virtue of
the semantic affinity between rule and remainder outlined above, these formulae
themselves exhibit a certain “residual” character within the larger corpus of §astraic
rules. Their non-instrumentél character manifests precisely in enabling the

reconciliatory role of vastu by explicitly engaging the effect of imperfection which is

the remainder.

5.3) Vastupuruga: Geomerry, Language and Body

The scheme of padavinydsa, disposition of plots, has geometrical and linguistic
dimensions, represented respectively by the grid of plots and names of deities that
occupy the plots. Left to themselves, these two dimensions remain unreconciled; their
reconciliation is possible only corporeally. This corporeality is supplied by the idea of
vastupuruga, literally, “spirit of vastu,” whose “body” is stated in the text as contained
within the delineated site with his different limbs occupying the various plots (Fig. 10).
The vastupuruga is described as kuvbja, hump-backed, and kutilakréa, crooked-bodied.

He lies in the site face down and diagonally, with his head in the north-east and feetin

12 ¥eamrisch, The Hindu Temple, Veol. I, 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 accupies the central plots of the figure; left and right
arms and legs fall along the north to west, south to west, north to east and south to east
peripheries respectively. The location of his vital organs such as karna, ears, nadi,
artery, §ira, vein, vam$a, vertebrae (six in number), Ardaya, heart, and medra, penis,

are mentioned without always specifying the exact plot or line.

This role of the body in the reconciliation of geometry and language, especially in the
act of making, that the concept of vistupurusa signifies has its foundation, above all, in
the Vedic account of cosmogony. According to the Puruga Sikta of the Rgveda (X, 90),
the cosmos arises out of the sacrifice of purusa, primeval man. This cosmogonic
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 vastupurusa. The
exposition of this idea is found in texts on Vedic ritual such as the Satapatha Brahmana.
Later mythological renditions of vastupuruga in Puranic texts convey more or less the
same idea, sometimes emphasizing the aspect of creation as the emergence of order
out of chaos.’™ In such accounts, vastupuruga 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 object of making is maintained. This reciprocal
identity between the two prevents a merely instrumental understanding of padavinyasa,
in the context of which vastupurusa is mentioned. Geometry and language are
reconciled in the body of the purusa, which is at once homologous with the site, the

maker, and the patron. Both the symbolic and practical dimensions of padavinydsa are

2! Manasara VI, 253-65. A shorter description is found in XXXV, 186-202.

22 For an exposition of the various accounts of vastupurusa 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 purusa.

5.4) Taxonomy: Vastu, Earth and Vastu, Edifice

The taxonomy of particular architectural objects into different classes or types in the
Manasara is preluded by a “definition” of architecture, followed by a general.
classification of its objects. In Chapter III, titled Vastuprakaranam, “Elaboration of
Vastu,” the following verses expound this definition and classification (IIT, 1-3):

taita(ti)lasca nardfcaiva yasminyasmin paristhi(sthijtah |

tadvastu su(si)ribhih proktam tatha vai vakgyate dhuna ||

dhard harmyadi yanam ca paryankadi catorvidham |

Wherever gods and humans abide, that is vastu, it is 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 primal vasty;
edifices include prasada, temple, mandapa, pavilion, sabha, assembly (court), §4ia,
hall, prapa, water-pavilion, and ranga, theatre. Conveyances inciude syandana, fast-
moving chariot, §bika, palanquin, and ratha, chariot.'® Finally, the objects listed under
furniture are pafjara, cage, maijall, swing, maija, couch, kakidgfa, bedstead,

phalakdsana, plank-seat, and balaparyasika, small couch.

Even though vastu and vastu are listed as simple categories, the ontological

relationship between them is quite complex. Before giving the above mentioned list of

2 Vana literally means “vessel”; thus, ships and boats also may be included in this category, even though
they are not explicity listed.



specific objects under the category of véstu, the text devotes the following verses in an
attempt to explicate this relationship between vastu and vastu (111, 4-6):
dhard pradhanavastu syattattajjatisu sarvasah ||
vimAnddini vastini vastutah vastusamérayat |
tAnyeva vastu caiveti kathitam vastuvidbudhaih ||
The earth should be the principal vastu among all kinds (species), universally.
All [objects that are] vastu such as vimdna (tower, or temple in general) and so

on, in fact, [derive] in consequence of vastu. Indeed, they (vimdna and such)
are said to be also ‘vastu’ by the enlightened knowers of vastu.

What is immediately striking in this passage is the “play” that involves the words vastu
and vastu, which are phonetically near-identical. The former is used independently and
in compounds. The indeclinable particle VéStuta]_:, “in fact,” is also deftly inserted,
adding to the whole phonetic effect. This word-play and phonemic embellishment are,
at one level, merely demonstrative of a certain literary flair."™ Their impoﬁ, however,

runs much deeper.

The term vastu occurs four times here. [ts first occurrence is in the compound
pradhdanavastu. Here, the sense of vastu is as “object, thing.” Dharad, Earth, is
predicated to and identified as pradhanavastu, “principal object” (by meaans of syat, the
third person optative conjugate of Vas, “to be”). Building on this predication, vastu
again signifies Earth when it occurs in the compound vastusamérayat, “in consequence
of vastu.” Its third occurrence is on its own, as a proper noun: as the technical name of
the genus (Earth, or even “objects in general”) which applies alsc to the species

(objects of human artifice). And finally, in the compound vastuvidbudha, the term

' For an analysis of this {abddlaikdra, literary ornament, effected by phonemic repetition, see Edwin
Gerow, Figures of Indian Speech (The Hague: Mouton, 1971), pp. 64-67.

163



vastu signifies not only things in the genus and species mentioned above, but also their

“essence.”'”

Both vastu and vastu 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.”” This seemingly
insignificant detail implies that the distinction between vastu and vastu are, in the end,
rather artificial and arbitrary from a strictly etymological point of view. However, by
usage, the terms, especially vastu, 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. Vastu has the meanings of both site of building as

well as the building itself.

The fact that the etymological distinction between vastu and vastuis arbitrary demands
that the specific meanings in which they are to be understood be “assigned” to them.
This feature is found in the above lines. The text uses these terms first nominally as

heads of categories. Then, in the course of “defining” them, it assigns particular senses

5 The compound vastuvidhudhsh is primarily an appositional karmadhdraya and may be glossed as
vastuvital budhdh, “the enlightened ones [who are} knowers of vastu.” The first component vastuvid, “knower of
vastu,” is, in itself, an upapadasamdsa, “reduced word compound,” formed by adding the “reduced word” form of the
verbal root Vwid, “to know,” to vastu. The “knowledge” signified at this point is in the sense of “expertise” in vasty,
its genus (Earth, things in general, building site) and species (architectural objects). On the other hand, the
expansion of this compound by adding to it the term budha, “enlightened one.” {to form the compound
vastuvidbudha) implies a higher knowledge that involves the ontology and metaphysics of things.

¢ According to the text Unddisitra, which offers strictly morphological derivations of nouns the
etymologies of which are semantically unaccountable, the respective derivations of vastu and vistu from Vvas are as
follows: 1) Vvas [tun] => vas + tu = vasty; and 2) Vvas [tup] => vas + tu = vastu. The pratyayas ‘tun’ and ‘tuny’
simply denotes the adding of the syllable ‘tu’ to the root; the retrofiex ‘1’ in the secand denotes that the vowel in the
root is augmented besides (that is, “a” becomes ‘4’). Since there is no semantic dimension in either case, it is
doubtful whether these are themselves pratyayasin the strict Paninian sense.
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to each. This assignment is authoritative: the fact that the optative conjugate syat,
“should be,” of the verb Yas, “to be,” is used for the purpose attests it. Thus, vastu, first
of all andin a generai sense, is “wherever gods and humans dwell,” which is identified
more specifically as dhard, Earth. Conversely, the Earth is the primary vasty,
[architectural] object. This principle of vastu as Earth may be understood as implying
the “givenness” of this world, which is the essential and existential precondition for
dwelling. However, in order to dwell, humans must also build. By the creative
intervention of humans, vastu is transformed into vastu, the “setting” (that includes site
as well as building) for ordered existence. In the Manasira, vastu comprises
“products” of human artifice, more specifically dwellings of gods and humans. Vastuis
primary; vdstu, being derivative of vastu, is secondary. The VaiSesika principle of
samavaya, inherence of the universal in the particular, obtains in this relationship
between the two: vastu being primary, inheres in vastu.'” This hierarchy is further
emphasized in the statement that objects that are vdstu may also be called vastu (but
not vice versa: that is, the Earth is never understood as vastu). Despite this “sanction”
allowed by the vastuvidbudha, those enlightened in the knowledge of vasiu, the
Manasara qualifies itself explicitly as a vastudastra (and not as a vastuédstra) in its title

which is repeated in the colophon at the end of every chapter.”® The significance of

27 The explication of the relationship between vastu and vastu in the Mayamata illustrates this point well
(I1, 1-3, trans. Dagens):

Experis call all places where immortals and mortals dwell, ‘dwelling sites’ (vastu). I 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 it is because of Her nature as site and because of the (temples™)
urion with (this site) that the ancients called them ‘dwelling sites’ in this world.

"% In contrast, the treatise Mayamata, possibly utilizing the same sanction, calls itself a vasrufdstra in
colophons at the end of each chapter. The use of vastu instead of v@stu, occurs again in the title of the chapter
discussing the definition and classification of architecture (Chapter I, Vastuprakirah). Also in the text, edifices are
mentioned sometimes as vastu and at other times as vistu. The definitions of vastu and vastu in the Mayamata (11,
1-3) are the same ‘as those in the Minasira. Bruno Dagens takes notice of this particular tendency in the Mayamata
(the frequent use of vastu instead of vastu) but dismisses it as well as the difference in colopbonic designation
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this gualification 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 objects that occurs throughout the
Manasara, 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 only lists 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 métaphysical principles that are involved in the act of
naming. The act of naming involved in the taxonomy is essentially poetic, and its mode
of knowing, noetic: not only is a terse description of the characteristic features of the
object captured in the name, but also an immediate, intuitive contact with and grasping
of its very essence is attained.”” The one instance where the text explicitly mentions
the process or “act” of naming is illuminative of this crucial point. The classification of

buildings as sthdnaka, erect, dsana, seated, and §ayana, recumbent, is stated as follows

(XIX, 7-9):

between the Mayamara and the Manasira as mere indiscriminations by its authors: “The Manasira and the
Mayamata, whose conteats are identical, are designated in colophons as a vastuéastra and vastuédstra respectively,
which shows that these designations do not make for any reliable indication as to the content or ariginality of the
works they are applied to” (Dagens, “Introduction,” Mayamatam.: Treatise on Housing, Architecrure and
Iconography, Vol. {, p. x, Note 2). This statement does not sufficiently explain the intentional designation of the
Mayamata as a vastu$gstra. The import of such a designation of the Mayamata as a treatise on “dwelling” (as a
process) with respect to the §Zsira, “theary,” it purports begs to be further dwelled upon by its own scholars.

® Following this observation, it is clear 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 Quatremére de Quincy. For a brief discussion
and critique of these latter (as well as their twentieth century renditions), see Carroll William Westfall, “Buidling
Types,” in Rabert Jan van Pelt & Carroll William Westfall, Architectural Principles in the Age of Historicism [New
Haven: Yale University Press, 1991], especially pp. 144-51).
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utsedhe manalnam) grigra)hyam cetsthanakam tatprakathyate |
vistare mana(nam) sapkalpya casanam tadudiritam ||
parindhe pade vapi manam $ayanamiritam |

If the measure in the height is to be grasped, theq it is known as sthanaka. And
the measure having been imagined in the width, that is stated as Zsana. The
measure [perceived] in perimeter or even in foot (?) is pronounced as Sayana.

According to these verses, the basis of this three-fold classification of buildings is the
perception of a certain predominance of their height, breadth, or perimeter, over the
other two."”® The process of perception is indicated in the first line by the word grahya,
gerundive of Vgrah, “to grasp.” Its object is mana, “measure,” which is not the actual
height, but a more “essential” entity that subsists in it (hence the locative, utsedhe, “in
the height”). The process of naming, then, may be accounted for in the following way.
The essential measure of the building is grasped as subsisting in the height, tﬁe 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 sthdnaka. The
qualification of measure as “grasped” is absent in the second and third lines.
Neveftheless, the naming of the other two classes also involve the same noetic process,
as is indicated, if only inchoately, by the word samkalpya (gerund of samvVklp, “to

wholly imagine”) in the second line.

% Since perimeter is dependent on breadth (in addition to length), the distinction between dsana and
$ayana as respectively the “dominance” of breadth over perimeter and vice versa must be understood not literally,
but in tecms of the relationship of the heorizontal dimensions to height. Thus, the Zsana building is squat, having
maintained 2 balance between breadth and height. In §ayana, the horizontal dimension dominates the vertical; thus
the building is 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.™ 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 breadth-height

proportions:

i) dantika, “pacifying” (in which height = breadth); ii) pausfika, “invigorating” (h =
1.25b); iii) jayada, “conquering, overcoming” (h = 1.5b); iv) adbhuta, “wondrous” (h =
1.75b); and v) sarvakamika, “satisfying all desires” (height = twice breadth). Asis
evident, these names denote certain emotional states that are the responses to or effects
of particular breadth-height proportions. Also, in the Atharva Vedic tradition, some of
these terms (notably §3atika and paugfika) 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).”
Also, the A;harva Vedic treatment of rasa, pith, taste or flavor, in the context of itg
discussion of magical rituals and practices of alchemical bearing, finds its way into

later §3straic treatises on the arts (poetics, dramaturgy and so on) in a more “aesthetic”

B! In addition to listing the names of different classes or types of objects, the text, quite ofien, also gives
synonymous terms that denote the same object. To mention one example: the synoayms for temple (dwelling of a
deity) is given in XIX, 108-112 as vimdana, harmya, dlaya, adhigpyaka, prasdda, bhavana, ksetra, mandira, ayatana,
vedma, grha, dvisa, ksaya, dhdma, vasa, gefia, 3gdra, sadapa, vasati, nilaya, tala, kostha, and sthana. This feature
gualifies it, in addition to being a $istraic treatise of architecture, also as a veritable mikbapru, lexicon, of
architectural terms.

2 On this point, see B. R. Modak, The Anciilary Literature of The Atharva Veda: A study with special
reference to The Paridisias (New Delhi: Rashiriya Veda Vidya Pratishthan & Munishiram Manoharlal Publishers,
1993), pp. 26-27,272-73, 318.
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context. This is especially the case in the Nifyadasira of Bharata (dated c. 200 CE), the
authoritative treatise on dramaturgy in the Indian tradition, which is also the first
éastraic treatise on the arts. In Chapter VI of the Natyadastra, the theory of rasa as
| “aesthetically produced flavors” or “rhetorical sentiments” in the context of the science
of drama is elaborated. The eight rasas are: 1) §mgdra, erotic; 2) hasya, comic; 3)
karupa, pathetic; 4) raudra, furious; 5) vira, heroic; 6) bhayanaka, terrible; 7) bibhatsa,
odious; and 8) adbhuta, wondrous.'™ Later thought added to these §aamta, pacific,
rasa™ Itis evident that there is some overlap between the meanings of the names of
classes of buildings mentioned above and the nine rasas of dramaturgy. The assocation
of §antikato antarasa and adbhuta to adbhutarasa is self-evident. There seews to be
an association, albeit tenuous, of sarvakdmika to the rasa of §mgara. Similarly, there
seem to be associations, more vague and therefore generic, of paugfika and jayada to

the rasas of raudra, vira, bhayanaka and bibhatsa.

b) The four-fold classification of buildings according to the hasta, cubit, used for

measurement (Chapter XIX) :

i) jati, “the true state” {deriving from Vjan, “to be born”), in which the dhanurdanda-
hasta, cubit of 27 angulas, is used; ii) chanda, “pleasing” (from Vchad, “to seem good,

please”) which uses the dhanurmusti of 26 angulas; iii) vikalpa, “undecided, doubtful”

3 Nafyaéastra VI, 15. These eight rasas are derived out of eight corresponding sthgyibhdvas, “stable
emotional states,” which are listed as follows (VI, 17): 1) rati, eros; 2} hdsa, mirth; 3) Soka, sorrow; 4) krodha, anger;
5) utsdha, vigor: §) bhaya, fear, 7) jugupsa, disgust: and 8) vismaya, wonder.

™ Its corresponding sthayibhava was named as §ama, repose, cessation. Obviously, the term §3ntarasais
oxymoronic, and its inclusion among the rasas led to endless controversies. It denotes a state in which the opposite
aesthetic experiences of excitement and repase meet and are reconciled, In the thought of the Kashmir Saiva
theologian and aesthetic theorist Abhinavagupta, fintarasa is, indeed, a state in which the poles of aesthetic and
mystical (religious) experiences themselves meet and are reconciled. For a detailed treatment of Abhinavagupta’s
thaught on &@ntarasa, see J. L. Masson & M. V. Patwardhan, Sdntarasa and Abhinavagupra’s Philosophy of
Aestherics (Poona: Bhandarkar Oriental Research Institute, 1969).
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(from vivkrp, “to be undecided”) using prdjapatya of 25 angulas, and iv) abhasa,
“fallacious appearance” (from 2vhhds, “to appear”), using the smallest hasta, cubit, the
kigku of 24 angulas). These names denote the metaphysical order of descent from the
real to the illusory, which, in turn, setves as a foundation for more practical concerns of
hierarchical organization. The most pervasive among them is the organization of the

society itself, according to the caturvarna, four-tiered class scheme '™

c) The six-fold classification of buildings based on horizontal composition:

1) dandaka; 2) svastika, 3) maulika, 4) caturmukha;, 5) sarvatobhadra, and 6)
vardhamana. Here, the semantics of the names almost always directly describe the
form of the building. Dapgdakais “rod-like,” being a single rectangular building block;
and svastika is “plough-shaped” (L-shaped, or sometimes cross-shaped), being
comprised of two blocks interconnected at right angles. In the case of the maulikatype,
the connection between meaning and form is not as direct; it takes a stretch of the
imagination to even tentatively suggest it. The meaning of maulika is both “head, top,
crown,” and “root” (and deriving from the latter, “radical, principal,” as well). The

form of this building type, which has three blocks around a front-yard, is that of an

5 The textual legitimation of the caturvarpa, “four-tiered class” (varna literally meaning “color™) finds its
source in the Puruga Sikiz of the Rgveda (X, 90), which states that the Braihmana, priesily, Kgatriya, royal, Vaidya,
merchant, and Stdra, servant, classes are generated respectively from the mouth, arms, thighs and feet of the
Purusa, cosmic man. The textually legitimized hierarchy of caturvarna, and its actual practice (which is extant even
today) as jiti, “caste-system,” have been topics of much scholarly interest and comtroversy in Indology. Louis
Dumont, a social anthropologist, uses the hierarchy (in both its textual and actual renditions) to argues for a
“hierarchical imperative” in buman societies (with the qualification that “hierarchy” need not necessarily imply
“pawer” in a post-siructuralist sense), against the dominant egalitarian ideologies of the post-Enlighteament epoch
(see Dumont, Homo Hierarchicus: An Essay on the Caste System. Trans., Mark Sainsbury [Chicago: The University
of Chicago Press, 1970]). Wilhelm Halbfass agrees with Dumont’s basic thesis; he also seeks to bring to light the
traditional understanding of the caste-system through the categories of the Vaifesika and Mimamsa schools (see
Halbfass, “Homo Hierarchicus: The Conceptualization of the Varpa System in Indian Thought,” in Halbfass,
Tradition and Reflection: Explorations in Indiaa Thought (First Indian Edition, Delhi: S Satguru Publications, 1992),
pp. 347-90).
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inverted ‘U, and is imagined as resembling a crown (as it sits on the head). Its feature
of hiaving 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 courtyard. Sarvatobhadra, “auspicious or pleasant from every side,” is the building
that has seven blocks around two courtyards; its auspiciousness stems from the
symmetry of the composition, in reference to the block between the two courtyards.™
Vardhamana, “growing, increasing,” describes the building with ten blocks enclosing
three courtyards, the composition obtained by the “growth” of sarvatobhadra by three

more blocks.

5.5) Parikga: Perception and Observation

In Chapter V, Bhupariksavidhanam, “Procedures for Examination of Site,” the text
mentions certain tests that ascertain the quality of the soil and thereby the suitability or
unsuitability of the site for building. The first is as follows: a sample of the soil from
the site is filled in a pot and manured with cow-dung. Seeds of all sorts are sown in the
pot, and their sprouting and growth are observed.” The next test is described thus: a
pit of one cubit is dug in the site and filled with water. The following day, the water
tevel is observed. If there remains some water in the pit, the scil is considered firm and

fit; if it has disappeared, the soil is unfit. The same test is further extended: the earth

%% In poetics, sarvatobhadra is a figure of formal composition that stresses axial symmetry. Itis defined as
“a verse having the same number of lines as syllables, which can be read backwards and forwards both horizontally
and vertically” (Gerow, Indian Figures of Speech, p. 189).

17 Manasaralll, 4-9.
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that was dug out of the pit is shoveled back into it. If the pit is not filled, the soil is

considered not firm; if the soil fills or exceeds the pit, it is considered gcnod.”’8

These tests are, at best, quasi-scientific, and based eatirely on perception and
experience. Even the results of the observation are stated not so muéh in “scientific”
terms but in terms of consequences such as loss of wealth, destruction and so on. Adso,
even though there is a degree of “experimenting urge to facts” detectable in these
operations, thére is no “mathematical skipping of facts” that precedes them which

would qualify them as experiments in the modern scientific sense. '

6. Rules: Description and Prescription

The predominantly prescriptive tone of §astraic rules has been pointed out. A closer
hermeneutical reading of the text, however, reveals a subaltern current of description
that runs through the corpus of rules. This prompts a revision in the understanding of
vastuéastraic rules. According to this more precise understanding, §astraic rules are
fundamentally descriptive, with prescription as its adjectival qualification. In other

words, they are, by nature, “prescriptive descriptions.”' Thus, in the case of rules in

% Manasara 111, 20-26.

% See Marrin Heidegger, “Modern Science, Metaphysics and Mathematics,” in David Farrell Krell, ed.,
Martin Heidegger: Basic Writings (San Francisco: HarperSanFrancisco, 1992), especially p. 292.

* Bruno Dagens uses the formulation “descriptive prescriptions” when be talks about the morphalogy
{(“written form™) and ontology (nature) of theory in the Mayamata (Dagens, “Intreduction,” Mayamatam: Treatise of
Housing, Architecture and Jconography, p. ci). He does not qualify this statement by making distinctions within the
body of $4stra itself such as principles and injunctions, but treats it as a vniform entity. At first sight, the distinction
between “prescriptive description” and “descriptive prescription” may seem trivial and lead one to think that the
latter is also an accurate formulation. This is not the case, however. In Dagens’ formulation of “descriptive
prescription,” the assumption is that the §fstraic rules are primarity, by nature, prescriptive. If this is indeed the case,
its descriptive dimension is, in the final analysis, contingent and superfluous: that is, it is not necessary and can be
dispensed with. On the other hand, the grammatical analysis above shows that 8dstraic rules of nomelogy and
taxonomy are, by nature, descriptive. The prescriptive dimension is only 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 sitras and laksapas, the morphological analysis has demonstrated the
§astraic intent of authorization of the “already existing” as canonical by means of the
declarative verbs. This very need to authorize arises because the accouants of the

already existing are primarily descriptive by nature.™

Again, the morphblogical analysis has shown the use of vidhi ‘lift’ 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.'” According to Sanskritists, the
potential mood covers a range of senses of subtle distinction: 1) prerapa, command
(persuasion); 2) nimantrana, direction; 3) amantrana, invitation; 4) adhigtha, expression
of wish; 5) sampraksnpa, interrogation or inquiry (or courteous questioning); and 6)
prarthand, prayer.'® As is seen, there exists a certain reciprocity and fluidity between
these senses of the optative mood, from command to wish to supplication.’® 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
therefare may only have a rhetorical value.

'*! This descriptive dimension is captured in the semantics of the term faksapa itself, which means “sign,
mark, symbal, characteristic feature, attribute, quality.” For a full wreatment of its etymology and semantics, see K.
D. Tripathi, “Laksana,” in Bettina Batimer, ed., Kaldtarrvakoda: A Lexicon of Fundamental Concepts of the Indian
Arts, Vol. I Fight Selected Terms. Kapila Vatsyayan, gen. ed. (New Delhi: Indira Gandhi National Centre for the
Arts & Delhi: Motilal Banarsidass Publishers, 1988), pp. 135-44.

2T, S. Maxwell calls this particular inflection of verbs, “in the quasi-imperative terms of the optative,”
the “shastric {§3straic) form™ (Maxwell, Silpa versus SZstra” in Anna Libera Dallapiccola, ed., Shastric Traditioas
in Indian Art, p. 10).

" H. H. Wilson, An Iniroduction to Sanskrit Grammar of the Sanskrit Language (London: J. Madden and
Co., 1841), pp. 110-12.

" What fixates (or rather, “gathers™) this fluidity around a specific sense is of course, the context of its
usage in the text itself, which in turn is situated refationally in its own world.
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The other dominant feature of §3straic 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 some
surprising insights that qualify (and, at times, even counter) the senses of hierarchy and

instrumentality that are usually associated with it.

As noted in the earlier analysis, the inflection of the verb in the causative form
indicates that “one agent prompts another agent to perform the action named by the
verb root.” In a causative construction, the agent that does the prompting, known as
the prayojaka, “prompter,” is considered to be both the hetu, cause,” as well as the
kartr, “agent” of the action.'* 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, “to
shine”; Vgam, “to go”; and Vjia, “to 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 is transitive, the patient of the causative verb is, again, the agent of its primary,
non-causative, form; but in this instance, it is marked in the instrumental case.
However, two verbs, V}m “to do, make,” and \/br, “to carry,” allow a choice between

the accusative and instrumental cases for marking the patient of their causatives."

“Richard Hayes, Samskptabhasapravaranam, Chapter 9, “Causative Verbs,” p. 128,

¢ Kasikavrii 1. 4. 55; quoted in Ibid. i

“7 Ibid., p. 130. Of course, the laying down of rules by the grammarians is part of an a posteriori
formalization of the language (which in Sanskrit occurred around the treatise AgtadhyayT of Pinini during the late
Vedic-early Classical period), and per se, does not account {or its histarical development. Thus, it cannot 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 this issue, that is, tracing the
development of particular features 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 Diachronic Study,” he investigates
the origin of the Sanskrit causative and its use in the various phases of development of the language from the Vedic
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Even though this feature with respect to these two verbs, in the way it continues to exist

M M (11 M o M 2 4
in later Sanskrit, may be seen as a “lexically determined archaism, 148

it has a profound
semantic connotation: that of the surviving non-instrumental sensibility even within the
hierarchization and instrumentalization brought about by text and ritual. It is not by

accident that much of the activity that happens at a building site falls within the

semantic purview of these two verbs.'” Consider the example (VI, 7):

sthapanatplrvadivase sthalasuddhim prakarayet |

[The sthapati] should cause to perform the purification of the place [of
erection]'® on the day before the erection [of gnomon].

The verb is prakarayet, the causative-optative of vkrin the third person singular. Its

patient is sthalasuddhi, “purification of the place (of erection of gnomon),” declined in

to 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) intransitives; 2) semi-transitive verbs of motion; and
3) “affected agent” transitives (examples of these classes are respectively: 1) Vrdh, “to grow”; vardhayati, “[he]
makes grow”; 2) Virt, “to turn”; vartayati, “[he] makes turn”; and 3) vvas, “to wear”; vdsayati, “[he] cavses to
wear”). In these instances, the causee, when attested, appeared in the accusative case. In later Vedic language
{(such as the literature of the Atharva Veda which contains among other things, incantations and magical formulae)
there was an increase in causative constructions, and the class of verbs that were used expanded to include non-
affected agent transitive verbs (for example, Vo4, “to give”; dapayati, “[be] causes to give”) as well. Syntactically,
however, there was no significant change in this stage: the causee was still marked in the accusative. During the
period of Vedic prase Sanskrit (characterized by the emergence of the ritual texts of the Brihmanas), more new
verbs (of all the classes mentioned above) began to be used in causative constructions. It was in this stage that the
causees of transitive verbs (of both the affected agent and non-affected agent classes) began to be marked in the
instrumental (as an alternative to the accusative) case for the first time. This was true for both animate and
inanimate causees. According to Hock, this significant innovation of marking causees in the instrumental case arises
from a reinterpretation mainly of animate “instrumentals of means” as the agent of the primary (non-causative) verb.
This development was made possible by the fact that there was often room for causees to be not specified on the
surface, leaving the causee slot empty as it were. Hock also notices that the marking of a causee (especially
animate) in the instrumental case over and above the accusative points to a condition of its “reduced agency.” In
such a condition, the causee becomes more a passive instrument than an active agent (see Hock, “Sanskrit Causative
Syntax: A Diachronic Study,” in Studies in Linguistic Sciences, Vol. 11, No. 2 [Fall 1981], pp. 9-33). In other words,
the causee is the locus of convergence of the opposing vectors of activity (at the level of the primary verb) and
passivity (at the level of its causative derivation).

' The condition of reduced agency can be inferred only from actual situations, and bence this feature of
instrumental marking is, according to Hock, “pragmatically determined” rather than “lexically determined.” The
two instances of vkr, “to da, make,” and vhr, “to carry,” as verbs retaining a choice between the instrumental and the
accusative cases Lo mark their causees are then, an “archaism” of lexical determination (Ibid., p. 33).

' The verb Vkr, “to 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, vy, “to carry,” is seldom found in the text.
However, it is easy to imagine that this verb indicates one of the most frequent activities taking place at a medieval
building site.

' Sthalasuddhi as “purification of place” has both ritual and practical connotations.
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the accusative case. Inthe sentence, the agent of the verb in its 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 . . . sthalafuddhim anucarepa
prakarayet, and . . . sthalafuddhim anucaram prakarayet. In the first, the causee (the
anucara, subordinate) is simply an instrumental of means and therefore in the state of
reduced agency. In the second, however, while taking the order from the Sthapatj‘ and
carrying it out, he is not simply an instrumental of means, but is “actively participating”

in the process (in the sense of somehow being transtormed by it).”

The manner in which the notions of description and prescription as the dual dimensions
of §astra are treated is not always consistent in the Manasara. This is most evident in
the relationship between titles of chapters and their contents, and between titles
themselves. Every chapter-title (except the first, which is called Samgrahah,
“Summary”) has as suffix either one or the other of the two terms, laksapa and vidhana.
The term [aksana, as is already seen, denotes description of characteristic features.
Vidhana, “arrangement, planning,” and also “precept, rule (that regulates the

arrangement),” is semantically close to vidhai, injunction, both of which derive from the

¥ Causative verbs, as already noted, indicate a “chain of command,” that is, the first party prompts the
second party who prempts the third party to act. Ia this case, the intermediary ageat is regarded as karapam,
“instrument” (Hayes, Samskrtabhdsipravartanam, p. 131). It is not difficult to imagine this sitnation in a building
site, given the hierarchical structure of the guild, and its subordination to the sthfpaka, priest. However, as Hayes
notes, in linguistic accounts themselves the chain of command is a “thankfully rare” ocourrence. In imagining the
actual situation of the building site, one must always keep in mind the self-trasformative aspect of the ritual and
technical operations, which are stipulated to be conducted throughout meditatively.

Similarly, in instances of causees that are inanimate (such as the use of tools), there is no parallel linguistic
expression per se that points to a non-instrumental sensibility at work. Again, that must be inferred from the
stipulations in the text that assign tutelary deilies to measurement and toals, 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 vivdhd, which has a range of meanings, from “dispose, arrange,” to “ordain,
prescribe.” Vidhidnam thus denotes prescription. In’chaptebtitles, these two terms, at
first, seem to be used with a certain discretion: the suffix vidhana occurs in titles of
chapters dealing with architectural or iconographic composition (for example,
Lingavidhanam, “Composition of Linga™) and laksana, in titles of those describing
characteristics, as for instance, the chapters on iconology (LIV — LXIII). However, one
notices an almost “playful” flip in this consistency occasionally yet markedly — playful
in that it is seen 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 few
mentions of these here suffice to illustrate the point: Chapter IX is Gramalaksagpam,
Description of Village,” and X, Nagaravidhanam, “Composition (Planning) of Town”;
Chapter XIV is Adhisthanavidhanam, “Composition of Socle,” and XV,
Stambhalakgsanam, “Description of Column”; LIV is Sayanavidhz‘inam, “Composition of
Bedstead”; and LV is Simhasanalaksagam, “Description of Throne.” This “play” or
slippage also suggests that the suffix (vidhina or {aksana) does not always correspoad
to the actual content of the chapter. For example, in the title of the final chapter,
Nayanonmilanalaksanam, the suffix used is faksana. However, the coatent 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 chiseling its eye is set.
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7. Paryanta, Limits, of Sistra

In the vastuddsira of the Manasara, the overarching mantle of prescription, which
nevertheless admits a dialectic with description, corresponds to a similar structure and
dynamic between 4the ritual and technical dimensions of making. That is to say,
although vastusistra expounds the aegis of ritual as pervading all activities at a
building site, it still admits a distinction — one of degree and not of kind — and thereby, é
dialectic as well, between the ritual and technical dimensions of making. Inthe text, on
the one hand, it is seen that §@stra 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, §astra finds itself constantly at its own limits: it
makes exceptions to rules, 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 yathoktavat, “the rest as said,” is often found in the text, which

leaves to the discretion of the sthapati matters that are not stipulated by specific

injunctions.”” Other than the common expression just mentioned, there is a whole
array of tropes by which the limits of @stra are acknowledged in the text. Itis a fruitful

exercise to explore them.

'** For instance (LYX, 110): desamangam yathoktavar | This expression can be interpreted as referring to
the oral tradition prevalent among the practitioners by which practical knowledge was transmitted to posterity. At
the same time, the expression may also be understood as an atterapt towards a blanket assimilation of the oral
tradition within the &4straic textual tradition.

Dagens interprets a similar expression in the Mayamara which says yathd yukta yathZ Sobham as that
“structure” within §4stra that allows the sthapati “right to originality” (Dagens, “Iconography in the Saivigamas” in
Dallapiccola, ed., Shastric Tradition in Indian Arts, p. 152).
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In the system of architectural measurement, among the units, the kisku or hasta, cubit,
is further distinguished into four kinds: kigku, prdjapatya, dhanurmus{i and
dhanurdanda, 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 §ayane caiva kiskuhastena manayet ||

vimanasya tu sarvesdm prajipatyena manayet |

manayedvastu yanmanam dhanurmugfikarena ca ||

gramadindm na mandnam (ca sarvesam) manayettaddhanurgraham |

In the carriage and couch, [the sthapati] should cause to measure by means of

the kisku cubit. And of vimdna and all, he should cause to measure with

prijipatya. And he should cause to measure vistu with that measure [which is]

dhanurmugti cubit. Of villages etc. and all such, he should cause to measure
[with] dhanurgraha.

There is a genuine attempt here to specify the object for each kind of cubit. However,
the terms vimana and vastu, used to name the objects of the two middle cubits, admit a
certain fluidity in their meanings. Vimdna in general means any measured object, and
can denote conveyance, ﬂfing machine, building (specifically temple), and tower
above sanctum of temple.'” Similarly, vdstu, as already seen, means architecture in
general, including 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 only an
apparent one: for instance, the dhasurmusfi can be used to measure conveyances,
buildings as well as villages. If at all to eadorse this point, one of “exception,” the text

further states that the kigku also may “optionally” be used for the measurement of all

these objects (II, 58):

'** See Acharya, Dictionary of Hindu Architecture, “Vimina,” pp. 551-56.
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kiskuhastena yanmanam manayetdvi§vataste va fl

But he should optionally measure that measurement [already mentioned]

everywhere by the kiskuhasta (kisku cubit).'>
In Chapter IX, Gramalaksanam, “Description of Villages,” the text stipulates the basic
class or type of dandaka village as that fit for the habitation of Brﬁhman;s. Further
distinctions are made and their names specified in the dapdaka type based on several
criteria; 1) the particular state of life adopted by the Brahmapas inhabiting it (m aunin,
“silent anchorite,” yati, “hermit,” diksita, “initiated”); 2} location (river-b ank,
mountain-top and so on); and 3) number of inhabitants. After this rigorous taxonomic
exercise, the text states thus (IX, 124-125):

anyesam viprasamkhaisca yathestam nima [prajkalpayet ||

anyanyanuktam[ktdni] sarvesim fastramargena karayet |

Of all other [villages], and by the groups of Brahmanas, he should determine

[their] name according to [his] liking. Of all others that are not stated [here], he
should cause to do by way of $3stra. '

The first line contains the expression yathegfam, “according to [one’s] liking,” which

implies a freedom of choice in the process of naming.'™ The second line admits that all

1% The sentence is rather muddled grammaticaily, indicating, perhaps, the relative difficulty in expressing
statements of exception. Also interesting in this sentence is the presence of two adversative particles: tu, “but.” and
va, “or.” The latter also has the meanings of “as well as,” “optionally,” and “indeed.”

1% This usage yathestha, “according to [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):

tadyadhestapadam S$ilpi(§ilpl) grame ca parikalpayet |

The Silpin (artisan) should determine in the village that plot [-scheme] [which is] according to
[his] liking.

Regarding the location of temples outside the precincts of the village, the text states {v. 398):
evamantargatdndevin babirange yathecchayd ||

Thus [is stated the location of temples of] the gods within [the precincts of the village]; [those] in
the outer part, [the sthapati should locate] according to his desire.
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the specifics regarding the taxonomy of villages for Brahmanas is not exhausted here,
and directs the sthapati to deal with them “by way of §4stra.” The context of this usage
informs that §dstra is understood here at best in a loose and generic sense; the

specificity it alludes to on the surface is only a pretense.’

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):

atha paurapike grame samdigdhe vastu nirpayet ||

rakgito gramavinydsam(sah) §dstre yuktam vifesatah |
purdtanesu gramegsu devata cotsavarthakam ||

nirvastu yatra tatra syadvastunirpdyamigyate |
paurdnyam(nye) devatiharmyam sarvathd 'pi na kdrayet ||
tasmattadanusarena kuryatvastunirpayam |

Now, [when] in doubt, [the sthapati] should determine [the location of] buildings
[as done] in an ancient village. The preserved disposition of the village is
especially enjoined in the §astra. 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 too fragmentary to reconstruct a full picture of the context of discussion.
On the one hand, it seems to concern planning interventions in an already existing

village: its “expansion” while preserving the existing order (the third line instructs to

This oblique identification of the delineated and ordeced village as the “realm” of #4stra and its rules, and
the “outside” as that of one's personal apinions and likings, as well as the implicit privileging of the former over the
latter, are quite symptomatic of the §astraic mindset.

' Acharya translates the second line thus: “All those things which are not specified here should be made
according to the rules of the SZstra {i.e. local custom).” His interpretation of “rules of §sira” as “local custom” is
guite an arbitrary one: there is nothing in the line or the context itself that connotes even obliguely a geographically
based custom. On the other hand, to self-consciously found architectural theory (even its marginal, “unspecified”
aspects) an “custom,” thereby unsettling it from its metaphysical foundations, is a modern project which has its
origins in the writings of the seventeenth century French architect and thearist Claude Perrault. For a detailed
treatment of this topic, see Lily Chi, Aa Arbitrary Authority: Claude Perrault and the Idea of Caractére in Jacques-
Frangois Blondel and Germain Boffrand (Monireal: School of Architecture, McGill University, Ph. D. Dissertation,
1997). Acharya seems to be unwittingly under this modern influence in his translation.
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adopt the strategy of “infill”). On the other hand, the first line seems like an instruction
to the sthapati to turn to the object of the ancient (yet living) tradition of practice — that
is, an ancient village — when he is “in doubt” regarding some planning precept. In other
words, the object is included as a souvrce of §astraic instruction. The second line makes
a claim to this effect, that the domain of §3stra extends beyond rules to its object as
well." This may be understood as another, albeit indirect, way of acknowledging the

limits of §4stra 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);

vastuvdniyam(vastuvinyasamiti) jiatvohapohena yojayet |

[The sthapati], having known the [aforesaid rules for] disposition of buildings [in
the town], should, by fully considering the pros and cons, cause to enjoin [them].

The term Thapohais a compound of fha and apoha. The meaning of liha ranges from

“change, modification,” to “guess, conjecture,” “examination and determination” and

» 158

“{analogical) reasoning. Apoha derives from Vapoh, “to remove, dispel” and “to

" One detects a degree of historical consciousness in this account, no matter which of the two
interpretations is chosen. In his translation, Acharya magnifies this historical conscicusness far beyond its proper
limits:

Thereafter, in case of doubt, the disposition of buildings should be in accordance with the custom
obtaining in an ancient village; but the (future) expansion of the village shouid be (always) kept
{in mind): this is particularly enjoined in the Sastra (science of architecture); besides in ancient
villages gods 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) the disposition of houses (in proper guarters) is (specifically) wanted; in fact
in an ancient village a (permanent) temple of a2 god was not invariably built (as is the practice
now-a-days); therefore, in accordance with this criterion, the disposition of houses should be
carried out (Acharya, Architecture of MaAnasira, p. 90).

Terms such as (again), “custom” and “future expansion,” and the sharp contrast drawn between past and
present, old and new, all ring an unmistakably modern note, one that is alien to the context of the Manasara.

%8 Oha derives from Viih, “to note, mark, observe,” also “to guess” as well as “to reason, deliberate.”
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deny,” as well as “to reason by way of negating,” and means, in the opposite sense of
Oha, as “removal of doubt” and “negative reasoning.” The compound Ghapoha has the
overall sense of a “reasoned consideration” of all available options in a given situation.
Nevertheless, there exists 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 karma yadyastu svagrhe tvasa(gamoktavat ||

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 dgamoktavat, “that which is said in the (inherited) tradition in one’s

3

own house,” admits, again, a source of instruction outside the strict realm of $astraic

rules in the treatise. Nevertheless, even in this phrase, the term dgama, which has also

the meanings of “sacred text” as well as “theory,”™

is used, indicating that the
particular “tradition” (which may be interpreted as “practical wisdom”) that pertains to

the sthapati’'s household (guild) acquired through practice still falls within the overall

framework of “theory.”

In Chapter XIX, Ekatalavidhanam, “Planning of Single Story [Building},” towards the

end, there occurs this verse (XIX, 258):

159 Agama in this sense is undersicod as synonymous to §dstrz. Its basic meanings are “arrival,” and also

“acquisition, accumulation.” Acharya translates dgama as “custom.”
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ekabhimim kuryaddadhikam copapidha(dham) rucirartham samyutam |

[The sthapati] should make [an] additional socle jointly [with] the single-story
[building], for the sake of appearance (beauty).

The root verb of rucira is Vruc, “to shine, look beautiful”; the verbal noun ruci means
“splendor, appearance, beauty,” and also “taste, relish.”'® The norm for the single-
story building is to provide one socle; however, the text allows the option of an

additional socle if it is deemed “beautiful” or “tasteful.”'®

These statements of exception are mentioned usually towards the very end of a chapter
which may be seen as a “spatial” means employed by tﬁe text to denote the limits of
theory. In any chapter, first, the rules pertaining to the topic of discussion in that
chapter is rigorously laid out; then a series of good effects (such as longevity and
prosperity) when the rules are followed, are arrayed. Following this, admonitions of
dire consequences (loss of wealth and health, even death and destruction) if the rules
are not followed are stated. This same general structure obtains to a certain degreé in
the chapterization of the treatise as well: the admonitions coalesce into a whole chapter
— the penultimate chapter — titled Angadiisapavidhanam, “Rule [in case of] Defective
Limbs.” This chapter lists a series of defects in proporticn (which result from not

following the rules) in the component parts of the temple and the image, and their

'%0 Rucira is adjectival; in the sirict grammatical sense, the phrase should contain the noun ruci and not the
adjective rucira. The phrase would then read rucirartham instead of racirdrtham.

' By virtue of these meanings of the term rucira, this statement capiures well a faint heartbeat of
“modernity” within the tradition of vadstusdstra; it recalls the seventeenth and eighteenth century Ewropean
discussions in architectural theory around notions of beauty {positive and arbitrary}, custom and taste.

On another occasion (Chapter LXV, 181), in the context of measurement of images, the text allows the
freedom to increase or decrease the measurement of the limbs by one part, “for the sake of splendor.” The phrase
used here is Sobhartham. The noun Sobha (deriving from Véubh, “to shine”) is synonymous to ruci in the sense of
“splendor, brilliance,” but lacks the latter’'s sense of “taste.”
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corresponding ill-effects. The Manasara does not explicitly mention aay ritual of
atonement for these defects some of which at least, despite the vigilance of the
sthapati, are inevitable in the course of construction. However, it is impossible to
imagine in actual practice the completion of a building without such aritual. 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 rituals of consecration and installation of finials, the sthapaka 60nducts “o..a
purification according to the rule and with the aid of rites such as sacrifice . . e
Dagens comments on this ritual thus: “By these rites the sthipaka atones for all faults

in construction work, of which the consequences may be very important.”'s

All the above expositions evince that contrary to the conclusions from a precursory and
merely formal reading of the text, the dialectic between description and prescription
was very much alive in the repertoire of rules that constitute vastuéastra. From this, it
follows that the nature of vastu&dstra as recorded in treatises such as the Manasdra 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 to positively mediate between priestly and artistic traditions of practice.”'®

' Mayamata XVIII, 199 {trans. Dagens).

' Mayamatam: Treatise on Housing, Architecture and Iconography, p. 301, note 82.

1 Maxwell, « Silpa versus Sastra” in Dallapiccala, ed. Shastric Traditions in Indian Art, p. 11. This is also
George's conclusion: “Texts thus may be seen as intermediaries between Brahmanical and architectural
comamunities” (George, Construing Coastructs, p. 240).
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 PRAYOGA, “Practice”



Chapter 3: “TECHNOLOGY,” OR THE HORIZON OF CRAFT

2) PRACTICE AS APPLICATION OF THEORY

The notion of §astra as a priori leads to the understanding of its object prayoga,
“practice,” as “application” of §astraic rules in the realm of action. When taken én its
own, this understanding would lead to the conclusion that practice is a deontological
(that is, merely rule-obeying) activity. As mentioned in the Introduction, this non-
accordance of a full ontological status to prayoga in §astraic discourse manifests itself
in the scarcity of compounds ending with the word prayoga as counterparts to those
ending with §astra. Vastusistrais the “theory or science of architecture”; its object 1s
simply .Vﬁstu, “architecture,” and not vastuprayoga. Viewed from the angle of practice,
vasty, “architecture,” in naming the object of vastusdstra remains too generic a term to
sufficiently signify the procedures, skills and techniques involved in the actual process
of making. Even the definition of vdstu given by the Manasara, as objects of human
artifice (buildings, furniture and so on), falls short of such a signification. A term that
meets this specific criterion of signifying the skills and techniques of architectural
making is vastuvidya. The word vidya derives from Vvid, “to kaow, and signifies, first
and foremost, knowledge that is intellectual and spiritual (knowledge of the Vedas,
metaphysics aﬁd fogic, as well as self-knowledge). However, vidyd also signifies
knowledge that pertains to the practical arts and sciences (agriculture, medicine, and so

on). The latter kind of knowledge includes the sense of “technical skill” a me aning
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that is absent in the semantic horizon of the word §dstra.’ Thus, Wifh vidya having both
the senses of intellectual (scientific and philosophical) and practical (technical)
knowledge, the term vastuvidya denotes traditional architecture in both its theoretical
and practical aspects. A striking precedent of this term in traditional discourse is found
in the pre-§astraic text, Vastusiira Upanigad. This text states explicitly in the opening
passage that its content is vastusthipakavidya, “science of erection of vastu.” Vasty, in
the context of this text is restricted to pillar (as axis mundi); vidya 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
éastraic epistemology during the classical and medieval period, the term vidya and its
sense as technique were relegated to the periphery of textual discourse of architecture.
The emphasis on the “what” of architecture in traditional §astraic discourse was
effected, to a great degree, at the expense of an interest in the “how.” In order 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, [ undertake this project, by conducting a theoretical reflection
on the nature of traditional practice. This reflection seeks to make explicit the latent
discourse of vidyd within the overall aegis of §@stra; hence the title of the chapter as
“Technology.” The following discussion covers the two aspects of practice that are
bracketed by the text: 1) the application of §astraic concepts and rules of measurement,
proportion, and typology; and 2) the science of materials, its general principles, and

their application.

! Monier-Williams notices that Vvid in its infinitive vettum has the sense of “to know how to” {(Monier-
Williams, A Sanskrit-English Diciiopary [Rpt., Delhi: Motilal Banarsidass, 1995]. p. 963).
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1. Sasiraic Rule and Practical Application

The constitution of units and systems as mdnopakarana, conceptual tools of
architectural and iconographic measurement, has already been discussed in the
previous chapter. The system with paramdapu, atom, as the smallest unit and rajju,
rope, as the largest, is applied in architectural measurement. The text stipulates four
kinds of cubits, kisku, prdjapatya, dhanurmusti and dhagurgraha, and their respective

applications in the measurement of conveyances and couches, buildings and villages.”

Similarly, the schemes of tdlamana, iconometry, from dasatala, ten-span, to dvitdla,
two-span, having the further distinctions of uttama, higest, madhyama, intermediate,
and adhama, lowest, find their particular application in iconography. The uttama
dasarala, highest ten-span, scheme is applied in measuring the images, both stationary
and movable, of the triad of Brahma, Vigpu and Siva,’ and even of Jain and Buddhist
images.* The madhyama dasatdla, intermediate ten-span, scheme is applied to the
female consorts of the male deities such as LaksmT (who is the consort of Vispu).” The
seven mother goddesses are measured in the navatala, nine-span, scheme.® With regard
to the images of the seven sages, the seven-span scheme is used to measure Agastya,

eight-span for Kadyapa and Bhrgu, and the nine-span scheme for the others (Vasistha,

* Manasdrall, 54-57.

* MénasdraLl, 91-94.

¢ MéanasdraLV, 89 and LVI, 17 respectively.

® Manasgra LIV, 73. The text omits the specification madhyama, intermediate, to the ten-span scheme
while mentioning the measurement of SaviuT and Sarasvarl, the female consorts of Brabma, and Gawd, wha is
Siva's consort, (LIV, 37 and 112). But it can be safely assumed that madhyama is intended bere since vitama,
highest, is reserved to images of male deities.

¢ Manasra LIV, 128.
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Bhargava, Viévamitra and Bharadvdja).’ Similarly, regards the images of the four
classes of devotees, the largest nine t3/a scheme is used to measure the silokya, the
smallest ten tdla for samipya, the intermediate ten tala for sariipya, and the highést ten
tala scheme for the sayijya class.” The measurements of animals that are “vehicles” of

the deities are made in smaller t3la schemes.’

The ayiddi sadvarga, as discussed already, is a theoretical concept of instrumental value
in the generation and verification of measurements of architectural objects. The text
specifies its application in arriving at the right measurement of villages and of
buildings.” In iconography, it is similarly applied to verify measurements (principally

height) of the §ivalinga, and of images in general."!

Application of the geometrical tool of padavinyasa, 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 well as with conduct of rituals. With regards to
village-planning, the text states that the sthandila, candita or paramaayika scheme (of
forty-nine, sixty-four and eighty-one plots respectively) may be employed.” In the rite
of bali, sacrifice, conducted on the site, the mandika (sixty-four plots) or paramadayika

is to be employed.” The layout of the building is conducted by means of the ritual

" Manasira LV, 4-6.

8 Manasira 1IN, 9-12. Itis significant to notice that the highest ten tala scheme is vsed to measure bath
the siyijya class of devotees as well as the triad of male deiries, Brahmi, Vispu and Siva. This is the iconographic
expression of the highest Saiva Siddhinta ideal — that of the devatee “becoming” Siva.

® For instance, the swan, the vehicle of Brahm3, is measured in the two tdla scheme (LX, 6).

** Manasdral¥, 63-67, and XXX, 168-176 respectively.

" Mznasdra LI, 345-350, and LXIV, 88-89 respectively. The application of Zyadi sadvarga is mentioned
separately also in the measurement of the image of garuda, eagle, which is the vehicle of Vignu (LXI, 29-42).

2 ManasdraI¥X, 166-169.

B Manasira VIII, 3-4.
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marking of the plots in the excavated foundation pit; here the upapitha (twenty-five
plots) or paramadayika may be used. Whenever a pavilion is made for the conduct of a
spécific ritual associated with construction (for instance, erection of column, erection of
pinnacle, chiseling the eyes of the image), the plots are marked on the floor of the
pavilion. In these instances, the application of the scheme is more ritualistic than
practical. Thus, in the ritual of erection of columan, the pavilion-floor is marked with
candita and sthandila schemes'™; in the erection of pianacle, either sthapdila or
upapitha is used’; in the ceremony of inauguration of a house, both sthandila and
upapitha are to be marked on the floor of the pavilion.® In the ritual of chiseling the
eye of the image, the pavilion-floor is marked with either sthapdila or pitha (nine plots)

schemes,"” and the altar thereupon with either upapitha or pitha.'®

The application of vdstuprakaranpa, typological matrix of architectural objects, lies in
assigning particular types to particular situations and requirements. For instance,
among the eight types of villages mentioned, the first four (dandaka, sarvatobhadra,
nandyavarta and padmaka) are selected for settlements of Brahmanas. The secﬁnd and
third may be chosen for temple-towns as well. The swastika type is assigned to capital
cities, karmuka for settlements of VaiSya, merchant, and caturmukha for Stdra,

servant, classes respectively.”

" Manasdra XV, 382-385.

Y Manasira XVIII, 344-345.

'* Manasara XXXVII, 25, 29.

7 Manasira 1L.XX, 29-30.

'® Manasdra LXX, 36. It is seen that among the thirty-two schemes, only a few are chosen for application.

The rationale behind this selection as well as behind the choices accorded between them are difficult to discern; the
text does not provide any.

Y Manasara X, 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 is
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, Stambhalaksana, “Description of Column,” the text dedicates a section
titled darusamgrahana, for a discussion of the properties of wood and procedures of its
collection. Acharya translates dirusampgrahapa simply as “collection of wood.”
Samgrahana means not only “gathering” but also “grasping” in the sense of
understanding. The prefix sam which has the sense of “together,” when added to the
Verb‘ root Vgrah, “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 forest as well as a

perceptual grasp of the properties of various kinds of timber.”

* It must be noted that during the raedieval milleanium, all across the subcontinent {except certain regions
such as Kashmir in the extreme north, and Kerala in the south-west, which is adjacent to the Tamil country), the
predominant material for temple-building was stone and not wood. The reason, then, that this section on the science
of woad is included in the text may be understood as either artempring a synchronic pan-Indian (or, at least, a pan-
Dravidian) universality, or diachronic pan-historical universality, or both. In the former case, it would include 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 to stone. As Walter Ong notes, the manuscript tradition is
primarily an “additive” rather than “editive” one.
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Characteristic of the “science” of timber is the basic three-fold classification of trees, as
male, female and neuter. The female tree, also called chdydvrksa, “shady tree,” is that
which has a pleasant form with a thick base that tapers towards the top, has no
sprouting horn, 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 uniform trunk-
width from base to top and no branches, and which also gives a cool and pleasant
shade. A tree is neuter when its trunk is thinner at the base than at the top and
therefore is difficult to be erected upright, has many shoots and branches that are

twisted, has cuts and perforations, and is usna, “hot,” that is, without shade

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 load-bearing supports (that is,
columns); 2) beams and planks, that is, for horizontal spanning; and 3) vertical props
and poles.”” 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 in a building.

* Manasara XV, 314-322.

2 Manasara XV, 348-359. These lists are as follows. Trees whose timber is suitable for main load-
bearing columns are: dhlimaka, (smoky-tree) ksinipf (“milky-tree”), khddira and khadira {Acacia Catechu), §3ka
{(Ocinum Sanctum), pimba (Azadirachta Indica), fami (Mimosa Suma), §5kha (literally, “branch”), and myga (“deer-
tree”). Thaose whose timber is used as planks and beams are: khadira (Acacia Catechu), kgtimaia (Cassia Fistula),
vyaghraka (“tiger-tree”), Zcchadana (fiterally, “covering”), myga, driksZ {grape-vine), $2kha, rudra (vine) and
jambuka (rose apple tree). The third list comprises kera (coconut tree), vepu (bambon), tdla {palmyra), mauni
(“silent tree™), kimSuka {Butea Frondosa), piga (Areca Catechu), pugkala (literally, “abundant”), amalaka (Emblica
Officinalis), kim&iri (probably kimkiri, Flacourtia Sapida), farita (Myrobalan), and saptaparpa (Alstonia Scholaris).
Tamarind, sandal and red sandal, which could be used for all purposes, complete the list of trees that may be used in
temples and human dwellings.

Both the Latin nomenclature and English names in the above lists are given by Acharya in his translation
of these verses (Acharya, Architecture of Manasara, p. 170). He mentions that mauni, “silent,” trees include Agati
Grandifiora, Buchanania, Latifolia, Brutea Frondosa, Terminalia Catappa, Artemisia Indica and the mango tree
{Ibid., Note 1).
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The text stipulates that the collection of wood be carried out at an auspicious
conjunctidn during the southern or northern Zyana, solstice, or during the four mosnths
beginning with Magha (January-February), during the waning phase of the moon. It
then gives a long list of good and bad omens that the sthapati and his retinue must be
aware of while pmceeding to the forest, so that the bad ones may be 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 givén in terms of auspiciousness and inauspiciousness. If the hewn tree falls
towards south, west, north-east or south-west, it is auspicious; if it falls in the other four
directions, it is inauspicious. When felled, a tree must “jump” upwards before coming
to rest; it must also not fall upon other trees. It is inauspicious if these two conditions
are not met. Finally, it is auspicious if an elephant, bull or horse roars 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

wood.”?

The “application” of the science of wood is treated in Chapter XVIL,
Sandhikarmavidhdanam, “Prescriptions for Making Joints.” Here the text lists eight
types of wood-joinery based on the number of pieces that are joined, and describes

them in detail” The main “scientific” principle to be observed in wood-joinery is

¥ Mapasara XV, 323-339.

¥ Manasdra XVIL, 7-18. They are: 1) maliabandha; 1) brahmardja; 3) vepuparva, 4) pigaparva; 3)
devasandhi, 6) rsisandhi; 7) isuparva; and 8) dapdika. The terms bandha, samdhi, and parva are synonymous and
mean “knot, joint,” etc. Regarding these joints, Acharya comments:
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regarding the gender-compatibility of the component pieces. Wood that is male and
female may be joined to the same or epposite gender. Thus, male-male, male-female,
and female-female joints are allowed. Neither male nor female should ever be joined
to neuter.” There is also the stipulation that when making columns out of tree-trunks,
the base and capital of thé column must correspond to the base and top of the trunk, and

its shaft to the middle portion of the trunk.*

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 include those of measurement (cubit-scale, rod and rope), that of site-
preparation (plough), and that of orientation (gnomon). The wood listed as appropriate
for making the cubit-scale are samf (Acacia Suma), §4ka (Ocinum Sanctum), cdpa,
“bow-tree,” khadira (Acacia Catechu), tamalaka (Xanthochymus Pictorius), ksirind,
“milk-tree” (Mimusops Kanki), and tindinf, Tamarind. The wood is kept immersed in
water for three months, then taken out and hewn by the taksaka, carpenter, into a piece
one cubit in fength and with a rectangular section measuring one angula by half

angula’ This is the kigku, cubit-scale. The danda, rod, is made out of the smooth,

The general shapes of these joints are indicated by their names: the first one would look like
(two) wrestlers wrestling against each other; the second one would have four heads like the four-
headed deity, the third indicates the bamboo joints; the fourth is like the areca or betel-nut joints;
the fifth is called divine and made of seven pieces of timber; while the sixth is called sagely and
formed of eight pieces; the seventh is arrow-shaped, and the eighth would have many joints
(Acharya, Architecture of Manasara, p. 188, note 1).

The “scientific” principles of wood-joinery derive not only from the properties of wood, but also from the
philosophic, astronomical and medical connotations contained in the rich semantic horizon of the term sandhi (see
Bettina Batimer, “Sandhi,” in Baiimer, ed., Kaldtattvakosa: A Lexicon of Fundamental Coacepts of the Indian Arts,
Vol. I: Concepts of Space and Time, Kapila Vatsyayan, gen. ed. [New Delhi: Indira Gandhi National Centre for the
Arts & Delhi: Motilal Banarsidass Publishers, 1992], pp. 275-302).

¥ Manasira XV, 24-26.

* Manasira XV, 360-361.

¥ Manasarall, 59-63.
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unbent, unbroken and non-porous stem of kramuka, betel-aut tree, or venuy, bamboo.
The rajfu, rope, may be made out of coconut fibre, kufa grass (Poa Cynosuroides), bark
of banyan tree, silk cotton, thread of kimSuka (Butea Frondosa), bark of the palm tree,
ketaka (Pandanus Odoratissimus) or any other suitable bark.”. The rope must be free of
knots; it is stipulated as made of three interwoven strands for measuring temples and
dwellings of Brahmanas and Ksatriyas, two strands for houses of Vaidyas, and single

strand for houses of Stidras.*

The plough for the furrowing of site is made from the wood of bandhura, babul tree,
khadira (Acacia Catechu), nimba (Azadirachta Indica), saraJa (Pinus Longifolia), or of
trees that are saraktaksiripi, 1itera11y, “with blood and milk”.*" The gnomon is made out
of krtamala (Cassia Fistula), famf, candana (sandal or Sirium Myrtifolium),
raktacandana, red sandal (Caesalpina Sappan), khadira, tinduka (Diosphyros
Embryopteris), ksfripf, “milk-tree” (Mimusops Kanki) or subha-danta, “tooth-tree.”
The wooden pegs that mark the corners while measuring and delineating the site are
made from khadira, adimeda (literally, “fattened, thick”), madhika (Bassia Latifolia),

milk-tree (Mimusops Kanki) or other saravrksa, “pithy trees.””

B Manasirall, 66-67.

*® Manasdrall, 69-71. The Latin names are from Acharya’s translation (Architecture of Minasara, p. 9).
¥ Manasarall, 73-74.

3 Mianasira V, 56-57.

2 Manasara V1, 10-12.

3 Manasara V1, 108-110.
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i) Stone

The discussion of the properties of stone and the procedure of quarrying it occurs in an
iconographic context, in Chapter LII, Lingavidhanam, “Composition of linga.” What is
elaborated as the “science” of stone is, thus, in connection with the specific
iconographic object, §ivaliniga. Given the affiliation of the Manasarato Saivism, this is
the most important iconographic object. Even though this science of stone is discussed
in the context of the §ivalinga, 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 is stated in the following verse (LII,
200):

prabhitam ca sthitam sarvam prithvyakasayatam tatha |

All {stones] that are arvisen and erected are extended, thus, towards earth and
sky. '

The verb avyam not only means “to stretch, extend,” but also “to procure, keep, hold
in.” Thus, a stone “stretches” from earth to sky; it also “holds in” the two. Here,
“stone” is identified with the §valiniga 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 prabhilta, arisen (that is, “natural”), and sthita, erected (or “man-made”), which
are the two basic classes of §valiriga, denotes this identification. Thus, the

foundational principle of the “science” of stone is the &ivalinga 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

&valinga.

The first step in this process is to a.scertain the base and head of a stone as it is found
tying on the ground. The direction in which stones lie is an important feature which
plays a role 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 is circular in shape; it produces
the sound of bell-metal. The text omits the detail 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.” 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
buffalo is vrksa, “tree-stone.”” Regarding the application of the classes of stones, the
text stipulates that male stones are to be used for the linga, shaft, and female for its

yoni, pedestal. Male stones are also used to sculpt images of male deities, and female

% MAnasara LI, 198-211. A little later, in v. 271, the text states that one part of a female stone should be
kalita, “low-sounding,” and, again, in v. 272, that the neuter sione should have siksmadasta, “minute teeth-marks.”
* Manasara1L11,212-213. Following this are two cryptic statements (214-215):
plirvoktadhvanl (kedrdhind) nidam ydvand ca $ila bhavet |
§ildsarvesu vritam ca §ilicchd [lim] vivardhayet |}

And the sound as said before {when produced], the stone should be yavana. Among all stones,

circle (circular stone called §4/7?) should be made to increase.
The Sanskrit verses are grammatically and lexicaily unsound and therefore difficult to translate; Acharya’s
emendation and traaslation are also unconvincing. The tecm yavand literally means “pertaining or belonging to the

Greek (or any foreigner)” and also “mixing, mingling.” Here it scems to be used in the fater sense: stone of mixed
properties,
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stones for images of female deities. Neuter stones are not used in iconogrgphy (because
there are no beings, divine, human or animal that are “neuter”), but in the construction
of buildings.> Stones to be avoided are those covered by leaves, burnt 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 blue are the preferred ones for the &valinga; also
preferred is that stone which is “as if wrought with gold lines.””” In the journey to the
forest to quarry the stone, the omens to look out for are the same as those meationed in
connection with gathering of wood. In the quarry, the sthapaka makes the first ritual cut;

the workers then split the stone and carry it to the work-site.

Chapter LXVIII titled Madhucchistavidhanam, “Prescriptions for [casting the image in]
Wax,” is an attempt to outline the process of making images in metal using a wax cast.
However, the information contained therein is rather scattered and fragmentary, which
evinces either a lack of familiarity or a certain lack of interest {or both) with regard to

both the procedures of metal-work and the principles of the science of metaltorgy.”

The above account is a further demonstration of the §astraic claim of the priority of

theory aver practice. Even vidya, as “technology,” is seen here to be simply serving as

* Manasdra LI1, 216-218.

¥ Mansara LII, 273-274. These §ivalinga and images are for installation in the temple and public worship.
Elsewhere, the text stipulates stones of white, red, yellow and black colors respectively for making Sivalinga and
other images for use in private worship by the Brahmana, Ksatriya, VaiSya and SuUdra classes. However, it also
allows the provision that black-colorad stone is suvitable for all four (LII, 219-222): another example of exception to
rules.

* It must be remembered that the artistic patronage of the Colas produced in the region, exquisite bronze
images of the deities. Modern studies on these bronzes (for instance, O. C. Ganguly, South Indian Bronzes: 4
Historical Survey of South Indian Sculpture with Icoaographical Notes based on Original Sources [Calcutta:
Nababharat Publishers, Revised and Enlarged Second Edition, 1978; Douglas Barret, Early Cola Bronzes [Bombay:
Bhiulabhai Memorial Institute, 1975; and Vidya Deheiia, The Art of the Imperial Cholas [New York: Columbia
University Press, 19901) all focus on iconographic features and artistic merit rather than techniques of casting the
image employed by the artisans.
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handmaid to the §astraic claim. 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 dialectic within theory itself may modify the relationship between
theory and practice. In order to complete the picture, it is, therefore, necessary to so

extend the investigation as to focus on the process of making itself.

b) MAKING

kamalajahariharadidevatdnam ca sarvam ||
vidhimiha sakalarOpam caksurunpmilanam ca |
krtimiti cakhilamuktam manasiram puranaih ||
Manasara LXX, 112-114.
All forms and opening the eyes of gods such as the lotus-born (Brahma), Hari

(Visnpu) and Hara (Siva), and all rule [ ] making and everything [is] thus said
here [in the] Manasdra by the ancients.

The above verses occur towards the end of the final chapter of the treatise, and exude a
certain conclusory tone. Owing to several inconsistencies in their grammatical
composition (which Acharya has left without emendation), these verses do not yield a

cogent translation.” Despite this difficulty, they still yield important insights into the

** Presenting a problem in particular is the declension of the terms vidhi, rule, and krti, making (a verbal
noun deriving from vkr, “to do”). In light of the fact that the sentence is in the passive vaice, the declension of the
pair vidhi and kyti in the accusative case is 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 declined in the
nominative case. The specific task is to figure out the relationship between the two words within the larger semantic
context of the sentence. The fact that both are found to be declined in the same case points to an appositional
relationship between the two, and may suggest that both be emended to declension in the nominative case.
However, this poses semantic difficulties: the translation would read “. . . rule, making and everything [is] said . .~
A dative relationship between the two is what probably makes maost sense in the transiation and the larger semantic
context of the sentence: kyraye vidhi, “rule for making.” However, even after the necessary emendations (vidhi from
accusative to nominative case, and krf from accusative to dative case) this reading reguires leaping over the
difficulty posed by the word-arder in the present composition of the verse: vidhi and &rti are placed guite far from
each other. In his translation of these verses Acharya deftly maneuvers around these problems by completely and
deliberately ignoring the word krti in his translation: “The rules of chiseling all sorts of eyes of the lotus-born
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relationship between theory and practice. After having elaborated 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 rules written down in the text
and making. The priority and binding nature of the rules is stressed: the invocation of
“the ancients” as authority is made to this effect. However, the presence of the word
krti, “making,” and also “[literary] composition,” as well as the blank left in the text
with regard to the relationship between vidhi 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 sakalariipa, compounded from sakala, “complete,” and riipa, “form.” Simply
translated, the compound has the innocuous meaning, “all forms.” In the theological
scheme of divine immanence of Saiva Siddhanta, sakala is the avastha, state, of
becoming in which the divine first assumes .nominal attributes and then gradually
assumes riipa, manifest form. This is in contrast to nigkala, the state of being of the
divine, without name, form or attributes.” The implication of the above statement then
could well be this: the manifestation of the divine made complete by the ceremony of
“opening” the eye of the image (literally by the actual chiseling, which is qualified in
the text as “writing”) is effected in a figurative sense also in writing the rules for it (that
is, compiling the treatise). Writing the treatise is a “making” just as making the temple
and image is a “writing.” This reciprocal identification between “making” and

“writing” discreetly accedes to the primacy of a perceptual “texturality” that antecedes

Brahma, Hari (Vignu), Hara (Siva) and all other gods are stated in detail in this Manasira as prescribed by the
ancients” (Acharya, Architecture of Manasara, p. 647).

“ M. Dhavamony, Love of God According to Saiva Siddhanta (Oxford: Clarendon Press, 1971), pp. 209-11,
226-28. Correspondingly, sakaia is a state of being in the world of the self as well: “the empirical and the
_ transmigratory existence.” This is distinct from kevaia, “the pre-empirical isolation,” and uddha, “supra-empirical
state” (see K. Sivaraman, Saivism in Philosophical Perspective [Varanasi: Matilal Banarsidass, 1973], pp. 290-91).

200



and encompasses both “orality” and “textuality,” as the original religious sease and

inspiration of sacred architecture.”

After the “theoretical” intervention of §astraic
textuality in the process of making, this subtle mode of reciprocity “describes” the
hermeneutical circle between “texture” and “text,” and around orality, which is the
aspect that mediates between the two. It is this hermeneutical circle that resists the
treatise itself from being understood as a mere “manuval.” The same dynamic
reciprocity also safeguards the temple from a reductive, deconstructionist, reading as
“mere text.” Within the grand project of sacred architecture to establish permanence
over transience through a monumental “spatialization of time” in the temple, this

reciprocity effected also a reverse “temporalization of space” by means of iterative

ritual (during and after construction) that includes orality as a fundamental element in

its constitution.

Before attempting to trace the specific contours of the reciprocal identity between
making and writing within the vastusastra of the Manasara, it is necessary to explore, if
only cursorily, the foundational metaphysical principles that facilitate such an identity

at the levels of their origin and historical development.

“ 1 have taken the license to coin the neclogism “texturality,” derived from “texture.” It captures the
dimension of the “materiality” of writing in an intense sort of way, especially as it relates ro orality and textuality.

The relationship between “text” and “textore” and the primacy of the latter over the former are attested in
a literal sort of way in the practice of epigraphy — inscription on walls of temples and pedestals of columas and
images — by the builders and iconographers, The permanence of the medium and the relatively weak presence of
orality coniributes to a stronger sense of history and personal ideatity in this practice than in the writing of
manuscripts. Builders and iconographers inscribed historical facts regarding construction of temples such as date,
royal patronage, land-grant order, and so om, on the walls of temples. Often, they inscribed their personal
“signatures” (that is, name, lineage, and in some cases short self-eulogies) as well, on walls and pedestals of
columns (for these, see Acharya, A Dictionary of Hindu Architecture. Manasara Series No. 1 [Delbi: Low Price
Publications, 1995], Appendix II, “A List of Histarical Architects with Short Notes on their Works”). For a polemic
against orientalist and nationalist conceptians of the problem of history in India constructed upon the foundations of
philology, archaeology and even epigraphy, see Daud Ali, “Royal Eulogy as World History: Rethinking Copper-
plate Inscriptions in Cdla India,” in Ronald Inden, Jonathan Walters & Daud Ali, Querying the Medieval: Texts and
the History of Praciices in South Asia (Oxford: Oxford University Press, 2000).



3. Divine Name and Divine Form

The famous Purusa Sikta, Hymn of the Cosmic Man, of the Rgveda (X, 90) is a pithy
sjmopsis of Vedic cosmogonic speculations. According to this hymn, the gods created
the world by sacrificing purusa, the primeval Man. Out of the dismembered body of
puruga arose the cosmos, its various cosstituents and their underlying order.” This
creation hymn together with others from the same Rgveda articulated in.mythopoetic
form and mode Vedic man’s religious impulse rooted in perception of natural
phenomena, his deification of and obeisance to them. However, the seeds of
metaphysics — a quest for the unmanifested — were already present in these ponderings
on the problem of origins.® In such a perceptive and speculative “wrestle” with the
phenomenal and transcendental realms, the idea of cosmogony as from the body of the
purusa enabled the Vedic man to muse of all that is manifest as “. . . His Form that is

everywhere to be seen.”®

* Rgveda X, 90, “The Purusasiikra” {trans. R. T. H. Griffith):
When they divided Purusa, how many partions did they make? What do they call his mouth, his
arms? What do they call his thighs and feet?
The Brabmin was his mouth, of both his arms was the Rajanya made. His thighs became the
Vaifya, from his feet the Stdra was produced.
The mocon was gendered from his mind, and from his eye, the sun had birth; Indra and Agni from
his mouth were born, and VAyu from his breath.
Forth from his navel come mid-air, the sky was fashioned from his head; earth from his feet. and
from his ear, the regions. Thus they formed the worlds.
® Por instance, the refrain, “Who is the god whom we should worship with the oblation?” in the creation
hymn of the Hirapyagarbha, Golden Embryo (Rgveda X, 121) reflects this speculative spirit. Also the idea of
“nothing” or “non-existence” is 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 . . 7 (trans. Wendy Doniger
O’Flaberty, in The Rig Veda: An Anthology [New Delbi: Penguin Books, 19817).
“Rgve(ia. VI, 47.18 (Trans. Bettina Baiimer, in Balimer, ed., Ripa Pratiriipa: Alice Boner Commemoration
Volume [Delhi: Biblia Impex Private Limited, 1982]):
riipamripam pratiriipc babhiiva
tadasya rilpam praticaksapiya |

He became the original Form of every form.
It is His Form that is everywhere to be seen.
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In the Vedic period in India, among the followers of the Rk, Yajur and Sama YVedic
traditions, the cult of the fire-sacrifice was prevalent. Offered primarily to 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 order 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-sécrifice. The fire-altar was constructed of bricks (usually one
thousand in number) based on tﬁe measurement unit angula, finger-breadth, at a
cardinally oriented site and at the occasion of an auspicious astrological conjunction.
The body was copiously employed both concretely and symbolically in the making of
the altar: the altar was considered to embody purusa; the measurement unit of the altar,
angula, was derived from the body of the sacrificer (that is, patron).” 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.*

The structuring of ritual procedures and conduct of the fire-sacrifice in order to ensure

its efficacy resulted in the birth of the quasi-sciences of vedanga, “limbs of Veda.”

* For a detailed discussion of the making of fire-altars, see Fritz Staal, Agni: The Vedic Ritual of the Fire
Altar, 2 Vals. (Berkeley: Asian Humanities Press, 1983). Volume I contains a comprehensive documesntation of the
event of the fire-sacrifice held in Kerala in 1975. Also see Patrick A. George, Construing Constructs: A study of
North Indian temple design and construction (Philadelphia: University of Pennsylvania, Ph. D. Dissertation, 1994),
pp. 55-62.

 The ephemerality of the altar is further emphasized in the fact that “after having constructed [it] three
times out of bricks, the sacrificer constructed it [entirely] out of mantras, or sacred spoken verses, with each mantra
representing an individual brick” (Alexander Seidenberg’s observation based on Baudhdyana Sulbasfitra 2. 82;
quoted in George, Construing Constructs, p. 64).
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These were sii in number: 1) §iksa, phonetics; 2) kalpa, ritual; 3) vydkarana, grammar,
4) nirukta, etymology; 5) chanda, metrics; and 6) jyotisa, astrology. Asis 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 sbira. This epithet followed the
form and content of the works: the vedarnga literature contained descriptions of already
existing practices and principles governing them in aphoristic form.*’ Within the branch
of kalpa, ritual, is included the science of Sulva, “geometry.”® The Sulvasilira texts,
which describe the principles of geometry and mensuration that are engaged in making
the fire-altar, thus also belong to the genre of sitra texts.” This set of abstracted
principles of geometry were derived a posteriori from perceptual knowing in actual
practice.® However, the vefy 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.” The birth of §astraic intentionality lay in this transformation of

47 See Sheldon Pollock, *“The Theary of Practice and the Practice of Theory in the Indian Intellectual
History” in Journal of American Orental Studies (No. 3 [105], 1985), p. 503.
** Regarding the etymalogy and semantics of ufva, Bibhutibhusan Datta states thus:
The word . . . ulva is derived from the root . . . V§ulv meaning ‘to measure’ and hence its
etymological significance is ‘measuring’ or ‘act of measurement.” From that it came to denote ‘a
thing measured’ and consequently ‘a line {(or surface)’ as well as ‘an instrument of measurement’
or ‘the unit of measurement.’ Thus the terms Sulva or rajju have four meanings: 1) mensuration:
the act 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 (Datta, The
Science of the Sulba: A Study in Early Hindu Geometry [Calcuita: University of Caloutta, 1932],
p. 8}
* Principal among these are the Baudhiyana, Apastambha, Katyiyana and Manava Sulvasitras (Ibid.,
Chapter I, “Suiba,” pp. 1-7).
* See A. Seidenberg, “The Geometry of the Vedic Rituals” in Staal, ed., 4gni: The Vedic Ritual of the
Fire Altar, Vol. II, pp. 95-126; and also Seidenberg, “The Ritual Origin of Geometry,” in Archive for the History of
the Exact Sciences, No. 1, 1960-62, pp. 497-498.
 This echoes Pollock’s general abservation: “Any such recording of cultural data may have the effect,
perhaps a natural and inevitable effect, of establishing authoritative principles” (Pollock, “The Theory of Practice,”
p. 503).
Datta uses the term “postulate” in the sense synonymous to “axiom” for the principles of geometry
enunciated by the Sulvasitras that are tacitly assumed to be true by their authors. He goes on to say that
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5552

“descriptive catalogue to prescriptive system,”” primarily in order to warrant the

efficacy of sacrifice. In these aphoristic rules are found the rudiments of vastusdsira.

The development in Indian religiosity subsequent to early Vedic exoteric ritual activity
and its rules was the more esoteric, (pre-systematic) speculative, thought of the
" Upanisads. Following Upanisadic speculations, the ephemeral union of the
transcendent and phenomenal, once concurrent with participation in the propitious
event of the fire-sacrifice, began to retreat from the realm of corporeal experience to
that of cognition and contemplation. Such a “gnostic” turn had the effect of a sapient
endorsement of §astraic inteationality by the Upanisadic sages.™ It provided the
inspiration and impetus behind the prolific “theorizing” of all cultural practice to
normative ends, drawing from the “hard data” of actual, existing, practice‘s, as well as
from inherited traditions. Over a period extending from about 300 BCE to 400 CE, the
historical span marking the onset and development of the classical period,™ the entire
sphere of religious and civic life was gradually subjected to a degree of formulaic

systematization by §astra. To ascertain in practice the instrumental efficiency of this

.. . they might not be postulates in the Euclidean sense of the term; but they can certainly be so
called in accordance with the meaning given by Aristotle, namely ‘whatever is assumed, though
it is a matter for proof, and used without being proved. . . . Branding of them as postulates raises
the important guestion of the characier of the early Hindu geometry as regards the matter of
demonstration. Of course the propositions of the Sulba are not proved after the manner of Euclid
by purely deductive reasoning. On the other hand, it is not wholly empirical without any
semblance of demonstration (Datta, The Science of the Sulba, pp. 41, 50).
* Pollock, “Theary of Practice,” p. 504.
¥ Pollock traces the idea that “a worshipper who acts after conceptualizing its meaning . . . atiains greater
efficacy than the worshipper who is unable ta do s0” to the Capdogya Upanisad (I, 1.10). With this, “knowing that”
subordinates “knowing how” (Ibid., p. 504).
* See Romila Thapar, A History of India. Viol. 1 (New Delhi: Penguin Books, 1990), pp. 70-166.
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systematization, §3stra ramified into different specialties such as law and ethics,

. . . .. 5:
politics and economics, astronomy, medicine and the arts. 5

It would be apt to name this development in the intellectual tradition as “scientific”;
however, there was also a simultaneous development in thought that was more properly
“philosophic.” This involved speculations in metaphysics, ontology, language, logic,
and psyche, in the form of sftras, aphorisms. Even though the religious sense or
impulse did play a role in inspiring such “philosophic” thought, the latter was not
always bound by it. As a result, some 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 apologetics
regarding the authority and validity of the Veda as revelation. This was in response to
the challenges of the “heterodoxies” of Buddhism and Jainism. It was the instance of a
conscious appropriation of the various streams of philosophic thought by an explicitly
religious intent, and honing them to a definitive end (defense of Vedic 1‘9,1?(—:1@&1011).56 As

a result, the philosophic streams developed, through commentaries of their foundational

* In this scheme, all cultural enterprise was brought under the three “worldly” purvsdrbas, “aims of man™:
1) dharma, ethico-religious conduct; 2) artha, acquisition of wealth; and 3) kdma, enjoyment of life. The practice of
the three eventually prepared man for the attainment of a fourth (which, in fact, was his ultimate aim), namely
moksa, libervation of self from this-worldly fetters. The “theorizing” of the first three began in the terse aphoristic
form of sitra texts that described and summarized existing practices. They were later superceded by the legislative
Sastraic intentionality which generated prescriptive treatises in these areas (maoral-ethical-legal, politico-economic
and artistic theory) that sought to dictate and regulate them. Of the three purusdrthas, artistic enterprise, including
architecture, came generally under kdmaddstra. The earliest §astraic text on art was Nafyadasira (. 200 C. E)), the
treatise on dramaturgy, attributed to Bharata. In this text, the second chapter is dedicated to the discussion of the
making of theaires and stage-sets.
% This said, hawever, it must also be noted, in the words of Wilhelm Halbfass, that
.. . the relationship between the Veda and Hinduism is ambivalent, even paradoxical, and that it
involves complex problems of continuvity and change. According to Louis Renou, reverence for
the Veda, even in the most orthodox circles of Hinduism, was nothing more than & ‘tipping of the
har,” a ceremonial gesture without genuine affinity or commitment (Halbfass, On Being and
What There Is: Classical VaiSegika and the History of Indian Osntology [Albany: SUNY Press,
1992], p. 33; and also the essay, “The Presence of the Veda in Indian Philosophical Reflection,”
in Halbfass, Tradition and Reflection: Explorations in Indian Thought [Delhi: Sri Satguru
Publications, 1992], pp. 51-85).
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sitras, the rigorous architectonic structure of “systems.” These are the six darfanas,
“philosophico-theological reflections,” of the late classical period: 1) Nyaya, Logicism;
2) VaiSesika, Atomism or Particularism; 3) Samkhya, Enumerationism; 4) Yoga, Self-
Intuitionism; 5) Mimamsa, Ritualism or Exegetism; and 6) Vedanta (literally “end of

Veda”), Transcendentalism.”

The exercises of philosophic reflection of darfana and scientific enterprise of §dstra
shared a “logocentric” nature which was derived from the belief in the revelation of
Veda, Word, as the transcendent §3stra par exceilence. Also, their shared innate
structure was that of an epistemological dualism between pramdapa, norm of
knowledge, and prameya, its object. This was most pronounced in the Nyaya and
Mimamsa schools. In addition, an ontological dualism obtained in the Samkhya school
between purugsa, spirit, and prakyti, matter, and in the Vaifegsika school between artha,
object, and padartha, category.™ These features collectively rendered these darfanas
with a protopositivistic tenor in their early phases of development.” However, the
history of the Indian intellectual tradition doés not record any major event of a
“triumph” of positivism characterized by a radical privation of metaphysics. On the
other hand, the traditional intellectual enterprise (scientific and philosophic) was

“infiltrated” by soteriological concerns, and more or less culminated in the

7 See Hiriyanna, Outlines of Indian Philosophy, Part II1, “Age of the Systems.” pp. 177-187; and alsc Jose
Pereira, Hindu Theology: A Reader, “The Evolution of Hindu Theology,” pp. 42-46.

** See Halbfass, On Being and What There Is, p. 76.

P See K. Sivaraman, $aivism in Philosophical Perspective, pp. 18-19.
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transcendentalist metaphysics of Vedanata® and the theofogies of the devotional

religious sects of the medieval period.”'

The religious practice of the fire-sacrifice had only limited access — to the Brahmana
priests and the upper strata of the Vedic society. Parallel (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 relatively
free of metaphysical concerns.” It was practiced through fertility rituals, worship of
mother goddesses and of objects perceived to be imbued with divine presence. Even
though evidences of interaction between the two streams are found in the Kgveda
itself * it Wag with the Atharva Veda, the last of the four Vedas, that the iatter stream
of religiosity gained admittance to Vedic orthodoxy, following its reluctant
appropriation and assimilation by 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.”® Metaphysical concerns arising from
Atharva Vedic tradition of religious practice led to development of the idea of divine

immanence, as well as the assertion of iconographic practice as a legitimate means of

® Vedanta, though transcendentalist in emphasis, was not without an ontological dimension. Halbfass calls
the Vedinta of Sankara a “soteriontology” (Halofass, On Being and What There Ts, pp. 38-39).

®! This is not to discount certain developments in the fields of logic, hermeneutics, grammar and poetics in
the mid-late medieval period, which can be collectively characterized as & “neoscholastic” movement (for a
discussion of this movement in general and in particular within Mimamsi, see Lawrence McCrea, “Novelty of Form
and Novelry of Substance in Seventeenth Century MImamsa,” in Joumnal of Indian Philosophy, No. 30 [2002], pp.
481-94).

% This mindset had its classical expression in the exguisite poems of the Tamil Cankam age (c. first
century BCE - fourth century CE), that are of two categories: akam (literarily, “interiority”), poems of love, and
puram (literally, “exteriority”), poems of war. The work of A. K. Ramanujan, an eminent scholar and writer includes
collection and transiation of these poems (see Ramanujan, trans. &ed., Poems of Love and War: From the eight
anthologies and the ten long poems of classical Tamil [New York: Columbia University Press, 1965]).

% On the issue of the influences of the pre- and extra-Vedic refigiosity on the Vedic fire-sacrifice ritual,
see Romila Thapar, “The Archaealogical Background to the Agnicayana Ritual,” and Asko Parpola, “The Pre-Vedic
Indian Background of the Srauta Rituals,” in Staal, ed., Agni: The Vedic Ritual of the Fire Altar, Vol. T1, pp. 3-40 &
41-75 respectively.

* Hiriyanna, Qutlines of Indian Phiiosophy, p. 37.
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knowing the divine. In other words, if the metaphysics inspired by the fire—sacriﬁcé cult
of the Rgvedic tradition emphasized ndma, the nomic aspect of the diviﬁe 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 ripa, morphic aspect, which,
in turn, signified its permanence and immanence.” 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.*

The Vastusiitra Upanisad, belonging (by its own claim) to the Atharva Vedic tradition
(and which precedes the Manasdra, by a conservative estimate, at least by eight
centuries®’), 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 Pippalada] impresses upon [the priests of the fire-sacrifice cult] that
Form is like Vak, 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.®

% These respective emphases on the nomic and morphic aspects of the divine corresponded to the oral and
auvral sensibilities on the one hand and the tactile and visual on the other. This is not to discount the presence of the
morphic aspect of the divine in the Rgvedic and its nomic aspect in the Atharva Vedic traditions. In 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 latter.

For a detailed study of the nomic aspect of the divine from the Vedic period onwards, see Jan Gonda,
Notes on Names and the Name of God in Ancient India (Amsterdam: North Holland Publishing Company, 1970).

% It must be noted, however, that the notion of “sacred-post” was not altogether absent from the fire-
sacrifice complex. There was in that complex, ylipa, past, to which the sacrificial victim was tied. The yiipa was,
however, of much less importance than the fire-altar in the hierarchy of objects made for the sacrificial performance.

5 See the discussions in the dissertation regarding the date of the Manasira and the Vastuslira Upanisad
in “Introduction” (pp. 8-10), and Appendix III, “On the Date of the Vastusitra Upanigad,” respectively.

% Alice Boser, “Introduction” in Boger, Batmer and Sharma, eds., Vastusiira Upanisad: The Essence of
Form in Sacred Art (Dethi: Motilal Banarsidass, 1996), p. xxxiv. In the quote above, there is a specific point that
calls for a correction, one that is central to the topic of this chapter: Boner's clubbing together of the spoken and the
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With elegant brevity in the aphoristic form, the text outlines the metaphysics of form-
figuration. The Vastusitra Upanisad is a sitra text, and therefore of the same genre as
the Sulvasiitra texts with respect to form: it outlines the principles (the “what”) of the
craft of form-figuration. However, with respect to content it is a member in the family
of Upanisadic texts (which it explicitly claims by means of its title) in that it deals also
with metaphysics: the “why” of form-figuration. As its translators note, this text
occupies a pivotal position i;l the history of Indian architectural theory, being a unique
instance in which the “what” (principles) and the “why” (metaphysics) of making strike
a delicate balance.” It is further significant to notice that the “how” (technique) of
making also receives considerable attention in this text.”” It points, in the ead, to an
integral vision of theory, called in the text as vastusthdpakavidya (and not as

Vastusastra).

Innate to both the Rgvedic ritual of the fire-sacrifice and the Atharva Vedic religious
theory of di%?ine Form and practice of image-making and worship was an ontological
dualism. It is this same dualism that inheres in the notions of a personal deity and
devotee, and in the disposition of devotion by the latter towards the former. As already
noted, hhakti, the Sanskrit term for devotion, derives from the root \/'bfzaj, “to divide,
partake.” Development towards the idea of a personal deity can already be found in

the Upanisadic period, even though the dominant grain of Upanisadic thought is a non-

written word and pitting them against Form. Vak is the uttered (and not written) Word; “writing” in the Atharva
Vedic tradition is associated more to “rexture” than “text” by being identified with the “making” of Form.

* Ibid.

™ For instance, the text gives detailed accounts of tools such as divider, compass and chisel, the manners of
their maintenance and use, as well as procedures of preparation of stone for the sake of carving (I, 19; 111, 5-21).
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' The coalescence and maturation of this idea occurred

dualistic transcendentalism.’
during the classical period in the rise of sectarian devotional movements. The most
prominent among them were the Saiva and Vaisnava sects which respectively claimed
the prominence of Siva and Vignu. These theistic revelations worked out variously as
notions of “incarnation” and “real presence,” and their theological articulation
employed the metaphysics of divine immanence. While the categories for the
theological systematization of these theistic revelations were appropriated from that of
the darfanas,” the “medium” of their ritual practice was the occult substantiality of
Tantrism. The Tantric substrate of beliefs 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 respectively). 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 “real” transformation in the image
as well as in the devotee as maker and worshipper. This transformation progressed

towards that instance of darfana, 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 personal deity, in order 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

! Traces of dualistic theism that particularly refer to Siva are found in Katha and Svetasvarara Upanisads
(see Dhavamony, Love of God According to Saiva Siddhinta, p- 338).

” For example, among the thirty-six taitvas, principles, of Saiva Siddhanta, twenty-five were co-opted
fram the Samkhya system (the remaining eleven being more specific to Saiva revelation). As well, the thought and
techniques of Yoga were adopted into Saiva spiritual practices of meditation and contemplation.
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aegis of the latter.” As a result, the overarching framework of §straic rules and
categories of the darfanas that applied to language, epistemology and ontology
remained valid for these theistic schools as well. However, in the theistic order, the
rules breathed a fresh phenomenological life as the nature of divine knowing was
transformed from systematic cognizance to corporeal seatience, and the affective heast
of the devotee reinstated as the center of being. As well, the categories, both
epistemological and ontological, of the darfanas assumed a fresh life in serving to

undergird theological explications, as in the already mentioned case of Saiva theology.

The school of Saiva Siddhanta, especially in its South Indian Tamil variation, at times
polemically asserted itself as extraneous to the Vedic tradition. A distinct “orthodoxy”
in itself, revelation in the Saiva Siddhanta tradition consisted, first and above all, of
Siva as the supreme deity, as well as the theological texts of the Agamas and the
sacred hymans (in praise of Siva) composed in Tamil by the major saints of the tradition.
However, even in this case, though the specific content was claimed 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.” To that extent, Saiva Siddhanta
could not escape the §astraic notion of rﬁles and the principles and categories of
exegesis outlined by the darfanas. The phenomenological vivification of §astraic rules

and the affective heart of the devotee as the center of being, thus, applies to the Saiva

” For the characterizations of the revelation of Veda and (revelatory) experience of personal deity as
“general” and “specific,” see Sivaraman, Saivism in Philosophical Perspective, pp. 25-30.
" In fact, the hymns of the saints, as rirumuyai, sacred speech, came to be known as the Tamil Veda {see

Indira Peterson, Poems to Siva: The Hymns of 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. ;I‘his synthesis, attained within a
cosmological setting and cyclical 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 is worth examining the import of this homology between divine Name

and Form on “theory” in the Manasdra.

The Sulvasttra and the Vastusibtra Upanisad expounded principles of geometry and
measurement in relation to the making of fire-altars and images. Medieval
vastuédstraic texts such as the Manasara inherited and appropriated these principles for
temple-building and image-making.” In the process, there was a formal shift of
“theory” irom sfira, aphorism, to §astraic vidhi, injunction. Substantively, 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” in the latter.”® Since the primary objective of

™ Far instance, afgula as the unit of measurement as well as procedures of orientation and delinearion of
the site are expounded in the Suivasiira iexts. The ViAstusitra Upanisad contains principles of the science of
materials {stone, to be specific: 1, 9-10), and rudiments of the tdlamdna system of iconographic measurement as well
IV, 12-29).

"Pollock’s analysis of §3straic vidhi, injunction, on the basis of classical Mimamsi and Kantian philosophy
infers that “in #3stra, the what and the how are collapsed into one normatively injunctive system” (Pollock, “Playing
by the Rules: Sastra and Sanskrit” in Dallapiccola, ed., Shastric Traditions in Indian Art [{Stuttgart: Franz Steiner
Verlag, 19891, 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 to state that the
written textual tradition of §dstra was always limited to the weatment of the “what.” The “how,” that is, technical
knowledge of the craft, generated and refined through practice, was transmitted mostly orally within, and guarded
jealously by, the guild of the craftsmen.
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temple-building and image-making was to make manifest the divine, it was the
homology between divine Name and Form that sustained the role of passion and
imagination Within an otherwise constraining bind of §astraic rules. Within vastusastra
itself, this manifested as the persistent dialectic between description and prescription.
With respect to “making,” the same homology guarded its ontological status from being
completely subsumed by §Zstra, thereby maintaining a reciprocity in the relationship
between §astra and prayoga. At another level of theorization, this reciprocal
relationship between §3stra and prayoga, inspired by the homology between divine
Name 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). Itis timely and expedient, now, to investigate into how both
sides of this reciprocal identity between making and writing, text and texture, operate
within the theory of the Magrasdra in other words, how making the temple is a

“writing” and writing the treatise a “making.”

4. Making as Writing

navavastrepa gopyangam (bimbasya) netramalikhet |
Manasara LXX, 67.

Having concealed the limbs (of the image) with new clothes, [the sthapati]
should write [its] eyes.

The Manasaraqualifies the iconographic operation of chiseling the eye of the image as
“writing.” The horizon of meanings that “writing” encompasses as denoted by the

Sanskrit root Viikh extends from “scratching, scraping, furrowing,” and “tearing up (the
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ground)” to “inscribing, engraving” and “tracing.” By a substitution of the liquid, iikh
becomes Vrikh (alsc meaning “to scratch, scrape”), the root of the word rekha, line.”
The common semantic thread that runs through these renderings have a distinctly
architectural slant. Such a signification evinces, at first, an ambiguity between literary
writing and architectural drawing — one that remains without being clarified throughout
both the literary and architectural traditions of India.” More than a confusion between
literary writing and architectural drawing, especially in the light of the near-absence of
representational drawings in the Indian architectural tradition,” 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 to the twin
aspects of the divine, its Name and its Form and the homology between them. Itis the
interplay between “orality” and “texturality” (both preceding and parenting “textuality”
in the sense of written theoretical texts) that animates the process of temple-building
and image-making. This interplay between “orality” and “texturality” in the process of
making “translates” into concrete operations of demarcation, orientation, delineation

and disposition.

77 Gearge, Construing Constructs, p. 129

" George points out that there exists an initial ambivalence between writing and drawing in Vitrovius as
well. However, Vitruvius clarifies in his treatise “that the process of ‘scratching’ to which he refers is an
architectural one, divided into three categories: jchnographia, orthographia and scaenographia” This clarification,
George notes, is absent in the (North Indian) medieval treatise he examines, the Samardngapasiiradhira (George,
Construing Constructs, pp. 129-30). It is absent in the South Indian treatises Manasara and Mayamata as well.

® A singular exception to this is the treatise from the Eastern Indian region of Orissa, the Silpaprakasa,
which contains some remarkable figures of yaniras, mystic diagrams, that undergird temple composition in plan, as
well as details of ornament, thumb sketches of temple plans, elevations and component parts such as plinth, column,
pedestal, capital, ornaments and icanographic reliefs (see Ramacandra Kaulacara, Silpa Prakasa: Medieval Qrissan
Sanskrit Text on Temple Architecture. Trans. and annot. by Alice Boner and Sadadiva Rath Sarma [Leiden: E. J.
Brill, 1966], Plates).
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Making begins with demarcation, of which the simplest version is scraiching a stone. In
the earliest naturalist religiosity, scratching a stone or smearing it with paste or cil in
order to “mark” the presence of divinity within it was a complete sacred architectural
and iconographic act in itself. It disclosed the primeval “textural” unity of “writing”
and “making,” which, in turn, signified the oneness of (sacred) architecture and
iconography.® In Vedic religious practice, the architectural and iconographic scene
witnessed the ad?ent 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, nama, Name of the divine to be
uttered and heard, over riipa, its Form to 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, to 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 unity of architecture and iconography was still
maintained to 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 iastalled at
sacred locations. “Textural” permanence was preserved in this Atharva Vedic tradition

of form-figuration, which is a more direct precursor of medieval iconography. To the

% This essential oneness between “making” and “writing” is set in relief in the still undeciphered

hieroglyphic pictagrams of the Harappan seals (on these seals, see Asko Parpola, Deciphering the Indus Script, pp.
52-57).
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extent that medieval iconography inherits the Atharva Vedic tradition of skambha, the
sculpting of images for the medieval temples as recounted in the Manasara is a
“writing” (and hence the use of the verb Vlikh to indicate the act of chiseling); the
undifferentiated sense of “writing” and “making” remaining more or less undisturbed in
the materiality of the image. The Vastusiitra Upanisad, 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 iconographic practice of

making the image of the deity and its establishing in the temple.*

In medieval iconography, the act of demarcation happens when the sthipaka,
accompanying the sthapati and his assistants to the quarry, identifies a stone that is
endowed with the qualities stipulated for iconic making, and makes the ritual first cut.*
The workers then split the stone and carry it to the workshop. Following this, a
preliminary orientation of the stone is conducted at an auspicious conjunction when itis
set up firmly with wooden pegs atop a bed of darbha grass in the workshop.® In
iconography, the operafions of delineation and disposition converge in the marking of

the khilapadjara, (literally, “stone-cage™), compositional diagram (Fig. 11), on the stone

* The text draws out the distinction between $uiva and &lpa, the former associated with making fire-altars
and the latter with carving images (IV, 9-10). Also, in the text, a distinction is made between “post” and “pillar” in
terms of “function,” even though in essence they are the same as form-generators (IV, 11, 19). They are indicated
respectively by the terms yipa and stambha (the term skambha itself, found in the Atharva Veda, is not found bere).
Yipa is set up at sacrifices (IV, 21), while stambhaz is set up by the kdmacari, “one who is 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 respectively from Vskambh and Vstambh, both of which have the meaning,
“to prop, support.” However, Vstambh also has the meaning, “to stupefy, paralyze,” which is absent in the semantics
of Vskambh. Thus, while both skambha and stambha mean, primarily “pillar” or “column” as “that which supports”™,
the latter not only just supports, but alse “stupefies” or arouses wonder. The use of stambha instead of skambha in
the Vastusiira Upanisad for pillar may have been intended to capture the wonder arcused by the sight of divine
manitfestation in the pillar. :

# Mayamara XXXII1, 30. The Manasdra (LI, 184-87) also has the sthdpaka accompany the retinue to the
quarry but does not explicitly mention him as making the first cut.

® Vastusiira Upanisad, 11, 1-2.
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by means of vajra, white stone powder. The suggestion by the word vajra, which
literally means diamond, is that the “marking” is not a mere drawing using powder, but
also a slight engraving on the stone by means of a hard object.* Thé Vastusitra
Upanigad elicits the geometrical composition of pafijara by means of circle and line, the
symbolic import of each, and the marking procedure. First, a circle is marked on the
stone slab using a comp-ass.85 The bindu, center, of this circle is the static and timeless
marma, the vital spot of being: the navel that is the font of all creation (to be made to
coincide with the navel of the image). The circumference of the circle denotes
metastatic time, the locus of the indefinite flux of becoming. The symbolism of the
circle with its dual components of center and circumference is that of the unifying
correspondence of macro-microcosmic orders. This correspondence is established on
the sculptural stone by “squaring the circle,” that is, when a square is marked
circumscribing the circle. The square delineates the slab by fixing the limits of order
within which the image is to be contained, thus transforming the slab into a kgetra,

“potent field” or “sacrificial site.”®

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.*’ These lines are the dynamic

# See Boner et al, eds., Vastusiira Upanisad, “ Critical and Exegetical Notes,” p. 125. Also, the sacred,
“precious,” nature of the instrument of “writing” is implied here, and compares well with the use of gold brush 1o
write the eye of the image.

8 Vastustitra Upanisad, 11, 6. The elaboration of Stira 4 describes drawing two intersecting circles on the
slab that symbolize prakrti and purusa, matter and spirit. But as the translators note, “it is more logical that a first
circle is made (Sitra 6).” This theme of the twin intersecting circles and the double square inscribing them, despite
its significant symbolism, is not pursued further in the text (see Ibid., “Critical and Exegetical Notes,” p. 126).

® Vastusfirra Upanisad 11, 11; and Ibid., “Critical and Exegetical Notes,” p. 127.

¥ Vastusttra Upanisad 11, 12-13. Pafijaras of other geometric compositions are also mentioned for the
same purpose of sculpting the image: for instance, kosfaka, grid (V1, 5-10) and sadakonaka, hexagram (11, 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 diagonal lines those of wind.® Théy serve
as guides for disposition of limbs of the image.” The pafijara is redrawn several times
as the sculpting proceeds, so that compositional continuity is maintained in the im age.”
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 Sulvasiitra texts that discuss the
making of fire-altars. In temple-building, the act of demarcation of the site is
conducted by its ritual furrowing.” Orientation of the site and its delineation by

measuring and fixing its limits are conducted by a series of peg and cord operations on

% Vastusitra Upanisad V1, 5. Also see Bettina Batimer, “Lines of Fire, Lines of Water: The Elements 1n
Silpagastra” in Batimer, ed., The Agamic Tradition and the Arts. Kapila Vatsyayan, gen. ed., Praksti: The Integral
Vision (New Delhi: Indira Gandhi National Center for the Arts & D. K. Printworld, 1995), Vol. 11 The chapters on
iconology in the Manasdra is content with the fleshing out of the “frame” set up by the Vistusfira Upanisad: a
general description of the iconic features and attributes of various deities.

¥ Vastusiira Upanigad, 11, 8. :

* John Mosteller, in his study of Indian sculptures, observes that the use of khilapaijara continues in the
still surviving iconographic tradition at Mamallapuram in South India. He calls it the “substructure” of the sculpture
that generates the configuration and features of the image. Ii is continually removed while sculpting and hence
contimually redrawn (see Masteller, Proportionality in Early Indian Sculpture: A study based upos the analysis of 110
standing, male images of ca. Second century B.C. to 500 A.D. from the Gangetic Piain [Philadelphia: University of
Pennsylvania, Ph. D, Dissertation, 1986], p. &1; quoted in George, Construing Constructs, p. 133, Also see Mosteller,
“Text and Craftsmen at Work,” in Michael Meister, ed., Making Things in South Asia: The Role of Artist and
Crafisman. Proceedings of the South Asia Seminar (Philadelphia: Department of South Asia Regional Studies,
University of Pennsylvania, 1988). T. S. Maxwell echoes the same iconographic function of the diagram
(“construct™) as form-generator for the iconographer, but also sees in it a deeper “meditational” function for the
devotee:

... these constructs {probably the first lines incised upon the stone block after quarrying and
dressing, and before sculpting) were mandalas intended to be used as aids to meditation; they
were, so 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],
. 63).

' Manasara V, 10-11; 78-87. The sthapati conducts the ritval plowing in three rounds. Itis then completed
by the tillers.
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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 circle drawn around it. The shadow of this stationary “pen” in its
traversal fmm' west to east in the course of the day is marked at the two points where it
meets the circle. The line joining these points give the approximate east-west directios;
its perpendicular,i constructed by intersecting segments of circles, gives the north-south
direction. Delineation is 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.”

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, bre adth 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 calculated. The
bricks are then “placed” in the pattern worked out for each course after a mantra 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
actual laying of building blocks is postponed. In this case, disposition is the allotment
of plots and deities in the delineated site. The term denoting this operation in the
Manasara is padavinyasa, a compound of the words pada and vinydsa. The word pada
means “footstep, trace, vestige,” and also “a part, portion, division, a plot of ground.” It
has as well, the meaning of a literary unit: “a word or an inflected word or the stem of 2

noun,” from which it expands to “a portion of a verse, quarter or line of a stanza”

* Manasara V1, 96-108.
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Vinyasa derives from Vas, “to cast,” and means “disposition, placing (that involves a
touching), arrangement, compositicn.” Thus the term padavinyadsa 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, padavinydsa stands for
marking the vastupurvsamandala on the site. The site is ordered by disposing the plots
of this mandala, the geometry of which is usually a grid of squares, upon it by a
quadratic division of the delineated site. The symbolism of the vastupurusamandala
encompasses both 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 symbolism of the mandala. The number of deities
presiding over the plots within the delineated site, together with the eight demons
(personifying chaos) outside the immediate limits of the site, add up to fifty-three. This
corresponds to the total number of letters in Sanskrit (sixteen vowels including the
anusvara, the pure nasal m, and the visarga, the spirant [r, the thirty-five consonants
including the ten semi-vowels, and the two principal conjunct consonants ksa and jiay.”
The procedure of padavinyasa, disposing of plots and placing of words, charges the site
with the reconciled macro-microcosmic orders, transforming it into a kgetra, potent

field,™ and regulates the spatial and structural organization of the temple accordingly.

* Conjunct consonants are numerous in Sanskrit. But somehow, kga and jiz assume a certain primacy
amang them, sufficient enough to be included in the official list of leiters which otherwise do not include conjuncts.
This feature captured the attention of the Sanskritist H. H. Wilson: “Some lists {of letters] add kga and jda, but these
are compounds” (Wilson, An Introduction to the Grammar of the Sanskeit Language for the Use of Early Srudents
[London: J. Madden & Co., 1841], p. 2). Incidentally, these “principal” conjunct consonants comprise the
fundamental syllabic unit in the verbal roots Viks, “to see,” and Vjid, “to know,” respectively.

* The concept of ksetra is treated comprehensively in Baidyanath Saraswathy, “Ksetra,” in Batimer, ed,,
Kalarartvakosa, Vol. I1: Concepts of Space and Time, pp. 93-118.
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The pada disposed in the site as plot and word simultaneously becomes the fecund

geometric and linguistic unit or “seed” out of which the body of the temple grows.”

In order to 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.” 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,
installing 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 speak, 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 orality that is a constitutive element in the rituals

performed during and after its construction.

*For a comprehensive survey of the concept of bija, seed, in the Indian religious, philcsophic and artistic
traditions, see H. N. Chakravarty, “Bija,” in Balimer, ed., Kaldtartvakoda, Vol. I: Fight Selected Terms, pp. 117-44.

% Sonit Bafna challenges the “constructions” by twentieth century scholars of vZstu§dstra such as Acharya,
Kramrisch and Meister regarding the nature and role of the vastupurugamandala in theory and practice. His critigee
is directed mainly at the idea that this mapdala was “ . . . a single, conceptually pure entity that has persisted
unchanged through the development of architecture in the subcontinent.” He offers instead, a “revised notion” of the
manpdala that is nevertheless “ad hoc [and yet having] . . . the virtues of 1) providing a better accountability of the
available evidence, and 2) lending historical depth to the idea . . .” (Bafna, “On the Idea of the Mandala as a
Governing Device in Indian Architectural Tradition,” in Journal of the Society of Architectural Historians, 59:1
[March, 20001, p. 47). In attempting to counter what he sees as an aversimplification of the understanding of the
idea of the mapdala, Bafna ends up overcomplicating it. His statements on vastufstraic texts betray a
misconception regarding the nature of traditional theory — in itself and in its relationship to practice. He seems to
roiss the point that the role of theary is to set up and expound conceptual archetypes, and that this does not contradict
their varied applications across geographical and historical spans. Theory (and in turn, the concept of
vastupurugamandala) 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 conduct of rituals of public worship. In other
words, the utterance 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 in the mantras,
circumambulates the temple which is its manifest form, and finally turns eastward to
face the installed image in order to receive darfana, auspicious sight, of the deity. In
the quest for spiritual liberation within Hinduism along the path of bhakti, devotion, the
moments of union between deity and devotee occur by means of this recitation,
otientation and mutual seeing at such instances of ritual worship conducted in the

temple.

5. Writing as Making

pitam ahendrapramukhaih samastaih
devairidam $3stravaram puroditam |
tasmatsamuddhytya hi manasdram
fdstram krtam lokahitarthametat ||

Mianasara LXX, 115-118.
This most excellent §3stra is [caused to be] arisen before (revealed by) all the
prominent gods such as the Grandfather (Brahma) and Indra. Indeed, this

Manasara §astra is composed having been extracted from that [revelation], for
the benefit of the people.

These are the final verses of the final chapter, and hence of the treatise itself. They

are found to be a modified iteration of the verses immediately following the opening



paean in the first chapter. As in the verses of the first chapter, here also the continuum
of the origin éf vastuddstra as divine revelation, and the composition of the treatise
itself as extracted from this revelation is laid out. The “modification” hinges primarily
upon the pronouncement of the purpose of writing the treatise: lokahitartha, “for the
benefit of the people.” This quite 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).”” The treatise, for sure, does not benefit the people directly, but only
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, is what exactly is meant by
“guidebook.” For Acharya, the understanding of the treatise as a guidebook follows the
lines of positivism: theory is 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 treatise Manasara in particular is untenable. On the other hand, it is
more proper to understand the manner in which the treatise served as a “guidebook” for
the builders in a metaphorical sense. It is seen that the reciprocity and identification

between “making” and “writing” subtends in the compilation of the treatise as well. In

°7 Acharya’s translation of the verses reads thus:
This great science (of architecture) was at first revealed by Brahma, Indra and all other gods: it is
from their statements that this Manasdra (the essence of measurement) has been compiled as a

guidebook {for architects) for the benefit of the people (Acharya, Architecture of Manasara, 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 iconographic procedures.

The opening verse of the treatise is a venerational hymn, which captures the overall
disposition of devotion by which the enterﬁrises of both making the temple and writing
the treatise are carried out. The first chapter, Samgraha, “Summary,” is a condensed
presentation of the chapter-wise scheme and scope of the whole treatise, which may be
seen as akin to the exercise of a mental assessment of the scheme and extent of the

building project that the sthapati undertakes prior to its commencement.

The first three chapters play a “foundational” role 1n statiﬁg 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 élements 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 from the same priaciple
of elemental manipulation. In the second chapter, the text establishes the divine a
priori of architectural intent and agency in conformity with the docirine of the Saiva
tattvas, principles of divine and cosmic evolution: I§vara (the fourth evolute of Para

Siva) is Vi§vakarman, Creator of the Universe, who generates the cosmic egg. From



the four faces of I§vara emanate genealogically the four-tiered guild of the sthapati, the
members of which are skilled in the craft of building, learned in its principles, and
knowledgeable with regard to its metaphysics. The systems of measurement employed
in making, as well 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

harmonic human dwelling on earth.

“Dwelling,” in the seanses of both verb .and noun, as the object and subject of
architectural intent is the topic of the third chapter. There, the text defines and
classifies architecture: the earth is vastu, the primal architectural “object.” By human
creative intervention, vastu is transformed into v@stu, which may be understood in the
generic sense as “ordered existence.” The particular artifacts of vastu are stated to be

harmya, buildings, ¥ana, vehicles, and paryarika, furniture.

The following chapters (IV-VI) deal with the preliminary steps of construction:
selection of site, its clearing and leveling, examination of its soil, 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 meant as both symbolic and practical “tools” in planning and

layout, from an overall “urban” scale to even the smallest components of a building.



Chapter VIII contains prescriptions for vastubali, the sacrifice offered to vastupurusa on
the site at the commencement of construction. Zooming out to an urban 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 to various deities, and finally, housing quarters for people of all
ranks of the society according to 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 specific
context of discussion of the layout and planning of villages and towns in the Manasara,
the temple does not hold an all important and central position: it is simply mentioned
among other edifices whose disposition in the overall layout are stated. Even though in
actuality there often did exist “competition” between the institutions of the temple and
the royal palace,” 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.” The founding of the

* On the point of the long-standing friction between the Brihmana, priestly, and Ksatriya, kingly castes
{prolifically attested in traditional mythological and legendary accounis), Celestin Bouglé draws from the work of
Max Weber to note that

.. . the two powers which [Weber] calls the sacerdotium and the imperivm, were not always
amicable. Semetimes they helped each other, at other times, they acted as mutual checks.
Subtle formulae are employed ta avoid giving predominance to ane or the other. However, inthe
final analysis, the Brahmin is superior: he can exist without the Ksatriya, but the latter cannat
exist without him (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).

* 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
to his vassals) as well. This was especially true in South Indian Saivism supported by the C5la kings (see Richard
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temple and the village or town were not separate events, but coextensive.'® The
relationship between the town and the temple extends further into a harmonic
proportionality of their measurements as well. This is established by the Zyadi
sadvarga, the set of six formulae, employed in ascertaining and verifying the
measurements of both village and temple. Operating on the principle of remnant or
residue, which is signified by the remainder in the calculations, these formulae set up a
range of astrological cbm:ingencies that determine the horizontal extent (length 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
individual buildings, and within the composition of a building and its own parts) is
attained when the dimensions accord to the auspicious among all 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, Ritual in an Oscillating Universe, pp. 6-8). This is seen in the Manasdra in the remarkable parallelism in
structure and content between the ceremonies of abhiseka, caronation (literally, “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
ceremony of abliseka of the king, the text makes a statement that further underscores the paralielism between the
king and the deity (XLIX, 228-229):

uktah sarvabhisekah sakalanypatibhili(tindm) kimyanityakhyakam ca |

anyairnaimittikadyairapi ca yaducitam tattaddevabhisekal |}

All anointings that are said (the four kinds: 1) prapta, accomplished; 2} mangala, auspiciouns; 3}
vira, heroic; and 4) vijaya, victorious [are those] of all the kings; and besides, the anocinting of
each god [is by] those named kdmya, desirable, nitya, daily, and by others such as naimittika,
occasional, according as is fitting.

1% This is especially evident in the concentric layout of temple cities of South India built during the mid-
late medieval periods such as Srirangam and Madurai. The gradation from the “sacred” to the “secular” occurs
radially from the sancrum of the remple to the outermost limits of the city through a series of concentric courtyards
that, in contemporary phraseology, are “urban spaces.” However, this is not to say that this gradation erased all
ontological difference between naimitya, “particular” or “special,” and nitys, “everyday, mundane” (to use a
ritualistic rendition of “sacred” and “secular™), nor is it to discount the fact that temples were also built at sacred
locations that were distant from the city. In fact, there is one instance in the text, where the association of the
particular and the everyday with temaple and village respectively is seen to be reversed. In the context of balikarma,
sacrificial offerings, at the beginning of construction, the text states thus (VIII, 16):

devilayartham sdmanyam grimartham tu vifesakam || '
[The sthapati should offer] for the temple, general, and for village, particular [sacrifice].

Here, the text uses the philosophic categories of Vaifesika — sdmdanya, seneral, and vifega, particular —
rather than the ritualistic terms naimittika and nitya to qualifiy the sacrifices.



the term bhimilamba, occurring in the title of this ch’apter, bhiimi means “earth, base of
a geometrical figure,” as well as “story of a building.” The noun famba, meaning
“perpendicular,” derives from Viamb, “to hang down,” and also “to depend.” The
vertical dimension is proportionally 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 its actual construction

begins.

Even though the textual proposition up to this point regarding planning, layout and
measurement may suggest temple-building as proceeding systematically and
untdirectionally 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 blocks of stone, the courses of
assemblage of these blocks, the “eangineering” (in modern parlance) procedure of
elevating and aligning them in their proper positions, and so on. These were the
subject of special knowledge and skill of the guild of the sthapati, recorded and

1

transmitted only in oral accounts.'” However, the text does capture the spirit of

! Gastraic intecest and enterprise was limited to outlining the “what,” that is, general principles of
architecture. In the Manasadra, these principles were understood, above all, as systems of propoitional measurement.
Thus, from the $3straic point of view alone, as George infers from the text Silparatna, “the work of the temple was
distributed in a systematic order [following the bierarchy of the guild of the sthapati] from textoally 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 finial. The various classes of proportional measurements of
vimina, 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 vimdna (which literally means “measuring asunder”), the Manasdra
incrementally “constructs” this superstructure textually up to twelve stories high, by
describing in twelve chapters (XIX-XXX), vimanas of one to twelve stories. This
figurative textual construction of each story is all 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

shrines of attendant deities, pavilions for different uses, and gate-houses (Chapters

1o proportional application, to measured construction.” The schematic disposition of spatial and structural elements
of the building was conducted by marking the vastupurusamandala, 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
sthapati through a series of calculations (including the six formulae) and translated into concrete dimensions of the
superstructure by means of arithmetical and geometric progressions. Even though temple-building proceeded
hierarchically, rendering it “thearetical,” the absence of scaled representational drawings as tools enabling a
prevision of the building evinces that temple-building was necessarily a “constructive practice” in which an active
dialogue ensued between theory and practice. The traces (the mapdala diagram as scheme of plot-disposition for
horizontal layout, arithmetico-geometric canstructs for vertical measurements) were doubly conceptual and
constructive, usually requiring repeated markings and calculations in the course of construction. Thus, construction
of the superstructure proceeded step by step, story by story. In other words, the temple “drew itself” iato being
(George, Construing Constructs, pp. 147, 192, 238-46). I owe the term “constructive practice” to Alberto Pérez-
Gémez and Louise Pelletier in their discussion of the building of Gothic cathedrals (Pérez-Gémez 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 sénctuary 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 Sivaliniga and its
pedestal are treated in more detail than images of other deities.'” The physical
characteristics of deities are drawn from mythology; the proportional measurements in
all their modal variations follow the elaborate system of iconometry, talamana. This
latter is the topic of Chapters LXV-LXVII. Hierarchies are outlined in this system
(uttama, highest, madhyama, intérmediate, and adhama, smallest, as well as daéda, ten-
part, nava, nine-part, and so on) for the measurement of images ranging from the
presiding deity of the temple to the attendant deities, consorts and other divine beings,
sages and saiats. The six formulae are applied to the height of the image as well, so

that it conforms to the same auspicious astrological contingencies as that of the temple

building.

' As mentioned already, this is a key evidence that betrays the allegiance of the Manasira to the Saiva
sect. There is no separate chapier dedicated to the details of the image of Visgu, the principal deity of the rival
Vaisnava sect; they are mentioned only briefly together with descriptions of images of Brahma and Siva in Chaptec
Li. On the other hand, the text dedicates a brief chapter each (LV and LVI respectively) to describe Jain and
Buddhist images. Also, there is a lengthy chapter that gives iconographic details of garuda, eagle, the vehicle of
Vispu. Visnu being not treated in an independent chapter is either a gross oversight or, from a modern 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), t:h¢ text includes a discussion of an alternate process of image-
making: casting the images in metal 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 conseguences of defective
construction (resulting from not following adequately the §astraic precepts) are stated —
a textual correspondent of the rite of aﬁonement 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. Riipaka, Metaphor, and Li1g, 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
treatise). Stemming from the homology between the twin aspects of the divine — its
Name and Form — this mode of reciprocal identification points to metaphor as the
primary trope under the auspices of which the processes of making and writing unfold.

The word for metaphor in Sanskrit is rﬂpaka, titerally, “with form”; it also stands for
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“play” (drama).'™ As already 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 textural and the textual.'™ In other words, governed by rilpaka,
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 unity between the
material and linguistic aspects of being through the gestures of “transference” or
“identification.” Following this, it is not far-fetched to assume that the text itself, while
content-wise being a scientific treatise, originally 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.'® The ascription of the epithet “standard treatise” to

1% As a figure of speech, ripaka belongs to the traditional field of alamkaradastra, literally, “science of
ornament,” or poetics. Edwin Gerow, a pre-eminent scholar in the field of Indian poetics provides a detailed
discussion of this figure and its variations as defined and understoad by the traditional alamkaraddsira theorists (see
the entry ripaka in Gerow, A Glossary of Indian Figures of Speech [The Hague: Mouton, 1971], pp. 239-59).

"%Within the textual medium itself, and specifically in a manuscript culture, the twin aspects of orality and
fiteracy remained mutually identified in the process of the simultanecus recitation and writing of the text, and in its
constant recitation and memorization (see Walter Ong, Orality and Literacy: The Techaologization of the Word
[London: Methven, 1982], p. 119).

95 I arder to determine whether any “remnant” of this status exists out there, one must first investigate
whether any guild of sthapatis who adbered specifically to the Manasdra as its patrimoenial vastu$astraic text still
survives. If this venture was already unsuccessful during the time of Ram Raz in the early mineteenth century, then
its chances are probably even slimmer today. In this regard, even the status of the eleven surviving manuscripts is
rather precarious. Today, all of them are in various libraries in India and England. From Acharya’s descriptions of
them, D, E, F, G and J are palm-leaf manuscripts, and the rest are written on European paper. Copyisg on palm-leal
being the traditional way of preserving and transmitting texts, one may assume that the palm-leaf manuscripts may
have been in the custody of the guilds of sthapatis before they felf into the hands of collectors and thus were wrested
out of their contexts. With respect to the manuscripts on European paper, it is quite likely that they were copied at
the request of English colonial officials. There is a key evidence in manuscript B that snggests this: Acharya notes
that it is recorded in its last page that “. . . this work has been written by one Raminujicirya for the Kumpani
Bahadur (East India Company) in the Salivihana Saka era 1677. The date of its being recorded is given in English,
14" Aprif, 1823" (Acharya, “Preface,” Manasira on Architecture and Sculpture, p. ¥). Thus, in the case of this
manuscript and its kindred ones (those in paper), the technologization and secularization of the text and its alienation
from context was set in motion at the moment of the copying itself.
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the Minasira by Acharya (which is accepted without question by most modern
scholars) is a poignant indicator of the current secularized condition of the treatise.

The signification of riipaka as play or drama invokes also the notion of /73, “play.”'*
Although drama as “play” is the mode and medium of representation par excellence,
the notion of [714 extends much further than the aesthetics of representation itself. It
pervades cosmological, theological and mystical speculations. In fact, [fld in aesthetics
is derivative of the same in these latter three. The cosmological processes of creation,
preservation and dissolution were explained as /713, “cosmic frolic” (as Jose Pereira

7 Even in

translates), in response to the question of their ultimate telos or purpose.’
specific theological casts (whether Saiva, Vaispava, or Sakta), the creation of the
universe by the deity and the particular instances of its avatdra, self-descent (that is,
manifestation), into the phenomenal realm, dalliance and other modes of interaction

with devotees therein, were but play. So also was its tirodh4na, obscuration, from the

same phenomenal realm." Set within such a cosmological and theological framework,

1% There exist in key texts synonyms of [7iZ that convey the same notion; chief among them is krida.
Modern commentators strive to demonstrate that in traditional Indian thought, /17 as “play” was not a concept drawn
in contradistinction with “wark,” nor is it the same as the modern “sports™ (see for instance, Clifford Hospital, “ L/
in Early Vaispava Thought” in William S. Sax ed., Gods at Play: Lild in South Asia [Oxford: Oxford University
Press, 1995], p. 23).

" The Brahmasiira, attributed to Badariyana, the foundational text of the school of Vedinta contains the
key aphorism in this regard (2. 1. 33): lokavat tu [flfkaivalyam, “as in the world, {creation is] play alone.” In the
advaita, non-dualist, scheme of Vedanta espoused by Sankara, /777 is figurative (that is, metaphorical) and belongs to
the realm of “lower knowledge,” while in the vidigiddvaita, qualified non-dualist, Vedanta of Ramanuja, it is 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 is articulated and developed even further in the Kashmir
Saiva schaol of Trika, Triadism (see Robert Goodwin, “The Play World of Sanskrit Poetry” in Sax, ed,, Gods at Play,
pp- 51-56; also see Betrina Balimer, Schépfung als Spiel: Der Regriff IT14 im Hinduismus, seine philosophische und
theologische Deutung [Munich: Ludwig Maximilian University, Ph. D. Dissertation, 1969], pp. 80-107). Goodwin
abserves that the Jokavat, “as in the world,” of the sfitra was interpreted by both Sankara and Ramanuja as referring
probably to courtly amusememnis and pleasure gardens (Ibid., p. 51). The word kaivalya denoies absolute autonomy
and seif-containment. Thus, Ii14 as an activity is totally self-contained and therefore “perfect”; it connotes absolute
freedom and autonomy (self-absorption) when associated with a deity, as when a child is at play. Its echo with the
late eighteenth centnury European dictum “art for art’s sake” is remarkable,

1% Regarding 1714 in Saivism, Bettina Batimer states thus:
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all humasn acts of making, the mimetic paradigm of which was cosmic creation, were

permeated by the notion of [fia.

In the realm of language and text, “play” manifests above all in kavya, poetry, through
figures of speech. According to traditional alamkaraéastra, “science of ornament” (that
is, poetics), all poetic figures are considered as having the “basic condition” of vakrokti,
literally, “deviant speech.”’® This was in contradistinction to svabhavokti, “telling the
nature [of something].” On the other hand, the same §3stra included svabhavokti also
as a poetic figure. The exact relationship between the two was a matter of ongoing
debate between major theorists of alamkarasastra such as Bhiamaha and Dandin (c.
éeventh century CE). After scrupulously analyzing these debates and their
commentaries by modern scholars, Edwin Gerow concludes thus:

It can be assumed that neither Bhamaha nor Dandin intended to oppose

svabhavokti to vakrokti so categorically, for to do so would have been to deny

poetic status to svabhavokti, which neither is willing to do. Ithink the key to the

understanding of svabhavokti lies in our discussion of conventional discourse.
Svabhavokti is not to be taken as synonymous with “literal” or direct discourse,

In Saivism, whether Saiva Siddhanta or Kashmir Saivism, the divine activity has five phases,
called paficakyiya, which correspond to a frequent fivefold division: srsfi, sthiti, samhdra,
tirodhana, and anugraha (creation, preservation, dissolution, veiling and liberating grace). All
these activities of Siva have been related to /774, though sometimes one or other activity has been
particularly linked with playful spontaneity. Inthe advaita of Kashmir Saivism, these five phases
also occur in any conscious being, not only the Supreme (Baiimer, “The Play of the Three
Worlds: The Trikz Concept of Ll in Sax, ed., Gods at Play, p. 35).

In an early article, Ananda Coomaraswamy, tracing the scattered references to play in the Vedic and
Upanisadic texts, attempted to connect the notion of play with Vedic deities such as Agni and Soma and thus
establish that it was actively engaged in Vedic and Upanisadic thought (Coomaraswamy, “LIla” in Journal of the
American Oriental Society, No. 61, [19417). Hospital finds it not a convincing argument: while the notion of play was
implicit in Vedic and Upanisadic thought, it became more explicit and actively engaged only in the larer
developments of Indic theology (see Hospital, Lild in Early Vaisnava Thought,” in Sax, ed., Gods at Play, pp. 24-15).

*This “definition,” if one may, of poetic figure is found in the following verse from the treatise of
Bhimaha who is considered as the earliest theorist in alamkira$dstra (Bhamaha, Kavyalamkara (2. 85), translated
and quoted in Gerow, 4 Glossary of Indian Figures of Speech, p. 42, note 98):

saisd sarvaiva vakroktir anayartho vibhavyate
yatne “syim kavind kiryah ko “lankiro 'sayi vind |

This [atiayokti, ‘hyperbole’] is nothing but vakrokts; by means of it the sense is displayed. The
poet must make an effort in its regard, for what figure is there which lacks [an element of} it?”
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but rather is a cover term for the poetic possibilities implied by conventional
language. '

The fact that the Manasira belongs to the genre of a §&straic 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 1is 5Vﬁbb§VOk£i (in the sense that emphasizes the distinction from
vakrokti). Even in the section in the text that is 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 svabhavokti itself as a figure that harvests the “poetic

possibilities implied by conventional language,” as Gerow puts it.'"

Also, there are
occasions in the text when the language of svabhavokii itself is seen to accommodate a
“poetic space” within it. A conspicuous example is in the final chapter of the text,
Nayanonmilanalaksanam, “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 eves of the image, their subsequent covering with cloth, the
ritual of invocation of the deity into the image, and finally removal of the cloth

covering the eyes so that they are “opened.” Indeed, from the theological standpoint of

Saiva Siddhanta, “opening of the eye” is, above all, svabhavokti in that it describes the

" Gerow, A Glossary of Indian Figures of Speech, p. 47. Also see the eniry svabhdvokdi in Ibid., pp. 324-
26.

! In these subjects of description, one can identify the four metaphysical categories that the traditional
theorist Dandin enlists as addressed by svabhdvokti: jati, “the true state” or “type”; kriyZ, “act”; guna, “quality” or
“attribute”; and dravya, “thing” or “individual” (Ibid., p. 325). Svabhavokt, thus, could well be understood in the
sense of phenomenological description.
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“true nature” of the event. However, the homology between divine Name and Form
that underlies the interrelationship between the term “opening the eye” and the specific
iconographic and ritual acts signified by it allows aléo a poetic (more specifically,
metaphorical) interpretation of that term within an overall theological aegis. In other
words, the two interpretations do not contradict each 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
scientific 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 specific poetic figure

employed.

Consider the following verse (III, 4-6):

dhard pradhanavastu syattattajjatisu sarvasah ||

vim&nddini vastini vastutah vastusam Srayat |

tanyeva vastu caiveti kathitam vastuvidbudhaih ||

The earth should universally be the principal vastu among all kinds (species).
All vastu such as vimdna {(temple, also its tower) and so on, in fact, [derive] in

consequence of vastu. Indeed, they (vimdna and such) are said to be also
‘vaste’ by the enlightened knowers of vastu.

The term vastu is repeated several times to create a phonetic effect. The phonetic
proximity of the word vastu and the particle vastutah further enhances it. The semantic

proximity of these latter two to vastu is what amounts to 2 “word-play” of sorts in the
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verse. A case may be made here for the figure of yamaka, “cadence, even if it is an

uncouth attempt when compared to the elegant verses of Sanskrit poetry.

In the context of word-play, the “playful” flip between the suffixes laksapa and vidhana
(signifying “description” and “prescription” respectively) in titles of consecutive
chapters containing closely similar topics is at once conspicuous: Chapter IX,
Gramalaksapam, “Description of Village,” and X, Nagaravidhanam, “Planning of
Towns,” to mention one occasion. The two suffixes are interchangeably 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 failing to qualify according to
the definition given by alamkaradastra), there is, nevertheless, a double entendre at
work here, which invokes the figure of élesa, “pun.”m Here, the figure of pun enables
the scholastic-scientific distinction between “descriptive” and “prescriptive”

dimensions of §3stra to be maintained and made ambiguous at the same time.

The figures of upam3, simile, and rilpaka, metaphor, are employed in the final chapter,
Nayanonmilanalaksanam, in order to bring home the theological significance of the

iconographic and ritual acts. Consider the following verse (LXX, 8-9):

udite tu sahasram$au yathd gacchati samantatah ||

Y* Yamaka literally means “doubled” or “restrained.” It is defined according to the traditional §4stra as “a
figore in which & part of a verse . . . is 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 to the highly developed and formal character of this
figure in Sanskrit, Gerow chooses to render yamaka as “cadence” rather than “word-play.” The proximity of
yamaka to §lesa, “pun,” is obvious. The difference between yamaka and $lesa is that in the former, the two
meanings of an identical sequence of words are obtained sequentially, while in the latter, they are obtained
simultaneously. In other words, yamaka is “pua spelled out” (Ibid., pp. 223-24).

"The term §lesa derives from V§lis, “to embrace, adhere, conjoin”; Gerow calls it “. . . the associating
figure par excellence” (Ibid., p. 289).-
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tathaivamasthamanadi locanasya janasya ca |

Just as at the rising of the sun its myriad rays spread around, so also the opening
and closing of the [inner] eyes of the people.

Even though the verse is poorly constructed (in terms of both grammar and poetics), it is
clear that the figure attempted here is upamd, simile. In traditional theory, upam4 has
four components: 1) spameya, “subject to be compared”; 2) upamana, “object of
comparison”; 3) sadhdranadharma, “common property”; and 4) dyotaka, “clarifying
element” (that is, comparative adverb iva, “like,” and other such indicators).' When
all four are explicitly mentioned, it is a plrpopama, “full simile.” In the above verse,
one has to infer the missing components to 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 dispelling darkness), and the
indicator, the relative-correlative construction yatha-tatha, “in what maaner . . . in that

way...”

Consider also the verse (LXX, 111):

brdayakamalamadhe dipavattatparam syat |

[The deity] should be supreme [and] like a lamp, in the center of the lotus-heart
{of the devotee].

Both simile and metaphor are employed in this verse. First, simile: the deity (sub ject),

. is compared to a lamp (object); what is common is light. The comparison is effected

U4 Tbid., p. 142.

239



by adding the suffix vat, “like,” to the object.' In the term hrdayakamala, lotus-heart,
the figure is metaphor. The heart (subject) is identified with the lotus {object). The

116

specific means by which the identification is effected is that of compounding, ™ 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 Mﬁnasz?ra 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, walls, doors, and windows, in their respective chapters. These descriptions
elaborate the physical characteristics as well as proportiu;ms of the ornaments. Also, the
usagé sarvalankarasamyuta, “conjoined with all ornaments,” is often found in the
text.'” In the “language” of architectural composition, although a distinction is made
between the spatio-structural component and ornament, they were not dichotomous. '**

On the other hand, one may understand the relationship between “structure” and

' The upama constructed by the use of the suffix varis called vatyupama (Ibid., p. 163},

" Hence it is called samastarfipaka, compounded metaphor (Ibid., pp. 256-57).

W7 Bor instance, Ch. XV, 168; XVI, 87.

48 The understanding of the relationship between structure and ornament in architecture as dichotomous is
a modern Western one which has its roots in the Vitruvian distinction between firmitas, “firmness,” and venustas,
“beauty” (Vitruvivs, The Tea Books on Architecture. Trans. Morris Hicky Morgan [New York: Dover Publications,
19601, Book III, Chapter III, para. 6).



“ornament” as reflecting that between svabhavokt and vakrokti in poetics. Even
though the primary intention of building the temple was theological, it is 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 a vis the basic
conceptual archetype, és 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."”

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 sthapati and allowed room for serendipity and spontaneity,

improvisations and innovations.”” The game of chess provides a striking paradigm for

'* Michae! Meister’s article, “Juncture and Conjunction: Punning and Temple Architecture” in Artibus
Asiae (No. 41, 1979) is a groundbreaking one in this line of research. Meister studies the temples of Khajuraho in
Central India which are notorious for their explicit sexuval imagery and notices the location of relief-images of
copulating couples in panels on juncture walls between the sanctum and front porch. In another temple, at Chittor in
the same region, he notices that the juncture walls have relief-irnages of deities with a double nature such as
Harihara (Vigpu and Siva in one form or body) and Ardhandriévara (male and female aspects of Siva in one body).
These evidences lead him to conclude that these are instances of “architectural pun.” As far as I know, there are no
further studies in this line of the poetics of architectural composition and construction, a much fertile field, either by

Meister himself or by others.

120 S . . : T . : .
In traditional Sanskrit poetics, the trope bhavika signifies “imagination,” understood as the formal

exercise of invention of variations of an archetype. On this trope, Gerow comments thus:
In the Indian tradition, . . . imagination (bhavika) is generally described as the ability tc make the
several images of the individual poetic statements coherent in terms demanded by the work as a
larger whole. Itis manifested in such things as the plot . . . |, by the lack of shocking cantrast in its
development, by the general appropriateness of one image to its neighbors, and the like. ... The
imagination as a quality of the whole is an alamkara [embellishment] of repetition . . . (Gerow, A
Glossary of Indian Figures of Speech, pp. 68-69).



this “playing by the rule”™

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.

Aécording to the Manasara, the co-operation of the sthapati and sthdpaka 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 light of the thesis of the
mutual identification of the processes of making and writing, it may not be too itinerant
a speculation that their co-operation extended as well to the textual construction of the

temple through the compilation of the Manasara.””

2 This apt phrase is used by Sheldon Pollock to titte his paper “Playing by Rules: Sastra and Sanskrit” in
Dallapiccola, ed., Shastric Traditions in Indian Art.

2 Here, I wish ta avoid a generalization. The sequential organization of contents that corresponds roughly
to the structure as well as processes of construction and consecration of a temple is specific to the Manasdra
Noteworthy is the contrast in sequence of contents in the Mayamata, the sister treatise of the Manasdra: all
procedures of construction are elaborated in the first eighteen chapters. The remaining eighteen chapters are
dedicated to taxonomy: prescriptive descriptions of temples and images of different classes according ta shape and
size. The Mayamata thus ends on a rather unceremonious note. Interestingly, in Chapter I, Samgraha, “Summary,”
while giving a summary of the cantents, the text mentions the ceremony of caksuruamilanam, “opening of the eye
[of the image],” as the last topic. Thus, according to 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 actual length of the treatise,
whether the last eighteen chapters were added on later, and so on.
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CONCLUSION

i.Sommary

The Manasira ends with the final colophon, manasaram samplrpam, “the Manasara is
whole.”! Being whole implies “completion,” that is, a “closure” of that circle the
treatise set out to describe: elaborating the tenets of vastuéastra 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 closure so that in the colophon it

can be declared that the treatise is complete.

Likewise, the completion of the dissertation is incumbent upon the “closure” of the
hermeneutical circle by revisiting the initial concern with which I embarked upon the
study: the possibility of a meaningful 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, atfirst, a refined understanding of
the nature and structure of traditional architectural theory itself and its relationship to

traditional practice. The main body of the dissertation constituted an attempt at

" In the term sampiima, the basic meaning of “whole, complete, full” is born by plima; the prefix sam
serves to intensify this meaning. The philosophical import of pikpa as “plenum” is fully captured in the well-known
mantra found in the Brhaddragyaka Upanisad (V. 1.1}

pimamadal pimamidam pirmat pirpamudacyate |
pinasya plimamadaya plmamevavasigyate ||

That is whole; this is whole: from the whole, the whole is taken.
The whole having been taken out of the whole, the whole alone remains.

The philosophical, ritualistic and artistic horizons of pipa and its correlate éfmya, void, are treated
comprehensively in Debabrta Sensharma, “Pirpa,” and G. C. Pande, “Sﬁnya,” in Bettina Balimer, ed,,
Kalatatrvakosa: A Lexicon of Fundamental Concepts of the Indian Arts. Val IT: Concepts of Space and Time. Kapila
Vatsyayan, gen. ed. (New Delhi: Indira Gandhi National Centre for the Arts & Delhi: Motilal Banarsidass
Publishers, 1992), pp. 429-47 and 399-428 respectively.
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precisely such an understanding, through the exegesis of the Manasara. To recapitulate
the insights descried in the process: vastusastra understands itself to be a priori with
respect to its object, prayoga, practice. This self-understanding is founded
theologically, in the claim that vastufastra is a divinely revealed science. It is also
reflected in the divine genealogy of the guild of the sthapati and its hierarchical
organization. The claim and self-understanding of vastufastra as a priori obtains
epistemologically in the nomological principle of mana, measure, 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 §astraic

perspective, prayoga, practice, is mere application of rules and therefore a

deontological process.

A closer hermeneutical reading of the text, however, evinces a dialectic that is
dissembled within the nature and structure of vastuéastra. Theologically, the objective
of making (specifically, the temple and image) is to facilitate the manifestation of the
deity, that is, its descent into the phenomenal realm. However, the same theology
demands that making be a meditative practice which, in turn, generates the trajectory
of ascent 51“ fhe maker-as-devotee. The text stipulates rituals and meditations to
accompany the technical operations, especially at important junctures of construction.
Thus, the technical and theological dimensions of making interpenetrate each other.
The trajectories of descent of the deity and ascent of the maker-as-devotee meet at the

riteal moment of darfana, auspicious sight, at which the union of the deity and devotee

is understood to occur.
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Similarly, the nomological principle of measure displays more the characteristic of a
philosophic truth that is grasped through eidetic intuition than merely a deductive,
rationalistic, proposition or an inductive, empiricist, law. This phesomenological
impulse is seen to extend to the nature of the grammatical principles of the science as
well: they are primarily descriptive statements, with the &istraic, prescriptive, tone as a
secondary feature. In other words, they are “prescripdve descriptions.” This dialectic
between description and prescription is captured in the text by exploiting the
remarkable semantic fluidity that is 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 is 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 theory itself is 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 to
rules in the text. The reciprocity between theory and practice also manifests in a
certain parallelism between “making” and “writing,” in other words, between building
the temple and compiling the treatise, 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 built temples exists; rather,



the “identification” of making and writing is metaphorical, stemming from the

homology between the Form and Name of the divine.

The predominant concern of vastuédstra is the “what” of architecture, that is,
theoretical principles in the form 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 vastufisira evince that its fundamental role was in the
conceptual realization of the archetypal program of divine manifestation within a
cosmological setting. Making, especially sacred architecture and iconography, was the
actualization of this program. In the “application” of §astraic rules in the process of
actualization, there was still room for the sthapati to exercise his imagination to
improvise on them and invent variations of the same conceptually realized archetype in

response to the demands of particular situations, as the extant tempies testify.

In summary, the following features of vastus§dstra may be gleaned from this entire study
as having perennial significance for architectural practice: 1) the primacy of the site
(and not the design-studic) 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, while at the same time offers the
necessary discipline to restrain the imagination from devolving into mere caprice; and

4) openness to metaphysics and theology.
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2. Epilogue

The ever-new weaveth the ever-old

Ever-telling the never-told.”
Even though the “paradigm” of traditional architectural theory and practice does ring a
certain algorithmic note, it is qualitatively different from the positivistic functionalism
of modern, technological, practice. The difference issues from the inherent symbolism
of the traditional model that was molded by the metaphysical corollaries of its
cosmological setting and framework of cyclical temporality, as well as its grounding in

the craft of making.” The classic ideational error current in contemporary architectural

? Quoted in S. R. Balasubramaniam, Later Cholz Temples (A. D. 1070-1280): Kulottunga I ~ Rajendra Il
(Madras: Mudgala Trust, 1979), p. 1. _ '

* In his expositions on the nature of §2stra and its relationship to practice, Sheldon Pollock fails to highlight
this conception of §3sira especially as it pertains to architectural and iconographic making (in fact, he specifically
mentions the Manasdra as an example of a §4straic text on architecture). His analytical framework of §dstra is
solely the epistemology of classical darfana, more specifically among them, Mima&msa. It is in this classical context
that be places the Magasdra 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 Vidyas (Pollack, “The Theory of Practice and the Practice of
Theory in Indian Imtellectual History,” in Journal of American Oriental Society [No. 3, 105, 1985], p. 513). Pollock
also finds an ally to Mim&msi in the apriorism of Kant in understanding the $astraic form of vidhi, injunction. Thus
for him, the nature of theory is similar in Indian vdstu$astraic texts (such as the Manasara) and Western post-
Enlightenment treatises such as that of Lauvgier (see Pollock, “‘Playing’ by Rules: S5Zsirz and Sanskrit” in
Dallapiccola, ed., Shidstric Tradition in Indian Art, pp. 304-07).

This problem owes, perhaps, to his method of analysis of §4stra that proceeds from the general to the
specific: “. . . a systematic and synthetic analysis of the phenomenon [of §Zstra] as a whole, as presenting a specific
and unique problematic of its own . . . (Pollock, “The Theory of Practice and the Practice of Theory,” pp. 500-01).
The date of the text which Pollock accepts from Ghurye (who, in turn, might have borrowed it from Acharyay, is
untenable, as is already shown in the Introduction of the dissertation. As a result, Pollock does not dwell enough on
the implications of the onto-theology of Saiva Siddhanta (the specific tradition to which the Manasdra belongs) that
vivified darfana from sheer intellection of the divine in the classical systems to darfasa as a holistic, sentient,
experience of the divine occasioned by devotional worship, even while developing within or in relation to the wider
aegis of Vedic revelation and its epistemology. Also, Pollock’s favorable comparison of the deontology of
Mimamsa to Kantian deontological ethics cannot hold despite a certain formal similarity (and even axial symmetry)
that obtains between them: the former rests ultimately on the transcendent Veda (whick is totally outside the
subject), while the latter on the autonomous will of the transcendental subject. Conseguently, his assertion that the
nature of theory in vastu$istra is the same as in Laugier's treatise {Essai sur "Architecture, 1752} is also rendered
erroneous, at least in the case of the Manasdra: Laugier's language is a highly refined literary French as against the
“barbarous Sanskrit” of the MZnasara. The difference between the two do not stop merely at the level of refinement
of their respective languages but extends to their basic intents and contents as well. Laugier, not an architect
himself, is primarily concerned with the “why” of architecture, that is, the project of a self-conscicus {ounding 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 is unmistakably historical, assessing and critiquing past and contemporary buildings
and styles all of which, according to bim, have somehow fallen short of the ideal (see Wolfgang Herrmann, Laugier
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practice in India, one that is committed by both modern architects and representatives
of the vastuéastraic tradition,” is to confuse and ultimately collapse the significations of
vastudstraic injunctions with functionalist tenets of design and technological know-
how, and, thus, to deem them as compatible to each other.” Its ramifications seem, in
the end, only to favor and further functionalism, with the traditional concepts supplying

the cosmetic sleight either for a formalistic “Indianization” of buildings or to pacify

and Eighteenth Century French Theory [London: A. Zwemmer Lid., 1962], Chapter II, “The Theoretical
Foundation”). The prescriptive dimension of his theory must be understood only within this context, one that has
nothing in common with that of the Minasdra. Also, Lauvgier’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 totally different from any that are found inthe Manasara.

Yet another problem in Pollock’s comparison of vdstuédstra with Western architectural theory is that he
assumes all post-Enlightenment theory in the West to be of the same tenor, which is far from the case. For instance,
there is a considerable shift in the nature of theory from the Essai sur I’Architecture {1752) by Laugier (disucssed
briefly above) to the Précis des Legons d”Architecture (1802) by J. N. L. Durand, who admitted only an instrumental
dimension to theory (see Alberto Pérez-Gémez, Architecture and the Crisis of Modern Scieace [Cambridge, MA:
The MIT Press, 1983], pp. 61-65 and 298-314.

The barbarous Sanskrit of the Mainasdra evokes the treatise of Vitruvius (the first extant treatise in
Western architectural history) whose Latin was also commented upon as barbarous. However, the barbarity of the
respective languages alone does not afford a favorable comparison between the two, nor do a few similarities in
textual content. Such a comparison was Acharya’s mistake (see Acharya, Indian Architecture According to
Minasira-Silpadastra, Chapter V, “M2Znasdra and Vitravius”). The similarities in textual content owe to similarities
in the qualification of those engaged in the building craft 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 Vitruvius is aware of the mathesis
of the ancient Greeks, his is a narrative {rather than normative) discourse that telfs stories of origins and gives
descriptions of extant buildings with respect to their companents, proportions and so on. In other words, in Vitruvius,
theory is frankly a posteriori. The Manasdra, on the other hand, lacks personal authorship, hides the descriptive
within the tone of prescription, and lays claims to divine provenance through fantastic genealogies, thus asserting the
a priori of its theory.

‘ Ever since the modern architect took over from the traditional sthapati as the principal figure in the
contemporary architectural scene, the survival of the latter has been rather precarious and in pockets, and in most
cases in a transmuted form: as the “expert” of vdsrudgsira. Since the traditional mode of practice in its more
classical expression is struggling hard to survive, his knowledge of (ar “expertise” in) vistufdsira is, by and large,
only textual and deveid of concrete experience that derives from engaging in actual building. Thus, the
contemporary expert of vastusistra merely “represents” that tradition, valike bis predecessor, the sthapati, who truly
“emnbodied” it

* For an account of the origin, nature and structure of the functionalism as that facet of positivism which
obtains in architectural theory and practice and which dominates modern architectural practice, see Alberto Pérez-
Gémez, Architecture and the Crisis of Modern Science, Part IV, “Geometry, Number and Technology.” and
especially, Chapter 9, “Durand and Functionalism.”

Maodern architects, perceiving a metaphysical void in their mode of practice which at its core is
functionalist and reductive, and also plagued by the post-colonial political issues of identity and nationality that seek
expression in architecture, often resort to vastuddstra for means to legitimize and validate their practice. On their
part, the experts of vastuddstra play the role of consultants, offering their “theoretical expertise” in live projects or in
“analyzing” problems concerning existing modern buildings. In the eageraess of the experts to demonstrate the
universality of vastuédstra, the scope of the larter exercise is sometimes extended even beyand the boundaries of
India. Then there are practitioners and pedagogues of architecture who are engaged in developing programs and
curricula to teach vastusdstra in modern academic settings. Information on such ventures as these, which often yield
comic results, is abundant on the Internet.
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insecure clients.® In this light, rather than categorically dismissing vasiusgstra as
insignificant nor discounting its insights, as some modern architects tend to do,” what is
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 coastitutive 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 ideclogically driven: attempts to reconstruct an idealized “golden age” of
the past, or to construct a futuristic, technocratic, utopia. On the other hand, it provokes
them to reflect on whether there is, indeed, a foundational principle that would truly
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 intériom'zed and incarnated (that is, translated into concrete action in actual
projects) by modern architects. Then does their practice strive towards making all

things truly and meaningfully new.

® For example, consider these statements, made respectively by a famed sthapati of the vistudsiric
tradition and a modern architect:
“...my deep involvement in the design and execution of buge-sized secular buildings for certain
upiversities in Tamil Nadu as also Indianization of certain modern buildings in conjunction with
contemporary architects bave helped me understand the problems of contemporary architecture
in India in respect of spatial concepts and aesthetics preferred by modern society” (V. Ganapati
Sthapati, “Concept of Space in the Vastu Tradition: My Experiences,” in Balimer, ed., The
Agamic Tradition and the Arts, p. 130). “In Andhra Pradesh for instance, where the
[vastusdstra] tradition stifl lives on, it is even applied to modern concepts of commercial buildings
such as factories, theatres etc. The gods bring profit after all!” (Sumeeta Srinivasan, “The
Modern Vastu” in Architecture+Design, September-October, 1991).
7 Consider the statement by Satish Grover, a leading contemporary architect, that much of vastudlistra is
“deliberate esoteric mumbo-jumbo” (Grover, The Architecture of India: Buddhist and Hindu [New Delhi: Vikas
Publishing House, 1980}, p. 172).
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Appendix 1. CHAPTER-WISE SUMMARY OUTLINE OF THE
MANASARA

I: Sampgrahah
Opening paean; origin of vastuéasira as from Siva and revealed through the
gods and sages; chapter-wise outline of contents of the treatise.

11: Silpilaksanapiirvakam Manopakarapnavidhinam
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.

II: Vastuprakarapnam

Classification of architecture as Earth, buildings, conveyances and objects such
as furniture, ornaments, etc.

IV: Bhiimisampgrahavidhanam
Selection of site on the basis of soil, slope, water sources, flora and fauna.

V: Bhipariksavidhanam
Examination of soil by various tests; ritual possession of site, its ceremonial
tilling, making of plough and description oxen used for it.

VI Saﬁkusthépanal aksanam
Making and erection of gnomon; orieatation of site by the sciographic method,
calibrations to be applied in different months of the zodiacal calendar;
delineation of the site by its measurement and fixing limits with pegs; making of
pegs. :

VIL: Padavinyadsalaksanam
Disposition of plots in the delineated site, thirty-two schemes; deities presiding
over the plots and their iconic features; vdstupurusa, spirit of the site, his
corporeal features and manner of occupying the site.

VI Balikarmavidhanam
Sacrificial offerings to the deities presiding over the plots of the site.

IX: Gramalaksanam
Planning of villages: eight overall schemes and their variations; 4yadi sadvarga,
six formuiae based on the principle of remainder to 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 eatrance gateways;
layout of drains.
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X: Nagaravidhanam
Towans and forts: eight classes of towns based on location, inhabitants and their
caste, and dominant activity (trade, administration, defense, etc.); seven types
of forts based on location and characteristic features.

XI. Bhtmilambavidhanam
Shapes (in plan) of buildings: square, rectangle, octagon, circle, oval; 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 to presiding deity), and for residence (according to caste
of owner); ceremony of laying the first brick/stone.

XII: Upapithavidhinam
Three-fold classification of socle according to height, each of which is again
divided into four; description of moldings that are employed in the socle.

XIV: Adhisthanavidhanam
Classification of bases according to height into eighteen, and their subdivisions;
proportionate measurements of the component moldings.

AV Stambhalaksanam
The column, its proportions, shapes, ornamentation, materials (principally

wood), intercolumniation; procedures of collecting wood from forest; ceremony
of erection of column.

XVT1: Prastaravidhinam

Entablature, roof, parapet: their moldings and proporticnate measurements;
ornamentation (figures to be carved on them).

XVII: Sandhikarmavidhanam
Wood joinery: eight kinds, their manner of joining; use of spike and nail in
joinery.

AVIL: Vimanalaksapam
The superstructure of the temple (tower above the adytum): one-twelve stories;
measurements, ornamentation of the crowning dome, dome-nail (pinnacie),

peat-roof and front porch; the ceremony of placing the last four blocks of the
superstructure and erection of dome-nail.
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XIX: Ekatalavidhdnam
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: Dvi-dafatalavidhinam
Temples from two to twelve stories and their classifications according to

measurement, proportion, shape; details of staircases and their construction in
Chapter XXX.

XXX Prakaravidhanam

Courtyards: their proportionate measurements and features; five courtyards in
the composition of larger complexes.

XXXI: Parivaravidhdnam
Shrines of attendant deities and their locations in various courtyards in a temple
complex, also locations of ancillary functions (such as treasury, granary, etc.).

XXXIIIL: Gopuravidhdnam
Gate-houses to the five courts, their proportionate measurements; components
such as door, pillar, window, porthole, entablature, etc. and their measurements.

XXXIV: Mandapavidhanam
Pavilions, as single story blecks as housing various ancillary functions of a
temple or residence; also as open, pillared halls for ceremonies of coronation,
consecration of temple, etc., to stage plays and artistic performances, and as

sheds to shelter animals (horses, elephants), always located within the five
courtyards.

XXXV: Salavidhanam
Residential blocks: different classes according to shape and proportions,
description of their composition.

HAEXXVIL: Grhamanasthanavidhanam

Measurement and spatial layout of a residence according to padavinyasa,
scheme of plot-disposition.

XXXVIL: Grhapravefavidhanam
Ceremony of inauguration of the residence.

XXXVIIL: Dvarasthanavidhanam
Doorways, their disposition in temples and residences.

XXXIX: Dvdramanavidhanam
Measurements of doors in temples and residences.
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XL: Rajaharmyavidhdnam v
Palace complexes; kings of nine ranks based on extent of kingdom, revenue,
sirength of army, etc., and their palaces.

XLI: Rajangavidhanam
The qualities of a king; his entourage.

XLII: Rajalaksanam
Royal insignia — crown, throne, etc.; administration of justice, collection and
distribution of revenue.

XLIIL: Rathalaksanam
Royal chariot: its different classes, constituent parts, ornamentation.

XLIV: Sayanavidhanam
Couches, bedsteads and swings: their measurement and ornamentation.

XLV: Simhasanalaksanam
Thrones: measurement and ornamentation.

XLVI: Torapavidhanam
' Archways to teraples and palaces: measurement and ornamentation.

XLVIL: Madhyarangavidhanam
Central theater for the performing arts in temple and palace complexes.

XLVII: Kalpavrksavidhanam
Characteristics of kalpavrksa, the mythical all-giving tree that adoras thrones,
pavilions, archways, bedsteads, etc.

XLIX: Maulilaksapam
Crowas of various deities and classes of kings, their dimensions, jewels to be
embedded in them; ceremony of coronation of the king.

L. Bhiisapalaksanam
Body ornaments and house-hold articles such as lamp-stand, fan, mirror, bird-
cage, etc.

LI Trimirtilaksapam
The triad of deities (Brahm3, Vispu, Siva), their iconographic features.

LII: Lingavidhanam
The linga, semi-iconic image of Siva: various classes, their proportionate
measurements; features of stone suitable for its sculpting; collection of stone
from forest; fruits of its worship.
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LII: Prthalaksapam
Measurements and details of the pedestal upon which the linga is to be
installed.

LIV: Saktilaksapam
Female deities: their iconographic features.

LV: Jainalaksapam
Iconographic features of Jain images.

LVI: Bauddhalaksapam
Iconographic features of Buddhist images.

LVIL Munilaksanam
Iconographic features of the seven sages of antiquity.

LVII: Yakgavidyvadharalaksapam
Iconographic features of mythical beings.

LIX: Bhaktalaksapam

Iconographic features of devotees; four classes of devotees according to four
stages of spiritual ascendancy.

LX: Hamsalaksanam
lconographic features of the Swan (vehicle of Brahma).

LXI: Garudalaksanam A
Iconographic features of the Eagle (vehicle of Visnu)

LXII: Vrsabhalaksapam
Iconographic features of the Bull (vehicle of Siva)

LXII: Simhalaksanam
Iconographic feature of the Lion.

LIV: Pratimavidhanam
Proportionate measurement of images derived according to various principles;
application of 4y4di sadvarga to measurement of images.

LV: Uttamada$atalavidhanam
The tdlamana system of measurement of images in its maximal variation that

divides the overall height of image into 124 parts, from which is derived the
measurement of each organ and limb.
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LVI: Madhyamadafatalavidhanam
The talamana system of measurement of images in its medial variation that
divides the overall height into 120 parts, from which is derived the measurement
of each organ and limb.

LVIL: Pralambalaksanam
Offset measurements of the images from the plumb-line.

LVII: Madhiccistavidhidnam
Metal casting of liniga and other images in wax molds.

LIX: Angadisapavidhinam
Consequences and penalties of defective construction for each component of
building.

LXX: NayanonmIlanalaksapam

The ceremony of inauguration of the temple: opening the eyes of the image, its
installation in the temple, deposit of precious stones.
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Appendix 1I: SCHOLARSHIP ON THE MANASARA

In the Indian intellectual tradition of the ancient and medieval times, scholarship on a -
treatise existed in the form of bhasya and virttika, commentaries and expositions.!
This tradition of §4straic discourse was sustained mostly by the Brahmana class, and its
language was classical Sanskrit. Even though vastudastra, science or theory of
architecture, was occasionally listed among the branches of knowledge that make up
the §astraic corpus and vastudastraic treatises proliferated all over India from the
medieval period onwards, to the best of my knowledge, no commentary of the
Mdanasara (or any other vAstu$dstraic treatise) existed in traditional §astraic discourse.
This may have been due to the Brahmanas’ consideration of vastu, architecture, as a
“craft,”? and therefore relegating its theoretical discourse as a concern only of its own

practitioners who, incidentally, were non-Brahmanas.

For example, in the field of grammar, Panini compiled Agtadhyayi, the first known Sanskrit grammatical
treatise (c. 400 BCE). The works of the later grammarians Katyayana (¢. 250 BCE) and Patanjali (c. 150 BCE),
Varnika and Mahabhisyarespectively, were commentaries of Astadhyayi.

21n his book Vidyas, G. S. Ghurye, a prominent scholar in the field of sociology, examines the branches
and hierarchies of vidyd, knowledge, in Indian intellectual history, beginning from the Vedic period. Ghurye’s
survey leads him to conclude that §ilpadastra as a “head of learning” seldom featured in the numerous traditional
listings and organizations of bodies of knowledge (ilpa is a generic term 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 it is mentioned, he observes that “its close connection with the arts of song, music and
dance is rather suggestive of its having been counted as a craft” (Ghurye, Vidyas: A Homage to Comte and A
Contribution to the Sociology of Knowledge [Bombay: Indian Sociological Society, 1957], p. 48). As an evidence to
this, be gives the case of the Manasara:
The work named M4nasdra after its author is the earliest extant text dealing with the subject of
architecture, town-planning and also iconography. [The sage] Manasara, at the beginning of his
great work, informs his readers thart the first promulgators of the science which be is going to
expound were the gods Siva, Brahma, Vishnu, and Indra, and the great sages Brhaspat and
Narada. After them, Manasara himself dealt with it. It is iateresting 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 (Tbid).
Even though Ghurye's description of the text as the earliest extant text on architecture (probably echoing

Acharya), is 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 vastuastraic
(that is, “avowedly architectural,” in Acharya’s words) treatises.® Among these, the
Agamas especially of the Saiva sect such as the Kamika, Karapa, Suprabheda,
Raurava and Afita are of special significance for the Manasara. The basic structure of
these Agamas reveals a fourfold pada, division: fjiana (théological) 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.*
Their accounts have a striking resemblance in form and content with those in the
Manasara> The realization of a temple project (its building and consecration) could be
possible only by the collaboration of theological and technical knowledge personified
in the sthapaka, temple-priest, and the sthapati, master-builder, respectively.® Both the

kriyapada of the Agamas and the vastu§dstra of the Manasdra may be thought of as

3For instance, Arthaédsira, the treatise on statecraft and political science (dated c. 300 BCE), Chapters 22-
25, 65 & 66 on military architecture; Nityas§dsira, treatise on dramaturgy (dated latest 200 CE), Chapter 2 on
theatres; several chapters in Purdnic texts (such as Agni, Vayu, Matsya and Garuda, dated variously from the dawn
of the Christian Era onwards) that deal with worship of images in temples and making of images and temples; and
accounts in the Agamas, thealogical texts of the Saiva, Vaisnava and Sakta sects of medieval Hinduism, on the
making of temples and images. For a detailed survey, see Acharya. Indian Architecture, Chapter I

“The Kamikagama, for instance, in its sixty {out of a total of seventy-five) chapters that deal with
architectural and iconographic making, gives systematic accounts of site selection, examination, orientation and
delineation, systemas of measurement and numerical-astrological formulae to be employed in the making and
classification of buildings. Acharya comments: “. . . its treatment of the subjects can hardly be surpassed by that of
an avowedly architectural treatise” (Ibid., p. 23).

SAcharya, after having perused the Kdmika, Karana and Suprabhedsa dgamas, finds a “close similarity” in
their chapter-contents with the corresponding chapters of the Minasira (Ibid., pp. 23-28). This similarity with the
Agamas is true as well in the case of the Mayamata, the other suthoritative treatise of Dravidian and Saivite
architectural and religious affiliation (see Brupo Dagens. Architecture in the Ajitigama and Rauravigama [New
Delhi: Sitaram Bhartiya Research Institute, 1984]; also see “Foreword” by Kapila Vatsyayan and “Introduction” by
Brunc Dagens in Mayamatam, Vol. ). v

SMentions of this collsboration between sthapaka and sthapati in the course of building and consecrating
temple and image are found on several occasions in the Manasdra: Chapter XVIII, 399-400; LXVIIL, 20-22; LXX, 3-
4; also in the Mayamata, Chapter VI, 19; 1T, 35-37; XVIIL, 139, 178-203, and so on.
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resulting from this collaboration: a conscious “theorization” by compiling floating
traditions of craft-practice that used to be preserved orally, and bringing them under a
| theological aegis. The kriyipada completed the body of the respective Agama, and the
vastuéastraic treatise preserved and transmitted to posterity, the “theoretical”
knowledge of practice.” The theological legitimization, 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

canonicity to the text of the Manasara with respect to practice.

1. Manasara: Trasnsition from Transcription to Translation

As mentioned already, the extant manuscripts of the Manasara are transcriptions of a
later date.® From Acharya’s description of the manuscripts, it is seen that some of them
(A, B, C, D, H, I and J) were written on paper with ink. The transcription of the

Manasara continued well into the colonial period in Indian history, not only in the

"This authorship” (understood in the sense of agency of compilation) of the vastuddsira by the sthapati,
first and foremost a builder (and therefore wanting in literary proficiency), explains why the language of the
Manaséra in the manuscripts is a “most barbarous Sanskrit” as bas been commented by Sanskritists such as G.
Buhler, R. G. Bhandarkar and Rost who examined them (Acharya, Manasdra on Architecture and Sculpture,
“Preface,” pp. vii, xi; also see Acharya, Indian Architecture. Appendix, “The Language of the Silpa-Sdstra” pp. 199-
214). Inthe appendix, he lists the grammatical irregularities in the rext; he also points out that this style of language
is found in inscriptions as well.

15 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 vastu§dstraic texts was not merely “preservation” but alse transmission and updating of
the text with respect to current practice by means of interpalations and additions. These contributed to the fluidity of
the text. Kapila Varsyayan, in her “Foreword” to Dagens’ critical edition and translation of the Mayamata says:
“The question of interpolations in the Indian textual tradition is . . . a complex matter. Since at all 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 manusceipt tradition marked the transition from oral to literate culture. Thus, manuscripts, though
encapsulating ideas in writing, were always “in dialogue with the world outside their own borders” (Walter Ong,
Orality and Literacy: The Technologization of the Word [London: Methuen, 1982], p. {32).
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traditional circles of the guilds, but also under tﬁe patronage of the British.? The early
“patrons” were in most cases freelance enthusiasts belonging to the administrative,
commercial or military ranks of the English East India Company.!® This phenomenon
of British patronage in the transcription of the manuscripts in the case-history of the
Manasara may be seen as the first instances of a tentative and guarded tryst (along the
textual line) between the “living” vastuastraic tradition of South India and the
rationally enlightened modern European mindset — the intellectual curiosity of the latter

having been piqued by the “mystique” of the former.!! The fact that the British patrons

%It is recorded in the last page of Manuscript B that it has been written (transcribed) by one
Raminujicarya for the Kumpani Bahadur (a colloguial term from the colonial vocabulary that stood for the East
India Company) in the Saka era 1677. The date is given in English as 14™ 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, 18307
(Acharya, “Preface,” Manasdra on Architecture and Sculpture, pp. ix-xi).

10 The city of Tanjavur and the region around it {which came to be known as the Carnatic) has had a quite
checkered history from the age of the Cbla empire onwards. After the decline of C5la power in the thirteenth
century, Tanjavar was occupied successively by the Pandya 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 (especially
the French and the British) often intervened in the rivalries between the native kingdoms of South India. The British
{the English East India Company) emerged as the strongest among all the powers, both calonial and native, and the
whole of South India gradually came under their direct or indirect contral. Tanjavur and the Carnatic were annexed
by the Company forces under the command of Lord Wellesley in 1799. For a brief account of the history of the
region, see K. Rajayyan, A History of British Diplomacy in Taajore (Mysore: Rao & Raghavan, 1969), and also
Selections from History of Tamil Nadu, 1565 —1965 (Madurai: Madurai Publishing House, 1978).

UThis 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 foundatians of
Indotogy as a classical 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 history
of European encounters with and responses to Indian art. For a thorcugh documentation of the history of European
encounters with Indian (especially Hindu) art from the Middie Ages onwards, see Partha Mitter, Much Maligned
Monsters: A History of European Reactions to Indian Art (Second Edition, Chicagoe: The University of Chicage
Press, 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 discourse on Indian architecture in the
nineteenth century, see Sonit Bafna, The Nineteenth Century 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 concrete
encounters with the actual monuments and images of deities, ranging from the vivid and ailmost always fictitiously
distorted accounts by medieval travelers, through the more sober yet often-times prejediced reports by Jesuit
missionaries in the sixteenth and seventeenth ceniuries, to the enthusiastic writings of the freethinking antiquarians
of the eighteenth century. In the latter half of the eighteenth century, with the arrival of Sanskrit texts in Europe that
triggered the “Oriental Renaissance” there, the climate was set for the study of Indian art to take a “philalogical
turn.” Even though religious texts received the primary attention of Orientalist scholars, attention was drawn to
§astraic texts on the mechanical and fine arts as well. Sir William Jones, the pioneering scholar in the field of
comparative philology and the founder of the Asiatic Society in Bengal in 1780, wrote in the first issue of the journal
of the Society in 1788: “The Silpa Sistra, or collection of treatises on Arts and Manufactures, which must have
contained a treasure of useful information on dyeing, painting, and metallurgy, has been so long neglected, that few,
if any traces of it are found . . ” (Jones, “Discourses,” Asiatic Researches 1, 1788, p. xiv; quoted in Mitter, Much
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employed scribes (specializing in the “craft” of manuscript copying) from outside the
vastuéastraic tradition to “preserve” the text that they‘somehow came Lo POSSess is
symptomatic of a rupture that was beginning to occur in the continuum of knowledge-
transmittance within the Lradition. At this historical moment, the climate was ripe for a

modern study of vastuédstra, which was undertaken by a freelance Indian scholar, Ram

Raz.

1.1} The Contribution of Ram Raz

Ram Raz’s study of Hindu architecture based on one manuscript of the Manasira and
of a few other South Indian treatises such as the Mayam ata and Sakaladhikara was
published posthumously in 1834 under the title An Essay on the Architecture of the
Hindus.'? Its contents were a “Preface,” two letters of cérrespondence by Raz to a
certain Richard Clarke, a letter that Raz’s wife wrote after his death, the essay itself,
and forty—eighi plates of illustration. Ram Raz was an Indian judiciary official with the
East India Company and a corresponding member of the Royal Asiatic 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 manuscript

from Sanskrit to English in order to present the rules and precepts of Hindu architecture

Maligned Monsters, p. 147). The initial efforts of the British officials to collect and preserve (through transcription)
the manuscripts of the Minasira may be seen as a heed ta the call issued by Jones to consult the $straic texts.

2pam Raz, Essay on the Architecture of the Hindus (London: John William Parker, 1834). The Canadian
Centre for Architecture in Montreal holds a copy of the original edition.

B That the project was commissioned by Richard Clarke, Esg. is stated by the author of the “Preface.” It
is evident also from Raz's two letters to Clarke. Richard Clarke was an official of the East India Company, holding
offices in the Civil Department of the Madras Government. He was also a Senior Member of the Fort St. George
Coliege in Madras and had written an essay titled “Rickard’s India” (Ibid., “Preface,” pp. iii, vi-viii). The name of
the author of this “Preface” is not given in the text. Mitter takes him to be Clarke himself (Mitter, Much Maligned
Monsters, p. 183), while Pramod Chandra identifies bim as a certain Captain Harkness (Pramod Chandra, “The
Study of Indian Temple Architecture,” in Chandra, ed., Studies in Indian Temple Architecture [New Delhi:
American Institute of Indian Studies, 1975], p. 1, note 1).



and sculpture to the European public. The obscure technir::al terms of the text proved
insurmountable obstacles for European freelance architectural enthusiasts to translate
it; hence the agent of the project of translation had to be “from within” the tradition.
Ram Raz was perceived by the British patron as the person best qualified to undertake
the project. On the one hand, Raz was Indian and a Hindu of high lineage.!* Even
though not a sthapati or a sthapaka 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 to
Sanskrit which he most probably learned in his young age. He was also in a privileged
position to be able to seek the assistance of both the “artist and philologist” (in the
words of Clarke!®), to unravel technical and linguistic 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 bureaucratic and judicial

structures in India 16

Raz set ocut to translate the entire text of the Manasira but soon realized that it was a
near-impossible task, for a number of reasons. To begin with, the manuscript of the

Manasira and that of three other texts he had collected did not contain the full contents

4R az, born in Tanjavur in 1790, claims to be a descendant of the Vijayanagara kings (the word raz being
a vernacular variation of r4j meaning “king”). He must have belonged to the ksatriya, kingly, caste.

B is significant that Clarke mentions the more generic §ilpf, “artist” (or “craftsman” — the distinction does
not quite apply in the context of nineteenth century India), and the (Brahmana) pandita, “philologist” (traditional
scholar, man of letters) instead of sthapat/, master-builder, and sthipaka, temple-priest, in association with the
treatises. This is echoed by Raz as well. This seems to stem from, on the one hand, an unfamiliacity on the part of
both Clarke and Raz with the extent of the Agamic association of vastuédstra {(a fact that only later schalarship
brought to light) that led them to see vastusdsira in a more secular light, and on the other, the possibility of a state of
decadence of the vAstu$4straic tradition in both its theoretical and practical dimensions.

16 az started his career with the East India Company as a clerk to the Adjutant of the Native Regiments of
Infantry. In 1815, he was clerk at the office of the Military Auditor General. Later he was appointed as Head of the
Fort St. George College Office by Richard Clarke, and then as Head English Master to natives. His career

culminated in his appointment as Honorable Judge and Magistrate of the Adawlat Court in Hosoor {in Mysore
Province, South India).
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of the texts. Also, the tanguage of the texts posed problems even to the traditional
craftsmen and men of letters. In his first letter to Richard Clarke, he wrote: “The few
scattered fragments are scarcely intelligible to the best pandits, since they are so full of
memorial verses andv technical terms that none but those who have been initiated
regularly in the study of the art can comprehend them fully.”!”7 However, he found that
the §ilpfs, craftsmen, themselves were “men of very limited acquirements, and totally
unacquainted with the science.”!® Presumably under the influence of the eighteenth
century European antiquarian mindset of dating both the monuments and texts of India
to a hoary antiquity, Raz cast some of the blame of unintelligibility of the texts on the
sages of antiquity:

It is a melancholy truth that those venerable sages to whom our works on arts

and sciences are attributed, in endeavoring to communicate instruction to the

world have been guided rather by a mistaken ambition for rendering themselves

reputable by the difficulty and abstrusiveness of their style, than by an anxiety
to make themselves intelligible.!®

Raz admitted that he was iﬁcapable of surmounting these difficulties and proposed to

limit his endeavor to writing a short essay on Hindu architecture. He said that he might

17Ra.z) Letter to Richard Clarke, Madras, 13 October, 1827 in Raz, Essay on the Architecture of the
Hindus, p. x.

131bid. As said in Note 14 abave, this points to a state of decadence of the vastudsicaic tradition at that
time. Raz in his second letter ta Clarke (Madras, 13™ January, 1828), wrote: “The best workmen — disused to their
own ancient style of building durable public edifices — now display an ignorance of it for want of encouragement
owing to decline of native rule. . . . The study of this art [vAstufdstra] has been long neglected . . . [the] few
manuscripts have a lot of errors” (Ibid., pp. xi-xii).

19Raz, Letter to Clarke, 13th October, 1827, in Ibid., p. x. He was also aware of the 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 take sides in this debate stating that the resemblances may have
been accidental — that is, the respective architectural traditions of Egypt and India may have developed on their
own, 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 so.” If, on the other hand, there was indeed an exchange between the two cultures, Raz
states that there is not enough evidence to take a conclusive stance on the issue: “The Western writers on antiquities
have not placed this matter beyond doubt. And for my owsn part, I will not venture to affirm any thing with certainty,
antil [ have collected sufficient information to form an apinion . . . until the silpasastra of the Hindus is correctly
illustrated and laid before the public, the guestion . . . must remain problematical” (Raz, Letter to Clarke, 13+
January, 1828, in Ibid., p. xiii).
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add to this essay, “some descriptions of a few temples and porticoes principally taken

from the Carnatic, with corresponding designs.”20

Raz begins the essay by stating that sixty-four standard treatises on architecture and
sculpture under the genre of &lpadastra are known to exist.?! 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.”?2  He then lists a number of texts whose “scattered remains” were extant.
He had procured manuscripts of five texts: the Manasira, Mayamata, Kasyapa,
Vaikhanada and Sakalddhikdra?* Based on the manuscript of the Manasara that he
found, Raz states thus:

Manasara is the most perfect [treatise] I have seen, and perhaps the most
perfect on the subject that now exists. It is stated to be a production of a sage

2OReztz, Letter to Clarke, 13 January, 1828, in Ibid., p. xiv.

Raz did manage to 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 to Clarke, 13" October, 1827, in Ibid., p. x) who
might have helped him to decipher some of the technical terms in the text.

Partha Mitter errs in saying that Raz made the Minasdra “available for the first time in English translation
.7 (Mitter, Much Maligned Moassters, p. 186). On the other hand, Sonit Bafna is more accurate when be says that

. in the end [Raz] produced not a complete transiation but comparative commentary on [the treatises]” (Bafna,
The Nineteeath Century Discourse on Indian Architecture, p. 35).

2R az disagrees with William Jones who had stated that the known sixty-four treatises “contained useful
information on sixty four different arts and manufactures.” Raz translates $ilpa as “manual art” and £3stra as
“science,” thus §ilpasisira to mean “mechanical arts, commonly architecture.” According to him, the sixty-four
§ilpadastra texts are therefore solely on architecture and sculpture. He says that of these, thirty-two are mulkiya,
“principal,” and thirty-two, upa, “subordinate,” teatises (Ibid., p. 1). Raz does not elaborate on the distinctions
“principal” and “subordinate™; neither does he comment on his gualification of the treatises as “standard.”

P1bid.

23The texts that Raz lists are Manasdra, Mayamata, Kdsyapa, Vaikhdna$a, Sakaladbikara, Viswakarmiya,
Sanatkumara, Saraswatyam and Papcarfitram. The fact thatr he was not quite aware of the distinction between the
thealogical Agama and the more technical §ilps- or vastuSdstra is evident in his inclusion of two Agamas,
Vaikhanaéa and PancarAtram (both Vaisnava and not Saiva) in this list.

2*Acharya, based on his familiarity with the physical attributes of the eleven manuscripts (A to K) of the

Mdnasara that survive today, thinks that the one that Raz procured might have been the manuscript J (Acharya,
“Preface,” Ménasara on Architecture and Sculpture, p. Xiv).
Raz complains once again about the general condition of these texts:
Mutilated as they invariably are in many important parts, almost every line of them is not only
disfigured by gross errors, perpetuated by a succession of ignorant transcribers, but the technical
terms and memorial verses with which the whole abounds, are also little understood either by the
artists or the pandits of the present day (Raz, Essay on the Architecture of the Hindus, pp. 2-3).

276



named Manasira, and is of great celebrity in the south of India as affording
copious information on every branch of the art on which he treats, 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
architecture

His statement that the Manasira was consulted by artists to resolve architectural
contestations contradicts his own earlier statements that the technical terms in the texts
were little understood by the artists.?® 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, vastufastra was in a general state of
decadence. Raz observes that the decline of practice corresponding to decline of native
rule and patronage, together with the rivalry between the Brahmanas and the artisans
(who jealously guarded the treatises and the knowledge of craft) gradually rendered

obsolete the treatises and their theoretical contents.2?

The manuscript that Raz was using had only forty-one chapters of the text. However,
in its preface, fifty-eight chapters and théir contents were enlisted. He includes these in
a lengthy footnote. About the dates of the Manasira and the other texts, he comments:
“The exact age of . . . these treatises is very difficult to ascertain. Tradition gives to
most of them an antiquity altogether extravagant.”?® To him, the efforts at dating them

are hardly successful since “ancient history and chronology of the Hindus are obscure

Bbid., p. 3.

26partha Mitter's statement that the “aesthetic manual . . . Manasdra . . . was consulted by practicing
architects down to Ram Raz's day,” has no empirical substantiation except for Raz’s own seli-contradictory
statement on this (see Mitter, Much Maligned Monsters, p. 186).

27Raz, Letter to Clarke, 139 ] anuary, 1828, in Essay on the Architecture of the Hindus, pp. X-Xii.
ibid, p. 8
.p- 8.
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and oblivious.”?® He finds in the treatises corréspondences with the religion and rituals
of the South, from which he draws the conclusion that all of them are of South Indian
origin. From the few instances in the Manasdra where it is said that it was written by
the sage Manasara, Raz takes the term manasdra, meaning “essence of proportion,” as

both the name of the “author” and title of the work.

After these introductory remarks, Raz sets out to present the fundamental
characteristics of Hindu architecture based on the contents of the text: the hierarchical
structure of the builders’ guild, the range of subjects that the builder needs to be
knowledgeable in 3 the selection of site, its orientation using the gnomon, components
of a temple structure and their various shapes and proportions that give rise to the
different “Hindu orders.” At one point, he states that he is 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 cities;
the ceremonies attending the consecration of images, the mode of determining
the propitious measurement for commencing to lay the foundation of an edifice,
as well as the rules for predicting the future prosperity of him who causes the

edifice to be raised by the aspect of the stars, the sitvation of the building with
respect to cardinal points and other astrological devices.3!

2%15id. However, Raz cannot resist speculating based on “internal evidence” in the texts {which he does
not specify) that they were written “in a period subseguent to the canonization of [the four Tamil holy men] Appar,
Sundarar, Sambandar and Manikkavasakar [wha] lived between the third and fifth century of Salivahu.”.

In connection with the text Sakalddhikara which is attributed to the sage Agastya, 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
Brahmanas there, invented alphabets for the Tamil language and refined Tamil on the principles of Sanskrit (Ibid.,
op. 7-10).

30The Manasira mentions this only in a generic manner, that the sthapati should be well versed “in all the
sciences,” but Raz gives a list: arithmetic, geometry, drawing, sculpture, mythology and astralogy. He then
compares this point favorably with Vitruvius' treatment of the same (Ibid,, p. 15).

3lid,, p. 5.
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These, to him, “are not immediately connected to the purpose of this essay.”®? The
same attitude prevails in his treatment of the “mystical figure” which, in later
vastuédstraic scholarship came to be knowa as the vastupurusamandala®® Raz dwells
briefly on its role and function in the construction process but finds it as “little
interesting or instructive to the European reader.”® Indeed, Raz here is influenced by
and speaking to the formalist mindset of his nineteenth century European audience that

is characterized by the denial of any transcendent meaning to architectural form 3

As he delves into the minutiae of measurements, proportions and ornaments of the
different “Hindu orders” mentioned in the texts (especially the Manasdra, the “most
perfect” one), Raz finds that their treatment is rather obscure. This causes him to shift
tactics, so to speak, in the manner of studying the text: “. . . as an accurate idea . . . can
be formed only by ocular observation of these decorations, it has been deemed

unnecessary to follow our text too closely on this subject.”?” The question, then, of the

31bid., p. 22. He had mesntioned this in his letter to Clarke (dated 13* January 1828) as well: <[A]
cansiderable portion of the silpasastra is connected with topics of religious rites, sacrifices and astrology with which
we have no immediate concern.”

330n the history of the concept of vastupurusamandala as a construct of modern scholarship, see Sonit
Bafna, “On the Idea of the Mapdala as a Governing Device in Indian Architecrural Tradition” in Jowrnal of the
Society of Architectural Historians, Spring 2000, pp. 26-49.
3R az states:
[The] mystical figure . . . rraced on the ground plan of villages and cities for the purpose, not only
of offering cblations and sacrifices to the divinities who are supposed o preside over their
various parts; but also of dividing the area into several compartments, to be applied, according to
their sapposed fitness, to the building of temples, and the formation of high roads, streets and
cities; to each of which purposes the part over which a certain deity presides is considered raore
adapted than any other (Ibid., p. 41).
3pid.

3%1n the nineteenth century Europe of deontologized grammars and art histories, Raz’s work gained
mention in the English designer Owen Jones’ Grammar of Ornament (1856) and the German art historian F. Kugler's
Handbuch der Kuntsgeschichte (1842); (Mitter, Much Maligned Monsters, p. 183).

Toig., p- 29. Raz registers his protest at the manner in which the text deals with the subject: “. . . such 2
loose manner of prescribing rules for the dimensions of architectural members must be considered objectionable, and
but little compatible with science and taste” (Ibid., p. 26).



exact role of the text with respect to architectural objects remains unanswered in Raz’s

work.

Raz compares the formal aspects of Greco-Roman and Hindu orders such as
ornamentation, intercolumniation, and systematization of proportions of the column
based on the principle of apparent diminution of diameter with height. He argues
strongly that due respect be given to Indian 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.”3® Well informed of the architectural discourse in Europe
around the aesthetic category of the sublime, his appraisal makes ample use of that
notion.?® 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 in “. . . splendor, magnificence and an inspiring appearance.”*® Raz patently

381bid., p. 62.

391n the emerging “science” of aesthetics in the eighteenth century Evrope of the Enlightenment, the
category of the “sublime” was proposed as distinct from (and even in opposition to) that of the “beautiful” by
Edmund Burke in his influential work, A Philosophical Inquiry into the Origins of the Sublime and Beautiful,
published in 1757. Kant also discussed the notions of beauty and sublimity in his Critique of Judgement. Whether it
be in Burke's primarily psychological or Kant’s phitosophical approach to aesthetics, the issue al stake in this
discourse was not so much the qualities per se of the aesthetic object as the state of the mind of the perceiving (ar
rather cognizing) subject. Thus, if beanty (explained first by Plato in metaphysical terms of essence, and from the
Renaissance onwards increasingly along rationalist lines) was perceived to be the category fit for Classical works of
art and architecture that maintains the mind “in restful contemplation,” then sublimity (defined in late antiguity by
Longinus as the quality that produces “nol persuasion but transport”) suited everything non-Classical such as
Egyptian, Indian and Gothic, and aroused the strong emations of terror and pain. For the influence of the notion of
the sublime {as well as the later Romantic notion of the picturesque) among Europeans studying Indian art, see
Mitter, Much Maligned Moasters, pp. 120-140.

4R az, Essay on the Architecture of the Hindus, p. 62.



observes that the Hindu temples possess these qualities “in an eminent degree,
independently of that sort of light betwixt gloom and glare which increases the
sublimity in architecture,” and that “. . . in beholding these majestic and stupendous
works, we are struck with admiration and respect, and animated with emotions of piety,

virtue and religion.”*!

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, pillar, entablature, gatehouse, and
ornaments on them. A few plates are dedicated to layout schemes of villages. The
figures were draughted in single line pen and ink, by a firm in London.** Precision and
due attention to disposition of architectural components are their hallmarks. In most
cases, they were constructed solely on the textual accounts. With respect to 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 Vaikupfandtha Temple in
Kanchipuram; Plates XLVII and XLVIII are both 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

1bid. Raz goes an to say that the Egyptian pyramids are best calculated to produce these impressions.
The Hindu temples are “pyramidal,” but smaller in size. However, he says, they were also executed with great skill
so that “the parts are formed for the eye to embrace the whole, at the same time . . . the sight is bewildered with the
infinite variety of decorations. The interior, also, is so constructed as to cast a visible oblivion, that indispensable
requisite of the sublime” (Tbid.).

4L the bottom of the plates is written: “Lithographed for the Royal Asiatic Society by Day & Haghe,
Lithographers to the King, Gate Street Lincoln’s Inn Fields.”



philological (rather than archaeological) emphasis in the nineteenth century discourse
of architecture. Following this, architecture was understood, as Sonit Bafna rightly
cbserves, “as a ‘science, a codified set of rules about dimensions and combinations to
be applied to a given set of elements, . . . as a canonical body of knowledge
comparable to the disciplines of grammar, anatomy, medicine and law, and defined
through texts and treatises.”*® In the end, the illustrations fail to bridge‘, on the one
hand, the already existing “conceptual” (and not “re al”) 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, Indian architectural
discourse took a decisively archaeological turn* 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 ethnographic and religious
history of the nation. In an address to the Society of the Arts in London in 1867,

Fergusson said: “. . . the architecture of the couatry {(India) may be considered as a

“3Bafna, The Nineteenth Century Discourse on Indian Acchitecture, p. 39. On the illustrations in Raz’s
book, he comments: “For Ram Raz, the building was important only as an illustration of a particular set of rules or a
typology defined in the Silpa Sastras” (Tbid).

Prior to Raz’s period, European antiquarians and travelers had skeiched and studied Hindu temples and
other monuments as part of their larger scheme of deciphering the mythologies in order to reconstruct the history of
ancient India. Based on a measured drawing prepared by Le Gemntil de la Galasiere (a member of the French
Academy of Sciences who came 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 clues
regarding Indian mythology™; he was “more interested in the iconographical aspects of these buildings” (Ibid).

“The seeds of scientific archaeology were already present in the works of antiquarians and travelers such
as Le Gentil.
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great stone book, in which each tribe and race has written its annals and recorded its
faith.”*5 In order to study the ethnography from literary 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
locality, 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.#

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 research,*” Fergusson
dared to weave a grand theory of Indian architecture along historicist lines* out of the
hard data that he collected, especially by the prolific use of photography.*® Fergusson
was the first scholar to write a comprehensive history of Indian architecture, the work
published as History of Indian and Eastern Architecture® His main concern in this

work was the morphological evolution of Indian architecture: the delineation of

rames Fergusson, On the Study of Indian Architecture {London: John Murray, 1867), p. 10.

461hid., p. 11, The primary focus of James Prinsep’s endeavors was precisely this: deciphering inscriptions
found on monuments. He was the first to read the ancient Brahmi script and decipher the inscriptions of the
Mauryan emperor Asoka (c. 260 BCE); (see Dilip Chakrabarti, A History of Indian Archazeology: From Beginning to
1947 [New Delhi: Munshiram Mancharlal Publishers, 1988], pp. 32-34).

47Cunningham built up such a formidable reputation as archaeological surveyor that he was appointed the
first Directar General of the government-sponsared Archaeological Survey of India in 1861. For kis contributions,
see Ibid., Chapter II, “Alexander Cunningham's Surveys and the Works of His Contemporaries and Successors.”

“The historicism of Fergusson owes above all, perhaps, to the philosophy of history of the most influential
thinker of the time, G. W. F. Hegel. Significantly, in his vniversal history of art, Hegel had written on Indian art as
* stagaant or decadent, being incapable of the unilinear historical progress that, to him, Western art demonstrated (see
Mitter, Much Maligned Moasters, pp. 208-220).

*I1n his Preface to the First Edition of his work History of Indian and Eastern Architecture, Fergusson
claims: “I possess; to give a single instance, more than 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, History of
Indian and Eastern Architecture, Revised and Edited, with Additions [London: John Murray, 1910], Vol. I, “Author’s
Preface to the First Edition,” p. ix).

SOAt first, this work made up one of the volumes of his four-volume Architecture in All Cougtries, from the
Eartiest Times to the Present Day, published 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. Inthe process,
architectural intentionality — “the thoughts they wished to express” - received only

scant consideration.

2.P. K. Acharya’s work on the M&nasara

The philological approach to the study of Indian architecture was revived in the early
twentieth century when the Sanskrit scholar and professor P. K. Acharya took up the‘
study of the Manasara. He was aware of the fact that Raz’s book had ‘stirred up interest
in the “monumental work” of the Manasira 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 ialready collected eleven “badly preserved”
manuscripts: a considerable advance from Raz’s possession of a single manuscript.
Acharya’s research on the text obtained him a doctoral degree from the Faculty of
Letters at the University of Leiden in 1918. His research led him also to the University
of London, from where h‘e eventually obtained a D. Litt. degree. He published his
dissertation at Leiden in 1918 under the title, A Summary of the M3nasdra: A Treatise
on Architecture and Cognate Subjects>' It is evident that in order to prepare this work,
Acharya had to not only collate and critically edit the manuscripts to produce a
complete version of the text with seveaty chapters, but also translate the text so as to

access its contents. In this publication, the contents of the seventy chapters of the

Sip K. Acharya, A Summary of the Manasira: A Treatise on Architecture and Cognate Subjects (Leiden:
E. J. Brill, 1918). Inthe “Preface” of this publication, Acharya states that it is only a smail portion of an Introduction
to the first Edition and the English translation of the Manasira, both prepared by him (but not yet in print at that
time). He states that the objective of this Summary is “nothing more than to 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 Manasdra 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 to develop into
formidable arguments in his later writings). These include, among others, the
following: 1) meaning and use of the term MAanasdra as “the essence of measurement”:
and as denoting both author and work; 2) the reason for the bad Sanskrit of the text as
the literary deficiency of the architects who wrote it; 3) the relation of indebtedness
between the Manasara on the one hand and the architectural portions of Purapic and
Agamic texts on the other; and 4) the similarities between the Manasira and the

treatise of Vitruvius as pointing to their mutual dependence

Acharya’s ultimate aim was, as noted already, to prepare a critical edition of the text
and its traaslation 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 Manasdra is a “most barbarous Sanskrit,” Acharya
says:
[The language of the text] can hardly be called Sanskrit, which etymologically
means the refined language of the Aryans, of their Vedas, Epics, Dramas, and
other sweet literature. The text is replete with obsolete expressions and

technical terms, of which there is no elucidation in any of the existing
dictionaries ™

F2The twelfth and last “thesis” occurs as a complete surprise in this context. It states thus: “Krishaa's
advocacy of war described in the Bhagavadgita is justifiable, in other words, it was Arjuna’s sad duty to kill his
relatives in the war for a righteous cause” (Ibid., “Theses,” p. 5). Acharya gives no hint at all regarding what
prompted him to insert in this book as a final word, such a statement on the war in the epic MahZbharata that has
nothing to do with the Manasara.

Sbid., p. i.
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In order to 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 all
the architectural terms used in the Méanasara with explanations in English and
illustrative quotations from cognate literature.”> He completed this dictionary after
consulting not only the Manasdra but other known vastuéastraic texts, §astraic texts in
other disciplines such as politics and astrology, texts containing mythological and
legendary accounts (Epics and Purdpas), theological texts (Agamas), works of literature
(poetry and drama), as well as archaeological records from archaeological survey
reports, and inscriptions published in the volumes of Epigraphica Indica, lndian
Antiguary, Corpus Inscriptionum Indicorum and others. The dictionary, which became
the first volume of Acharya’s seven-volume Manasdra series, was published by Oxford
University Press in 1927 under the title, A Dictionary of Hindu Architecture> The
Dictionary is, in itself, a monumental achievement: the extent of Acharya’s survey for
its preparation was vast, and the list of technical terms of architecture included in it,
thorough and exhaustive. Regarding its method and structure, Acharya states that he
followed those of the Index to the names in the Mahabhdrata compiled and arranged by
S. Sorensen, as well as the Vedic Index of Names and Subjects compiled by A. A.
Macdonnell and A. B. Keith. In the Dicticnary, Acharya claims to have gone much
beyond the method in the above Works‘af giving references to the nmeﬁ, to cite the

original passages in text or translation in which the term was found. He claims that

Hbid., pp. i-ii.
55Acharya admits that the dictionary owed its origin to the glossary of architectural terms found in the
Mdanasdra which, inspired by the advice of F. W. Thomas, Librarian of the India Office in London, he had prepared

far his own private use in order to edit and transiate the text (Acharya, A Dictionary of Hindu Architecture.
Manasara Series, Vol. I [Rpt., Delhi: Low Price Publications, 1995], “Preface,” p. vii).
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presenting the full context of the terms was necessary to bring out the distinctions in
meaning found in their usage 5 For word-order, 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
well in that it makes the Dictionary quite colorful and rich, aﬁd much more than a dry
technical glossary. There are occasions, however, at which the method tends to become
an end in itself, attempting to include 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 Vitruvius® discussion of cities. This
juxtaposition is rather affected; it does not contribute much to the basic intent of the
Dictionary — to explain Indian architectural terms. There are two lengthy appendices to
the Dictionary: the first is a list of known Indian treatises on architecture, compiled
from various manuscript catalogues. In this appendix, while giving information about
the Mayamata, Acharya delves into lengthy gquotations from various antiquarian
scholars conducting research on Mayan civilization in Mexico. He concludes the
section by guoting a statement by Professor Grafton Elliot Smith of University College,
London, on the possible influence of the Indian intellectual and architectural traditions
on Mayan civilization: “At University College, we are absolutely convinced that the

Maya civilization was directly derived from India. We regard it as certain that

CAcharya demonstrates this by giving the example of the technical term pitha which has several
meanings: seat, altar, platform, pedestal of a column, basement of a building, plinth, the base of a linga. Short
quotations such as pitham astdngulam, found in the St Petershurg Dictionary (the largest Sanskrit dictianary,
compiled by the German Sanskritists Bohtlingk and Roth) are not enough to make clear these shades of meaning. In
citing the entire passages, Acharya claims to ga beyond even the 5t Petersburg Dictiogary (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.”5 Evidently, this is the argument that Acharya favors as well. The
second is a list of historical architects with short notes on their works. The source for
this list, he says, is archaeological rather than literary, for the sake of historical

validity. 5

The Dictionary of Hindu Architecture is an invaluable contribution to scholarship on
vistuéastra. 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
varjous branches of Indology.”® However, it has not been found to be in much use in

vastusastraic scholarship in the posi-Independence period.

The second volume of Acharya’s Manasira series is titled Indian Architecture
According to Manasira Vastusdstra. This volume, although small in size, iS
encyclopedic in its scope: in it, Acharya presents a sweeping survey of vastudastraic
discussions in Vedic, Buddhist and Classical literature, summaries and synopses of a

number of texts (including the Manasira and Mayamata), a detailed argument

37bid., p. 781.

SgAcharya explains in a footnote that the list “does not include the mere Stone Masons or Engravers of
Inscriptions, nor those architects who are mentioned in treatises less historical than the Epigraphical records” (Ibid,,
p. 803).

1 response to Acharya’s statement that “[wlhether the resules will justify the great labor involved will
have to be left to the actual experiment of those who are in need of such a work . .. 7 Ananda Coomaraswamy
affirmed in his “Review of Acharya's Summary of the Manasira and the Dictionary” (originally published in the
Journal of the American Oriental Society, No. 48, 1928) that the Dictionary especially was, indeed, 2 monumental
wark, and “. . . indispensable to every student of Indian architecture and realia. Only those who work along these
lines will realize the great labor involved in [its] preparation, especially when they are the first of their kind . . 7
However, Coomaraswamy adds a critique that Acharya's work displays a lack of familiarity with the modes of
practice of the traditional sthapatis (Coomaraswamy, “Indian Architectural Terms,” in Michael Meister, Ed., Ananda
K. Coomaraswamy: Essays in Early Indian Architecture {New Delhi: Indira Gandhi National Cenire for the Arts &
Oxford University Press, 19921, p. 72).
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regarding the date (together with the geo-political and religious contexts) of the text. In
chapter IV of this volume titled “Manasira 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], respectively®’), 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 well as the ambiguity
surrounding their titles. From these, Acharya suggests that there must have been 2
“connecting link between the two authorities.”®! The question was put before the
Oriental conference held in Calcutta in January, 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.”®

The third volume of the Series is the complete and critical edition of the text in
Sanskrit, and is titled, Manasdra on Architecture aand Sculpture: Sanskrit Text with
Critical NotesS In the English “Preface” to the Volume, Acharya gives a thorough

description of the eleven manuscripts (A-K) of the text, and mentions the relationships

0 Even though the Emperor was divine in the Roman religious mindset, he did not rise to the status or
function of creator of the universe.

GlAcharya) Indian Architecture, p. 159. He . .. refuse[s] to astribute all these affinities vo mere chance.”

52bid. It seems that Acharya would have favored the indebtedness of Vitruvius to the Mapasara. A
similar claim is made by Tarapada Bhattacharya, that Vitruvius is indebted to Indian Visu Sastras (works on
architecture that he speculates to have existed in antiquity from which even the Ur-M2Znasara derived). In addition
to similarities in textual content, Bhattacharya presents a few scattered archaeoclogical evidences on Roman
presence in South India (see Bhattacharya, Canons of Indian Art, Chapter XIX, “Relation of Mdinaséra with
Vitruvius,” pp. 196-99). These evidences are far from sufficient to dismiss with finality the possibility of astonomous
development of the Indian and Graeco-Roman architectural traditions which the two treatises represent.

63Acharya’s use of the term “sculpture” to denote thar which is “iconography™ (in the more precise sense
and faithfulness to the context) tells of the secularizing tendency that he inherits from Raz.



fie discovered between the manuscripts in the process of collating them. He adopted
the manuscript [, “the most perfect [one] available” as his Codex Archetypus. He also
describes the methodology he followed in the critical edition of the manuscripts, the
objective of which was “to prepare an intelligible text.” To this end, the numerous
errors found in 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, arsa, that is,
owing to “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
Manasara, [had) no alternative than to take all these errors as drsa.”* 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.”S> The eccentricities that are arsa are presented
in parenthesis wherever they occur in the main text; the Critical Notes and Appendices

included at the end of the volume further lists the errors and the emendatioas that have

been made.

Volume Four of the Manasdra Series titled, Architecture of Manasara, is Acharya’s
English transiation of the text. In the lengthy “Preface” to this volume, Acharya gives a
historical account of his own work on the translation project, outlines its methodology,

and reiterates some material from the previous volume such as summary of the

S ach arya, Manasira on Architecture and Sculpture, “Preface,” p. xvii.
657pid
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contents of the text, comparison with other texts and the argument about the date of the
text. He claims that the translation of the MAanasdra, an architectural text, was an
entirely new undertaking in the field of Indclogy, which he hopes would have “some
practical benefit to the country.” For him, the Manasara was a practical guide—b(;ok for
the architects of its time. The translation would make available the principles of
architecture and construction outlined in the text for modern Indian architects to test
whether they were “scientifically sound and suitable for modern buildings . . .7
Regarding the method of translation, Acharya states that his aim was “to reproduce the
bare meaning of the Maanasira, and to avoid . . . taking liberties with the {anguage in
order to bring out meanings other than what the most obvious and ordinary natural
interpretation would suggest.”®” That is to say, he reduces the interpretation of the
terms to a “strictly 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 to buildings,
images, and their component parts that are outlined in the text are illustrated in the
accompanying Volume Five, Architecture of Manasara: Illustrations of Architectural

and Sculptural Objects®® As in the case of the plates in Raz’s Essay, all the

66Acharya, Architecture of Manasara. Translated from Originai Sanskrit. Manasara Series Vol. IV (Delhi:
Low Price Publications, 1935), “Preface,” p. xiv.

S71higd p. X¥i.

5810 the “Preface” to Volume Four, Ach arya 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 all regions as well as modern architects and engineers — were cansulted. The architectural
illustrations (layout schemes, plans, sections and elevations of buildings, their component parts such as base, column
and entablature, and their details, were prepared over two years by Mr. S. C. Mukherji, 2 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). Mr. 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 sccurrence in actual buildings were draughted by Mukherji.
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illustrations are constructed from textual accounts in the manner of 2 transcriptibn from
letter to picture, even though Acharya claims that they are based also on study-sketches
of actual buildings. These sketches themselves are not included in the set of
illustrations. On the other hand, the figures illustrate typologically reduced specimens
drawn from the classificatory accounts of buildings in the text (Fig. 15).%° As a result,
these illustrations also remain in a rarefied, conceptual, realm, devoid of any
ontological depth. At a more fundamental level, 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 Abroad, 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 classified as “Hindu” (in the broadest religious sense) must
necessarily include the pre-Vedic urban civilization of the Indus Valley (c. 3000-1500
BCE), the grand buildings of the Vedic and Epic periods (c. 1500-300 BCE) found in

literary accounts in the Vedas and Epics, as well as the buildings of Buddhist, Jain and

Finding a qualified person to iflustrate the iconography proved more difficult. After much search, such a person was
identified in Silpa Siddhant Sivayogi Sri Siddalingaswamy, the head of the Jagadguru Nagalingaswamy monastery
in Mysore state in South India, “who claim[ed] to be ‘a Silpin by heredity,’ to have ‘studied Silpa, painting etc., at
the feet of Gure’ and to have been ‘training for a quarter of a century a number of youths in the art of sculpture,
painting and kindred subjects according to Sastric canons’™ (Ibid., p. xviil). Siddalingaswamy’s illustrations of
iconography add up to twenty two plates, some of which are in color.

5This is evident in the titles of the Sheets in which the term “[building] type” and its 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 nate on the Sheet says: “All these types may be utilized both as temples
and domestic buildings with slight difference in details to be indicated in the section.” Sheet LVII is titled “The
One-Storied Building: The Typical Section.” The note says: “If this is to be used as a temple, the {rieze and parapet
should also be decaorated 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 classificatory accouats of buildings in the text.
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Brahmanical (Saiva and Vaigpava) sects of the classical 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 includes the modern nations of Burma, Malaysia, Thailand,
Cambodia, Brunei and Indonesia), Central Asia, the Far East (China and Japan), and
even Ceniral America. To this end, he collects and presents a vast amount of evidence,
both textual and archaeological.”® Acharya’s argument, even though buttressed by hard
evidence for the most 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 Manasdrain its conception and construction because of some vague formal
correspondence in layout and detail it has to the accounts in the text.”! In the same

formalist vein, the Mayan architecture of Central America is also included as a

70Acharya, Hindu Architecture in India and Abroad. Manasdra Series Vol. VI (Delbi: Low Price
Publications, 1995). The evidence that Acharya presents draw mainly from the archaeclogical findings of Sir John
Marshall in the Indus Valley and Avrel Stein in Cestral Asia, James Fergusson’s history of South East Asian
architecture based on extant monuments, and his own survey of Vedic, Epic, Puranic and Agamic texts,

"Upid., pp. 370-71.
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derivative of Hindu architecture.” This framework of understanding desnies any
possibility of indigenous development of architectural traditions. Ironically, Acharya
uses the argument of indigenous development to chide Western Indologists who

attempt to prove that the origins of Indian architecture lie in Persia.”

The applicability of vastuddstra to modern Indian architectural practice is ultimately the
concern with which Acharya conducts his scholarly work on the Manasdra. This
concern was shared by the architects of his time as well. 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 Manasara that he had already accomplished.
This “standard treatise,” he claimed, had “regulated all the known structures of India”
in the past, and therefore contained the “grammar” of Hindu architecture for all times.™
The latter was the series of “architectural experiments” that he conducted in order to
demonstrate the applicability of the principles outlined in the text. They included two

small shrines in his native village in Bengal and the guest house, Swastika Mansion, in

Allahabad.

bid., pp. 372-74.
Bloid., Appendix I, “Indo-Persian Architecture,” p. 376.

7‘*Acharya states that architecture is governed by a “general standard of beauty,” which, in turn, “is largely
dependent upon proportionate measurement of dimensions, disposition of component members, and types of
verandahs, balconies, doors, 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 ornamental 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 elaborations, 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 governs 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 Manasdra such as the swastika “class” (or
“type”) of ground-plan (Manasara XXXV, 203-222) and vertical proportions (XX, 34-
41, 94), the grhasthambha, principal column, in the front, screen patterns for window
openings, and detail of railing surrounding the compound.” Even the sole instance of a
symbolic purport in the whole program — an attempt, while describing the building, to
identify vastupurusa, the concept of “spirit of the site” that is stipulated in the treatise,
with the central courtyard of the building — seems nothing more than a far-fetched
afterthought.”® In the end, Acharya’s own architectural response to those he criticized

is only a more rigorous brand of the same formalism that is the mark of the attempts of

big., PP. Xv-xxiil.

"6 Ach arya states in a footnote:
[the] irregular-sided courtyard is intended to represent the prescribed unsymmetric figure of the
Spirit of the house . . . lying on its face. His five principal limbs are represented by the five set of
staircases ascending from rhe ground to the high-plinthed verandahs . . . The usual but
unintelligible custom is still followed and the house-builders make on the actnal building site a
figure of the Spirit of the house with powdered chalk during the ceremonies of laying the
foundations. That chalk-mark is, however, defaced in no time, while in the case of the Swastika
Mansion, the courtyard and its five landings, representing the Spirit of the house, may be
expected to last as long as the house does (Ibid., p. xvii).

It is clear from this statement about the figure of the vastupurusathat Acharya is not at all aware of its role

— bath symbolic and practical ~ in the construction process which facilitates a building to “become” (and not merely
“represent”) the puruga.
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his contemporaries. Thus, Acharya’s effort also 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 Encyclopaedia 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.” He was not able to 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 price 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 vastusisira itself.
Acharya imposed upon the Manasdra his own concern of making vastufastra 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
reveal the metaphysical foundations of architectural theory. As a result, he severed the

fink between the two and reduced theory to functionalist principles of design and

77Acharya, An Encyclopaedia of Hindu Architecture. Manasira Series No. VII (Delhi: Low Price
Publications, 1995), p. ix.
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technical know-how. It is theory understood thus that Acharya applied in his
architectural experiments. As already shown, »the Swastika Mansion, contrary to
Acharya’s expectations énd claims, failed to accomplish the intended synthesis
between vastuddstra and modern practice. Consequently, his work on the treatise also

suffered a similar fate. 78

3. Scholarship on the Manasira after Acharya

After Acharya, the dominant tendency among scholars has been to use the contents of
the Manasdra for comparative studies with other vastusastraic texts or to highlight a
particular aspect of vastu§astra. This is the case in the work of D. N. Shukla, also a
Sanskrit professof. Shukla’'s Ph. D. dissertation was on the Samardnganasiitradhara, an
important North Indian medieval architectural treatise. After completing his
dissertation, he continued his study of Hindu architecture and iconography by
examining several other major treatises of the tradition. The study was published as
the Vastu-Sastra Series in two volumes, titled respectively, Hindu Science of
Architecture and Hindu Canons of Iconography and Painting, the former dealing with

architecture and the latter with iconography.” In the Introduction to the first volume,

78pramod Chandra, in his survey of scholarship on Indian architecture, commesnts about Acharya’s work on
the Méanasdra as “love’s labour lost” {Chandra, “The Study of Indian Temple Architecture,” in Chandra, ed., Studies
in Indian Temple Architecture, p. 26). This comment has become more or less the established view about Acharya’s
work among later scholars. According to Chandra, Acharya failed because he did not make use of the methads
evalved by Ram Raz. Chandra considers Ram Raz’s method of “Junderstanding the text] fairly accurately through
consultation with a traditionally trained Sanskeit scholar and a ‘good sculptor . . . well acguainted in the practice of
architecture and terms used in the art’ and [verifying] the knowledge gained by reference to the manuments
themselves” as “basically sound and judicious” (Ibid., p. 1). Here Chandra fails to notice that the methods of both
Raz and Acharya are essentially the same: the scientific method. Only that Raz had the advantage over Acharya of
having lived (bath historically and geographically) closer to the life-world of the text.

7°D. N. Shukla, The Hindu Science of Architecture (Engineering, Town Planning, Civil Architecture,
Palace Architecture, Temple Architecture, and an Anthology of Viastu-Laksapas; Hindn Canons of Iconography and
Painting (with an Anthology of Pratima-Laksapa and Citra-Laksapa as well as an outline history of Indian paiating,
archaeological and literary). Vistu-Sastra Series Volumes I & 11 (Lucknow: Vasts Vinmaya Prakadana Sala, 1958).
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Shukla states that his is a “comparative and cdticai study” of five treatises that are
representative of the northern and southern “schools” of architecture:
Samaranganasttradhara, Apardjita Praccha, Viswakarma Vastu$astra, Manasira,
Mayamata, and Silparatna® In Chapter V, titled “Study of Hindu Science of
Architecture,” he presents the chapter-wise contents of the Manasdra. Throughout the
study, Shukia makes ample use of the Manasara and its accounts on architectural

matters, while making some interesting observations based on them 8!

Shukla comments on the Manasdra as “the most popular and widely talked of . ..
among [the treatises].”® Aware of the different positions between Acharya and
Bhattacharya regarding the date of the text, Shukla trivializes the issue by saying thus:
“Indian culture being a very old culture, is not at all affected if a text is some centuries
earlier or later.”® 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

80This is 2 “new approach” in vastuddsiraic scholarship, according to Shukia. He observes that
Ram Raz only summarized the contents of the Manasara; Dr. Acharya’s contribution confines to
the edition, translation and [preparation of] dictionary of the Manasira . . . 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).
815hukla presents accounts of the Manasara under the major topics of Town Planning, “Civic Architecture”
{that is, buman residences), its origin and development, Palace Architecture and Accessory Structures, Temple
Architectore, its origin and development, and Temple Iconography. He observes that in the treatment of town
planning in the MZinaséra, there is not much difference between fort, town and village: “alf arve fortified places
intended for the residence of people” (Ibid., p. 232). Regarding civic architecture, he notes that the MAnasara treats
the residences of gods and men alike. This according to him points to the lack of a distinction in kind between the
sacred and the secular in the Manasara: “. . . buildings in general are described in one category alone. If there are
some additional delineations, they are just like appendices to them differing only in degree and sot in kind” (Ibid., p.
308). He claims that such a distinction in kind between the sacred and the secular is original to
Samaranganasitradhdra. Regarding the origin and development of §4/a, house, he agrees with Acharya’s thesis that
the tree was the archetype after which the house was built: &4/a, house, is etymologically linked to §4kha, branch (of
a tree); also kanfa, post of the house (the Manasira mentions a hierarchy of five posts in a house) derives from
kagpfa, trunk of atree (Toid., p. 311).
81bid., p. 154.
81bid.
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ithyphallic symbolism of the Higa in iconography. The Mayamata, which treats the
making of the Sivalinga in much detail, is the representative text of this phase. In the
second phase, iconography develops to include anthropomorphic images as well. The
Manasdra, in which much emphasis is given to measurement and proportion in
architecture and iconography, represents this period.®* According to Shukla, the third
phase is “antithetical” and “fanatic” in nature (in that it acknowledges only Siva as the
supreme deity), and is represented by the work AmSumabhedagama (which,
incidentally, is not vastu§astraic but an Agamic text of the Saiva sect). The fdurth isthe’
“synthesis” of the original thesis and the antithesis. Its representative text is the
Silparatna, “a work of broad catholicity and tolerance.” Even though this neat
scheme (that has a Hegelian slant) may have some appeal at a very general level, it
does not address the particulars of the historical and geo-political context of the

Manasdra. Neither does it serve to alter the current scholarly consensus on this matter.

The only study of the Manasara itself after Acharya that raises the question of the
nature of traditional architectural theory and its relevance to modern practice is a

master’s thesis by K. Mariamma titled Analytical Study of Manasara Vastusastra and

MResponding to the earlier speculations of Raz, Acharya and Bhattacharya, Shukla states:
{Thel Minasara represents that period of Indian sculptural traditions when correct Praportions
were the essence of Art. It is from this fundamental angle that this work has treated not only
sculpture, but also architecture. The very name Manasira (the essence of measurement) is the
keynote of the treatment of the subject. To me, Manasara is neither a Rsi — the author of the
work — nor a title without significance. It is proportions — the different and detailed canons of
Measurement that are life and breath of this work. The so-called barbarous Sanskrit in which it
was written as contented by scholars was the Sagskrit of the artisans of India as handed down
through oral transmission by the Acharyas of the Science — the Sthdpakas. My study of the work
convinces me of the distinct character of this work when finished art had to rigidly follow the
canons of measurements (Shukla, Hindu Canons of Iconography and Painting, p. 59).
This view is echoed by another scholar, Lalit Kumar Shukia. See L. K. Shukla, A Study of Hindu Art and
Architecture with Especial Reference to Terminology (Varanasi: The Chowkhamba Sanskrit Serjes, Vol. LXXXII,
1972), p. xxiv.

83shukia, Hindu Canons of Iconography and Painting, p. 59.



its Relevance to Modern Architecture, submitted to the University of Roorkee in India
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 applicability of the principles
themselves.”8 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 Manasdra 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 almost immediately
when she says that the objective of the study is “to re-evaluate the rational thinking of
{the] Manasdra tradition and create a logistic base for deductive applications to the
modern context,” and that its scope is to “rationaliz{e] and objectify[. . .] criteria for
application to the modern science of architecture.”®” Furthermore, she understands the
main issue of modern practice itself in India as that of a reclamation of “national”
identity, evident in her formulation of the fundamental questions:

a) Can we [modern Indian 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 all over the
Indian sub-continent) promise to establish an Indian Vernacular architecture 2%

The hermeneutical tone that Mariamma’s statement of intent had should have called

for the hermeneutical “method” for the study of the text. The absence of this

8K . Mariamma, Analytical Study of Manasara Vastusasira and its Relevance to Modera Architecture.
Master’s Thesis, University of Roorkee, 1981, p. 6.

871bid, pp. 8-9.
881bid, p. 4. Mariamma does not seem to be using the term “national” in the sense of “naticnalism” that
opposes “orientalism™ in Indological scholarship. Rather, she seems to be hinting at the issue of “regionalism” in

architectural discourse: how to 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 claim of
“analysis,” and the exercise tends to become one of freewheeling interpretation. The

scholarly worth of the thesis is seriously 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 seven chapters of the Manasdra regarding units
of measurement, procedures for the orientation and examination of site, and spatial
tayout of the building thereupon. This serves as a prelude to 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 lines is then
given® No reference, textual or other, is mentioned as the source of this
interpretation. A statement on the “moral value” of vastusastra for modem architects
completes the section.®® The discussion under the title “Approach” is basically 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 architectural enterprise in

ancient and medieval India: planned cities, temples, palaces, icons, ornaments and

89Mariamma states: “A Hindu Architect believes in his divine genesis. Now his aim is to become worthy
of that genealogy. He is tending to be perfect, above human errors and weaknesses. . . . Work is worship to him. . . .
The ideat of the Indian Silpi is to work for God, king and humanity and not at all to satisfy the materialistic self. . . .
Finally his work becomes an offering to God” (Ibid., p. 61}.

90«The moral level of the {modern] architect need[s] to be elevated by the study of the Vastu Sastras . . .
Study and practice of Vastu Sastras would certainly bring in a change in our outlook towards the profession. . . .

Happiness (Ananda or Bliss) the motif of [the ancient] Indian architect should 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
Brhadeéwara Temple in Tanjavur vis-a-vis the precepts of the Manasara, drawing the
conclusion of a one-to-one correspondence between textual precepts and the city and
temple in their horizoatal and vertical dimensions. However, the “analysis” itself is
preliminary at best: it is not buttressed by morphological studies. Therefore, her all
easy conclusion also comes under question. She also conducts another exercise, of
constructing a conceptual model of a house according to vastuddstraic 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); aswell, even the conceptual
mode! of the house is studied solely from the angle of the modern discipline of

climatology (which deals with how a design responds to sunlight, ventilation, and such

“factors” of climate).

In the sixth chapter, titled “Derived Concepts,” an advance is made in the theoretical
discourse when Mariamma elaborates the siﬁth (and the last) “derived concept.” This
“concept” is formulated thus: “vastuéistra follows an efficient methodology.”®! Itis the
methodology of modular planning: working with known and established schemes of
layout, measurements and proportions, as well as forms. She calls this the “top down
approach” to design, and finds it to be safe, efficient and predictable with regards to

form and dimensions of a building. This computational method, she cbserves, has

Mbid., p. 120. Of these six “derived concepts,” the first four are vis-i-vis the traditional sthapati 1)
“Nature: his Teacher”; 2) “Human Form: his Directive”; 3) “Human Body: his Scale”; and 4) “Order and Discipline:
his Doctrines.” The last two concern (traditional) Hindu architecture in general: 5) “Hindu Architeciure: with an Aim
and Purpose;” and 6) “Hindu Architecture: follows a Methodolegy” (Ibid., pp. 103-121). The contents under the first
five are reiterations of what has already been said in previous chapters.
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become “the newly accepted scientific approach.”” Mariamma is right in pointing out
that the deductive method iof design is found in both vastuddstra and modern practice.
However, she does not display here the understanding that this commonality of method
between vastufastra and modern practice is limited to a syntactic level and that their
respective semantics are at odds with each other. She also forgets that the “bottom-up”
approach was also present in vastuéasira, 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 with the s’election of the

site itself, proceeded from “bottom-up.”

The content of the final chapter, titled “Thoughts on Relevance to 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 intvition 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 2
plethora of “styles.” For her, even though vastuéistra has several limitations,® its
spiritual dimension and strict precepts make it a model from which modern architects

can learn lessons. She does not advocate a “blind acceptance” of vastusastraic norms,

gzIb_id., p. 118, Mariamma contrasts the “bottom up approach” with the top down. She elaborates it as
“starting from scratch” (that is, without 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 to observe that, while these two approaches are different in their respective
methodological specificities, both are but facets (rational and empirical) of the same modern scientific paradigm.

BThe metaphysics of vistuédstra is limited to Hindu thought alone; its association with astrology fosters
superstition; its canons are rigid and deterministic (at least at a theoretical level); and the authority of the sthapati is
more or less unquestionable. All 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 suvit

. . the changing and complex needs of the modern society.”® She refrains from
offering any prescriptions regarding how this is to be done by saying that it is left to the
individual architect-to 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” té architecture. She also
thinks that adopting this computational méthod 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 importam shortcoming of the the‘sis is that it pays no attention to
the language of the Manasdra. Without linguistic analysis (both syﬁtactic and

semantic), study of the nature of the theory in the text is bound to remain incomplete.

Another master’s thesis that mentions the Manasgra in its title is by Breanda Caantelo —
Symbolism in the Hindu Temple: A Study in the Mdinasdra — submitted to the
University of Calgary in 1984. Cantelo states that the aim of her thesis is to establish

the “religious continuity between the [Vedic] sacrificial ritual [of agnicayasa) and

bid., p.. 128
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- temple construction.”® She uses the Manasara as the “standard text [of coastruction of
the temple] to which others are compared . . .”% In the main body of the thesis, Cantelo
discusses basic concepts associated with vastusistra such as the origin and genealogy
of the guild of the sthapati, the vastupurusamandala, the C;lasses of architectural
objects, and so on, using the accounts on these topics in the Manasara as well as other
texts. In studying the Manasira, Cantelo 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 falls short of the claim of

its title, “a study in the Manasara.”

Like Cantelo, several other scholars and students consult the Manasira while
addressing broader questions on vastu§dstra simply because Acharya’s description of it
as the “standard treatise” still has some currency.”” In all such readings of the text, the
principles and procedures found therein are merely reiterated without probing deeper
into the nature of theory in the treatise and its relationship to practice. It seems that this
concern would arise only if the question of the relevance of vastu§dstra to modern
practice is raised. Acharya raised this question, primarily out of his desire to establish

a modern Hindu architectural practice by the application of traditional theory, and,

%SBrenda Cantela, Symbolism in the Hindu Temple: A Study in the Manasara (Calgary: University of
Calgary, M. A. Thesis, 1984),p. 2

%bid., p. 4.

97For instance, an excerpt from the English summary of the article by H. Noguchi titled “A Study on
Symbolism in Hindu Architecture™ in a Japanese journal, Southeast Asian Studies, reads thus:

Hindu architecture, in addition to its funcrional aspects, is an expression of Hindu cosmology.

Mianasira Vastuddstra, an ancient treatise on Hindu architecture expounds four norms through

which this cosmology is expressed: 1) a system of measurement, 2} a series of graphic patterns,

3) a range of component types of architecture, and 4) the specification of canstruction materials.

In Southeast Asia as well as in India, historically these norms were applied to architecture, as

well as to literature (Noguchi, “A Study on Symbolism in Hindu Architecture,” in South Asian
Studies, 22, No. 1 p. 15). :
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perhaps, also in order to justify his vast scholarly undertaking. Mariamma also 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 is made by a scholar, Vibhuti Chakrabarti. In her
book, Indian Architectural Theory, she traces the body of vastudstra by compiling its
“principles from various texts including the Manasara, and classifying 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 includes a subsection at the end under such titles as
“Contemporary Apialication,” “Contemporary Considerations,” and “Contemporary
Use.”® The compilation of vastu$astraic principles from a number of texts to
conceptually reconstruct its body is not a new exercise altogether: this was, in a sense,
D. N. Shukia’s project as well. What is amiss in Chakrabarti’s work is a reflection on
the fundamental question of the nature of theory. Owing to this deficieacy, her

discussions on contemporary relevance of vastusdsira also remain rather superficial.

98Viohuti Chakrabarti, Indian Architectural Theory: Contemporary Uses of Vastuvidyd (Richmond,
Surrey: Curzon, 1998).
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Appendix I1I: ON THE DATE OF THE VASTUSUTRA UPANISAD

One of the classic problems haunting the discipline of Indology is 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 Vastusiitra Upanisad as
well. Alice Boner, one of the translators of the text, initially posited the date of the
text as ¢. 700 BCE.L. In the Third Revised Edition of the text (published in 1996),
Boner, in her “Introduction,” retracts the claim of this specific date of ¢. 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 §lpasastra treatises of the medieval millennium.> Bettina
Batimer, who coliaborated 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 [Stutra IV. 10], points to an

early stage of development [of architecture and iconography].”?

In both the 1982 and 1996 Editions of the text, Dipak Bhattacharya, a scholar of
Sanskrit and the Atharva Veda, offers his expert opinion regarding the date of the text

in an essay titled, “On the Position of the Vastusbwropanisad in Atharva Vedic

iSee Alice Baner, “Introduction,” in Boner, Bettina Batimer and Sadasiva Rath Sharma trans. & eds.,
Vastusiira Upanisad: The Essence of Form in Sacred Art. Sanskrit Text, English Translation and Notes (Varanasi:
Motilal Banarsidass, 1982).

2See Boner, “Introduction,” in Ibid. (Third Revised Edition, Delhi: Matilal Banarsidass, 1996) pp. 1-6.
3 Batimer, “Preface to the Third Revised Edition,” in Ibid., p. xiii.

307



Literature.” In the 1982 Edition, Bhattacharya, citing certain internal (linguistic)
evidences in the text, posited, in his own words, “an unusually late” date for the text: ¢.
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 Vastusiitra and Silpaéastra
dealing with architecture and sculpture,”* and that “[its] subject matter falls outside the
general scope of Upanisadic discussion,”> is to begin from a premise that already
misses the basic nature, content and intent of the text. The VSU does not undefstand
itself to be a $astraic text: the word §3stra does not occur even once in the text.
Moreover, the §astraic form, characterized by a predominantly prescriptive tone, and
vidhi, 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 Forin) as a “contemplative practice” that is
a legitimate way towards attaining divine knowledge and 1iberaﬁ(m {for instance, Sttra
I. 4, and its explication). If attainment of divine knowledge and liberation are the
prime concerns of Upanisadic discussion, then the subject matter of the VSU falls well

within that scope, contrary to Bhattacharya’s statement. Similarly, Bhattacharya’s

4bid., p. 35.
31bid., p. 36.
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statements regarding specific internal evidences that would point to a later 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
it is much later than the Bhagavata Purdna [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
rekhd (I1. 9), saméantarala (11. 16) occurring in the VSU are technical terms of
Rekhagapita (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
Rekhagapita and the above-mentioned geometrical terms goes to Jagannatha,
an eighteenth century mathematician of Jaipur.®
Bhattacharya’'s phrase, “the text in its present form,” is already an inadvertent
admittance that the text did exist in some “previous form” during a chronologically
prior period. It points to the fluid nature of texts in ancient and medieval India by way
of interpolations, additions and emendations. In this light, the strategy of relying oa
internal linguistic evidences in a text as the primary means (that is, without the support
of semantics and external historical evidences such as those from archaeology) to
establish its date cannot be all that sound; the conclusions derived thereby cannot be
absolute and beyond question. Following this, there is no difficulty in assuming that the
terms sarala rekhd and samantardia, 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 in “theoretical”
geometry. These terms occur in the text within the context of explaining the

metaphysical meaning of the khilapafjara, compositional diagram, which is drawn on

the stone before the image is carved, and not within a discussion of theoretical

1bid., pp. 36-37.
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geometry. Finally, Bhattacharya’s hypothesi;s regarding the origin of the VSU as being
“in popular circles among semi-orthodox, semi-literate, 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 claim 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 sitra literature (c. 500 BCE-200
CE), closer, perhaps, to the latter limit of this long chronological interval. As
mentioned already, this time period coincides with the early phase of temple-building:
rock-cut 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 pillars3

" Toid., p. 41.

8See Percy Brown, Indian Architecture: Buddhist and Hindu Periods [Bombay: D. P. Taraporevala Sons &
Co., 1965], Chapters [I-VIL
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