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Fore-vvord
G.H.R.Tillotson

VastuVidya is an Indic theory of architecture.The Sanskritterm describes
a body of knowledge, sustained,developedand modified by successive
generationsof architectsthroughthe courseof manycenturies.The term is
not the nameof only onebook or text; it implies a tradition of knowledge
which has at various times beenorderedand expressed(and so is handed
down to us) in a rangeof texts, with a variety of titles. Someof thesetexts
haveformed a focus of study- by linguists interestedin investigatingtheir
literary content,by art historianshopingto find in themkeyswith which to
unlock someof the problems of interpreting the great monumentsof
India's past, and (more lately) by architects and others in search of
assistancein meeting the challengesof the presentand the future. This
timely book by Vibhuti Chakrabartimakes important interventionsin a
number of continuing debatesaround thesetexts and their uses,and it
draws attention to the relation betweentheseso far somewhatdisparate
debatesin ways which are illuminating to - and certainly oughtnot to be
ignoredby - anyonewho is interestedin Indian thoughtor design.

The first thing which distinguishesthis book from previousstudiesof
Vastu Vidya is the range of texts that are considered.Many of the most
scholarly works to date focus on individual texts to furnish us with
translationsandmuchvaluableinformationregarding(for example)specific
iconographicalprescriptions;naturally, manyhavenoticedthe parallelsand
even common material that exist betweenvarious texts, and they have
commentedon them; but this is the first work to take a broad range of
textsand exploretheir commonalityby meansof specifictextual reference
and detailedanalysis.The texts usedhereinclude six that are amongstthe
best known and most complete - the Mayamata, the Manasara, the
SamaranBanaSutradhara, the Rajavallabha, the Vishvakarmaprakashaand the
Aparajitaprccha;but besidesthis canonicalgroup, manyothercognatetexts,
and works on other relatedtopics, havealso beenreferredto.
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From this comparativeapproachemerge two important conclusions.
The first will perhapsfind ready acceptance,confirming as it does \,that
many have long supposedto be the case:that the various texts considered
are not entirely discreteworks but merelydifferent expressionsof a single
body or tradition of knowledge \vhich was disseminatedby a variety of
means(of which the compositionof the textsthemseh"es,,"asbut one), and
that the divergences- one might evensay inconsistencies- bet,,"eenthem
are mattersof detail that can be explainedby the exigenciesof the times
and placesof their various compositions.Thus Vastu Vidya as a science
exists (or existed) independentlyof any particular \vritten accountof it,
and perhapsevenof any ,,'ritten accountof it; and yet at the sametime it
was never a fixed or inflexible system, but one ,,"hich accommodated
regionaldiversity and historical change,and both aspectsof this evolution
are reflectedwhereverand wheneverit \'Vas written do\vn.

Someof the texts survive only in a fragmentarystate,and the second
major conclusionof the author'scomparativemethod may prove a little
morecontentious:that takenas a \\r-hole VastuVidya representsa complete
systemof design, covering all those aspectsof the architecturalprocess
which are capableof being expressedin words. This doesnot necessarily
meanthatanygiven fragmentarytext mustoncehavecontainedall of those
sectionswhich canbe found in others,for it is easilyconceivablethat some
textswereoriginally intendedonly as partial accountsof the ,,"hole system,
other parts being well understoodby the anticipatedaudience.What it
does mean is that the science \yhich stands behind any given textual
expressionof it was never in itself fragmentarybut containsa complete
building code.Eachof the variousaspectsof this code- the training of the
architect, the scales of measurement,the selection of the site, the
consecrationof the ground and laying of the plan, the adjustmentof
orientation,the selectionof materialsandthe constructionof varioustypes
of buildings - is consideredby the author in turn, in the samesequence
that they wouldbe treatedin a paradigmaticVastu Vidya text.

The presentationof suchmaterial in this form ,,"ould alonemakethis a
valuable book, but here it serves also to prepare the ground for the
author'ssecondmajor objective, \vhich is to considerand evaluatesome
usesand applicationsof this traditional body of kno,,·ledgein continuing
building practice today. In these sections, the author has chosen to
concentrateon 'secular' - that is to say domesticand ch"ic, rather than

J

sacred- architecture.This distinctionis not intendedto imply a separation
of the sacredandthe secular domainsin humanexperience,and the author
of this volume would be the last personto lose sight of the fundamentally
religious character of the texts concerned; rather, the distinction
acknowledgesan observableseparationin contemporarybuilding practice,
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and the 'secular'usesof Vastu Vidya are selectedas an object of inquiry
becauseit is here that the greatestdiversity is to be found.

For, one of the most remarkablephenomenain the world of Indian
architecturein recenttimesis the rangeof peoplewho invoke VastuVidya,
who appealto it to provide a rationaleor legitimation for their activities.
They include pandits and Vastu consultantswho market advice on the
constructionor modification of housesand factories; and someof whom
composeand publish new Vastu Vidya treatisesin modernlanguagessuch
as Hindi andEnglish. The servicesof thesepeoplearegreatlyin demandin
today's urban India, and most bookshopscontain a shelf-full of their
writings; suchpeoplemight be seen- andcertainlysomeseethemselves
as the direct descendantsof the authorsof the texts of the past. Other
contemporaryusers of Vastu Vidya include architects searchingfor a
contextwithin which to rationalise(or by which to justify) their designs;
architectural historians who use it in their attempts to explain the
principles underlying the buildings of the past; and conservationistsand
craftsmenwho seek guidance from it in their efforts to restore or to
revivify the heritage.

In her analysisof the activities of thesevariousgroups,Dr. Chakrabarti
showsho\\r eachof them appliesVastu Vidya only partially. Ignoring the
holistic natureof the original sciencewhich they invoke, they selectonly
that aspectwhich most suits their own purposes.The element that is
chosenfor emphasisvaries accordingto the group. Thus the pandits or
Vastu consultants,for example, give primary importanceto matters of
orientation,that is to the questionof whereeachfunctional elementwithin
a houseor placeof businessshouldbe situated,in relation to the pointsof
the compass.Certainly, orientationwas alwaysa crucial factor within the
textual traditionof VastuVidya, as the author'sstudyof it makesclear;but,
as shealso shows,it neverpreviouslystoodaloneor evenparamount,but
played a part along with other factors in a multi-layered system, an
interactivecomplex,which is thrown out of its long-establishedbalanceby
the consultants'choice of emphasis.Nor is this a minor change. The
tradition of knowledge from which these consultantsderive both their
inspiration and their authority - if the author's analysis of its texts be
correct- is not a sort of menu,offering piecesof adviceala carte, so that
eachcanmakea selectionaccordingto individual taste,but a completeand
integratedsystem.Adherenceto only onepart - evenif that adherencebe
strict - amountsto a violation of the whole.

For the architectsof today'surbanIndia, by contrast,Vastuprinciplesof
orientationare lessoftena sourceof inspirationthanan inconvenience,and
it is not thesethey seek"vhen they invoke its aid. Like architectsall over
the world, they are faced by a generalloss of confidencein the supposed
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powerof Modernismto meetall the challengesof the industrialised,,"orld
(a disillusion into which - contrary to the profession'smythology - they
were led, not followed, by their clients), and they needthereforeto find
out alternative paradigmswithin \vhich to conceiye and present their
designs. Some architects in India - and they include a number of the
region'smostsophisticatedandacclaimeddesigners- hayeturnedto Vastu
Vidya for this purpose. But again, as Dr. Chakrabarti'sanalysis reyeals,
their readingand applicationof its systemare partial and selectiye.They
turn to it not for guidance on matters of orientation or ho,v to use
'traditional' materials(where they remain broadly content to pursuethe
modern methodsin which they "vere trained), but often for no deeper
purposethan to borrow an alternatiyeyocabularyfor the necessarytaskof
justification. 'To this end, the chief merit of Vastu Vidya is that it bearsthe
recognisable stamp of authentic Indian identity, ,vhilst remaining
sufficiently obscure- and so impressiye- to their less informed clients.
Sometimesindeed the vocabulary remains purely yerbal: it is simply a
matter of describing in mystifying terminology a design ,vhich o,Yes
nothing whateverto the ideaswhich that terminology originally defined.
More often, the borrowed vocabulary permeatesthe visual leyel too,
thoughevenhere it can remain superficial, and may be no more than the
drawingof certainold symbolson "valls andceilings. In its mostdeyeloped
and arrestingapplications,the architect'sVastu Vidya yocabularyis a more
thorough and complex programmeof organization and ornament. But
nowherein this domainis the \vhole systemof Vastu Vidya deployedon its
own original terms; how far the architect follo\vs it remainsa matter of
personal choice, since for the most part architects are reluctant to
surrender the prerogatiyeV\·hich the Modern Movement gave them of
being wholly in command.They can be distinguishedfronl the panditsby
thoseaspectsof Vastu Vidya \vhich they select,but they share"yith them
the act of selectionitself, and thus the destructionof the coherenceof the
systemwhoseaid they seek.

Lest it be thought that thesecommentsbetray a professionalriyalry, I
shouldadd that architecturalhistorianstoo remainyery far from applyinga
comprehensiveunderstandingof Vastu Vidya to their analysis of the
buildings of the past. It has long been a commonplaceto interpret the
planning of India's sacred architecture (together ,vith some isolated
examples of urban morphology and palace design) in terms of the
vastupurushamandala;but Vastu Vidya is no more reducible to mandala
planningthan it is to orientationor to imagery,and ,ve hayea long ,vay to
go in exploringandexplaining�h�o�,�,�~ its principlespermeateotheraspectsof
past building deSign. Perhapsthe most unself-concioususe and under
standingof those principles is to be found amongstcraftsnlen,especially
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some of those now engagedin programmesfor the restorationof old
buildings. Amongst them alone is to be found a continuousthread, an
actualsurvival rather than a re-adoptionof the body of knowledgethat is
VastuVidya. But eventhis survival is fragmentaryandpartial, focusingas it
does on the selectionand preparationof appropriatematerials, and the
correct execution of certain conventional motifs. Like all the other
contemporaryusers of Vastu Vidya, the craftsmenconcentrateon just
thoseelementswhich their currentrole requires,discardingor ignorantof
the greaterwhole.

From this brief resume of the author's critique of contemporary
practitioners,it will be apparentthat, though always basedsecurelyon
scholarly foundations, the book also advancesa somewhat polemical
purpose.Dr Chakrabartidoesnot concealher views that VastuVidya hasa
role to play not only in interpretingthe architectureof the pastbut also in
building that of the future, and that its useshouldcontinueto be basedon
an understandingof its indivisible systemrather than on the selectionof
detailswhich seemconvenientnow.

One obviousobjectionto this stancewould be to saythat if the manner
in which Vastu Vidya is deployedhas changed,from the holistic to the
partial, thensucha changeis justified by changesin the modernworld; one
cannotexpectan ancientsystem,devisedfor conditionswhich no longer
obtain, to continueto operatewithout modification, and it is proper for
our ageto makewhateveruseof it seemshelpful to the world in which we
live. But the counter-objectionto this view is alreadycontainedwithin the
author'sanalysisof the texts, since,as alreadynoted,by comparinga range
of texts, sheshowsthat, althoughindivisible, the VastuVidya tradition was
never static; that it was never simply or monolithically 'ancient', for it
always incorporatedchange;that it showeditself capableof adaptingto
differing circumstancesacrossregions and through the course of many.
centuries,without abandoningits essentialintegrity. Thereis thereforeno
logical reasonwhy more recent changesshould presenta threat to that
integrity or unity, unlesswe chooseto let them. Herein lies the value of
locating the debateabout contemporaryusesof Vastu Vidya within the
frame of a scholarly knowledge of it: the supposition that social or
technologicalchangesmustoccasionchangesin how VastuVidya is applied
is shownto be foundedon a misconceptionof the tradition itself, and of
how it hasfunctionedin the past. In this connection,the authoralsopoints
out that it is pertinentto askwho is experiencingthe senseof change,and
whereit is felt. In someimportantrespectsthe world of the craftsmanhas
changedless in recent times than that of the architect, and before we
thereforedismissthe craftsmanas redundantwe might pauseto consider
the value of what we thereby dismiss, and the role of the architectural
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professionin actuallybringingaboutchangeswhich we might imagineto be
inevitable.

A secondandmore fundamentalobjectionto the author'sstancemight
comenot from thosewho merelybegleaveto employVastuVidya in their
own uninformed manner, but from those who are sceptical that a
traditional systemcanhaveany relevanceat all in the modernworld. One
of the nostrumsof modernarchitecturaltraining has beenthat tradition
cannotsupplysolutions,that any given designprojectshouldbe conceived
as a problem,the solutionsto which will be specificto the site. Thusthere
are architectswho supposethat Vastu Vidya cannothelp them, as it offers
only generalor ideal prescriptionsrather than site-specificsolutions. But
the study of the actualcontentof Vastu Vidya that is offeredby this book
showsthat this view too is basedon a misconception.It is perfectly true
that Vastu Vidya dealsin ideals, in paradigmsfor design,but much of its
detail is concernedto show how thoseparadigmscan be approximatedin
any given conditions,how any specificsite is to be managedin the light of
guiding ideals. If Vastu Vidya assumesor urgesthat certainprinciplesare
paramount,this doesnot renderarchitectureabstractor any lesspractical,
for it also showsus how practicallyto achievethoseprinciples;andviewed
from the architecturaljungleswhich mostof us inhabit suchan approachis
not without its appeal.In any event, the test of the potentialrelevanceof
Vastu Vidya today can only be made on the basis of knowledge- not a
guess- of its nature.

The question of how, or even whether, to employ Vastu Vidya in
contemporarydesignis only oneof the debatesto which this bookmakesa
timely contribution.Another, conductedmostlyby art historians,concerns
the relation that existedin the pastbetweenVastu Vidya on the onehand,
and the built tradition on the other. If that relation was closethen clearly
we will needa knowledgeof the texts to understandhistorical buildings;
but if in fact the texts do not seemto afford us muchassistance,might we
supposethat Vastu Vidya was never really intendedas a practicalguide to
architectsandwasmerelya literary genre?This debatetendsto focus (with
almost wearisomepersistence)around a single question, which is often
summarisedin the form, 'was Vastu Vidya prescriptiveor descriptive?',
that is to say, did Vastu Vidya attempt to legislate for and guide the
developmentof the built tradition, or was it a way of rationalising and
codifying developmentsafter the event? Finding specific and direct
correlations between texts and actual buildings, and indeed noting
discrepanciesbetweenthem, are both interestingexercisesin themselves
but do not settlethe question:if you favour the prescriptiveview you can
point to the correlations as examples of obedient adherence,while
dismissingthe discrepanciesas occasionedby ignoranceor lapse;but if you
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prefer the descriptiveview you can seizeon the discrepanciesas evidence
that craftsmen were not much guided by texts, and account for the
correlationsby acknowledgingthat the writers were sometimescapableof
describingwhat they saw.

In so far as both sidesof this argumentseekto privilege oneaspectover
another,to establisheither the texts or the buildings as coming logically
prior to, and so generating, the other, the terms of the debate are
misguided. Consider for a moment the practicalities of building and
writing and it will be acknowledgedthat one cannotbuild anythingat all
unlessone has a system, a method or code by which to build, and yet
equally one cannotconstructsuch a systemunlessone has material and
actual processesto codify. The one does not generatethe other; each
presupposesthe other. Logically, they are not sequentialbut indivisible.
VastuVidya in fact containsmuchof bothprescriptionanddescription,but
it is neitherin the sensesimplied by the traditionaldebate,for it is neither
a setof previouslyestablishedprincipleson which architecturecomesinto
being, nor a verbal rationalizationof built form. Rather,Vastu Vidya is a
theory of architecture. In calling it that I mean that its relation to
architectureis comparableto that of grammar to language: it is quite
literally inconceivableto have one without the other.

To admit that, is to acknowledgethe importanceof Vastu Vidya to our
understandingof the buildings of the past; and it will then alsohaveto be
admitted that its importance is not always reflected in art-historical
writing, where its role is customarilysimplified or even ignored. Given
that (unlike aspectsof the Westernclassicalcanon)it is not now sowell and
widely known that it canbe assumed,we may requirea new procedureor
style of analysiswhich considersIndian built form in terms of the theory
which informs it, and which it embodies.For that task, we will requirea
greaterknowledgeof the contentof VastuVidya itself, andit is to behoped
that art historians - no less than architects- will gladly seize on the
opportunity that is presentedto them by the publication of Vibhuti
Chakrabarti'sstimulatingand provocativebook.



Preface

The objectivesof the bookareto understandVastu VidJa asa programmeof
architectureand to analyseits contemporaryapplicationsand relevance.
Vastu VidJa or the ancient Indian knowledgeof architecturehas its first
textual evidence in the RiB Veda and survives today as a continuing
tradition, through its fragmentaryapplication by astrologers,craftsmen,
conservationarchitectsand priests. It also continuesto inspire architects
and builders, who apply individual interpretationsor reinventionsof it,
guidedby the vantageof their professionalexpertise.

The applicationof Vastu VidJa is explainedin termsof the contributionthe
building principlesof the programmemaketowardsinfluencingthe resultant
built form. While an active level of the principle could be read in its
architecturaltranslation,a passivelevel may not influencethe built form and
its applicationis not boundby thebuilt form it is appliedto. For example,an
active level of Vastu Purusha Mandala is as a designgrid that influencesthe
layout of the building and dictatesits horizontalandvertical limits, thereby
influencing the built form. Whereas,the foundation laying and the house
warmingceremoniesconductedasthepartof thedesignprogrammealsouse
Vastu PurushaMandala, but could be performedregardlessof the type of the
built form, andso this applicationcouldbe termedasarchitecturallypassive.
This is one of the reasonswhy the principles regardingrituals at various
stagesof constructioncontinuetodayfor buildingsthatarchitecturallydo not
draw upon Vastu VidJa. The role of what may seemtoday, by virtue of its
application, a passive influence, significantly contributeswithin the Vastu
VidJa programmetowardsinstilling a commitmentto comply with a strict
adherenceto the norms. However, the presentbook intendsto explorethe
norms that impart active influences,along with their rediscoveredmeaning
expressedthroughits fragmentaryapplicationevidenttoday.

The first objectiveof the book necessitatesdecodingthe generalitiesof
the building principles, and treating them as a designsystem,becauseof
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the interdependencyof the principles that is inherentin the methodology
J'tzstu Vidya employs. For example, the interlace of links bet\yeen the
orientationof the functions, the division of the site using the Jastu Purusha
Mandala, the proportionsof the building, and its typology, are mutually
interdependentin their application. The typology depends on the
proportions, the proportionsare deriyed from the site superimposedby
the Vastu PurushaMandala, the Vastu Purusha.Mandaladictatesthe layout and
the orientationof the functions. If for instance,the lastu PurushaJlandala is
used\vithout its function that dictatesthe proportionsof the building and
its layout, then architecturallyits influence becomespassiye.

Today, wide ranging applicationsof J'Qstu l'idya are ,,·itnessedthat haye
found a niche within the prevalentcodesof practice.While someaspects
cast an active influence, otherswith its reinyentedusageare alteredto a
passivelevel application. If some architectsregard it as an impingement
over their designfreedom, othersuse it to lend symbolismto the design
concept.And the craftsmen,astrologers,andpriestsusespecificsubsetsof
the subject. This was apparent from the interaction ,,·ith the yarious
practitionersduring the field\\Tork, andfrom the contemporarytextualand
architectural works that derive from Jastu Vidya. A correlation of the
rediscoveredandreinventedprinciples, to the collatedframe,,·orkof Jastu
Vidya is to bring out the changein the role the principles play \yith its
acquiredfunction. This is also to analysethoseaspectsof the prescriptions
like the building elementsetc., that are not includedin the contemporary
texts. For example,the translationof Brahmasthana,traditionally enyisaged
as a centralopenspace,is todayarchitecturallyexpressedas a lobby space
in a 'modern' home that favours a balance �b�e�t�,�,�~�e�e�n 'tradition' and
'modernity'. A traditional building though may not comply ,,-ith all the
prescriptions, but could be set apart due to the consistency of its
architectural idiom. A 'modern' building ,,,ould also not apply all the
principles, but incorporatethe chosenaspects�~�~�i�t�h a yariable meaning
depending on the discretion of the practitioner. Consequently, the
connotationsof the dictatesthat resulted in a certain building typology,
today, do not hold the samearchitecturalexpressions.

Sincethis studyis a first attemptof its kind, andbecauseof the absence
of a comprehensivecompilationof the generalbuilding principlesto refer
to, it involves grasping that aspect of the subject that deals \yith its
prescriptiverather than its descriptivecontent. Within the fold of J'Qstu
Vidya, the architectureof temples,forts and palaceshaye beensubjectto
atypical 'detailed delineations',and along \vith the application of to\'rn
planningprinciples find negligible continuity in the presentscenario.It is
the architectureof the commonman or seculararchitecture\yhich is the
seedbedof its expressiontoday. Arriving at generalitiesentails a study of
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representativetexts, the choice of which is primarily guided by its
authority, origin, and contemporaryuse. The main purposeof the textual
study of the researchis to learn and understandthe building principles
from the texts.

The collatedprinciplesare decodedby analysingthemnot so muchas a
set of exacting prescriptions, but as a practicable architectural
methodology.Subsequently, establishingthe principlesas designtools that
lead on to generatean architecturalframe. Comprehendingthe norms as
implementsof an architecturaldesignsystembesidesits significanceas an
esotericsetof codified vocabulary,bringsout its usageandinfluenceon the
built form. Although, the past studies on Vastu VidJa do provide the
complexityof the symbolismit entails,discussionon the mechanismof the
architecturaltranslationof the normsembodyinga cosmologicalmodel is
insubstantial.For example,the Purushaon the Vastu PurushaMandala, lying
upsidedown presseddown in placeby severaldivinities, providesa rough
blueprint to plot various featuresof the site and the layout of the house
facilitated by an anthropomorphicrelationship it establisheswith the
designer.Therefore,it alsoworks as a tool enforcingthe processof mental
imagery, apart from its mythological and symbolic import. Viewing Vastu
VidJa asa designsystemwould highlight suchtools it presents,that may be
analogisedto a set of working drawingsin a typical architecturaloffice.

The textual researchculminateswith a primary sourcefrom Rajasthan
still in use by the craftsmen, astrologers and other contemporary
practitionersof VastuVidJa. The Vastu VidJa texts use notationalsystemof
languageto lay down the prescriptions.Interestingly, thesenotationsthat
apparentlyseemopen to individualisedmeaningand expressionyielded a
fairly consistent building typology termed as traditional, whereas the
contemporaryliterature often presentsa fixed expressionin the form of
drawings. Within the contextualand textual framework of Rajasthan,the
contemporisationis analysed,and its reinventionand rediscoverystudied.

Certainlimitations borneout of the very natureof the study are taken
into account.Although the intentionis to probeinto the practicalityof the
architecturalprogrammethat presentsitself as prescriptionsof a 'given'
cosmologicalmodel, practicality (or what may seempracticaltoday) is not
the only import it possesses.Therefore, certain principles may seemas
inconsistenciesdue to an attempt to analysewhat may be beyond logic.
Becauseof the textual discrepancies,and the inconsistenciesbetween
theory and practice, or the application of a building principle that is
common knowledgeand thereforedoes not require textual validity, we
may be unableto explain certainaspectsanalytically.

The numerousdiscrepanciesand contradictionsencounteredin the
translatedtexts are resolvedby relating to its original version in Sanskrit,
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andwith the help of otherprimarysourcesto arrive at asetof generalities.
It is beyond the scope of the present study to enlist all the textual
inconsistenciesand their resolutions.

Generalisationsof the contemporarycontext are based on primary
surveysand interactionwith practitionersalong with a matter-of-course
experienceof an architect and studentof Vastu Vidya. Since no studies
dealing with the aspectsthat this researchintends to inyestigate are
available,concernfor evidencebasedon experienceand obseryationseen
asan opinionatedoneis an actuality.This \'\lork may, therefore,be naturally
prone to the predicamentsof generalisations,as \vould any other that
engagessuchanalyses.
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INTRODUCTION

A Surveyo£Texts,
Ancient and .Modern

Vastu Vidya or the ancientIndian knowledgeof architectureis as old as the
Vedasthatbelongto the period 1500-1OOOBC. Its first textualevidenceis in
the RiB Veda, where Vastospatior the protectorof thehouseis invoked.1 The
rituals associatedwith architectureare also describedin the later Vedas,
Sutras,Purana, Tantras, Vastu Shastraandits compilationstill the 15thcentury
AD, and are eventodaya part of the constructionprocess.2 The dateof its
emergenceas a specialisedsciencedealingwith architectureis speculated
to be much before the adventof the 1st centuryAD; by then it had fully
developedtechnically.3 Most of the materialof the periodbetweenthe 6th
centuryBC to the 6th centuryAD is lost, with its fragmentedportionsused
in the later works of Vastu Vidya.4 The two streamsof Vastu Vidya, the
NaBara and the Dravida schools,becamedistinct only after the 6th century
AD, and Vastu Vidya of one school "imitated" the other explaining a
common basis of their indigenousdevelopment.5 This also indicatesthe
"prevalenceall over India of commonarchitecturaltraditionswhich maybe
called the fundamentalprinciplesof the Indian Vastu Vidya"6.

The primary sourceschosen for the study are to understandthese
fundamentalprinciples of Vastu Vidya, to analysethe blueprint it provides
for a designsystem.It is not only Shastraor one text, but the entire Vidya
or corpusof knowledgewhich forms the blueprint that hasbeenadapting
itself to the regional, social and political variationsit encounteredin the
past,and is the very basisof its continuationand contemporaryuse. Vastu
Vidya texts, whetherthey are recensionsof earlier texts or a compilation
basedon various texts, follow a consistentsimilarity in the layout and

1 Rin Veda, VII. 54.1.
2 Bhattacharya,T. P., The Canonsoj Indian Art, Ch.1, p2.
3 Ibid. p126.
4 Ibid. pp129,138.
5 Ibid. pp144,148.
6 Ibid. P190.
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classificationof its contents.The texts involved in the study are chosenon
the basisof their origin, authority, and relevanceto contemporaryusage.

Manasara, an exhaustivetreatiseon architecture'Nas ,Yritten during the
Guptaperiodof Indian history - 450-550AD7• The significanceof il1anasara
here is in its systemof proportionatemeasurement,and the yersion used
hereis the oneeditedandtranslatedby P.K.Acharya.Thoughits normatiye
approachis similar to other texts, its descriptivecontentattributedto its
concernwith Indian royalties, royal palacesand templesis unique.8 While
differentiatingbetweenthe descriptiveand the prescriptiyenorms in the
text, it is its professedadherenceto proportions and a measurement
systemwhich is of underlinedsignificancehere.

Samaran8anaSutradhara, fulfils the need for a text expoundingsecular
architectureas it is regardedas probablythe most systematic,york on this
branch.9 Relatedto the Na8ara schoolof architecture,,Yritten aroundthe
11th century AD, it is attributedto Bhojadevawho \vas probably the king
Bhoja of Ohara.10 Though the text provides elaborate classification of
seculararchitecture,its manipulative allocation for various castegroups
could be assignedto its author being a ruler. This is also eyident in its
detailedclassificationof sitesbasedon various occupations.

Rajavallabhaby Sutradharamandana,is of special importancenot only
becauseit belongsto the 15th centuryAD after \\rhich the history of Jastu
Vidya cannotbe traced,11but also becauseits author refers to himselfas a
Sutradharaor a draughtsmanin the text.12 He also addressesrishrakarma,
the divine architectas a Sutradhara.B This work amply reflectshis technical
expertiseand knowledgeof geometry.Moreover, Rajarallabha is referred
to by traditional craftsmeneventoday in Rajasthan.Commissionedby Raja
Kumbhakarnaof Mewar, this work also discusses'defence'architecture.

Apart from the above texts, Brihat Samhita, \-arada Samhita,
Vasturatnavali, Vishvakarmaprakasha,Brihadrastumala,Ma)'amata, Aparajitaprc
cha, Vastumanikya Ratnakara, Griharatna Bhushana, 7'.:utana La8hu Shilpa
San8raha,Shilpashastram,Vedha }'czstu Prabhakara, l&stu rietra, Jastu Prabandha,
Vastu Sarani and Vastusara Prakarana are consulted to resoh-e many
discrepanciesand inconsistencies,keeping the textual objectiye in mind.
Moreover, the works on fundamentalsof North Indian astrology,�.�~�·�u�r�r�e�d�a�,

7 Acharya, P. K., Indian Architecture,pp160-198.The �c�o�n�t�n�)�\�'�e�r�s�~�' ahout its exactdating is discussed
by N. Shukla,T.P. BhattachryaandBrunoDagen.Ho\\"eH?r, it is of little consequenceto thepresent
research.

8 SeeAcharya,P.K., Architecturel!f'llfanasara, ManasaraseriesIV, Ch. XL, XLI, lXX, XXX andXXXII,
and Shukla, D.N., fastu Sastra, "01. I, pIS7.

9 Mitra, Haridas,Contribution to a BiblioBraph.yof Indian �.�~�r�t and �.�~�e�s�t�h�e�c�i�c�s�, p 228
10 Ibid.
11 Bhattacharya,TP., The Canonsof Indian Art, ppI43--144.
12 RajaralJabhaXIY.43.
13 Ibid. 1.4.
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Veda, Vedanta, Upanishad, Purana help in deciphering the notations to
interpret their basicmeaning.

The various treatiseson architectureelaboratein detail the stagesof
building construction.The basicorderor layoutof Vastu VidJa textsis more
often than not similar. The differencesin the content of the texts are
attributableto the periodsandregionsin which they werewritten, andthe
expertiseor interestsof the writer of eachtext. "The verbalcodificationof
standardisedmessagesyield novel messagesto suit unexpectedsituations
within the parametersof thegiven ideology."14 Theseunexpectedsituations
or differencesare incorporatedwithin the broadframeworkof the corpus
of knowledge.Therefore,a typical format of a Vastu VidJa text that reflects
its underlyingparametersof building designcouldbe illustrated.Described
below very briefly arethosenormsfor building constructionthat dealwith
dwellings, which is the main focus of the presentwork.

The text startswith an invocationof Lord Vishvakarma(Figure 1), the
divine architect,andgoeson to describethe architecturalteam.IS The team
usually consistsof four expertswho are said to have their mythological
origin from Brahma, the four headedsupremecreatorof the world. The
four are Sthapati, SutraBrahin, Takshaka and Vardhaki. The Sthapati, the
masterbuilder or architect, directs the construction.He should be well
versedin all traditional sciences,healthyin mind and body, and free from
all vices. He shouldbe truthful, joyous and friendly, and possessintegrity
of mind andbody. The SutraBrahinor the surveyoris the sonor the disciple
of the Sthapati, and should always be ready to carry out his orderswith
expertise.He shouldbe skilful in measurementby the Sutra or cord and
Danda or rod as applied to buildings in their vertical and horizontal
proportions.He shouldknow the traditional sciencesand be an expertin
drawing. Takshaka, the carpenterand sculptor, cutsand carves, and is
versedin working with wood, stone,iron, brass,copper,gold, silver and
clay. He shouldbe learned,kind, faithful andsinceretowardshis work and
his team. Vardhaki, the expertat paintingaddsto the work accomplishedby
Takshaka. He like the rest, should have the knowledge of traditional
sciencesand be capableof good judgement.

After the teamhasbeenchosen,land is chosenfor building the house.16

The land should be free from worms, white ants, rats, skulls, bonesand
shells. It shouldhavea pleasantsmell, taste,colour and appearance.There
arenumerousguidelinesprescribedfor choosinga pieceof land that would
bring happiness,growth and prosperity.The guidelinesexaminethe size,

14 Umbcrto Eco, Function and SiBn: The semioticse!f Architecture, in BroadbentandJencks(eds), SiBns,
Symbolsand Architecture,p 39.

15 SeeCh.I. ArchitecturalTeam.
16 SeeCh.V. Site Considerations.
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FIGURE 1 Lord Vishvakarma,
the divine architect
(RajavaJlabha,1911)

shape,sound, taste, colour, smell, vegetationand topographicalfeatures
that indicateits suitability for dwelling upon. Prescribedalsoaresomeeasy
and practical soil tests, which are conductedon the site to examineits
compactness,fertility, porosity, oxygen and clay content. The land
accordingto the result is categorisedas superior, ordinary or an inferior
one.

Calculations!7are madebeforethe commencementof the work on site
to determinethe auspiciousNakshatraor stars, Vam or day, Tithi or date,
Aya or income, Vyaya or debt, and Ayu or age. In all such formulae, the
yielded remainderis of prime significance and it is the remainderthat

17 SeeAyadi Formulae in Ch. II. Systemof Measurement.
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determinesthe auspiciousness.These formulae consider the width and
length of the chosenland which is then adjusted to arrive at a set of
favourableresultsapplied for the commencementof work.

The units of measurementl8 (Figure 2) usedfor the constructionare the
multiples of Angula or the width of the middle phalangeof the middle
finger of the officiating priest, which is about 1.9 em. Twelve Angula make
a Vitasti or span,two times Vitasti makeone Hasta or hand,and four Hasta
are equal to one Danda or rod which is equal to 6'-0".

The orientation of the site is establishedon an auspiciousday and
markedon the levelled site by drawing a circle aroundthe peg (Figure 3).
The intersectionpoints of its shadow in the morning and evening are

1
FIGURE 2 Sutrashtaka,the
tools of measurement
(Rajavallabha, 1911)

18 See Ch. II. Systemof Measurement.
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marked on the circle. Thesepoints are joined up to determinethe east
\vest axis.19 The significanceof the directionsis reflectedin the principles
that dictate the orientationof various functions of the house.20

Once the orientation of the site is established, the Jastu Purusha
Mandala21 (Figure4) is superimposedon the site. The Jastu PurushaJlandala
canbe regardedas the mastergrid for design.The hfandalais the grid in its
ideal form of a square,and symbolisesthe Purushaor the cosmicman ,,,ho
is presseddown on eachof its subdivisionsby variousdivinities. This hasa
symbolic, a functional (Figure 5), as \vell as a ritualistic bearing on the
house.The Manduka,the 64 squaregrid, and the ParamsaJika,the 81 square
grid, are usedfor the designof dV\Tellings. This Mandala is dra"'n on the site
\vith the help of a cord and smaller pegs, the details of "'hich are
elaboratedin the texts. Therefore,the Jlandala,,-ith all the subdivisions,on

the purified and sanctifiedsite, indicatesthe form of the house.

The house is built around a central open space, ruled by Brahma, as
depictedon the Mandala. Each side of the squareholds one range of the
house.Dependingon the scaleof the house,additional gridsare addedto

make it a sevenor a ten rangehouse22 (Figure 6). The length, "'idth and

19 This methodof ascertainingthe cardinaldirectionsis todayobsolete,replacedby an 'efficient' and
'handy' magneticcompass.SeeCh.IV: Orientation.

20 SeeCh. IV: Orientation.
21 SeeCh. III. Jastu Purusha Mandala.
22 Howeyer,sometexts for example,Samaran8anaSutradharaand Jasturajarallabhaare more elaborate

in their discussionof the built form, than texts such as Jasturatnakaraand rishrakarma Prakasha.



FIGURE 4 Vastu Purusha
Mandalaof 91 squares
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height of the rangesand the verandasare of the prescribedproportion.23

(Figure 7)
The roof is constructedin stone,brick, \,"ood and thatchdependingon

the scaleand occupancyof the building. The shapeand dimensionof each
piece must conform to the prescriptions.The dictatesof the construction
techniqueaims at a perfectjoinery system.To determinethe specifications
for theentablaturethatis laid out to connectthepillars andsupportthe roof,
Manasara suggestssix different ways, each\\-ith six different alternatiyesto
choosefrom. The choicedependson the type of the building. The pillar may
be circular, square,rectangular,pentagonal,hexagonal,octagonal,t"'eIYe
faced, sixteen faced, or fully ornamental.The dimensionsfor the capital,
baseand socleare proportionalto the height of the pillar. They are further
subdividedinto smaller parts of specifieddimension. Each of the building
elementsis carefully chosento be in tune �'�~�l�i�t�h the housetype24, similar to
the choiceof eachmusicalnote in a Rana or a musicalcomposition.

23 SeeCh.VII. Defining the Built Form.
24 SeeCh.VII. Defining the Built Form.



A SURVEY OF TEXTS, ANCIENT AND MODERN 9

A HINDU HOUSE

�~�H�A�5�K�A�I�2�D�A�O VITHAL'j WADA, M110DA.

5it! ".".,
SU••• I ...·;+,

�-�-�-�.�,�-�-�~
, i

�~�,
i :

�.�T�~�t ...., ...4--

II �r�:�.�~ �~L::::.J I

-! '!",t �!�~�"�t�t r.· .. ' �~ • < • • -.

! ." T.".:" " �.�~�! :t, °:o.tlJ

�~�~
�l�~�·�~�~�l

\--

i

i
!
i

'f

i""" /1. �~�r�-�-�-�-�-�-�-�i�l
I

�) �!�_�~�" iI
I

/(<>Ie
'31M �;�=�=�=�~ - ... r ... y_f r 'r 'r tho

r - f·

FIGURE 7 A sevenrangehousewith two courts
:BatIey, 1973)



10 I:'-JDIA:'\I ARCHITECTURAL THEORY

The characteristicsof thebuilding materials25 aredetailedout to enablethe
right choice.The bricks shouldbe compact,uniformly baked,free from any
cracks,and so on striking should producea ringing sound. The methodof
baking bricks is clearly specified. For constructionin timber, the "'ood is
examinedon the basisof its colour, taste,bark, its origin andplaceof gro\vth.
The stoneusedfor constructionshouldbe of a uniform colour, dense,smooth
anddeeplyembeddedin earth.Thesequalitiesimply that it shouldbemature.

Each stageof the constructionprocessbegins \vith a ritual ceremony
that is conductedat an auspicioustime. The architectand the householder
participatein the ceremonieswhich areundoubtedlyan integralpart of the
constructionprocess.The rituals indirectly ensurea disciplinedpursuit of
the building norms.

Although the various texts on lastu Vid)'a are similar in their layout of
the building norms, the adaptationof the dictatesyaries accordingto the
region it is applied to. The regional yariation occurs in terms of
incorporatingthe physicalform determinantslike the climate, topography,
availability of the building materials, the cultural needs of the people,
superimposedover the underlying principles of Vastu J'id)'a . To illustrate
this, two regionswith vastly different climatic, topographicaland cultural
parameterscould be comparedto sho\y ho\y J'czstu Purusha ..Mandala, the
basicdesigngrid (Figure 8), for instance,presentst,,·o different solutions
(Figure 9) suitablefor eachregion.26

FIGURE 8 Two ways of looking at the 9 X 9 grid
(Author)

25 Sec Ch.VI. Building Materials.
26 Basedon primary site sur\'eysin Rajasthanand Kerala; Spandanareports; Kukreja, C.P., Tropical

Architecture; Nair, Maya, A Studyeif the Traditional SayarHomesof Kerala.
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In Rajasthanwherethe climateis largely hot andarid, it evolvesinto an
introvert built fabric using stoneas the major sourceof building material.
The courtyardtype of house(Figure 10) or Haveli (as the nameperhaps
originating from Hava or wind suggests) utilises the air movement
generated by convection due to high temperature to reduce the
discomfort. Here the Vastu Purusha Mandala is perceivedas a pattern of
squaresin which the central squaresare ruled by Brahma. Thesecentral
squaresform the courtyard around which are built the rooms opening
inwards, inhaling cooled air. The walls are usually 2ft. or more in
thickness,stoneclad over brick and lime masonry,and so generatea time
lag in the processof conductionof heat. As a result, in the day time, the
thick walls and roof preventsthe sun'srays from heatingthe interior. By
the early morninghours, when the outsidetemperaturedropsunbearably

FIGURE 10 A Haveli in Rajasthan
(Author)
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low, the heatstoredin the thick walls is dischargedby reradiation,making
the interior thermallycomfortable.The compactbuilt fabric further helps
by keepingthe commonsharedwalls cool. Apart from working as a lung
for the house, the courtyard is a semi private open spacethat is used
extensivelyfor varioushouseholdactivities. This control is dictatedby the
Vastu Purusha Mandala.

The maximum spanning limit of the stone slab, or more generally
speaking,the constraintspresentedby the characteristicsof the building
materials could be suggestedas one of the factors that control the
proportions of the Haveli. This means that the size of the room is
determinedby the slab, and since the ratio of the built and openspaceis
dictatedby the Vastu PurushaMandala, it could be inferred that the norms
are controlledby, or more correctly, adaptingthemselvesto, the regional
peculiarities.

In Kerala where the climate is generallywet and humid, the building
principlescaterto the needsof a different setof constraints.Herethe Vastu
Purusha Mandala is perceivedas a squarethat broadly consistsof three
concentriczonesaroundthe centralsquare,the Brahmapadam(Figure 11).

FIGURE 11 A housein Kerala
(Author)
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The Brahmapadamis occupiedby Brahma, and is left open as a courtyard.
Around it is the Deva Vithi, or the zone for God, which forms the inner
veranda.Surroundingthe Deva Vithi, is the ManushyaVithi or the zonefor
Man, which is the middle ring �\�\�~�h�e�r�e the main structure is built. The
outermostring is the Paishacha Vithi or the zone for demons,considered
auspiciousfor building the structure.This kind of planning ensureslarge
outer and inner verandasaroundthe centralopenspace,that generateair
circulation. This renders the dwelling comfortable by reducing the
humidity. The Paishacha Vithi also ensuresadequatesetbackareabet\veen
two adjacenthousesto createa loosebuilt fabric facilitating air circulation,
as \\rell as exposingmaximum\vall areato keepit free from humidity. The
primary sourceof building constructionis timber guidedby this science,a
part of which dealswith the guidelinesto achieveperfect joinery of the
membersof the roof.

This adaptation could be studied by correlating the architectural
interpretationof the strict prescriptionsof Vastu Vidj'a on the onehand, to
the variablesthat control the built form typical to the region on the other.
This could discoverthe rationaleand help appreciatethe suitability of the
designsolutionsthat thus emerge.

From the vast resourcesof Vastu Vidya, two distinctive streamsof its
architecturalapplication can be observedin the contemporarysituation.
The practitionersare the modernSthapati,or the Vastu consultantas he is
referred to, and the modern 'Indian' architect in searchof his identity.
Despiterelying on the sameresourceof knowledge,they have both been
able to createa separateniche for themselves,one quite oblivious of the
other, and yet a part of the samecontinuingtradition.

The Vastu consultantsfollow a mysticapproachwhile illuminating the Vastu
Vidya norms. They lay more stresson the orientation principles27 and the
defectsin the building that could haveseriousimplications.Their main aim is
to achieve maximum growth and prosperity by strict application of the
auspiciouselementsand the removal of the inauspiciouscomponentsof the
building. This popularprofessionthat catersprimarily to the businessmenin
the urban milieu is hardly a decadeold, \vith its 'demand'ha\ing gro\\rrl
rapidly in the pastfive years.While the knowledgeof the principlescould still
be recalledas 'childhoodexperiences'of Vastu Vidya by the presentgeneration
who hadlong discardedthis 'obsolete'\yay to build, it ,,·asbut abasic'matter
of fact' for many householdsin the previouscentury.28

Potluru Krishna Das, a former engineerturned �~�a�s�t�u consultant,states
in his book entitled Secrets 1 Vastu (1989), "personal magnetism is

27 SeeCh.IY: Orientation.
28 SeePadfield,J.E., Hindu at Home, pp8-10.
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accentuatedandrevitalisedto optimumlevelswhenoneis chargedwith the
overall cosmic influence of the building built as per Vastu norms."29 He
describesthe applicationof Vastu Vidya norms as "tailoring the cloth of
destiny"30. The main part of the book professesemphaticadherenceto the
principlesthat dictatethe placementof variousfunctionsof a building in a
proper direction. He also illustrates the application of orientation
principles to modernfactories, offices and apartmentbuildings.

Another practitioner of this stream is C.H.Gopinatha Rao, who
believes, "to ensurelong life for buildings, there is need to apply the
science: to calculate the auspicioustime for commencementof work,
placementandmeasurementof rooms,positionof entrancedoors,fixation
of date of housewarming etc."31 He also adds, "By adoptingastrological
norms, the owner of the houseand his family can derive peace,pleasure
andprosperity"32. His bookentitledAstroloBJin HouseBuilding (1986I edn,
1992 II edn), apart from the calculations for the derivation of the
auspicioustime, considersthe selectionof housesites,planningprinciples,
good and bad omens,and the interpretationof dreams.

Otherbooksapartfrom the two mentionedaboveare: The SecretWorld
oj Vaasthu by Gouru Tirupati Reddy (1994, there is also a Telegu and a
Hindi version);AGlimpseoJPractical Vaastuby B.N.Reddy(1992 I edn, 1995
VI edn); Dharnidhar's Vastu Guide by D.D.Sharma(1994), Bhartiya Vastukala
by Brijmohan Dammani(1994), Bhartiya Bhavan Nirmana Yojana by Nanda
Kishore Jhajharia(1994), Hidden Treasureoj Vastu Shilpa Shastraand Indian
Tradition by D. Murlidhara Rao (1995 I edn, 1996 V rept.); and
VastuviBJanamby UmeshaShastri(1989).

Most of the books (Figure 12) in circulation today are written in
English, someof themin Hindi, with the exceptionof VastyviBJanamwhich
is in Sanskrit and Hindi. These books do not follow the layout and
classification of the contentsof a typical Vastu Vidya text, and, as their
namessuggest,reveal the 'secret'of Vastu in an 'easy-to-use'handbook.
They sometimesalso provide 'readymade'solutionsof designsof houses
(Figure 13), apartments,shoppingcomplexes,industries(Figure 14), and
hotelsin the form of drawings,therebyfixing the architecturalexpression
of the norms. In all thesecontemporarybooks, there seemsto be a total
neglectof any discussionof typology, form, aesthetics,building elements,
materialsof constructionand the systemof proportionatemeasurement.
Interestingly, these features are the main focus of some of the
contemporaryarchitectsin their questfor an 'Indian' identity.

29 Das, Potluru Krishna, Secretsoj Vastu p15.
30 Ibid. p12.
31 Rao, C.H. Gopinatha,Astra/oBYin housebuiJdinn. First pageof the 'Introduction'.
32 Ibid. Secondpageof the 'Introduction'.
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Thus, tentatively it could be suggested that today, one set of
practitionersof architectureare concernedwith the part of Vastu Vidya
that dealswith the orientationprinciples and the astrologicalapplication,
andanotherwith their own perceptionof its visualandaestheticappealand
the spatial organisationof the built form. But, if the contemporarised
version of Vastu Vidya doesnot exist in its entirety, could it continueto
function just as an impingementover the designfreedomwhen practised
by the Vastuconsultants,or asamere 'glamour'factor of the designsof the
'Indian' architects?Could the essenceof Vastu Vidya be extractedto grow
into a completealternativeideology,andtherebyovercomethe conflict and
fragmentationevidenttoday?

An attempt is neededtowards bringing togetherboth the streamsto
form a renewedresourceof architecturalknowledge applicable to the
contemporary context, The present study of the building principles
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primarily aims at the appreciationand understandingof the architectural
programme that Vastu Vidya presents, to explore its contemporary
application. This is a first attempt of its kind and is in agreementwith
P.K.Acharya,who says,"The writer, hO\reyer,takesthe �l�i�b�e�r�t�~�· to conclude
this prefaceby reiteratingthe fact that this (Manasara) is, like the medical
works, the mostpracticalof all Sanskrittreatises,and\dth the hopethat a
trial may be given to its methodsand principles, its rules and regulations,
becausethe foreign imitation in architecturefor a millennium has prayed
more or less unsuccessfuland uneconomical."34

34 Acharya, P.K., Architecture'!f Manasara, ManasaraseriesIV, PrefacepLlX.



CHAPTER ONE

Architectural TeaIn

The architecturalteam here refers to a collaboration of specialiststhat
contribute their skills to realise the translation of a design concept. It
becomes imperative that each expert understandsand follows the
principles of the programme the concept is envisagedin. A simple
instance of this is that, say, the services of a structural engineer, an
electrician,plumber,andso on, besidesthat of an architect,requiredfor a
house designed in a modern urban context, are all unified by the
underlying dictates of the prevalent architectural programme. The
electricianwould be requiredto know, for example,aboutthe installation
of an air conditioner,which in a different contextof a rural settingis quite
irrelevant.Similarly, a stonemasonwho contributesto the constructionof
say, a traditional Haveli, may be of little relevanceto the realisationof a
designenvisagedin modernmaterialslike concrete,steel and glass. The
specialist servicesrequired for the realisation of the design are largely
createdon the foundationof the architecturalprogrammefollowed, and a
specialist of one programmemay be defunct for the other. This is in
referenceto two programmes- the traditional supportedby Vastu Vidya,
and the 'modern' Indian one supportedby the prevalent architectural
education and practice.t Therefore, a traditional builder may not be
proficient in the designof a modernhouse,andthe 'modern'architectmay
not be adeptin the traditional designidiom. While the basic role of the
architecturalteam,which is to designandconstruct,may not changewith
the programmeemployed,the associatedexpertiserequiredwould vary.
This could also be gleanedfrom the representativetexts on Vastu Vidya
which describethe qualifications of the various experts,most of which
today are consideredredundant.

1 SeeBhatt and Scriver, Afier the Masters: ContemporaryIndian Architecture,Mapin, Ahmedabad,1990.
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The Traditional TeaDl

Manasara(11.1-39)andMa)'amata(Y.14-25)describethe four specialiststhat
comprisethe architecturalteam, as the Sthapati, Sutragrahin, Takshakaand
Vardhaki. The Sthapatior architectconceptualisesthe oyerall designscheme
anddirectsthe restof the team.He mustpossessa scholasticaptitudeanda
firm graspover all the Shastra,as his qualification is that of an Acharya2 or
teacher,and must "know the ancientauthors. . . and the �,�,�~�h�o�l�e country;
he musthavecrossedthe oceanof the scienceof architecture".3 He is the
"Guru" of the other threeexperts,4\\Those instructionsare backedby the
knowledgeand a theoreticalbasein the Veda, Vastu Shastraand subjectslike
astrologyand mathematics.He is follo\\red �\�~�l�i�t�h respectby the rest of the
teamas "to them, it is Vishvakarmanin person\\rho is reyealedthroughhis
aspect".5 His supremacyin the hierarchyof the teamis explicit, �"�\�\�~�i�t�h�o�u�t

themhe cando nothing",6 but equally, "without the techniciansled by the
architectnothing beneficial can be embarkedupon here belo,,', but �\�\�~�i�t�h

themas with a guru, mortal beingsattaindeliyerance".7 This also indicates
an underlyingdivision in the architecturalteam, \\Tith the Sthapation one
side and the other three, led by the SutraBrahin on the other.

The vital link bet\veen the concept and the physical form, is the
Sutragrahinor onewho holdsthe cord. An expertin �d�r�a�,�,�~�i�n�g and learnedin
Shastra,the Sutragrahininitiates the implementationof the designconcept.
Beinga discipleor asonof the Sthapati,he understandsthe instructionsand
follows them without conflict. He dra\vs the schemeand "knO\YS ho\y to
make the rod and the rope fly and ho\v to measurelength, height and
proportions".8 He is the guru or director of the other �t�\�\�~�O specialists.The
role of the Vardhaki is as the name suggests,to add to the �\�\�~�o�r�k of the
SutraBrahin. He is an expert in painting and masonry. He assemblesthe
piecesthat are cut and carvedby the Takshaka.The Jardhaki is the guru of
the Takshaka. The other attributes, almost common to all, besidesthe
knowledge of the Veda and Shastra, are the yirtues of the idealised
professional- honesty,compassion,skill, purity, strength,freedom from
envy and greed, generosity, health, attentivenessand freedom from all
vices.

In SamaranBanaSutradhara (VIII. 1-22), ho\,"ever, the personaof the
Sthapatiincorporatesthe roles and skills of the entire team. This eleyenth

2 Manasara 11.31
3 J/aramataV14b-18a.
4 J/;nasara II. 21
5 JfaramataV22b-24
6 Ibid.
7 MayamataV25
8 ;l1ayamataV18b-19
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century text does not attribute the requisite skills to four different
personae.It has beensuggestedby R.N.Misra that the texts elucidatean
earlier tradition, which at the time of writing may already have been
extinct.9 After the Guptaperiod, the textual evidenceof the guild system
is scarce,as buildings of a monumentalscale inevitably requireda large
number of artisans.to With the team no longer limited to four experts,
attributing the accountability to one person was necessary.Also the
inscriptionson the monumentsdo not bearthe nameof the Sthapati,but of
the Sutradhara,tl indicating a dilution of the strictnessin the roles of the
experts.Therefore,the textualdescriptionof the role of the Sthapatiis not
of oneperson,but of theattributesthatarerequiredto facilitate designand
execution, which may either be distributed among four experts or
concentratedin one person.This is further indicatedby the qualifications
of the expertthat remainsconsistentin essence,varying predominantlyin
the presentationof the subjectby the authorof the text.

The Sthapati, according to SamaranganaSutradhara, must know the
Shastra,the theoreticalbasis,includingmathematics,astrology,Chhandasor
metres,crafts and the working of mechanicaldevices.The importanceof
the knowledgeof both theoryandpracticeis underlined,as the knowledge
of only the Shastrawithout knowing its application,makesthe Sthapatilike
a coward in a battlefield. And if the Sthapati practices without the
knowledgeof the Shastra,he is misledeasily like a blind person.t2 He must
practicewithout greed,anger,jealousyand bias. He is also requiredto be
proficient in eight skills of drawing, painting, carving, wood-work, stone
work, metal-work, masonry,and sculpting.t3

As is indicatedabovein the ManasaraandMayamata,the Sthapatiandthe
rest of the team were the personifiedpreceptsof theory and practice,
wherethe Sutragrahinformed the link betweenthe two. The designationof
Sutradharabearsa closerelationshipwith Sutragrahin.The Sutradharaadopts
akey role in Sanskritplays,wherehe deliversthe prologuewhich is outside
the story, greetsthe audience,providesthe information about the author,
the play, its contextand the significanceof its performance.t4 The role of
the Sutragrahinin the building processis similar to that of the Sutradharain
the performanceof a drama. Sutragrahin ties the authorand the actorsin
the play of architecture,wherethe authoris the Sthapatiand the actorsare

9 Misra,R.N., AncientArtists and Art �A�e�t�h�'�i�~�'�y�, 1975. p37
10 Ibid. p33
11 Ibid. p36
12 SamaranBanaSutradharaVIII.6-10
13 Ibid.VIII. 20-22. Carving is distinguishedfrom wood-work, as \\'ood-v\"ork includes the skill of

carpentry,which may not employ the skill of carving. Similarly, a distinction is madebetween
masonryemployedin the constructionof walls with stone,bricks and mortar, and stone-work.

14 Cf. Rangacharya,A., Introduction to Bharata'sNatyasastra,p66,asusedin Misra, AncientArtistsandArt
Activity, 1975. p38.
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the skilful artisans.The compositionof his role necessitatesa thorough
knowledgeof the vocabularyof the Sthapati, and of the artisansas \vell.
This is also indicated by Rajavallabha (15th century AD), �\�\�~�r�i�t�t�e�n by
Sutradhara Mandana, where Vishvakarma is described as the diyine
Sutradhara and not the architect.IS The attributes of the Sutradhara are
talent, dexterity in all kinds of work, knowledge,lack of greed,and calm,
and he is twice-born or a Brahmin.16 The superlatiye position of the
Sthapati is finally surpassedby the all-dexterousSutradhara, facilitated also
by the apparentremotenessof the Sthapati from the actual construction
process.Parallelsof this could be found in the contemporarysituation,
wherenumerousbuildingsaredesignedandconstructedby non-architects,
like draughtsmen,engineers,contractors,or builders, \vho are other\\Tise
envisagedas a part of an architecturalteam.

ConteDlporary Users

Today the practiceof Vastu VidJa, albeit continuous,is fragmentedbeyond
recognition. Indicative of this fragmentation is its use not as a "Thole
architecturalprogramme,but in bits andpiecesthat hayelittle role to play
in the definition of the contemporaryarchitecturalidiom.17 Its negationas
an obsoletearchitecturalprogrammein the recentpast,hasled to its usage
in a secondarysense, where it is not allowed to interfere �\�,�~�i�t�h the
individualistic perceptionof the design problem and its solution - no"T
resolvedby modern methodology. It is not a part of the curriculum or
discussionin anyof the main architecturalschoolsin India, andexposureto
its built representationis via modern parameters of architectural
appreciation.Besidesthe modern architect, the team of experts, \vhose
collaboration is quintessential to the realisation of the lastu Vid)!a
programmeof architecture,haveresortedto insulatedindiyidual practices.
They too are fast disappearingprimarily due to their perceiyedirreleyance
to the needsof modernIndia. Someof the fragmentsof lastu Vid)ra haye
adoptednew meanings,wheretheir fundamentalpurposeis obliteratedby
a kind of ritualism fashionedto hastily satisfyan inner conflict \vithout the
complementaryarchitecturalmanifestation.Its completeredundancyas an
architecturalprogramme,which in its long history had thriyed \\rith the
variablesof climate, topography,life styles, as \\Tell as the social, political

15 Rajal'allabha 1.4
16 Ibid.I.41
17 See especially Bhatt and ScriYcr, After the Masters: Contemporar:y Indian .1rchitecture, Mapin,

Ahmedabad,1990; Tillotson,G.H.R.,The Tradition of Indian Architecture: �C�o�n�t�i�n�l�l�i�~�r�, �C�o�n�t�r�o�r�e�r�~�r and
Chan8eSince 1850, Yale University Press,London, 1989. pp 127-147.
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and economicsituation of its land, render all the allied building crafts
superfluous.

The practitioners18 who today use or make referencesto Vastu VidJa
couldbe identifiedas the following: the 'Indian' architect,who in searchof
his identity makes emphatic references to the traditional building
vocabulary; the Vastu Pundit, who provides guidelines largely regarding
the orientation principles that dictate the layout of the building; the
astrologer,for whom Vastu VidJa belongsto the sametradition asastrology,
andthe pointsof intersectionbetweenthe two allow its practicein oblivion
to the architectureit yields; the traditional craftsman,who today is bereft
of the tutelageof the traditional team, and finds application of his skill
primarily in the conservationof old buildings; conservationarchitects,who
documentandanalysemonumentsfor the sakeof repairingandpreserving
them, and art historians who analyse them to develop a theoretical
discourseon their history. The abovearenot strict categories,but someof
the more apparentlydefined types of users, identified to discuss their
individual usageof the finely fragmentedcorpusof Vastu VidJa.

Broadly speaking, while the astrologers, craftsmen, conservation
architectsand scholarsuse scooped-out parts of Vastu VidJa in more or
less its original intent, the 'Indian' architectand the contemporaryVastu
Pundit, reinterpretand reinvent the principles, to fit them comfortably
within a different architecturalprogramme.

The questfor identity of the modernarchitectin India stemsfrom the
peculiarityof the very birth of this profession.In 1896,in the Sir J.J.School
of Architecture,a two-yearcoursewas institutedto train draughtsmenand
tracerswho would aid the executionof buildings in British India.19 Its
expansionto a five-year coursecarving the basic shapeof architectural
educationsaw fruition in 1922. Here in particular, a collateral study of
comparisonbetweenthe classicalstylesof EuropeandIndiawasushered,in
a hope that "the more clearly the principles of CompositionProportion
and GeneralDesign underlying Grecian monumentsare understoodthe
more clearly will Indian Studentsbe able to grasp the principles which

18 What follows is not a critique of the practitioners,but an observationand understandingof the
practicehelpedfrom the inside of the professionof an architect,and from the outsideof it as a
studentof Vastu Vidya. Further,only someinstancesof practitionersandthe partof their work that
draws upon Vastu Vidya is discussedhere, and it is in no way a collation of the entire gamut of
contemporaryarchitecturalandnon-architecturalpractices.The focus is that of an overviewof the
generaltemperamentof the contemporarypractitionerstowards Vastu Vidya, and not a discussion
on the exceptionsto the overriding norm. To take the discourseas a criticism of the individuals
discussedbelow, would be a misinterpretation.The discussionof the contemporaryusesof Vastu
Vidya by thesepractitionerscontinuesin all the subsequentchapters.

19 Narwekar, S.J., Architectural Educationin India, in Seminaron Architecture, Lalit Kala Akademi,
New Delhi, March 1959. p93. Also seeNorma Evenson,The Indian Metropolis: A View Toward the
West, Yale University Press,1989.
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underliethe classicalworks of their o\yn country".20 This exercise,vasone
of comparingthe physicalveneerof Indian architecturalform to that of the
well documentedclassical orders of Europe, \,rithout the former being
backedby an appreciationof the contextof the architecturalprogramme
and philosophyinstrumentalin its generation.This also suggestedthat all
classical architectural styles could be analysed by the uniyersalised
parametersof architecturalappreciation.It also assumedthat the nature
of the Indian classicalstyle could be adequatelyjudged by the European
designsensibility, and its underlying principles could be superimposedto
learn about the Indian designsensibility.

In general, this strainedcorrespondenceto the Europeanyardstick of
appreciation is reflected in P.K.Acharya's significant ,,'ork on the
compilation and translation of Manasara, ,,,here he dra,,'s numerous
parallelsbetweenGreco-Romanarchitectureand the 'architectureof the
Manasara'.The ideainfluencedthe "vork \,,'here"One chapteris deyotedto
the columns,which are divided into five classesas in the ,,'esternsystem,
and their componentparts into eight mouldingsexactly like thoseof the
Greco-Romanorders".21 The visual associationof the Indian columns,yith
the Greco-Romanwas also discussedby Ram Raz in 1834in the first ever

J

elucidation of the 'Silpa Sashtra'.22 Here the instances are used to
familiarise the reader \\rith a classical style of Indian architecture yia
Europeanexamples,mostly o\ving to the �n�~�t�u�r�e of the ,,'ork ,,'hich ,,"as for
"the Europeanreaderto form an opinion of ,,,hat that systemmay once
have been".23 The purpose of the ,york on Manasara by P.K.Acharya,
however, was "to get a reliable yersion of the standard,,'ork on Indian
architecture scientifically edited and properly elucidated",24 but the
organisationand approachof the Greco-Romandesigninfluencednot only
the compilation, but also the interpretationof il1anasara. Both the aboye
works quite naturallymanifestthe necessitiesof the time they ,,'ere"Titten
in.25

The processof comparisonand critical appraisal using a non-Indian
gauge is embarked upon \\Tithout the 'home-,york' of adequate

20 Hill, S. Woods,The Schoolof Architectureof the BombaySchoolof .\rt, in The BombayReriral if
Indian Art by WE.GladstoneSolomon,not dated,conjecturedas publishedin 192+, Bombay.p131

21 Acharya,P.K.,Architectureif the .J/anasara,ManasaraseriesIV, Oriental Books ReprintCorporation,
Delhi, 1980 (IIedn.), Originally publishedin 193+. Pre'face p49.

22 Raz, Ram, Essayon the Architecture?fthe HinJus, Indological Book House,Varanasi,1972. p22, 24,
37-40.

23 CaptainHarknessin the prefaceof the Essayon the Jrchiteccureofthe Hindus by Ram Raz, 1972.pV
24 Acharya,P.K.,Architectureof the .Hanasara,ManasaraseriesIV Prefaceppxiii
25 While the influenceof the socialandpolitical backgroundon the works on Indian architectureand

indeedof architectureitself couldnot be o\"erlooked,herethe focusremainsthat of an oyerdewof
the roadof ideologiesthatthearchitecturein India hastrayersedto arrire todayat the centreof the
pertinentquestionof its identity. This generalisedm"eryie,,"o"erlookssmallerinstancesof defiance
of the overriding influenceon architecture.
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documentation,compilation and analytical study of various texts in their
contextof the conceptualphilosophybehindthe generationof architectural
form. In the absenceof extensivecollation necessaryfor establishingthe
classicismof the Indianarchitecturaldesignin its own right, the sanctionof
the well documentedGreco-Romanclassicismwasquickly adopted- as it
would alsoprove that Indian architecturewas on a par with the West, and
thereforewas worth appreciation.Apart from the subtleundercurrentsof
validity and sanction, clearly the appreciationis of the representative
examplesof the architecturalform, and not of its vocabulary.

Meanwhile,the "native" traditionsin the arts and crafts receivedmuch
sympathyfrom FrederickGrowse, E.B.Havell, Claude Batley, Lockwood
Kipling, and RobertFellowesChisholm,amongothers.ClaudeBatley and
Walter Sykes George, were "worried by the influx of inappropriate
Westernarchitecturalthinking", which had influenced the setting up of
architecturalinstitutions in India.26

The independenceof India from British rule brought with it an
opportunityto starton a cleanslate,at leastin termsof the definition of its
attitude towardsindigenousarchitecture.This time architecturalideology
wascaughtbetweenoneof 'modern',functional andscientific buildingsin
consonancewith the ModernWeston the onehand,andoneof the austere
simplicity of the 'village' India on the other.27 However, rural India as
idealisedby M.K.Gandhi, provided little scopefor the applicationof the
fascinatingnew technologyand of the modernvocabularythe architects
were educatedin. The curriculum prescribedin the various architectural
institutionshad been "framed so as to give completeknowledgeof both
architectural and technical subjects to the students. Buildings of
multifarious nature such as flats, factories, schools, colleges, libraries,
offices, municipal buildings, museums,art galleries, hospitals, theatres,
hotels, public halls, stadia, aerodromesetc. which an architect is called
upon to design involve a lot of technology. Hemust avail himself of the
most modernmethodof constructionand materialssuch as pre-stressed
concrete, mushroomconcrete, shell concrete, aluminium etc. We are
passingthrough a mechanicalage and the days of bullock cart speedare
gone."28 The modern architect found a niche in the developmentof
modern India, where the fortress of this rather new profession was

26 Meade,Martin, Europein India, Architectural Review,August 1987.pp30-31.For further detailssee
Tillotson,G.H.R.,The Tradition oj Indian Architecture: ContinUity, ControverS)'and ChanneSince 1850,
Yale University Press,London, 1989.

27 Curtis, William, BalakrishnaDoshi-an ArchitectureforIndia, 1988.p159.Broadly speaking,the two
architecturalideologieswere influenced by the urban-basedviews of JawaharlalNehru and the
rural-basedviews of M.K.Gandhi.

28 Narwekar,S.j., ArchitecturalEducationin India, in the Seminaron Architecture,Lalit Kala Akademi,
March 1959. p94
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guarded by new technology, new vocabulary and altogether a ne,v
architecturalsensibility. Nothing in this realm was rooted in India, and
thereforethere was no room for the traditional builder in this exercise.
Any effort towards exploring and contemporarising the classical
architecturaltradition was thwartedby the unfamiliarity of the architects
with traditional design principles, and ,vas rejected in the name of
obsolescence.

A specimenof this new ideology - the design of Chandigarh- ,vas
welcomed by JawaharlalNehru as a creative approach "not being tied
down to what hasbeendoneby our forefathersand the like, but thinking
out in ne"v terms,trying to think in termsof light and air andgroundand
waterandhumanbeings,not in termsof rulesandregulationslaid do,vnby
our ancestors".29 While the terms of light, air, ground, ,vater and so on
were intrinsic to the traditional programmeof architecture,as they ,vould
be to any other programmeconcerningarchitecture,the perceptionand
the architecturalconsequenceof thesetermswas neV\rly importedto echo
the modernmovementin the West.

This also meant that the architect need not 'Norry about indigenous
architecturalidioms at all, and ironically for him, the freedom of India
heralded complete freedom from traditional Indian architecture. The
architect's relationship with traditional Indian architecture,vas seyered
beforeit couldgrow. This wasclearlya choiceof free India, before,vhich it
could justifiably be blamedon the British rule.30 Scientific rationale,viped
out the validity of the traditional ethos; for examplethe natural elements
like the sunlight, wind, and rain "vere no,,,r mere scientific entities that
participate in the biological process of liying beings,31 rather than
constituentsin a traditional perceptionthat had giyen birth to the Indian
forms of architecture,danceand music. The role of the architect,vasand
continuesto be, by usingthe new perceptionto "study andunderstandthe
traditionsof a peoplewithin a region, to considerlocal conditionsand, in
some cases, to force certain changesin the life of the people by his
knowledgeof a healthyand refined life." 32

In 1962 the American architect Louis Kahn ,vas inyited to design the
Indian Instituteof Managementin Ahmedabad.Henceforth,the architects'
work, influenced by the styles of Louis Kahn and Le Corbusier, ,vas
primarily reinterpretationof theseIndian samplesof modernarchitecture.

29 Inauguraladdressby JawaharlalNehru at the first seminaron architectureon 17-21 March 1959,
New Delhi, Ibid.p8

30 Doshi (1965) in Curtis, William, BalakrishnaDoshi- an ArchitectureJor India, :\ew York,1988. p158
31 Ghadlali,j.H., Effect of Climate on Architectural Expression,Seminar on Architecture, Lalit Kala

Akademi, March 1959.p156
32 Doshi (1960) in Curtis,William, BalakrishnaDoshi- an .-lrchitecwreJorIndia, :\ew York, 1988. p159
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K. T.Ravindran explains it as a mere 'stylistic reductionism',where the
architectureof Le Corbusieris reducedto "deepexposedconcretefins or
awkwardly curvedsun shades,or by the more adeptto mereproportions
of apertures";associationwith Louis Kahn'sstyle is recalledin the usageof
brick facadeswith circularopenings,"in geometricwastefulnessin plan, in
endlessrepetitionsof the arch, circle and the triangle".B This has been
consistently followed as for "three decades now Indian Masters of
innovative imitation havegarlandedeachother in exclusiveforums, given
eachother gold medalsand laudedeachother's imitations as originals in
jury reports."34 The traditional idiom for the modern architectsin the
short history of the professionbecamethe works of the foreign architects
of the post independenceperiod, and subsequentcontributionsare largely
a tribute to the architecturalinterpretationsof the movementpresentedby
Le Corbusierand Kahn.

The role of the traditional building craftsmanshiphad already been
dismissed, as is apparent from the first seminar of architecture after
independenceinauguratedby the PrimeMinister, JawaharlalNehru, which
was held to resolve the vital issues of architecture. Here it was
recommendedthat "the Government should realise that the use of
obsoletestyles and their economicimplications are beyondour economy
and irrelevantto our needs".35 The obsolescenceof traditional craftsman
ship was voiced as follows:

"In the olden days, the systemof ornamentationemployedto cover

up the massivestructure,was the result of the efforts of craftsmen,
carving and modelling for the enrichment of surfaces which
otherwise looked depressingon accountof the huge inert masses,
consideredso essentialfor strength. With increasedtechnological
kno\vledge and consequentdecreasedfactors of ignorance, the
structureshave less inert massesand therefore less need for such

decoration.This is the reasonwhy the modernbuildings are plainer
and dependupon precision of outline and perfection of finish for

their architecturaleffect. Also, now that decorativeenrichmentcan

be done either by moulding or by machinery,there is not the same

virtue in thesedecorationsas they lack the variety and the personal
touch of craftsman."36

33 Ravindran,K.T., IndigenousIndia, Architectural Review,August 1987.p63
34 Ibid.
35 Reportof the Seminaron Architecture,Lalit Kala Akademi, New Delhi, March 1957.pll
36 Rao, D.Subbaand R.S.Dighe,Effect of Technologyon Architecture,Seminaron Architecture, Lalit

Kala Akademi, New Delhi, March 1957.p139
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Amidst this fervour andfascinationfor the usageof ne,," technologyand
the architectural expressions,there were instancesof theoretical 'soul
searching'.Especiallythosearchitectswho were connected\yith the West,
felt a lossof their identity. B.V. Doshi, who had \vorked \yith Le Corbusier
and Louis Kahn, felt that "Rapid technologicalandscientific developments
have led to a total rejection of age-old\vays, substitutingin their place a
rootlessexpressionof mere industrial functionalism. This hasgiven us an
art and architecturethat is more or lessuniform throughoutthe \yorld." 37

Contributing to this is the expanding influence of the media and
communication.For an Indian architectwhosework may be featuredin a

J

foreign journal amongother architects\vho belongto the West, the issue
of identity and distinctivenessbecomeseven more critical. To make the
designconceptattractive,emphaticreferencesto the v{ell-publicised Indian
monuments,and esotericvocabulary to enrich its descriptionare used.
Correaspeaksof Ivan Illich, who has '\vritten eloquentlyabout the vital
conceptualdifferencesbetweenthe cleansingwatersof ancientmyth and
the H20 that is pumpedhydraulically through our municipal pipelines",
and believesthat the "prosaicarchitecture\ve createtoday is not due just
to the banalityof the forms we constructbut also to the mundanebriefs �\�~�{�e

address."38 He alsowondersif "the magnificentkundat Modherawouldhave
the sameimpacton us if it werebuilt for someotherpurpose-saya drive-in
theatre?"39 Also a clear distinction bet\veenthe physical and the spiritual
aspectof the building is invented. Doshi, \vho hasbeenpreoccupied\vith
rationalisingthe physical, intellectual and psychic aspectsof architecture,
talks aboutthe spacesthat "activatethe humanpsycheandinduceit to sink
towardsthe centre,the mythical \i\'orld of man'sprimordial being."4oAnant
Raje attemptsa resolution of the material realm and the spiritual realm
explainingthat the "spacesin plan \yhich seemto be out of any rationale
are often intimately connected\vith the vray of living and need to be
rediscovered."41D.K.Bubbardistinguishesbet\veenthe physicalpart of the
building and its spirit.42 Charles Correa distinguishesthe same as the
"visibilia" and the "invisibilia", sayingthat "Since, accordingto the Vedic
thought, the world we see is only part of our existence,the forms and
eventswe perceiveare significant merely to the extent that they help us
understandthe nonmanifestlayersthat lie beneath,the magicdiagrams,the

37 Doshi (1960) in Curtis William, Balakrishna Doshi:.1n .1rchitecrurefor India, 1988.p159
38 Correa,Charles,The Public, the Prh"ateand the Sacred,.1rchitecwre+Desi8n,Sept-Oct.1991.p95
39 Ibid.
40 Doshi (1986) in Curtis, William, BalakrishnaDoshi: .1n .1rchitecturefor India, 1988.p165
41 Raje, Anant, Sources and Interpretations, Riflecrions:The Indian Institute of .1rchitecrs-\·ational

Convention,GujaratChapter,Ahmedabad,1987.p41
42 Amaral, 0., Oh! SacrosanctSpace,Indian Express,Bombay, May,31,1994.
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yantras, explain the true nature of the cosmos."43The spiritual and the
material, invisible and the visible find a subtle translationas the plan and
the elevationof the building. It is largely in the plan of the building where
most of the references to traditional vocabulary and its built
representationsare carefully tucked away, not to be expressedin the
form to avoid visual pastiche.44 The spiritual aspectmanifests itself in
theoreticalreferences,where the 'Vastu Purusha Mandala' is used for the
grid andwordslike ShunyaandBindu, aresprinkledover the descriptionof
the conceptualbasisof the design,along with attractiveimagesof Indian
symbolsand monuments45 - altogetheran impressiverecipe for asserting
the 'Indian' identity. Sincethe vocabularylargely hasa theoreticalpurpose
and its architecturalexpressionstayswell within the fold of the modern
individualistic design sensibilities, its new usageis suitably describedas
"reinventingthe myth" .46 And since today the perceptionof this invisible
realm is subjectto the individual usageof traditional imagery, the 'Indian'
architect feels the need to explain the transformation of the myth
employed,lest it may not be recognised.

Although it echoesthe rationaleof the implied distinctionbetweenthe
form and function in the popularsloganof the modernmovement,'Form
follows Function', the function of the referencesto tradition are not bold
enoughto find their way to the form. The architectscontinueto view the
traditional Indian architecturefrom the filters of the modernistparameters
of appreciation,so whetherthe 'Indian' sentimentis expressedvisually or
conceptually,it risks the label of pastiche.

Those consideredabove are a more privileged category of modern
architects,who contemplateover design ideology, while for the larger
section of professionalsthe client assertshis own convictions and taste,
albeitgeneratedby the populartrendandfinancial constraints.Many atime
the conflict betweenthe conceptof the architectand his client translates
itself into a risk of losing the project. Often the client brings in the Vastu
Pundit, who would, for reasonsunknownto the architect,changethe entire
layout of the design. This hurts the design sensibilities of the modern
architect.He may try to rationalisethe changesin the designby locatinga
scientificbasis- for instanceDoshi who "hasbeguna five yearstudyto get
to the bottom of Vastu but from what he hasseenso far, he believesthat
when a housedoesnot conform with it, problemssuchas marital discord
or ill-health do arise".47 Or he maydismissit, if he canafford to, asa "load

43 Correa,Charles,The Public, the Privateand the Sacred,Architecture+Desion,Sept.-Oct.1991.p92
44 Tillotson, G.H.R., The Tradition of Indian Architecture, 1989. pp139-142
45 Cruikshank,Dan, Variationsand Traditions,Architectural Review, 1987.pS7
46 CharlesCorreain the above.
47 Dhillon, Arnrit, Vastu Shastra:Plotting the Future, India Today, July,1995.p81
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of nonsense".48 Justas the architectwasbeginningto settledo\vn \vith his
modern ideologies and assertedthat he was "completely against any
directive, governmentor otherwise,which in any ,vay interferes\vith the
working of the architect",49 he wasconfrontedwith the mumbo-jumb050 of
anotherprofessionalwho would not only challengehis design,but also be
incomprehensible.He finds that his client \'Those undiyided attention he
enjoyed and whom he could educatein the refined life style his design
embodied,was now equally concerned\vith the implementationof the
suggestionsmadeby the Vastu Pundit.

Much beforethe professionof the modernarchitectexistedin India, an
instancethat capturesthe encounter\,'ith the Vastu Pundit is portrayedby
J.E.Padfield in 1908. Apart from sho'\tving that the professionof the JIQstu
Pundit never disappeared51 even though for the 'modern' architect it did
not exist, interestingly, his accountclosely matchesthe \yay it ,,'ould be
viewed by a 'modern' architectand the media today. It is as follo\ys:

"There are regular professionalpersonscalled the Vastu Shastris

(doctors of building), generally of the goldsmith castc, ,,,hose

businessit is, for a consideration,to give all corrcct measurements

and directions, in due accordancev\'ith the ritual, to thoseabout to

erect new dwellings. I heard of the celebratedmember of this

professionand sentfor him, as I vvishedto seehis booksand to make
his acquaintance. At first he declined to comc, as he feared

Europeans.He thoughthe might be beatcnor not ,,'ell-treatcd,but,

on being assuredthat he would meetvvith nothing but kindness,he

consentedto come. He was the most respectablelooking old man

and, being of the goldsmith caste,hc V\fore the thrcad of dvija, or

twice born but, as he had not broughthis books, I did not get much

information from him. He promisedto come again but failed to do

so, the reasonbeingthat he "vas hastily summoncdto a distantvillage

on the southof the Kistna river. It appearsthat a certain man, ,,-ho

was building a new house,had fallen ill, and hc sent in hastefor this

doctor-not a doctor for his body, but a doctor for the house!

Somethingmust have gone ,,"rong in thc calculations,or something

or otherof the new building, and hencethis blo,,, from the offended

deity concerned.Money ,,'as sent to defray the expcnsesof this

celebratedShastri,but he ,vould not go until he ,,,asassurcdthat his

advicewould be followed, evenif it meantpulling do\\'n portionsof

48 S.K.Dasin the above,p83
49 C.M.Correa,ArchitecturalExpression,Seminaron :lrchitecwre, l\1arch 1959.
50 S.K.Dasin Dhillon, Arnrit, Vastu Shastra:Plotting the Future, India Today, July, 1993.p83
51 A.G.K.Mcnon, Ibid.p81
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the building alreadyerected.How he fared in this expeditionI have

neverheard;but it appearsthat sometime ago the samepersonwas

sentfor to attendanothercase,the resultof which broughthim great

fame. A certain house owner had recently entereda new house

which he had built, and within a month felt very ill. It was thought

that somethingmust be wrong with the building, and his house

doctorwas sentfor. Having consideredthe case,the doctordecided,

by virtue of his science,that therewas a snakein a certainbeamof

the building. The reptile had enteredthe hollow part of the beam

which had been plugged up by the carpenter, and was there

languishing, and hence the calamity. A snake charmer was

summoned,the beamwas sawnthroughand a reptile, which turned

out to be a cobra,wasdrawnout by the snakecharmerandplacedin

an earthenvessel.It was therefed with milk for someten daysuntil

it revived and recoveredits vigour, when it was taken away to a

suitable place and set free. The patient recoveredin proportion as

the cobra'sstrengthrevived, andwithin a few dayshe was quite well.

The wisdom and skill displayedby our friend in this casewas much

praisedand he was suitably rewarded.Thesesimple storiesare here

narratedfor what they are worth. The peoplefully believe in them,

and they serve to show the superstitious notions that are still

entertainedin connectionwith Hindu dwellings."52

It is only in the last five yearsor so, that the print medias3 felt the need
to includeit asa recentdevelopment,and todaymanyare "jumping on the
(east-facing)band-wagon-somebecausethey can see lucrative opportu
nities in it". 54 The publicisedpractice especiallyin the urban context is
shroudedin mysteryanda deepsenseof awe andbewildermentleadingto
veneration,as is apparentfrom the following:

"In the mid-70's when industrialist D.P. Bhartiya broke down

portionsof his houseand relocatedthe kitchenandbedroombecause

a south Indian pundit told him the new configuration would be

beneficialto him, he had to put up with a lot of ridicule. Todayhe is

among a bunch of industrialists who swear by the ancient Indian

52 Padfield, j.E., The Hindu at Home: SketchesofHindu Daily Life, B.R.PublishingCorporation,Delhi,
1975 (rept.), 1908 (Iedn.).pp3-4

53 Seefor instanceDhillon, Vastu Shastra:Plottingthe Future,India Today, July, U.K.1995.pp81-83;
Kurup, jayashree,The Housethat StarsBuild, Saturday Times, New Delhi, December10,1994;
Ramachandani,Maheshand Ella Datta, A PopularMantra for Builders, BusinessStandard,vo1.XX
No.91; Mathews, Neelam, Living with the Elements,Hindustan Times, New Delhi, January21,
1995.

54 Dhillon, Vastu Shastra:Potting the Future, India Today, july,1995.p83
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building guidelinesknown as vastushastra. . .. Or suffer discordin

the family as in the caseof a house in Shanti Niketan that Bhartia

rejected,but a princely family took on, despite\varning. The family

is now believedto be suffering marital discord!"55

Neither the numerousclaims for its effectivenessnor statementsfrom
scepticsare supportedwith adequatetextual and contextualco-ordinates.
Far from it being projectedas a part of an architecturalprogramme,its
image as a 'magic wand' is helpedboth by its practitionersand its users.
Although this part of Vastu Vidya has its share of believers and non
believers,quacksand experts,as is true \\.rith astrologyand Ayurveda, its
practice today is unprecedentedin terms of its application outside the
architecturalprogrammeto which it belongs,doctoredto fit comfortably
inside any kind of architecturalenvelope.

It could be suggestedthat while the modern 'Indian' architect \yas
grappling with the questionof his identity, the modern users too \yere
beginningto feel frustratedwith the purely functional andscientificbasisof
their existencethat modernism in India usheredin. For instance, the
architecturalambienceof the father of a modern businessmanhad been
denouncedtogetherwith all the overt trappingsof his traditional life style.
The son moved into a new house and expandedhis businessin a ne\y
factory with new technology,built by the new architectin the ne\y modern
style. But graduallyhe felt uprooted,and looking for convenient\yays to
deal with the frustration, turnedto Vastu:

"Vastu seemsto haveadvancedfrom its rural origins and moyedinto

the urbanmilieu throughcity businessmenfrustratedthat their hard

work was not really yielding re\vardscommensurate,,"ith the effort

being put in. As word went round, Vastu Shastrabecamesomething

ordinary people and businessmencame to adopt almost like a

religious faith, hesitantto take a decisionabout\I\·here to put the sofa

or the desk in the office until they had sought enlightenmentin
Vastu."56

As the 'Indian' architect was beginning to give shapeto the theoretical
distinction of the spiritual and the material realm of architecture, the
businessmanlooked for professionals\,rho \vould cater to the spiritual
realm of the architecturewhich had not been as yet addressedby his
architector at least was subject to an individual perceptionof \vhat the

55 Kurup, Jayashree,The Housethat StarsBuild, SaturdayTimes, New Delhi, December10,1994.
56 Dhillon, Vastu Shastra:Plotting the Future, India Today, U.K., July 31,1995.p83
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'spiritual' meantas its basislacked the time-testedauthority of tradition.
Consequently,the new breedof Vastu consultantswho would negotiatethe
'spiritual' without completelydisturbingthe 'material' envelopeof his life
style, and wherever necessarywould be willing to find quick and easy
solutions like conducting a ritual, or burying a swastika symbol, or
adoptingsolutions from Fens Shui (the Chinesescienceof geomancy)to
takecareof the defectsin the building, weresoonin demand.Somecall it
"Cosmicarchitecture"to escapethe questionablebasisof their practiceand
expandthe hunting ground for quick and easysolutions to suit modern
usage. One practitioner, "seen as the proponentof Vaastu in Bombay"
believesthat "No one can practiseVaastuShastra,no one is practisingit
. . . Noone should write books about it," and the conversationfollows
with further explanationof his perceptionof what Vastu is all about:

"If therearen'troadson all four sidesof the house,that'snot Vaastu.

So, you'd have to designa country to get the perfectVaastuhouse.

Right. And for that matter India is all wrong accordingto Vaastu.

The mountainsare in the north where the water should be and the

water is in the south." NeerajaShah (his client) is horrified at this.

"So India will neverdo anythingin life?" Arya (the Vastu consultant)

is gnomic but reassuring,"India will always be supported.We have

threeseasto supportus." (Explainingabout'cosmicarchitecture',he

says) "I am not worried so much about the depletionof ozoneand

oxygen as I am about our tamperingwith the magneticfield of the

city. That's what's causingall the problemsof Bombay." But to get
this clear. Cosmic architectureis a holistic system of architecture.

Practically everything that a rationalist would call unscientific goes

into it. Numerology,magneticfields, cosmicenergy,symbolism,the

five elements,astrology,colours, shapes,everythingcomesinto play
when Arya remodelshousesto permit "the energy to flow."57

And if the suggestionsmean giving up something that was materially
extremely dear to the client and to the architect who is designingthe
building, then it is attributed to the Vastu Pundit, who is too rigid and
impractical.The useof modernmaterials- thin concretewalls with huge
glassopenings,and (to remedythe thermaldiscomfortwhich they cause)
the air-conditionersin everyroom- arebut someof the crucial symbolsof
modernityfor the upwardlymobile. The useof expensivepolishedgranite
for instance,as a flooring materialand as a claddingfor the facadefor the
moreaffluent, is graduallybeingremovedbecausethe VastuPunditsdeclared

57 Mendes,Ivan, India is all Wrong According to Vaastu, Timesif India, June(conjectured),1995.
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that it causesdepression,and sooneasiersolutionslike coyeringit \vith an
equally expensivecarpet, are sought. This 'out of sight-out of mind'
approachis also followed for structuralelements:the defectof a concrete
beamdirectly over the headmay be resolvedby covering it \yith a false
ceiling. The high consultationfees chargedby the practitionersand their
hectic schedulesalso contribute towards making the adyice preciousand
revered. One consultant,for example,claimed that "he'll be in London
advising the managersof two famous restaurants- the Bombay Brasserie
and ChutneyMary - before flying to Paris to dispenseadyice to fashion
designerPierre Cardin, at £500 per hour, on a manufacturingplant he's
setting up in Milan". 58 Expensive is Good. Interestingly, the idea of
expensivebeing synonymouswith good, was and is still utilised in the
promotionof concreteas a betterbuilding material. B.L.Dhamaquoteda
Rajasthaniproverb 'Sanaa roe bar bar Mahnaa roe ek bar (The cheapcries
again and again, the dear only once)', that is usedto justify the usageof
costlier cement, concrete and iron, as against cheaper indigenous
materials.59

The usageof seeminglyscientific phraseslike the 'magneticfield' and
'cosmicenergy',andthe 'New Age' vocabulary,apartfrom the bid to give
the dictatesa validity, seemsan inversion of the motiyation by \yhich the
'Indian' architectuseswords like Jlandala and Vayu, insteadof the modern
terminology.The vocabularyusedby the Vastu Punditsis to projectscientific
validity and a modern appeal, whereasthe 'Indian' architect uses it to
impart a symbolicIndian-nessto his moderndesign.The effort of the Vastu
Pundit is, as it were, trying to modernise, while that of the 'Indian'
architect is towards Indian-isation, in complete obliyion of each other.
However, if the 'need' is rooted in India, the future may see a meeting
point of the two, and if not, India may have to borro\\' from the West,
besidesthe material realm of architectureand technology, its spiritual
realm as well.

S8 Dhillon, Vastu Shastra:Plotting the Future, India Today, U.K., �J�u�l�~�· 1995. p81
S9 Dhama,B.L., DomesticArchitecture,Ajanta Printers,Jaipur, 1962. preface



CHAPTER TWO

SystelDoC.MeasurelDent

The Vastu Vidya role of the systemof measurementis to achieveharmony
betweenthe absoluteandthequantifiable.The knowledgeof the absoluteis
channelledto 'know' the quantifiablethroughPramanaor the instrumentof
valid knowledge. Measurementmediates finality to an architectural
concept, similar to the spokenword that provides a frame over which
the canvasof thoughtis stretched.Measure'fixes' aswell as 'evaluates'.It
fixes the variableby providing a unit that encasesthe expanseinto a fold
derived from a standardvalue - by relative evaluation.

According to Indian philosophy,the foundationof Mana or measure
is Pramanaor the instrumentof valid knowledge.The waysof 'knowing'
are Anupramana or perception through the five sensesand mind,
Anumana or inference, Upamana or analogy, and A8ama or word of
authority.1 The six perceptionswhich are olfactory, gustatory, visual,
tactual,auditory,andmental,reston the physicalpresenceof the object
perceived.The mind is a participantwith eachof the other five senses,
and could be trained as the mind of the Y08ic to cross the barriersof
time and space,pastand present.Inferenceis flawless reasoningon the
basisof effects,causes,andphenomenawhich areneithera causenor an
effect. A8ama or the word of authority (for examplethe Veda and the
Shastra)is the verbal testimonyon the basisof which a judgementcould
be made.All of the above instrumentsvalidate knowledge or Vidya.
Vastu Vidya too uses these instrumentsat various stagesof building
construction, for example, testing soil by the use of the 'sense
experience' and drawing inferences on the basis of the Shastra.2

Upamanaor analogycould be discussedas the variousassociationswith
numbersthat appearin Indian thought, as theseassociationsinfluence

1 Saha,B., Studiesin the Pramana-Ratna,Calcutta,1991,pp154-228;Pramanacandrikap49; Y08a Sutra
1.7,41 in Sarasvati,Swami S.P., Patanjali Raja Y08a Sutra, New Delhi, 1975,p318.

2 SeeCh.V Site Considerations
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Pramana,and manifestin architecture.What follovrs is an illustration of
someof the associations.3

Oneis the creator,the universalbeing, "the One, the Onefold, the only
One. In him all the Gods becomeunified."4 One in conjunction \vith
numbersendingwith zeroimpartsauspiciousness.ShaBunaor an auspicious
gift of moneyis madein numbersendingwith one,suchas eleyen,t\venty
one, thirty-one and so on. Two is the union of forces- the Purushaor the
cosmicMan and Prakriti or nature.T\vo representsduality andoppositesin
manandwoman,day and night, right and left, aboyeand belo,,·, front and
back, north and south, eastand \vest. Union of �t�~�·�o oppositesis required
for fertility and creation.

Three is the trinity of Brahma, Vishnu and Shiva, and their respectiye
creative, preservative,and destructivepowers. There are three Guna or
qualities - Sattva, which has an ascendingquality, Rajas the expanding
quality, and Tamasthe descendingquality. "The building arises,ascendsin
heightaccordingto the SattvaGunaandexpandsits perimeterasfar as Rajas
requiresit." 5 Three are the realmsof creation- the earth, nether\vorld
and heaven;three po\versof the self - Iccha or \vill, Gyana or kno\vledge
and creation, and Kriya or action; three points representa triangle, the
symbol of fire; Trikala is the triad of time - the past, presentand future.

Four is associated"vith the four cardinaldirections- East, South,West
and North; four Prahar or quarterparts of a day; four pursuitsof man 
Dharma or duty, Artha or material success,Kama or desire,and Moksha or
salvation; four Varna or personalitytraits - Brahmin, �K�s�h�a�t�r�~�'�a�, laishya and
Shudra; four cornersmake a square,symbolizingearthand stability.

Five symbolizesthe Pancha Mahabhuta or the fiye elements- Earth,
Water, Fire, Air and Space;five sensesare sight, odour, touch, tasteand
hearing; five sensoryexperiencesare Shabdaor speech,Sparshaor touch,
Rupaor visual, Rasaor taste,and Gandhaor smell; fiye Kosha6 or sheathsof
the humanbody areAnnama)'aKoshaor the sheathof food, PranamaJraKosha
or the sheath of vital air, Manomaya Kosha or the sheath of mind,
ViBJanamaJaKoshaor the sheathof understanding,andAnandama)'aKoshaor
the sheathof bliss.

The sixth senserepresentsmind and intuition; six seasons- summer,
rainy, autumn,dewy, winter andspring- makeayear. Seyenarethe horses

3 The information is collatedespcciallyfrom Abbot, J., Indian Ritual and Beliif, \"C\," Delhi, 1979,
pp284-309,andAryan, K. C., BasisoJDecoratil'eElementin Indian Jrt, \"ew Delhi, 1981,pp74-82.
Eachnumberhaspositiveas well as negath"easpcctsassociatedwith it. This largely dcpendson the
contextof its usageand thereforeageneralrule that labelsit auspiciousor inauspiciouscannotbe
applied.For exampleoneis thc universalbeingandGod,but onemanis incomplcteandrepresents
solitude.

4 Atharra Veda XIII.4.12-21, as in Jlantramanjari, p661.
5 Aryan, K.C., Basisof DecorativeElementin Indian :\rt, 1981 p74.
6 Painaala Upanishad11.5 in Radhakrishnan,S., The Principal Upanishads,19;3 p910.
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of Surya or the Sun; sevendays of the week; sevenmusical notes; the
Saptamatrikasor the seven mother godesses;seven principal centresof
pilgrimage; seventypes of tastesare pungent,salty, bitter, mixed, sweet,
sour and astringent.7 Eight are the quartersof space: north-east,east,
south-east, south,south-west,west, north-west,andnorth; eightaretypes
of bonds: Karuna or compassion,Jl10ha or enchantment,Lajja or shame,
Shila or convention,Varna or caste,Kula or community, Ghrina or disgust,
and Bhayaor fear. NavaBrahaor the nine planetsare Sun, Moon, Mercury,
Venus, Mars, Jupiter, Saturn,Ascendingnode and the Descendingnode;
Navarasa8 or nine aesthetictastesare ShrinBara or erotic, Hasya or comic,
Karuna or empathetic, Vira or heroic, Rudra or furious, Bhayanaka or
terrible, Bibhitsa or odious,Adbhutaor marvellous,and Shantaor tranquil.

Similarly thereareassociationsof ten with Dashavataraor incarnationsof
Vishnu, eleven Rudras, twelve zodiac signs, and so on. Any numberby
adding its constituentdigits can be reducedto a single digit number,and
interpretedon the basisof its associations,suchas with alphabets,zodiac
signs or directions.9 The numbers that add up to nine hold a special
significance,"for example,18 Puranas,27 Lokas or Mandalas,9 Riddhis,
18 chapters of Srimad Bhagavadatgita, 9990 stanzas of Tulsidas'
Ramacharitamanas,108 beadsof the rosary".10

Odd numbersare preferred over even numbers. Pradakshinaor the
circumambulatoryritual is auspiciousin odd numbers;offering and gifts
'should'be in odd numbers;oddnumbersrepresentcontinuity; "in houses
of men, cubits, pillars, beamsand other elementsof that type are of odd
numbers";11 odd numberof units of measurementis Uttama or superior.12

Whatever the assignedvalue maybe, measurementin spaceand time
requiresa startingpoint of reference- apoint from which the co-ordinates
aredrawn. A point or Bindu which in itself remainsnon quantifiable,lends
quantity due to its movement. Bindu, the symbol of Akasa Tattva13 and
associatedwith speech,whetheras a Madhyabindu,the central point as in
the Brahmasthanaof the Vastu PurushaMandala,14 or as a SadhanaBindu that
occupiesa spiritual significance,is the ever pulsatingsourceand abodeof
rest for everything.IS It is the point of initiation that has the potential for
continuityor movement,andtogetherwith its point of restforms a unit in
the relevantcontextof spaceand time.

7 Bhat, M.R., Fundamentalsoj Astrolo8f, p14.
8 Zimmer, Heinrich, Artistic Form and Yona in the SacredImanesoj India, 1984p199.
9 SeeChapterY. Site Consideration.

10 Aryan, K.C., Basisoj DecorativeElement in Indian Art, p81.
11 MayamataXVI.50
12 VishvakarmaPrakasha 11.88, IY.28.
13 Elementether.SeeCh.IV Orientation.
14 SeeCh.I11 Vastu PurushaMandala.
15 Vatsyayan,K. (ed.), Kalatattvakosa,Delhi, 1992 p24.



38 INDIAN ARCHITECTURAL THEORY

Measure:rnent oC Space

The unit of measurementprovides standardisedvalues to comparethis
movementin termsof the fixed values.The units of measurementof linear
spaceare definedby four major texts in similar terms as follo,vs:16

8 atoms= 1 speckof dust
8 specks=1 tip of hair
8 tips = 1 louse
8 lice = 1 grain of barley
8 grains =1 Angula (%") or digit

12 Angula = 1 Vitasti or spanof a hand
2 Vitasti = 1 Hasta (18") or forearm
4 Hasta =1 Danda or pole
2000 Danda =1 Kosha
2 Kosha =1 Gavyuti
2 Gavyuti =1 Yojana
100,000Yojana =Earth

The entire realm of spaceis divided into three - earth, mid-spaceand
heaven;or netherworld, earthandheaven,measuredby the threePada or
stridesof Vishnu.17 �~

As in the above, the smallestunit of measurement,the atom is "the
smallestparticle of dust that comesto sight, when the sun passesthrough
the interstice of a window" .18 This smallestunit is also consideredas a
standardtime unit.19 The Manangula or the Angula as a measureis "a
multiple of an atom, definedas that \vhich canbe perceiyedby the yision of
those who have masteredtheir senses".20 The Angula unit holds special
significancein architecturaldesignasit is the smallestunit deriyedfrom the
humanbody, and "is equal to the middle phalanxof the middle finger of
the officiating priest".21 There are three types of An8ula - large, medium
and small, measuringeight, sevenand six grains respectiyely.Since one
Hasta or forearmequalstwenty-fourAn8ula, thereare threetypesof Hasta
dependingon the type of Angula used.22 The large Hasta is used for
measuringtowns and villages, the medium Hasta for palacesand houses,

16 Jla)'amata �I�~ SamaTQn8anaSutTQdhaTQXI.4--5, .JlanasaTQ11.40···58,Rajarallabha 1.39.
17 Kalatattrakosa,Delhi, 1992.pp150,128,251-·252.
18 Blihat SamhitaLVIII. 1.
19 Bha8rata Purana 111.11.5-15, as in Kalatattrakosa,Delhi, 1992 p218.
20 Ma)"amata V. 2.
21 Ibid. V.11-12.
22 Samalan8anaSutTQdhaTQ11.1-5, Rajarallabha I. 34.
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and the small one for vehicles, cots, thrones and weapons.23 It is quite
evidentfrom the abovethat the size of the object to be measureddictates
the unit of measurement.For an ordinary house the forearm of the
craftsman,and for a housemadeof thatch the forearm of the o""Tner sets
the standardunit of measurement.24

Hasta is also measuredas the length of the forearm from the elbow to
the tip of either the middle finger, first finger or the little finger.2s This
large, medium and small Hasta is another way of providing the three
variations,which as discussedabove,could otherwiseresultfrom the three
types of An8ula measuringeight, sevenor six grains (Figure 15). A Hasta
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FIGURE 15 Hastaas a
unit of measurement
(Author, after
Vishrakarma Prakasha)

23 Rajavallabha I. 34 has incorporatedthis variation in the description of three types of scalesas
explainedbelow. Also see SamaranBanaSutradhara XI. 31-39 for various usesof the three Hasta.
Ma)'amatQ Y.8 and Manasara 11.40-58 describe the types as Prajapat)'a, Dhanurmushti and
DhanuraBraha of 25, 26 and 27 AnBula respectively,which are similar variations of the Hasta,
and Vishrakarma PrakashaIY.30 describesHasta with AnBula of nine, eight, sevenand six Parra.

24 Rajavallabha111.2.
25 Vishl'akarma Prakasha11.42.
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measuresone fifth of the height of a man (Figure 15) with his arms
stretchedupwards.26 The basis of measurementof buildings is the Hasta
unit.27

The Sutrashtaka(Figure 16) or the eight tools of measurementare scale,
rope, cord, plumb line, tri-square,compass,level, and sight.28 The scale
and the rope are of a prescribedlength and are measuringtools, while the
rest are usedfor examiningthe site and for geometricalconstruction.

The Gaja or the scaleis oneof the eight tools of measurement,andis one
Hasta long. The scale(Figure 17) haseight divisions called Parva. EachParva
hasthreeMatras or unit divisionsof oneAnBulaeach.This AnBuladivision on
the scalemay measureeight, sevenor six grainsthat form the threetypesof
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FIGURE 16 Sutrashtaka,the eight
tools of measurement
(Silparatnakara)

26 Ibid.
27 SamalQnoanaSutradhalQXI. 1-3.
28 Rajavallabha1.40, SamalQnoanaSutlQdhalQXI.
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r
FIGURE 17a Divisions of the Scale
(Author, after RajavallabhaI. 33-35; Samaran8anaSutradharaXI. 6-12)

1 2 5 6 7

The 9 deities correspondingto the abovenumbersare:

1. Rudra 6. Kala or Yama
2. Vayu 7. Varuna
3. Vishwakarma 8. Chandramaor Dhanada
4. Agni or Vanhi 9. Visnu
5. Brahma

fIGURE 17b Deities presidingover the nine calibrationsof the scale
(Author, after RajavallabhaI. 35; SamaranaanaSutradharaXI. 13-14)
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The 23 deitiescorrespondingto the abovenumbersare:

1. Shiva 9. Vishwakarma
2. Vayu 10. Vasu
3. Vishwadeva 11. Ganesha
4. Agni 12. Varuna
5. Brahma 13. Kartikeya
6. Surya 14. Iccha
7. Rudra 15. Kriya
8. Yama 16. Gyana

17. Kubera
18. Chandrama
19. Jaya
20. Vasudeva
21. Balabhadra
22. Kama
23. Visnu

FIGURE 17c Deities presidingover the 23 internal calibrationsof the scale
(Author, after RajavallabhaI. 36)

fIGURE 17 Hastascale
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scales- the Uttama scale of the large An8ula, the Madh)lama scale of the
mediumAnaula, and the Adhamascaleof the small Anaula. The nine points
of division of the scaleare presidedover by Rudra, Vayu, J'ishrakarma, Aani,
Brahma in the centre, Kala, Varuna, Chandrama and Vishnu29 (Figure 17).
Interestingly,on one side of the central division presidedoyer by Brahma
are the deities that rule the plots in the cardinal directions of the Ji1stu
PurushaMandala, andon the othersideare the deitiesthat rule the corners.
Kala or Yama, Varuna, Chandranla and Vishnu are associated�\�~�;�i�t�h the
respective southern, western, northern and easternplots of the Vastu
PurushaMandala, andRudraor Shiva, Vayu, Vishvakarmaor ancestors,andAani
preside over the respectivenorth-eastern,�n�o�r�t�h�-�~�r�e�s�t�e�r�n�, �s�o�u�t�h�-�\�\�~�e�s�t�e�r�n

and south-easternplots of the Vastu PurushaMandala, and Brahma,the deity
of the central division of the scalerules over the central plot of the Vastu
Purusha Mandala. The scaleis, as it ,,'ere, a linear representationof a t,vo
dimensionalgrid of the Vastu PurushaMandala.

The markings ruled by these diyinities 'should' not fall under the
craftsman'shand and the materialhe is measuring.3o This implies that the
lines on the scale must be clearly yisible during the process of
measurement.The first four Parva on the scale are marked by flo\vers,
and four Parva are equal to a Vitasti. The fifth Anaula from �t�h�~ centre is
further subdividedinto two parts, the eighth An8ula into three parts and
the twelfth or the last An8ula into four parts. Therefore, the basic units
available for measurementfrom the scaleare one Hasta, one Vitasti, one
Parva, oneAnaula,half An8ula, one third Anaula, and a quarterAnaula. The
scaleis one, half or oneanda half Anaula in width, andmadeof ,,'oodthat
is free of knots, without cracks, hard and strong.31 "After selectingthe
wood, it should be dipped in water for three months", and then shaped
into a solid piece of 1 Anaula X �~ An8ula in cross-section.32

Towns and cities are measuredin Danda as the size of the land dictates
the employed unit of measurement.33 The Sutra or rope measuring8
poles34 is primarily usedto layout the divisions on the plot. Sutraarahinor
the onewho holds the cord, "knows howto makethe rod and the rope fly
and how to measurelength, height and proportions".3S The thicknessof
the measuringrope is one An8ula. A plumb line is used to examinethe

29 Rajarallabha1.34,SamaranganaSutradharaXI.13-14. The yariationsin the textsregarding theruling
diyinities could be overlookedas they are either s,'non,msof the samediYinity, or deriyedfrom
associations.The importantaspectof the number'of dhoisionsand their architecturalsignificance
remainsconstant.

30 Rajavallabha1.37, SamaIQn8anaSutradharaXI. 15-18.
31 Samaran8anaSutradhaIQXI.6-27, Rajarallabha I. 33-38.
32 ManasaIQ II.61-65.
33 Rajarallabha 111.2.
34 Maj"amata VI.I4-15. One Danda or pole is equal to four Hasta.
35 lJ1aj"amata V. 18-19.
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verticality of the structure, a level to observe the difference of level
betweentwo points, a compassanda tri-squareto geometricallyconstruct
guidelinessuchasa perpendicular,circle, octagonandso on, andfinally, an
importanttool for measurementis sight. Visual examination,the first tool
of measurementis the trained eye of the architect, who has thoroughly
imbibed the entire system of measurement,and "must measure
rigorously".36

Measurementof spaceentailsmovementin a particulardirection, and
movementin spaceis also a movementin time. Moreover, the senseof
direction is largely governedby the rising and the settingsun, andit is the
apparentmovementof the sunthat definesthe broadmeasurementof time
in terms of day and night. Therefore, architecture as the resultant
crystallisationof measuredspace,is also an expressionof capturedtime 
encapsulationof a unit from infinity andeternity in the dynamismof space
and time.37

MeasurelDento£TilDe

The synchronisationof time dictated by the 'heavenlybodies' to human
activity, is to achieveharmonybetweenthe micro and the macro level of
the cosmos,as "By Time blows the cleansingWind, throughTime the vast
Earth has her being. The great Heavenhas his past in Time."38 In the
kingdom of 'heaven', the Sun and the Moon are the royal couple,
representingthe soul and the mind of the Kala Purusha,the cosmictime.39

It is the Sun and the Moon that createand define day, night, fortnight,
month, seasonsand year.40

The atom, the smallestunit of measurementof space,in motion is the
smallestunit of measurementof time. A momentis the "time takenby an
atom in motion in leaving one point in spaceand reachingthe adjacent
point."41 A momentis alsoa Nimeshaor battingof an eyelid. 42 Thesesmall
momentsadd up to make Ahoratra or the day-night period constituting

36 MayamataY.13.
37 SeeSnodgrass,Adrian, Architecture,Time and Eternity - Studiesin the Stellarand TemporalSymbolismif

Traditional Buildings, Vol.l, Aditya Prakashan,Delhi, 1990pp136-137.
38 Athan'al'edaXIX. 54 as in Mantramanjari p219.
39 Bhat M.R., FundamentalsifAstroloBJ'1967p 219.
40 The astrologicalprinciplesare simplified, as their relevancehereis to understandits architectural

usageonly. Thebasicprinciplesdiscussedbelowarebasedon FundamentalsifAstrolo8Yby M.R.Bhat,
Bhartiya Jyotisha by Nemichandra Shastri, AstroloBJ and Religion in Indian Art by Swami
Sivapriyananda,the astrologicalcontentof the selectedVastu Vidya texts, and discussionswith
UmeshaShastri,a practisingastrologerin Rajasthanduring the field study.

41 Yoga Sutra BhashyaIII. 52 as in Kalatattvakosap190.
42 SamaranganaSutradharaXI.49, Vishnu Purana 1.3 andManu Smriti 1.64in Kalatattvakosapp217-218.
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twenty-four Hora of one hour each, and thirty Muhurtas of forty-eight
minuteseach.The units of time are as follows:43

15 Nimesha=1 Kashtha
30 Kashtha=1 Kala
30 Kala =1 Muhurta (48 minutes)
30 Muhurta =1 Ahoratra or a day-nightperiod
1 Ahoratra =24 Hora
1Ahoratra=60 Ghati (1 Ghati :: 24 minutes,andtherefore1 hour=2�~

Chati)
1 Ahoratra =8 Yama or Prahara (1 Prahara =3 Hora or hours)
1 Lunar day =2 Karana
15 Ahoratra =1 Pakshaor a lunar fortnight
2 Paksha=1 Masa or a lunar Inonth
2 Masa =1 Ritu or a season
3 Ritu =1 Ayana(the periodof the Sun'sprogressin the north or south

of the ecliptic)
2 Ayana=1 Varsha44 or year or one divine day
360 days of God =1 divine year

The abovereflectsthe relationshipbet\veenthe micro time and the macro
time; with the time cycle pattern remaining the same, the micro time
spirals, as it were, to the larger scale of the macro time of the diYine,
adoptingnear timelessproportions.God'smomentis man'sday and night
- "His closingof eyesalongwith the openingof the eyes(\'imesha)is both
the day and night."45

One lunar month comprisest\VO Paksha or phasescalled the Shukla
Paksha which is the waxing or bright phase,and the Krishna Paksha, the
waningphaseof the moonor the dark phase.The Tithi or a day is oneKala
or act of the moon. The Shukla Pakshabegins the day after the Amara-9'a,
from Pratipada or the full moon day. The Krishna Pakshaor the dark phase
beginsafter the Purnima, froln Pratipada to �A�m�a�l�'�a�~�'�y�a�. The namesof the days
apartfrom the first and the last day of the phasesare after numbers.They
are Pratipada, Dvitiya or the secondday, Tritiya or the third day, Chaturthi or
the fourth day, Panchami or the fifth day, Shashthior the sixth day, Saptami
or the seventhday, and so on to Chaturdashior the fourteenthday, Purnima
or the last day of the ShuklaPaksha,and�A�m�a�r�a�~�'�y�Q�, the last day of the Krishna

43 Also seeSamaran8anaSutradharaX1.49-53. �~�1�o�s�t textsareunanimousin thedescriptionof the units
from .lfuhurta on\yards.In the RiB Jeda 1.164.48,:lhoratra is the smallestunit of time.

44 "The commonIndian synodicyearhasabout 354 days, but to match it with the solaryearof 365
daysan extramonth (Adhika �m�~�s�a�) is added�c�y�e�r�~�' �t�h�i�~�d year." - from .hcroJoa.,1"and Reliion in Indian
:lrt, by Swami Siyapriyanandap39.

45 KaJacattrakosa,p237.
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Paksha.ShuklaPakshaor the bright phaseis preferredover the Krishna Paksha
or the dark phase.

The namesof the daysare alsobasedon their ruling planets.The Vara
Ravivara, Somavara, Mangalavara, Budhavara, Brihaspativara, Shukravara and
Shanivara- are the namesgiven to Sunday,Monday, Tuesday,Wednesday,
Thursday, Friday and Saturday,ruled by the planets Sun, Moon, Mars,
Mercury, Jupiter, Venus and Saturnrespectively.The name of the day is
basedon the planetthat rules its first Hora. Thursday,Monday, Wednesday
and Friday are Saumya or gentle, while Tuesday, Saturday and Sunday
possessa Krura or a fierce personality.46

The twelve lunar monthsderive their namesfrom the Nakshatraor the
star constellations.The NakshatraMasa or the lunar month is measuredby
the time takenby the moon to passthroughthe asterism,and the nameof
the month is after the asterismin which the moon reachesits full phase.
For example,Vaishakhais the month in which the moonappearsfull in the
Vaishakhastar. The dateof commencementof thesemonthsobviouslydoes
not correspondwith that of the 'standard'calendarmonths. The twelve
lunar monthsand the seasonsare given in Table I.

The planetstraversethe circle of the zodiacdivided into twelve partsof
thirty degreeseach. Each part representsa Rashi or a zodiac sign. The
entire zodiacis representedon the body of the Kala Purusha(Figure 18) 
the body of cosmic time. Aries, Taurus, Gemini, Cancer, Leo, Virgo,
Libra, Scorpio,Sagittarius,Capricorn,Aquarius,and Pisces,rule the head,
face, neck,arms,heart,stomach,abdomen,genitals,thighs,knees,shanks,

TABLE I

'Traditional' Months 'Standard'rnonths Season

Vaishakha April May Grishma or Summer

]ayeshtha May - June

Ashadha June- July Varsha or Rainy

ShraJ'ana July··- August

Bhadrapada August - September Sharata or Autumn

AshJ'ina September- October

Kartika October -- Noyember Hemantaor Devvy

Mar8asira November- December

Pausha December_.. January Shishir or Winter

/J1a8ha January- February

Pha/Buna February- March Vasantaor Spring

Chaitra March ._- April

46 Shastri,Nemichandra,BhartiyaJJotishap110.
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for the commencementof construction, as it would be for any other
activity.47

The number of the Nakshatra that fall between the Nakshatra of the
householderand the Nakshatraof the housearecountedanddivided by nine;
if the remainderis 1, 3, 5, or 7, then the houseis not suitable for the
householder.48 Remainders2, 4, 6, 8, and 0 are auspicious.Here, it is
importantthat the countingstarts\vith the Nakshatraof the householder,and
not with that of the house,and the aboveorderof the Nakshatrais followed.

Thereis 'enmity' betweenUttaraphalauniandAshvini, Svati and Bharani,
Rohini and Uttarashadha,Shravanaand Punarvasu,Chitra and Hasta, Pushya
and Ashlesha,and betweenJayeshthaand Vishakha.Theseshouldbe avoided
in the construction of a palace, house, Asana or seat, and cot.49 For
example,for a householderwhosenatal star is Uttaraphalauni, a houseof
Ashvini Nakshatrais not suitable.

Nakshatrais also associatedwith a Yoni, eachrepresentedby an animal.
Yoni of AshviniandShatabhisajis Ashvaor horse,of Svati andHasta is Mahisha
or bull, of Purvabhadrapadaand Dhanishthais Sinahaor lion, of Bharani and
Revatiis Gaja or elephant,of Krittika andPushyais Meshaor ram, of Shravana
and Purvashadhais Vanara or monkey,of UttarashadhaandAbhijit50 is Nakula
or mongoose,of Rohini and Mriaashiras is Sarpa or snake,of Jayeshthaand
Anuradhais Mriaa or deer,of Mula andArdra is Shwanaor dog, of Punarvasu
andAshleshais Bilava or cat, of PurvaphalauniandMaaha is A1ushakaor rat, of
Vishakha and Chitra is Vyaahra or tiger, of Uttaraphalauni and
Uttarabhadrapadais Gau or cow.51 The 'enmity' betweenthe cow and the
tiger, betweenthe bull and the horse, betweenthe dog and the deer,
betweenthe lion and the elephant,betweenthe monkey and the ram,
betweenthe rat and the cat, and betweenthe mongooseand the snake,
shouldbe avoidedbet\veena man and his wife, a king and his orderly, and
betweena householdand his house.52

Each Nakshatrahas an associatedNadi (Figure 20) or pulse. The three
types of Nadi are Adi, Atfadhyaand Ano/a.Jayeshtha,Mula, Ardra, Punarvasu,
Shatabhishaj,Purvabhadrapada,Uttaraphalauni, Hasta, Ashl'ini are associated
with Adi Nadi; Mriashiras, Pushya, Chitra, Anuradha, Bharani, Dhanishtha,

47 Calculation of auspicioustime, casting a KunJali or an astrological chart, interpretationof a
horoscope,interpretationof the variouspermutationsandcombinationsof the starsandthe planets
and their effects, are astrological aspectsthat do not contribute directly to the architectural
programmeof l-astll Vidya. Though Vastu Vidya and astrologyarecorrelatedand complementary,as
subjectsthe)' are distinctive, and commandindividual authority. Thereforea discussionof all the
aspectsof astrologyis beyondthe scopeof this study.

48 Rajarallabha III. 10.
49 Rajarallabha Ill. 15.
50 Abhijit is an intercalaryasterism.
51 Rajarallabha IlL17; Shastri,Nemichand,Bhartiya lyotisha p392-393.
52 Rajara/labhaIII. 19.
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FIGURE 19 NakshatraPurusha
(Swami Sivapriyananda,1990)

FIGURE 20 The three Nadi
(RajavalJabha,1911)

Purvashadha,PurvaphalguDi and Uttarabhadrapadaare in the Madhya Nadi;
while KriWka, RohiDi, Ashlesha, Magha, Svati, Vishakha, Uttarashadha,
ShravaDaand Revati are associatedwith ADo/a Nadi.53 It is inauspiciousfor
a man and a womancontemplatingmarriageto havethe sameNadi, but it
would be auspiciousfor a manto havesameNadi ashis friend, his servant,
his houseand his town.54

EachNakshatrahasan associatedGaDa or group, which are threetypes
Deva or divine GaDa, MaDushya or human GaDa and Rakshasaor demon
GaDa. ShravaDa,Pushya,AshviDi, Mrigshiras, ADuradha, Svati, Revati, Hasta and
PUDarvasu are the Nakshatra of the Deva GaDa; BharaDi, RohiDi, the three
PUTVa, the three UttaTQ andArdra are of the MaDushyaGaDa; Mula, Vishakha,
Krittika, Magha, Chitra, DhaDishtha,Shatabhisaj,Jayeshtha,andAshleshaare of
the RakshasaGaDa. MaDushyaand Deva GaDa, and the Nakshatraof the same
GaDa are compatible, whereasRakshasaand MaDushya, and Rakshasaand
Deva GaDa are not compatiblewith eachother.

53 Shastri,Nemichand,Bhartiyalyotisha, p394-395.
54 RajavallabhaI1I.n
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The countingorderof the zodiacsignscommenceswith Meshaor Aries
1. Mesha or Aries, 2. Vrishabha or Taurus, 3. Mithuna or Gemini, 4.

Karkata or Cancer,S.Simhaor Leo, 6. Kanya or Virgo, 7. Tula or Libra, 8.
Vrishchika or Scorpio, 9. Dhanusor Sagittarius,10. Makara or Capricorn,
11. Kumbhaor Aquarius, 12. Mina or Pisces.Their associatedMahabhuta55

or elementsare 1. Fire, 2. Earth, 3. Air, 4. Water,S.Fire, 6. Earth, 7.
Air, 8. Water, 9. Fire, 10. Earth, 11. Air, 12. Water.56 Fire and Air, and
Earth and Water are mutually compatible,whereasEarth and Fire, Water
and Fire, and Water and Air, are not. It is auspiciousif the zodiac of the
houseis seventh,tenthor eleventhfrom the zodiacof the householder,and
inauspicious if it is second, fifth or sixth from the zodiac of the
householder.57 Correlatingthis prescriptionto the elementsassociatedwith
the zodiac signs revealsthat the seventh,tenth and eleventhzodiac from
any chosen zodiac possessesa compatible associatedelement, and the
associatedelementsof the second, fifth and sixth zodiac sign from the
chosenare incompatible.

Aries and Scorpio are ruled by Mars, Taurus and Libra by Venus,
Gemini and Virgo by Mercury, Cancerby Moon, Leo by Sun, Sagittarius
and Piscesby Jupiter, Capricornand Aquariusby Saturn.Thereare three
kinds of relationship amongst the planets - friendship, neutrality and
enmity. Sun, Mars, Moon and Jupiterare 'friends'.58

Cancer, Pisces, and Scorpio are of Brahmin Varna, Leo, Aries, and
Sagittariusare of Kshatriya Varna, Taurus, Virgo, and Capricorn are of
Vaishya Varna, Gemini, Libra, and Aquarius are of Shudra Varna. The
hierarchyof the Varna in the descendingorder is Brahmin, Kshatriya, Vaishya,
andShudra,and they areborn out of the mouth, arms,legs,andfeet of the
Purushaor the cosmicman.59 The Varna of the houseand the Varna of the
wife shouldnot be superiorto the Varna of the householder.60

The zodiacsignsand their constituentstarswith their Pada or quarters,
and their ruling planetsare given in Table II.

Variousmethodsof scrutinisingthe relativepositionof the starsand the
planetsin transit are followed. Hora systemdivides the zodiac into two
parts of fifteen degreeseach, Drekkana is the division of the zodiac into
threeequalpartsof ten degreeseach,Navamshais the division of nine parts
with eachpart of the Rashi occupiedby a quarter star, Dvadamshais the
division of the Rashi into twelve parts, and Trimsanshais the division into
thirty parts.Thesemethodscould be comparedto drawingco-ordinatesto

55 Also seeChapterIV. Orientation.
56 Here the numberpior to the clementdenotesthe zodiac in the aboveorder.
57 Ibid. 111.12.
58 RajavaJlabhaIII. 13.
59 RiB �~�e�d�a X.90; PUTUsha Sukta in Mantramanjari p76.
60 RajavaJlabha111.16.
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TABLE II

Zodiac Signs Nakshatra Ruling
Planetof the
Zodiac Sign

Mesha(Aries) Ashvini Bharani Krittika Mars

(4+4+1=9 Pada) 4 4

Vrishabha (Taurus) Krittika Rohini Mrigsiras Venus

3 4 2

Jlithuna (Gemini) Mrigsiras Ardra Punaryasu Mercury

2 4

Karkata (Cancer) Punanasu Pushya Ashlesha Moon

1 4 4

Simha (Leo) Magha Puryaphalguni Uttaraphalguni Sun

4 4 1

Kan)'a (Virgo) Uttaraphalguni Hasta Chitra Mercury

3 4 2

Tula (Libra) Chitra S\"ati Vishakha Venus

2 4

Vrishchika (Scorpio) Vishakha Anuradha Jayeshtha Mars

4 4

Dhanus (Sagittarius) Mula Pur\"ashadha Uttarashadha Jupiter

4 4

J1akara (Capricorn) Uttarashada Shrayana Dhanishtha Saturn

4 2
Kumbha (Aquarius) Dhanishtha Satabhisaj Pur\"abhadrapadaSaturn

2 4 3

iMina (Pisces) Pun'abhadrapadaUttarabhadrapadaReyati Jupiter

1 4 4

locate a point in a 'time-space'grid. The accuracyand detail dependson
the numberof co-ordinatesdrawn, and the interpretationof the located
point in time. The predictabilityof the movementand positionof the stars
and planetsthat astrologyassumes,facilitates predictionand planningfor
the future. The interpretationis basedon the significanceof the planetsand
the stars,and their relative positions.

As �~�r�i�t�h the measurementof space,the definition of a referencepoint
for the measurementof time is the locationof the point in the established
grid of 'time-space'.For example,the ideal length of a humanlife is one
hundred and twenty years, distributed among the nine planets \\yhich
influence the life span, in an order commencingvrith Sun. The Sun's
influence lasts for six years, the Moon's influencefor ten years,Mars' for
sevenyears,Rahu'sfor eighteenyears,Jupiter'sfor sixteenyears,Saturn's
for nineteenyears,Mercury's for seventeenyears,Ketu's for sevenyears,
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and lastly, Venus' for twenty years.The time of birth establishesthe star
one is born under. The planetassociatedwith that star would dictate the
commencingplanetof the abovecycle of life. So for onepersonthe former
yearsof life may beginunderthe influenceof Moon, while for anotherthe
first planetmay be Mars, all dependingon the positionof the time of birth
in the 'cosmicspace'.Subsequently,the relative movementof the planets
and the stars,and the micro-cosmicorder dictatedby the time of birth,
indicatethe resultanteffect impartedon the life of theJatakaor candidate.
The characteristicsof the zodiac,starsandplanets,the compatibilitywithin
eachgroup, their positionsof strength,the effect of Moon in conjunction
with other planetsand stars,are someof the factors that are analysedto
pronouncethe outcome.

The astrologicalGuna or qualitiesnecessaryfor a successfulmarriageof
a mananda woman,arealsoappliedto determinethe compatibility of the
householderwith his house.The relationshipbetweenthe householderand
his house,is similar to the relationshipbetweena man and a woman in a
marriage,and the astrologicalcalculationsaim at analysingthe quality of
the relationshipbetweenhouseholderand his house.61

Ayadi Forlllulae

The astrologicalcalculationspertainingto architecturerevealthe unionand
treatmentof the canvasof time and spaceas one. The Ayadi formulae for
the calculationof Aya, Vyaya, Nakshatra, Vara, Tithi, Ayu, Yoni, Gana, Yona,
Varna, and Nadi, are some of the aspectsanalysedto assessthe Guna or
qualities of the house. Most of the above are also employedto evaluate
compatibilitybetweena manandawomanin marriage.While for ahuman
being, the time and placeof birth \vould dictate the Nakshatraor the star
oneis bornunder,it is the measurementof the site thatyields the Nakshatra
of a houseor a site. The Ayadi formulae consider the area62 of the site
measuredas a conceptualisedmicro-cosmos,to position it spatially in the

61 BrihadvastumalaXC1.11; Rajarallabha 111.12-15,19; �~�a�s�t�u�r�a�t�n�a�k�a�r�a IV 1. The only differenceis the
considerationof the type of Nadi, \\'hich is an important aspectin a marriageas it indicates
conceptionof a child. According to RajaJ'QIJabha 111.23, 'Same Nadi of a man and a woman
(contemplatingmarriage)causesdeath,whereasfor aservant,friend, houseandatown, sameNadi
is auspicious.'

62 Therearevaryingopinionsaboutthe considerationof areaor lengthand breadth,or perimeterfor
theAyadi calculation.For variationsseeManasaraIX.68-73, MayamataIX.9-24, alsoenumeratedby
D.N.Shukla, in Vastu Sastra-HinduScienceoJArchitecture, pp211-217.The discussionof the Ayadi
calculation is based on- Shastri, Nemichandra, Bhartiya Jyotisha. p406; RajavalJabha III.;
Samaran8anaSutradhara XII.11-70; Vasturatnakara V20-21; Vasturatnarali p90-95; Vishvakarma
Prakasha 11.41-87.The variationsare overlookedto focus on the role of the J'9'adi calculations,
rather than on the textual inconsistencies.The divisors in the formulae are more often than not
consistent.
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'space-time'grid, as "That which is above the heaven, that ,yhich is
beneaththe earth, that \vhich is bet\veenthesetwo, heavenandearth, that
which peoplecall the past, the presentand the future, acrossspaceis that
,voven like warp and woof".63

First the area,the multiplication of the length and breadthof the plinth
line in a relevant Danda, Hasta or AnBula unit, or ,yith the Hasta of the
householdertaken as the standardunit, is calculated.64 Fractions, if any,
should be rounded off to the nearestwhole number, by including or
excludingthe AnBula unit.65 The follo\'ring are examplesof calculationsin
\vhich the remainder determinesthe Guna or quality that decides the
suitability of the dimcnsions:

Aya or income is basedon thc remainderobtaincdfrom the division of
the areaby cight (Area / 8). Aya calculatesthe quality of direction that
presidesover the site.66 The divisor eight representsthe eight directions,
�~�r�h�i�c�h are east,south-east,south,south-,,·cst,,,'est,north-"'est,north and
north-east.The eight Aya are Dhwaja, Dhumra, SinBha, Shlrana, Vrishabha,
Khara, Gaja andDhwanksha,correspondingto the remainder1, 2, 3, 4, 5, 6,
7, and 8 or 0, respectively.The odd remaindersare auspicious.

Nakshatrais the remainderobtainedfrom multiplying the areaby eight
and dividing it by twenty-seven(Area X 8 / 27) . The divisor here
representsthe twenty-sevenNakshatra, and the remainder indicates the
numberof Nakshatracountedfrom Ashvini as the first ?\·akshatra.From the
Nakshatra,other characteristicslike the zodiac, the three Gana (DeraBana,
ManushyaBanaand the RakshasaBana)and the four J-arna of the houseare
assigned and compared to those of the householder to study the
compatibility of the two. The same Gana indicatesfriendship.67 Conflict
bet\veenthe Nakshatraandthe planetsof the houseandthe householder,or
betweenthoseof the man and his \vife, is not beneficial.

lJ'aJa or expenseor debt, is the remainderfrom dividing the ?\:akshatra
by eight, �~�?�h�i�c�h is dividing the area by t,venty-seven.The remainders
indicatethe threetypesof lJ'aJa-Yaksha\,'henthe remainderfrom the lyaya
calculation is less than the remainderfrom the �~�~�T�a calculation; Rakshasa,
when the Vyaya remainderis the sameas the Aya remainder;and Paishacha,
\vhen the lJ'aJa remainderis more than the Aya remainder.As the names
suggest,Yakshaor the lo\ver VJaya is preferred.

Vara or day is indicatedby the remainderfrom multiplying the areaby
nine and dividing it by seven(Area X 9 / 7). Here the divisor represents

63 BrihadaranyakaUpanishad111.8.4,as in Radhakrishnan,S., The Principal Upanishads,London, 1953,
p231.

64 Rajarallabha 111.2.
65 J'ishrakarma Prakasha11.81.
66 Discussedin detail in ChapterIV on Orientation.
67 Rajarallabha III. i 4.



SYSTEM OF MEASUREMENT 53

the sevendays of the week with Sundayassociatedwith remainderone,
Mondaywith two, Tuesdaywith three,and so on. SundayandTuesdayare
not beneficial.

Tithi or date is indicatedby the remainderobtainedby multiplying the
areaby eight and dividing it by fifteen (Area X 8 / 15). Here the divisor
representsthe fifteen lunar dates,with remainderone associatedwith the
first date of Pratipada, two is Dvitiya, three is Tritiya, and so on. Chaturthi,
Nal1ami, Chaturdashi,and �A�m�a�v�a�~�a are inauspicious.

Ayu or the vital age is the remainderfrom multiplying the areaby eight
and dividing it by one hundredand twenty (Area X 8 / 120). Here the
divisor representsthe ideal ageof a humanbeing. The higher the value of
the remainder,the longer is the life of the house.

The remainder from Dravya or matter, which is equal to the area
multiplied by eight and divided by twelve (Area X 8 / 12) , 'should' be
more than the remainderfrom Rin or debt which is equal to the area
multiplied by three and divided by eight (Area X 3 / 8).

Y08a is indicatedby the remainderfrom multiplying the areaby four and
dividing it by twenty seven (Area X 4 / 27). The inauspiciousare
Vishkhambha(1), Ati8anda (6), Shula (9), Ganda (10), Vya8hata (13), Vajra
(15), Vyatipata (17), and Vaidhriti (0 or 27).

A houseshouldpossessat leastthreepositive qualitiesof Aya, Nakshatra
andAyu.68 If the areaof the site doesnot producea positive result, then it
could be alteredby reducingor increasingthe areain the unit employedin
the calculation.69 If the area in Hasta is considered for the Ayadi
calculations,it shouldnot be alteredby a few An8ula, but alteredby a few
Hasta.70 Anotherway of arriving at an auspiciousareameasurefor the site
is to work backwards,which is by taking the Nakshatraof the householder
as the referencepoint and calculatinga suitablearea. It is even easierto
simply refer to the Pindasaranior tablesof area71 (Figure 21) andchoosethe
suitableareanearestin dimensionto the areaproposed.The proposedarea
however is proportionateto a larger whole, for example, the area of a
king's houseis one sixteenthof the areaof the town.72

68 Rajara/labhaIll. 23.
69 Rajara/labha111.27.
70 Although accordingto VishvakarmaPrakasha 11.92-93,and Vasturatnarali p93-9S,A)'adi calculations

apply to houseswith \·vidth betweenelevenand thirty-two Hasta, its discussionin all the textson
f!Qstu Vid)'a docsnot justify its limited usage.A)'adi calculationis madenot only for thebuilding, but
alsofor rooms,furniture, images- practicallyeverypieceof constructionthat coversspace.Apart
from the f'£lstu Vid)'a texts,mostastrologicaltextslayout thesecalculationsfor assessingthe Gunaof
the proposedsite.

71 Rajava/labha, fasturatnakara, Brihadvastumala_. theseare someof the texts that have included the
Pindasarani for quick reference.They also form a part of the texts on astrologythat discussthe
astrologicalconsiderationsfor a house.

72 Rajava/labha1'1.36.
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SysteDl.ofRelative Proportion

Area constitutestwo potential variablesof width and length. Quantifying
one and establishingthe relationshipof the width to the length, quantifies
both the variables.The suitability of the width of the plot dependson the
social status of its occupant; for example, the width of the king's plot
would be more than that of his minister's,and thereforethe hierarchyof
width is a reflection of the hierarchy in the social structure. For the
'ordinarypeople'- the Brahmin, Kshatriya, Vaishya, and Shudra- the width
is thirty-two, twenty-eight, twenty-four and twenty Hasta respectively,73
and the respective lengths are (W+W/10) or a square, (W+W/8),
(W+W/6) and (W+W/4), where 'w' standsfor width.74 Width is the
primary basisfor the derivation of all the other dimensionsin a building.
The building adoptsthe rhythm of proportionatemeasurementinitiated by
the dimensionof the width. As the lengthandthe heightof the building are
the derivativesof the width, the width shouldbe a whole numberin Hasta
unit.7s (Refer to Table III andTableIV for two methodsof derivation.)The

TABLE III (ManasaraXI.6-40) The dimensionsare in Hasta.

One StoreyedBuilding

Small Type IntermediateType Large Type
a h c d e a b c d e a b c d e

Width 2 4 6 8 10 4 6 8 10 12 6 8 10 12 14

Length 3 5 7 9 11 5 7 9 11 13 7 9 11 13 15

Height 2(Width) or equal to Width

Two StoreyedBuilding
Small Type IntermediateType Large Type
a h c d e a h c d e a b c d e

Width 5 7 9 11 13 6 8 10 12 14 7 9 11 13 15

Length 6 8 10 12 14 7 9 11 13 15 8 10 12 14 16
Height 2(Width) or equal to 1+3/4(Width) 1+1/2(Width) or 1+1/4

Width (Width)

Three StoreyedBuilding

Small Type IntermediateType Large Type

a b c d e a b c d e a b c d e

Width 8 10 12 14 16 9 11 13 15 17 10 12 14 16 18

Length 9 11 13 15 17 10 12 14 16 18 11 13 15 17 19

Height 2(Width) or equal to 1+3/4(Width) 1+ 1/2(Width) or 1+1 /4
Width (Width)

73 RajavallabhaIX.30-36.
74 RajavallabhaIX.36; SamaranganaSutradharaXXIY.19-20; Manasara 111.18-30.
75 Fishl'akarma Prakasha11.90.
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TARLE IV (RajayallabhaIX.30-36) All Jirnensionsin Hasta(H) and Angula (A)

For Kings:
Width
Length

For Prince:
Width
Length

For Soldier:
Width
Length

Incrementby 81-1 and Proportion Length = (1+1/4)\Vidth

1081-1 100H 92H 84H 76H

13511 125H 115H 1051-1 9;H

Increluentby 6H and Proportion Length = (1 + 1/3)\Vidth

80H 74H 6811 62H 56H

106H 16A 99II 16A 90H 16A 82H 16A 741-1 16:\

Incrcnlcnt �b�~�' 6H and Proportion L = (1+1/6)\Vidth

64II 58H 52H 461-1 40H

7411 16A 671-1 16A 60H 16A 531-1 16:\ 46H 16:\

width of the wall is one sixteenthpart of the \Nidth of the huilding.76 The
height "rhich is either equal to the ,,'idth or its deriyatiye,77 is further
subdivided into parts that are allocated to the plinth, column, and
entablature.78

The suitablesite proportionsthat conform to the �'�~�'�a�d�i calculationsare
also followed to decidethe proportionsof the internal rooms, �,�,�~�h�e�r�e each
room reflects the proportions of the site. This implies that a grid that
divides the entire site into aliquot subdiyisionsdictatesthe internal layout,
which is one of the primary functions of the J!czstu Purusha Jlandala grid.
The Vastu Purusha Mandala not only proyides the lateral and transyerse
coordinateson the site, but also goyernsthe proportionsof the internal
divisions and enforcesthe relatiye proportion of the coyered and open
spaces.For example,the sizeof the internalcourtyard,,,-hich is the central
nine squaresin a ParamsaJikaMandala (81 squareil1andala), ,Yould increase
or decrease,correspondingto an increaseor decreasein the area of the
site. So, a larger site would have a larger courtyard, or more than one
small courtyards.Therefore,Vastu Purusha,Mandalais a measureandhouses
are 'measured'by the J1czstu PurushaMandala of eighty-onePada or plots.'9
The central courtyard is the measureof the house, as it reflects the
dimensionsof the site, the difference in the leyel of yarious parts of the
house, the site declivity, and the symmetricalplacementof the building
elements.8o The traditionalcraftsmenin Rajasthanregardthe courtyardasa
measureof perfectionachieyedin the constructionof the house,as eyena
minute 'defect' of improperalignmentor deyiationfrom the yerticality of

76 RajarallabhaV.II; J'ishrakarma Prakasha 11.161.
77 J'ishrakarmaPrakasha II. 116; ,Hanasara�X�X�X�\�~ 21; Rajarallabha V15,
78 Rajarallabha V. 18,
79 SamaranganaSutradhara XVI. 3; J'ishrakarma Prakasha �1�\�~�4�0�; also see Chapter III. Vastu Purusha

Mandala.
80 Seethe conceptof Vedha in ChapterVI. Defining the Built Form.
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the building, becomesconspicuouson comparisonof the four sidesof the
courtyard.81

Having seta skeletalframeworkof co-ordinates,the variousintricaciesof
the designof building elementsare quantifiedwithin this threedimensional
grid of relativemeasurement.The width, length,andheightof eachelement
bearsa relationship,direct or derived, with every other building element.
This implies that the broadframeworkof proportionsof the entirebuilding
could be reconstructedon the basis of the dimensionsof anyoneof the
building parts. This building part however,must be a modular unit of the
building - a modulethat is a derivativeas well a contributorto the building
as a whole, and belongsto its systemof relative proportion. Within this
framework, the architector the craftsmanapplies his own discretion and
personalinsight82 that makesthe building distinctive.

ConteD1.porary Application

Today the valuesassignedfor the dimensionsof a building are in termsof
absolutenumbersrather than relative proportions.It would be impossible
to draw a framework of relative proportions for a 'modern' building,
simply because'modern'architectsdo not usea frameworkthat is derived
from one world view. They do, however,consultthe standardof building
dimensions,and in India the 'foreign' building standardsare usednation
wide by the 'modern' architect. Though the measurementsare derived
from the humanform, the building standardslayout only the minimum
and optimum dimensionsrequiredfor any activity. However, there is no
upperlimit to the areaor spaceallocation.The 'modern'83architect,,,orks
betweenthe minimum dimensionsset by the building standards,and the
maximum-covered-arearegulations, and number of floors-to-area-ratio
(F.A.R.) regulations,setby the local municipalauthorities.Negotiatinghis
designbetweentheselower andupperlimits setby the building codesand
urbanplanningrespectively,he certainlydoesnot 'need'anothersystemof
measurementthat would further limit the freedom of the individualistic
designconcept.

The role of dimensionsin an architecturalconceptis generallybasedon
the designmotivationof the building. For example,for a builder, who sells
ready-madeapartmentswhich includesthe designasa part of the package,

81 Basedon primarysurveyin Rajasthan.Premji Mistri, a traditionalcraftsmanoften describeshouses
in termsof the measurementof its courtyard,suchas "houseof seyenand a quarterGaja (Hasta)
chowk (courtyard))l.

82 Oneof the qualitiesa Sthapatior an architectmustpossess.SeeChapterI on ArchitecturalTeam.
83 A 'modern'architectis the 'city' architectwhoseeducationas well as practicerevolvesaround

'western'standards.SeeChapter1. ArchitecturalTeam,on thevariouspractitionersof architecture.
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the cost per unit areais a 'measure'of a good design. A designin ,rhich
there is minimum wastageof materialsis a good design. For instance,if a
floor of a room is madeof tiles that measureeight inchesby eight inches
each,thenif the sizeof the room is a multiple of the floor tile, there,Yould
not be anywastage.So, the modularunit for the sizeof the room is the size
of the tile. This is not to suggestthat the architectis not concerned,,'ith
the wastageof building materials,but to say that \rhile an architect,,·ould
not willingly surrenderhis design freedom to achieye efficiency in the
usageof materials,and for a builder though the no\-elty of design ,,,"ould
certainlyhelp 'sell' the project, it \,"ould not be his primary focus. As the
advancementof technology broadensthe horizon of choice of building
materials,along with the designfrats that could be achiered,,'ith the near
endlesspossibilitiesthe ne\v building materialspresent,the ground for a
systemof measurementis indiyidual discretion, rather than a norm.

The difficulty in adopting the lastu rid}'a system of measurement
commenceswith the basicunit itself. Thoughthe traditional craftsmendo
not usethe 'foreign' building standards,and 'kno,,,, the dimensionsof the
building materialsand measurementof the building in AnBula and Hasta,
their tools aremarkedin feet and inches.And, ,rherethe unit of an inch is
subdividedon the scaleinto eight partskno,rn as a Tassu, an AnBula could
be measuredoff as six Tassuor three-quarterinch; but if the subdiyisionof
the inch is into ten parts, scaling off an AnBula ,rould not be as accurate.
The craftsman, however, relies largely on his kno,rledge of relatiye
proportions,andas long ashe is building ,,·ith the traditionalmaterialslike
stoneandwood, therewould not be muchconflict of units. Ho,reYer, if the
materialsare 'modern',then eyen the systemof relatiye proportionsmay
not be applicablein its entirety. For example,the prescribed,ridth of ,raIl
is onesixteenthof the width of the building, andsayfor a site of thirty-t\\,'O
Hasta wide, a wall of two Hasta or three feet is normal for a Hareli built in
stone.On the otherhand, for a 'modern'building ,,·herethe ,,'aIls are not
load-bearingand even a four and a half inch ,raIl ,rould suffice the
structuralrequirement,a threefeet ,,·all ,,,ouldcertainlybe a,rasteof both
material and site area.

The entiredomainof auspiciousdimensionsbecomesinyalid assoonasa
different unit is adoptedvvithout its proper conyersion. The difference
betweena Hasta and a Gaja or a yard is almost blurred, and eyen in
translationsof Vastu Vidya texts, a Hasta is translatedas a cubit, and an
AnBula as an inch.84 The accuracyin the usageof the Hasta unit from a
metric scale,usedby the 'modern'architecttoday, makesthe conyersion

84 In the translationof SamaranBanaSutradharaXI.6-10, in Hindi, D.N.ShuklatranslatesParra as inch;
P.K. Acharyain the Englishtranslationof Jlanasara11.50-65,usescubit, andcallsascale"The yard
stick (lit. cubit-measure)".
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even more remote. Moreover, the entire gamut of architectural
componentslike the processedbuilding materialssuch as the planks of
wood, slabs of stone, bricks, and so on, and fixtures used inside the
building, follow the metric unit, which rendersthe adoptionof the Hasta
unit and the Vastu Vidya systemof relative proportionsuperfluous.

The relevance of the application of the Ayadi formulae is not
unanimously supported even among its practitioners, reflecting the
fragmentaryapplicationof Vastu Vidya. While some Vastu consultantsare
avid practitionersof theseformulaeas theybelievethat "It is the subjectof
Astrology that helps man to understandhis fields of fortune or areasof
adversity",85 othersdo discussthe subjectbut arguethat if the total length
of the building is more than thirty two Hasta, "it is not necessaryto apply
the Ayam rule" .86 Somedismissit by arguingthat the concepthadbecome
an impedimentfor certainindividualswantingto build a house,by making
them ineligible to possessa houseon the basisof their horoscope,87and
many choose not to discuss the subject at all.88 However, the Vastu
consultants who do follow the calculations, do not insist upon the
conversionof the areato the Hasta unit, and follow the samerules for the
areacalculatedin squareyards and squaremetres.89 This implies that the
calculationsandtheir interpretationfor an areathatmeasuresnine hundred
Hasta Hasta (or squareHasta) which is about188.24squaremetres,would
be identical to the areathat measuresnine hundredsquaremetres.

Many consult astrologers forthe calculationof a suitableareafor the
site, which is oneamongstthe manyactivitieswhich cannotbe undertaken
without a prior consultation with an astrologer, as "Today, the most
popularastrologicalworks are the almanacs(pancanga)which setout daily
astrologicalinformation about solar days (vara), the correspondinglunar
days (tithis), the passageof the sun and the moon through the lunar
mansions (naksatras),lucky planetary conjunctions (yoga), and special
lunar half days (karanas)for performing domestic rituals and religious
festivals".90 For the calculationof a suitable site, astrologersconsult the
Pindasaranior the tablesof the Ayadi calculationsin Hasta and AnBula unit
after the actualmeasurementof their client'sHasta. For a small dwelling or
a housethe Nakshatraof the householderis takenas the referencepoint for
the analysis of compatibility. Many 'modern' day issues regarding the

85 Rao, C.H.G., Astrolo8Yin HouseBuilding, Madras,1992, in the Introduction.
86 Das, P.K., The Secretsoj Vastu, Secunderabad,1989 p125
87 Reddy, G.T., The Secret World oj Vaasthu, Hyderabad,1994p37
88 Reddy,B.N., AGlimpseoJPractical Vaastu, Hyderabad,1993;Sharma,D.O., Dharnidhar's Vastu Guide,

Bombay, 1994; Dammani,8., Bhartiya Vastukala, Bikaner, 1994; Shastri,Umesha, �~�'�£�l�s�t�u�v�i�8�Y�a�n�a�m�,

1989.ThoughUmeshaShastriis alsoapractisingastrologerapartfrom beinga Vastu consultant,he
believesthat the Ayadi formulae are obsolete.

89 Rao, C.H.G., Astrolo8Yin HouseBuilding, pp46-56;Das, P.K., The Secretsoj Vastu, pp 120-125.
90 Sivapriyananda,S\vami, Astrolo8Yand Religion in Indian Art, New Delhi, 1990P17.
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ownershipof the houseare resolyed,and "the horoscopeof the personin
whose favour the document is registeredis to be examined".91 If the
building is ownedby a trust, then the j\akshatraof the trust is calculatedon
the basisof the date of its foundation.

The system of measurementis also utilised by the conseryation
architects, who prior to the repair of the building, make measured
drawings of the dilapidated structure. The conflict bet\yeenthe unit of
measurementusedduring the constructionof the structure,and the unit
usedfor its drawings,not only hampersthe accuracyof the dra\\?ing,but
also would be of little help in its reconstruction.A measurementsystem
calibratedon the basisof anyoneof the elementsof the building to be
conserved,would unfold crucial dimensionsof the entire structure\,"hich
could be usedfor its reconstruction,extension,and eyenassessmentof its
style.

Although from the aboveit may seemthat for the 'modern'architectthe
systemof measurementprescribedby �J�~�s�t�u Vidya is no\," obsoleteand its
usageredundant,stray instancesof its applicationdo still arise - from a
belief that "theseprinciplesare the foundationof our culture and must be
regeneratedand revitalised";92 or becauseof the Jlc1stu Pundit \,"ho insistson
the calculationof certainAyadi formulae to ,,·hich the 'modern' architect
must comply; or becausein an effort to\\?ardsdefining his identity, the
architectleanson the nostalgiaof "the majesticbeautyof the Taj Mahal, the
palacesof Jaipur,evenhis simpleyillage mud house",93 andso demonstrates
a fragmentaryusageof the systembasedon indiyidual discretion.

According to D. K. Bubbar, an architectbasedin Bombay, a building
consistsof a physicalpartof materialsanddesign,anda spiritual part ,,·hich
mustbe traditional. He usesAyadi formulae to ascertainthe auspiciousness
of a site, and explainsthat "There are 13-14formulae. Earlier I usedto
work with 7. But with my experienceoyer the past25 years,I hayefound
9 very effective for my purpose." Since accordingto him the "truth of
Architecture" is that the buildings belongto the presentand the spacesto
tradition, he designs "on the system of Bauhaus, but spaces and
proportions, the interiors and placementof furniture and other items, I
now takethe help of Chinesethought".94 At prima facie it is ratherdifficult
to discernthe usageof traditional principlesin the designof his buildings,
as the subtlety of its 'traditional spirit' does not seem to influence the
aestheticsand typology of its form at all. Unless accompaniedby an
explanatorynote, his buildings are like any other 'modern'building.

91 Rao, C.H.G., Astrology in HouseBuilding, 1992. :\ppendix.
92 Shah, Ram"ir, Reinterpretingthe Old, in Inside Outside, �~�e�w Delhi, :\pril 1993.
93 Amaral, 0., Oh! SacrosanctSpace,in Indian Express,Bombay, May 31, 199+.
94 Ibid.
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The RASAM (ResearchAcademyfor Scienceand Art, Mamallapuram)
group, believesthat "Vastu tradition is the technologyof India" and their
work towards revitalisation and regenerationof the Vastu tradition is
primarily expressedthrough imitation of age-old motifs and design
proportions,usingmore convenientmaterialslike sand-paperedbrick and
woodenmouldingsinsteadof stone,which "provedto themthat the Vastu
traditions had the capability to adoptand work with the newer tools and
technology".95 Thus they lie at the other end of the spectrum.They have
takenup the challengeof adoptionof the newer tools for Vastu traditions,
rather than the reinvention of Vastu VidJa principles in keeping with
contemporaryarchitecturalrequirements,materialsand tools. Here, the
distinction betweenVastu tradition adoptingnewer technology,and newer
technology that is interwoven with the newer life style, adopting Vastu
tradition, thoughsubtle,is consequential.Also with a changein any of the
Vastu VidJa design parameters,a modification in the other rules of the
system is imperative. For example, due to the inter-relationshipof the
system of proportion to the building materials, a change of building
materials would require a modification in the prescription of relative
proportions.

So in both the aboverepresentativeexamplesof usageof the Vastu VidJa
system of measurement- with Western design sensibilities, and its
applicationto imitate traditionaldesignsusingmoderntools - the question
of continuity of traditional building ethos remains unanswered. As
architecturecannotbe viewed in isolation from the prevalentlife style it
inhabits, the issue of continuity of traditional architectureis that of a
marriageof contemporarydesignfacility to the traditional idiom, andnot a
dichotomous existence of contemporary design requirements and
traditional spirit as separate.The issue is contemporarisationof the
traditionalprogrammeof architecturein its entirety,andnot a reversionof
the building style to thatof the pastthat would alsoentail a reversionof life
style.

The primary function of the systemof measurementas prescribedby
Vastu VidJa is to form a basic network of lines within which the form
flovlers. In its contemporaryapplication, on the one hand where its
influence is ritualistic rather than architectural, the primary function is
defunct; and on the other,whereit facilitatesbuilding replicasof the past,
the architecturalstyle would not be in consonancewith the contemporary
ritual of life it must support.

95 Shah, Ranvir, Reinterpretingthe Old, Inside Outside,New Delhi, April 1993.



CHAPTER THREE

Vastu Purusha .Mandala

The Vastu PurushaMandala providesthe grid that facilitates the inceptionof
the design,and in addition to being the 'architect'ssquarepad' where the
conceptscrystallise,eachof its lines and divisions hold within them layers
of meaning, within which the intricacies of design unfolds. The Vastu
PurushaMandala adoptsthe shapeof the site,t and this functional attribute
of the Mandala2 active in the mind of the designerin its ideal form of a
square,acquiringa different shapein reality, is a primary exampleof the
inherentflexibility. Not only doesit adoptthe site constraints,it adoptsthe
parametersof designrequirementsof as diversea contextas a hot andarid
Rajasthan,and a wet andhumid Kerala, as well as the variationof building
materials,functional requirements,and the socialandpolitical contextit is
usedin. 3

The Vastu Purusha Mandala is an amalgamationof three constituent
concepts: Vastu, the consecratedsite or the canvasof its operationin an
ideal form of a square,the purpose,the theme, the Nama; Purusha, the
mediatorand the principle of form or Rupa; and Mandala, the mechanism
of its application, or Karma. The different Nama-Rupa pairs are the
specialisedexpressionsof the universalprinciple of the cosmosthatdictates
the given ideaor conceptas in Kala Purusha- the Kala or time is the Nama,
and Purushaits mediator.4 Though"this world is a triad of Nama, Rupaand
Karma," 5 Vastu Vidya aims towardsharmonisingtheseconstituentconcepts
into its universal notion of existence.This world view enactedin every
processof creation is characteristicof traditional Indian art, which is

1 Rajarallabha Il.3.
2 Mandala hereand below, refers to the Jastu Purusha Mandala onlv.
3 The overall consistencyin the principle of the J!astu Purusha �j�W�a�~�d�a�l�a describedin the J'astu ViJya

texts, reflects its sustainedefficacy in the contextualvariation of spaceand time.
4 Baumer, Bettina (cd.), Rupa-Pratirupa, Delhi, 1982 pp28,34. Also sec Ch.I1 System of

Measurement.
S Brihad Aranyaka1.63, in Radhakrishnan,S., The Principal Upanishads.p183.
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"neither anthropomorphic (or anthropocentric) nor naturalistic (or
cosmocentric),but aims at con-forming(anurupa)to the diyine archetype
(the original Purusa)which is itself reflectedin man and in the cosmos."6

The various grids of one square,four squares,nine squares,sixteen
squares,and so on, are the representationsof the basicdesignprinciple of
the Vastu PurushaMandala, coheringto the symmetry,,-ith accretionof the
number of subdivisions. The application �J�a�s�s�o�c�i�a�t�~�d with each t)'pe of
Mandala bearsan association\\-ith the intricacy of the designinyoh-ed.The
bigger the site or building (if the internal spacesare large), the fe,Yer are
the co-ordinatesrequiredto subdiyideit. With the increasein intricacyand
complexity, the co-ordinatestoo are adequatelyincreased,and so sitesfor
villages, palacesand to\vns are subdiyided into sixty-four squares,aIr
housesinto eighty-onesquares,payilionsinto a hundredsquares,and,,-ells
into onehundredandsixty-ninesquares.7 Within this broadsubdiyisionof
the site, the smaller internal diyisions are subdiyidedagain to fill in the
intricaciesof thedesigndetails.For example,atown is �p�l�~�n�e�d on the lines
setout by either the Manduka Mandala of sixty-four squares,Paramasha)'ika
Mandala of eighty-onesquares,or Sthandila)l1andala of forty-nine squares,
dependingon the proportionsof the site;8 all houses,yithin the to,,-n are
planned on the Paramshayika Mandala of eighty-one squares;9,,-hile a
window within ahouseis carvedaroundthe co-ordinatesof the subdiyision
of its openinginto eighty-onesquaresor forty-nine squares.10 The design
principle followed in the processthat commencesat the macro-Ieyelof a
town, to the micro-level of a windo\v, reflects the specialisedusesof the
grid within the absoluteprinciple of �~�a�s�t�u Purusha Mandala.

This Mandala is agrid in the ideal form of a square,,,-ith an amorphous
Purushaor the cosmicMan presseddo"vn on it on eachof its subdiyisions
by the ruling divinities. Developing from one square, the number of
squaresfollow an arithmeticprogressionof 4,9, 16,25,36,49,64,81,
100, and so on to the thirty secondtype of Alandala ,,·ith 1024 square
subdivisions.

The Subdivisions

In the Mandala of asinglesquarecalledSakala(Figure 22), the guardiansof
the four directions,East,South,Westand North, ,,·hichareAdil)'a or Sun,

6 Baumer,Bettina ed., Rupa Pratirupa, 1982 p33.
7 Rajarallabha 11.4.
8 Manasara IX.166-169.
9 Ibid. VII.71-75.

10 Ibid. XXXIII. 586-589.
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Yama or God of death, Varuna or God of waters,and Somaor Moon, rule
the four sidesthat makethe square.This Mandala is usedin constructions
for the ritual of worship of fire, dining, and ancestralworship. The second
called Pechaka (Figure 22) is the Mandala of four plots and is used for
structuresfor domesticworship and public bathing. In this Mandala, the
eight half sidesof the squareare ruled by Isha, Adio/a, ABni, Yama, Pavana,
Varuna, GaBanaand Soma,1Iin the clockwiseorderstartingwith the north
easternside.

The third Pitha il1andala (Figure 22) of nine plots is ruled by the Isha in
the north-east,Sun in the east,ABni or personifiedfire in the south-east,
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Yama in the south, GaBanaor the personifiedsky in the south-\yest,l'aruna
in the west, Pavanaor the personified ,vindin the north-\,"est, and Somaor
the moon in north, with the central plot occupied by Prithl'i or the
personifiedearth.

In the fourth Mandala called Mahapitha (Figure 23), additionaldivinities
are introduced. Brahma in the centre occupies four plots. The plots
adjacentto the easternboundaryof the plot of Brahmaareruled by Aparatsa
and Aryaka, south of Brahma are Savitra and Vivasvat, ,,'est of Brahma are
Indra and Mitra, and to the north of Brahma are Rudra and Bhudhara. The
plots that are adjacentto the outermostboundaryof the /l1andala, starting
from the north-easternplot in a clock,·viseorderare ruled by Isha, ja)'anta,
Aditya, Bhrisha, Aani, Vitatha, Yama, Bhrinaaraja, Pitri, SUaril'a, laruna, Shosha,
Maruta, MukhJa, Somaand Aditi. The additionaldivinities that occupy"'hat
could be referredto as the peripheralplots are relatedto the diyinities of
the previousnine-squareMandala. For example,to the left of Adif).'a or the
Sun in the east,is jaJanta, the son of Indra, \vho is also the guardianof the
eastern direction. To the left of Aani is Bhrisha, the God of desire,
representedby planetVenus,which rules the south-easterndirection. Aani
or fire is relatedto Kamaaanior the fire of desire.To the left of Yamais the
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anotherdivinity of demonic attribute - Vitatha, the personifiedunright
eousness.To the left of Pitri is Bhrinaaraja, the son of the guardianof the
southwesterndirection.

The twenty-five squares Upapitha Mandala (Figure 24) is a direct
derivative of the above, with each of the above twenty-five divinities
occupyingoneplot each.In the Uarapitha Mandala (Figure 25) of thirty-six
squares,and the Sthandila Mandala (Figure 26) of forty-nine squarestoo,
the divinities are as above, with the difference in the numberof square
plots allotted to each.12

Both the Chandita or the Manduka Mandala (Figure 27) of sixty-four
squares, and the ParamashayikaMandala (Figures 28a-e) of eighty-one
squareshaveplots of forty-five deities,andthe subsequentonesare treated
as Chandita, in caseof an even-numberedMandala, and as Paramashayikain
the caseof an odd-numberedone.13

As in the aboveandalsofor the subsequentones,the textualdescriptionof
the Vastu Purusha Mandala expeditesthe processof visualisationof the design
schemethat operatesin the mind of the designer, leading it towards a
controlledand regulatedsolution. The ritual of allocationof the divinities to
theplots is conductedin threestages:allocationin thecentralplots, themiddle
ring, and the peripheralplots. In the Mandala of eighty-onesquares(Figures
28a-e),Brahma occupiesthe centralnine plots, surroundedby Aryama on the
east, Vivasvat on the south, Mitra on the westand Bhudhara on the north 
occupyingsix plotseach.In theplotsat the north-easterncornerof themiddle
ring areApa andApavatsa;at the south-easterncornerareSavitri andSavitra; at
the south-westerncornerareIndra andIndraja; at the north-westerncornerare
Rudra and Rudraja - occupyingtwo plots each.All deities that constitutethe
peripheralring occupy one plot each. Commencingfrom the north-eastern
cornerof this outermostring are the plots of Isha, Parjanya,Jayanta,Mahendra,
Bhanu, Satya, Bhrisha, and Antarikshaon the easternperiphery; Aani, Pushan,
Vitatha, Grihakshata, Yama, Gandharva, Bhrinaaraja and Mrisha on the southern
periphery;Pitri, Douvarika, Suariva, Pushpadanta,Varuna, Asura, Shosha,andRoaa
on the westernperiphery;Maruta, Naaa, Mukhya, Bhallata, Soma, Mriaa, Aditi,
and Udita are on the northernperiphery.14

The descriptive introduction of the divinities of the Mandala (Figure
28a-e)is as follows,1s startingwith the thirteeninner divinities: Brahmain

12 The descriptionof the abovesevenMandala is basedon Manasara VII.
13 Manasara VII.71-75.
14 Manasara VII.110--154; Mayamata VII.33-40,58; Rajarallabha 11.10-13. SamaranaanaSutradhara

(XIV: 1-14) differs in the numberof plots allocatedto Jayanta, Brisha, Vitatha, Bhrinaaraja, Suariva,
Shosha,MukhyaandAditi, andin thenamesof rev':" of thedivinities (SeeFigure).Also seeKramrisch,
Stella, Hindu Temple, Vol.l, part II and III.

15 In additionto the v.rorkscitedabove,Brihat SamhitaLIII.43-50; Bhartijra Jyotishap106;Dowson,Hindu
MytholoBJand Reliaon, 1991;SamaranaanaSutrdharaXVII.13-32, arethesoucesof theabovecollation.
The namesof the divinities occuringon the Mandala are markedwith their first letter in bold.
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70 I;..JDIAN ARCHITECTURAL THEORY

North

West

Roga Ahi Diti Shikhin
left arm left arm left eye head

Mukhya Bhallata Soma Bhujaga Adm
left arm left arm left shoulder left chest left ear

papakshmanj Rudra Apah Parjanya
left arm left hand face right eye

Shosha Rajakshamana Prithvidhara Apavatsa Jayanta
left side left hand left breast chest right ear

Asura Indra

left side chest

Varuna Mitra Brahma Aryaman Surya
left thigh left stomach heart right breast shoulder

Kusumadanta Satya
let knee arm

SugJiva Jaya Vivasvat Savitri Bhrisha
left shank genital right stomach hand arm

Douvarika Indra Savitra Antariksha
left buttock genital hand arm

Bhringaraja Gandharva Yama Brihakshata Vitatha
shank knee thigh side side

Pitri Mriga Pushana AnNa
feet buttock arm arm

East

South

FIGURE 28a ParamashayikaMandalaafter Brihat Samhita(Author)

the centreis the divine creator;Prithridhara or Bhudharais the king of the
serpentrace,andupholderof the earthfrom belo,,,; AIJamanis one of the
Adit;ras,16 the eternalsustainersof the luminous - the sun, the n10on, the
stars, the da\vn, the day - and also rules the lunar asterism of
UttaraphalBuni; Vil!aSran is the Sun God, but also .11risru or death; Mitra
is one of the Adio/as, and rules the lunar asterismof Jnuradha; Apa is
Himalaya; Apavtasais the daughterof Himala)ra and the consortof Shira,
Uma; Savitri, the holy verseof the Veda is motherGaratri; Saritra or Sarita is

.I .I

16 The numberof �J�J�i�~�r�a hasgrO\\"n from the six of the leda- .lJirra, �.�~�~�r�a�m�(�m�. Bhasa, laruna, Dakshaand
.-tnsha (sometimeslndra, Dhatri and Sarirri arc included) to the presentt\\"eh-e named�m�a�i�n�l�~�' after
the sun representingthe sun in the t\\Tln' monthsof the �~�T�a�r�. Do\\·son,J., Hindu �.�J�~�n�h�o�l�o�s�y and
ReliBon, 1991 p4.
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North

West

Vsyu Nsga Mukhya Bha'sts Soma Mrigs Aditi Udita Isha

Roga Paljanya

Rudrs Rudrajaya Bhudhsra Apava Apavatsya
left side

Shosha Jayanta

Asura
Mahendra

Mitra Brahms Aryaman
Varona penis middle body head Bhsnu

Pushpadanta Satya

Sugriva Bhrisha

Indrajaya Indra
Vivssvat
right side Saavitra Savitra

Douvarika Antariksha

Pitri Mrisha Bhringarsjs Gandharva Yama Grihakshata Vitatha Pushana Agni

East

South

FIGURE 28b ParamashayikaMandalaafter Manasara (Author)

oneof the Adityas,the namefor the SunandgoddessCanna; Indra is Hari or
Lord Vishnu; ]aya is the son of lndra; Rudra is the God of storms,the vital
breaths,Lord Shiva; Rudrajayaor Rajayakshamais the son of Shiva, God of
war, Kartikeya.

Turning to the thirty-two divinities arrangedon the boundaryof the
Mandala, and startingfrom the north-eastcorner, Isha or Ishana, is a name
for Shiva, (Ishana is also a form and name of Anni, and Shikhin is Anni);
Parjanya is the rain personified,andalsoan Aditya; ]ayanta or ]aya is the son
of Indra; Indra is the guardian of the easternquarter, the personified
atmosphere,the ruling divinity of the lunarasterismof]ayeshtha,alsocalled
Mahendra; Aditya, SUlJa, Ravi, and Bhanu are the namesof the Sun God,
who rules the easterndirection, and SUlJa is the ruling divinity of the lunar
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North

West

vayu Naga Mukhya BhaHata Soma Mriga Aditi Uditi Isha

Raga Rudraja Apa Parjanya

left leg left arm

Bhudhara

Rudra left side

left foot Apavatsa Jayanta
Shosha left hand

Asura Mahendra

Mitra
Brahma AryakaJaladhipa testicles Aditya
heart, trunk, head

start of veins

Pushpadanta Satyaka

Sugriva Indrajaya
Savindra Bhrisha

right leg
right arm

Vivasvant
right side

Indra Saavindra
Douvarika right foot right hand Antariksha

Pitri Mrisha Bhringaraja Gandharva Yama Rakshasa Vitatha Pushana Agni

East

South

FIGURE 28c ParamashayikaMandalaafter .lfa.yamata(Author)

asterismof Hasta; Satyais Dharma, the harbingerof good,apersonification
of religion andmorals,the absolutetruth; Bhrishais Kama Dera, the God of
desire;Antarikshaor Nabha or Akashais the sky,

.I

On the southernboundary: ABni is the personificationof Fire, the
father of Anala or fire is Anila17 or VaJu or \\'ind, and JBni is the ruling
divinity of the lunar asterism of Krittika, and the guardian of the
southeasternquarter; Pushaor Pushanais the nourisher,the .lJatriBana or
the groupof the divine mothers,and is also the ruling diyinity of the lunar
asterismRevQti; Vitatha is Adharma,the negationof Dharma, personification
of unrighteousness;Grihakshatais Budha or Mercury,18 and is sometimes

17 ,1nila is the south-easterndiyinity in Samaran8anaSutraJharaXIY.I-14 and Brihat SamhitaLIII.43-50.
18 Budha or Mercury here is the mythological personificationof the dark bodied son of Soma, the

moon. BuJha, the planet,gaurdsthe northerndirection. See Ch.IY.Orientation.



VASTU PURUSHA MANDALA 73

North

West

Raga Naga BhaUata Soma Charaka Difj Agni
left arm left arm left arm left arm chest left eye head

Mukhya Aditi
left arm left ear

Papayakshama Rudra Apavatsa Parjanya
left arm

I
hand chest eye

Prithvi
left breast

Shosha Rajayal<Shama Apah Jayanta
left elbow hand chest ear

Asura Indra
left elbow chest

Mitra Brahma
AryamaVarona heart Ravi

left thigh stomach right breast right arm

Pushpadanta Satya
left leg right arm

Sugriva Jaya Savita Bhrisha
left leg genitals hand right arm

Vivasvan
stomach

Douvarika Indra Savitra Nabha
left leg genitals hand right arm

BhrinagarajB Vitatha
right leg right elbow

Pitri Mriga GandhafVa Yama Grihakshata Pusha Anila
feet right leg right leg right thigh right elbow right arm right arm

East

South

FIGURE 28d ParamashayikaMandalaafter SamaranBanaSutradhara(Author)

replacedby Rakshasal9 or demon; fama is the god of death,the guardianof
the southernquarter,andthe ruling divinity of the lunarasterismof Bharani;
Gandharva is Narada, the chief heavenly musician and the messenger
betweengodsandmen, who is alsoknown for promotingmisunderstanding
betweenthem; Bhrin8araja is the son of Nirritti or destruction;Mri8a is the
Anantaor the timeless,the SwaJambhuor the selfborn, sometimesreplaced
by Mrisha;20 Pitri are the Fathersand ancestors,and also the ruling divinity
of the lunarasterismof Ma8ha, or NirittPI the guardianof the south-western
quarterdenotingdestructionand exit from life.

19 MaJamataVII. 33-41.
20 Ibid; Manasara VII. 142.
21 The southwesterncorneris referredto asPitri Kona or corner,and Nairitti Kona or thecornerof Niritti.
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North

West

Roga Naga Mukhya BhaJlata Kubera Shaila Aditi Diti Isha
knee left arm left arm left arm left arm left arm shoulder ear head

Papayakshama
Rudra Apavtsa

Patjanya
shank earleft hand Prithvidhara heart

breast

Shesha RUdradasa
Apah Jaya

shank left hand neck
shoulder

Asura Indra
shank right arm

Maitra Brahama AryamaVarona thigh head, navel, back Surya
shank breast right arm

Pushpadanta Satya

shank right arm

Sugriva
Jaya Bhrisha

shank Savita right armgenitals right hand
Vivasvat

Indra
thigh

Savitra
Nandi genitals right hand Akasha
shank right arm

Pitri Mriga Bhringa Gandharva Yama Grihakshata Vitatha Pusha Agni
feet shank shank shank shank shank shank shank knee

East

South

FIGURE 28e ParamashayikaMandalaafter RajaraJJabha(Author)

On the westernboundary:Douvarika is Nandi, the bull of Shira; SUBrira
is Manu, the progenitor of Mankind, son of Vivasran; Pushpadanta,the
flower-tusked, is one of the chief attendantsof Shira, and as Garuda, the
vehicle of Vishnu; Varuna is the god of seasand riyers, the guardianof the
\vesternquarter, and ruling divinity of the lunar asterismof Shatabhisaj;
Asura is the demonwho swallowedthe sunandthe moon, Rahu;22Shoshais
Shanishchara,the son of Sun, possessingsaturninequality; Papayakshamais
KshaJa or the personifieddestructionby consumption;ROBa is Jyara or
fever, and is sometimesreplacedby VaJu23 or wind, "'hich is the guardian

22 Rahu is also one of the planets,king of meteorsand the gaurdianof the southwesternquarter.
23 Ma)'amata VII.33-41; /v/anasaTQVII. 149.
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of the north-westernquarterand the ruling divinity of the lunar asterism
of Svati.

On the northernboundary:Naga is Vasuki, the king of serpents,andthe
ruling divinity of the lunar asterismof Ashlesha;Mukhyais Vishvakarma,who
impartsgenerativepower,andrules the lunarasterismof Chitra; Bhallata is
Chandra or moon, who is the ruling divinity of the lunar asterism of
Mrigashira; Soma,who is moon,hereis Kubera, the protectorof wealthand
the guardian of the northern quarter; Mriga or Shaila is the deer
complexionedone, and in SamaranganaSutradhara is replacedby Charaka
describedas lJavasayaor occupation;Aditi or the boundlessis Lakshmi,the
goddessof abundance,and rules the lunar asterismof Punarvasu; Diti the
bound, is a complementaryassociationof Aditi, and is sometimesreplaced
by Udita,24- who is Shankaraor Shiva.

The outerdivinities are Caraki in the north-east,Vidari in the south-east,
Putana in the south-west, and Paparakshasi in the north-west, and are
locatedoutsidethe Mandalaat its cornerslike pegsstretchingthe Mandala.

The Chandita or Manduka of sixty-four squaresand the Paramshayikaof
eighty-one are of prime significance,not only becauseof their prescribed
applicationin the constructionof houses,25 but alsobecausethe subsequent
typesadhereto the samenumberandlayoutof the divinities, differing only
in termsof the numberof plots allocatedto eachdivinity. For example,in
the Mandala of one hundredand forty-four squares,twenty-four plots are
allocatedto Brahma, elevenplots eachto the four divinities adjacentto the
sides(Aryama, Vivasvat, and so on), one and a half plots eachto the eight
divinities that occupythe adjacentcorners,and two Pada or plots eachto
the divinities that border the Mandala.26

The suitableposition of the door is decidedin terms of the divinities
that border the sixty-four squareand the eighty-onesquareMandala. The
latter, however,is preferreddue to a centeredlocation of the guardiansof
the eight directions. A generalrule of constructingthe door in the sixth
plot from the right corner of the front of the house,27derived from a
detailedmethodof analysingthe implicationsof the door position, is often
adopted(seeTable V). 28

The flexible zonein the Mandala is betweenits border,fixed by the door
positions,and its core definedby the plot of Brahma;and as the examples

24 SamaranBanaSutradharaXIV: 1-14; Brihat SamhitaLIII. 43-50.
25 Manasara VII 71-75; Rajavallabha11.4; SamaranBanaSutradharaXIV:3.
26 Rajavallabha11.15.Thedescriptionof theMandalaof ahundredsquares,onehundredandforty-four

squares,and one hundredand sixty-nine squares,in Rajavallabha (11.10-16) is in terms of the
numberof plotsallocatedto Brahma; to the divinities adjacentto the sideslike Aryama, Vivasvatand
so on; to the divinities in the adjacentcornerslike the pairsof ApavatsaandApa, Savitra and Savita,
and so on; and the divinities that lie adjacentto the boundary.

27 VasturatnavaliVII. I.
28 Brihat SamhitaL111.71-75;also in VasturatnatnavaliVII.2-6, VasturatnakaraVIII.23-27.
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(Figures 28a-e) from various texts indicate, the variations, as well as the
deviations,occur in the middle band.

The eighty-onesquareParamashayikaMandala is, as it were,an expanded
representationof a fundamentalspatial expressionof the eight cardinal
directions. The regentsof the eight directions namely north-east,east,
south-east,south, south-west,west, north-westand north, are also the
divinities that occupy the peripheralplots that occur on the eight axesof
the Mandala: the Sunin the east;A8ni or fire in the south-east;Yamaor the
God of death,in the south; Pitri or the ancestorsin the south-west;Varuna
in the west; Vayu or wind in the north-west;Kubera in the north; andIsha in
the north-east.Theseare the Dishapati or the rulers of the directions.The
divinities holding plots adjacentto the guardiansof directions, possess
relatedattributesof the regentsthemselves.One of the reasonsgiven for
preferenceof the eighty-one squareMandala over the sixty-four square
Mandala, is that the regentsof the eightdirectionsoccupythe plots that are
centredon the axesof the Mandala29 (compareFigures27 and 28a). If the
9 X 9 Mandala is viewed as a detailedversion of the 3 X 3 Mandala, then
each of its eight squaresare 'led' by the rulers of the eight cardinal
directions, and eachone-third division is an exact reflection of its larger
whole in terms of the directional associations.

In the processof allocation of plots to the variousdivinities, the mind
traverses spirally from the centre to the periphery of the Mandala,
following a circumambulatorypath30 as "it is known that the order for
awardingof placesis in accordancewith the pradaksina".31 This systematic
patternaids in establishinga mental record of the position of forty-five
deities, which with a randomallotmentwould be difficult.

The ritual processof the allocation of the divinities on the Mandala
(conductedin three stagesfrom the inner, to the middle to peripheral
plots, on a grid of squaresconstructedby lines that run from eastto west
and north to south)conjuresup a duality in the perceptionof the Mandala
-- as a grid of squaresand as a division of the squarein three concentric
zones.Architecturally, this duality is exercisedin the planningof a town,
for example. For a town site of greater length than breadth, the
ParamashayikaMandala of eighty-onesquaresis usedto divide the site into
four concentriczones(Figure 29). The centralnine plotsareof Brahma,the
sixteen plots that surroundit are Daivika or of Gods, twenty-four plots
surroundingDaivika are known as Manushaor of Man, and the peripheral

29 �R�a�j�a�~�'�a�l�l�a�b�h�a V. 25.
30 All represcntath'ctexts fonow the identical stagesof aJJocationof plots to the diYinities, starting

from the centrcto the periphery,in either two roundsof twelve inncr and thirty-two outerdieties,
or three roundsof inner, intermediaryand outer plots of divinities.

31 Ma]amata VII.48.
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Paishacha

Manusha

Daivaka

Brahma

FIGURE 29 Concentricdiyisions of the ParamashayikaMandala (Author)

zonesurroundingManushaarethe thirty-t\yO plotskno\\"n as Paishachaor of
Demons.32

A liying illustration of this is obseryedin the traditional housesof the
climatically diverse regionsof Kerala and Rajasthan.B Kerala, ,,"here the
hot and humid climate necessitateslight and airy constructionto promote
ample air circulation, the large outer and inner yerandas planned
concentrically around a central courtyard are an innoyatiye regional
yariation \vithin the broaderframe ,,"ork of Vastu J'idra. A.nother is the

./

Hal/eli of Rajasthan,,,"here temperatureis generally hot and conditions
arid. Herethe hostilehot \vind and the scorchingsunareshutoff by heayy
construction\vith minimum openingsin the outer shell of about t,,"O feet
thick \Nalls. Here the planningechoesthe squaregrid of the .Handala.

32 .11anasaraIX.174-177.
33 Basedon primary sitc sur\"cys.



VASTU PURUSHA MANDALA 79

The significance of the divinities is explained in terms of their
mythological connotation,34and the relationship of the divinities that
occupy the peripheralplots to the Nakshatra or lunar asterisms.Though
thereis a similarity betweenthe deitiesthatgovernthe lunar asterismwith
the divinities on the Mandala, the numberof Nakshatraare twenty-seven,
and the peripheral divinities are thirty-two in all. This is theoretically
resolvedby repetition of Vishakha thrice, and Revati, Bharani and Ashvini
twice each, to arrive at eight lunar asterismscorrespondingwith eight
peripheraldivinities in eachof the four cardinal directions.35

Another interpretationis in termsof a 'scientific' rationalethat relates
the divinities on the plot to the radiant energy of the sun. This theory
assertsthat the Indian sages"had the knowledgeof the decompositionof
solar white light into the visible and invisible spectralregions . . . . The
visible spectrumhad distinctive nameswith specific functions; the present
day sciencehasthe sevendivisions which are distinguishedby colour only.
Westernsciencehas no parallel with the changeswhich thesesevenrays
undergoduring diurnal motion of the Sunat its severalperiods",36 andthis
spectrumis expressedas divinities on the Vastu PurushaMandala.

The divinities allocatedon the grid of the Mandala providea notationto
eachplot which bearsymbolicandmythologicalreferences,accentuatedby
the ritual ceremoniesconductedat commencementand completion of
construction.The divinities arepropitiatedby the offeringsuniqueto each.
Each subdivision of the site is codified by a deity, the implication and
meaningof which the practitionersrecognise,understandand implement.
The layers of meaningsboth in terms of its ritual import as well as its
architecturalbearing, is commonknowledgeto its practitioners,whether
the usageis a ritual ceremonyconductedby a priest, or an architectural
planning principle adoptedby the designer,and "lust as words were an
inappropriatenotation for discussingshape,drawing or diagramswould
probablybe inappropriatefor a discussionof meaningandpurposes".37 The
usage of a highly organised and developed professional vocabulary is
indicative "not only of the needfor a specialisedvocabulary,but alsoof the
existenceof an intellectual contentin that profession'sprocess."38

So, if the prescriptionrecommendsthe Naga quarter for building the
granary,39the designerwould associateit with the north-westerndirection
and also would be able to derive the approximateproportionsit would
adopt. Having divided the site by the grid, eachplot is cognizedby the

34 SeeKramrisch,Stella, Hindu Temple,part II and III.
35 Ibid. pp32-34.
36 Mankad, P.A., in the introductionto Aparajitaprccha�~�I BhumnadeJ'a,Baroda,1950. pXIY.
37 Wade,John,Architecture, Problemsand Purposes,1977 p254.
38 Ibid. p283.
39 Manasara XXXVI. 70.
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propitiatory offering made during the ritual that follo,,'s; for example,
grainsoffered to Naaa possessa symbolic and a ritualistic meaningleading
towardsits functional significance.Similarly, Vivasrat is offered Ghee,and
the plot it occupiesis the zonefor building a study; Isha is offeredGheeand
cookedrice, and is the plot for building a templein the house.4o This Vastu
PUja ritual is followed during the consecrationof the site, digging,
conceptualisingthe design,on enteringthe house,and planningof �t�o�v�~�'�n�s�,

villages, templesandpalaces,andbeforethe commencementof any type of
architecturalwork.41

The Body

Further fortifying this mental imagery is the relationshipof the deities to
the correspondingpartsof the body of the Purusha.The diyinities keepthe
body of the Purushapressedon to the ground(SeeFigures28a-e,the parts
of the bodyareindicatedin the drawings).Accordingto the mythology, the
Purushawho possessedgreatstrengthand poseda threatof destruction,is
containedby the Gods,who keephim pressedon to the earth.42 The head
of the Purushapositionedin the north-eastis ruled by Brahma (as Isha); his
earsby Parjanya and Diti; neckby Apah; shouldersbyJa)ra andAditi; breasts
by Aryama and Bhudhara; right arm by Indra, Surya, Sal)'a, Bhrisha and
Akasha; left arm by Naaa, Mukhya, Bhallata, Kubera, and Shaila; right
forearm by Savitra and Savita; left forearm by Rudra and Rudradasa;thighs
by VivasvatandMaitra; navelandbackby Brahma; genitalsby Indra andJaJ'a;
kneesby Vanhi or Agni and Roaa; right shankby Pusha, Vitatha, Grihakshata,
Yama, Gandharva, Bhrinaa and Mriaa; left shank by ?\·andi, SUaril'a,
Pushpadanta,Varuna, Asura, Sheshaand Papakshama;feet by Pitri. 43

The Purusha lies on the site with his head facing do,Yn,Yards,and it is
considered "dangerous" to place the Purusha facing up,Yards.44 The
reversed position of the Purusha facing the ground apart from its
mythological connotation, seeks to establish an anthropomorphic

40 Rajarallabha 11.28,33and \1:44. All texts on fascu �I�"�i�~�r�a prescribethe ritual �e�m�p�h�a�t�c�a�l�l�~�·�.
41 SamaranBanaSutradharaXVIII. 27-28.
42 Variousversionsof themythologyarecollatedin Kramrisch,Stella,The Hindu Temple, \'01.1. pp 73

78. Also in Rajarallabha II. 1.
43 Rajarallabha 11.5-6; Similarly also in SamaranBanaSutradhara XVII. ]-]0; .J1anasara\'111.253-265;

Brihat Samhita LIII.43-50; Ma)'amata VIl.49-56. SamaransanaSutradhara, Rajarallabha and Brihat
Samhita associateall the body-partsof the Purusha to all the plots on the .Jlanda/a, but in the
descriptiongiven by Manasaraand itla)"amata, the Purushadoesnot occupytheperipheralzoneat all.
The projectedvisual imagery of the Purusha in Rajarallabha is most specific and organisedin its
description.

44 Manasara XXXV.189-190.
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correspondencewith the body of the practitioner,who looks down at the
site and conductsthe ritual of building facing east- in alignmentwith the
Purusha.This facilitates the associationof the right and the left sidesof the
Purusha to that of the practitioner.

The establishedassociationof the partsof the body of the Purushato the
divinities on the Mandala is similar to the allocationof the Nakshatraon the
NakshatraPurusha,andRashion the RashiPurusha,with asignificantdifference
that the Purushahereperformsan architecturalfunction too. The correlation
of the functionsallocatedto the variousplots of the Mandalawith the nature
of the body-partof the Purushaprovidesa rough zonal map that is easyto
reckonandimplement.45 For example,the headis wherea placeof worship
is located; the two legs bear the weight of the two principal rangesof the
houseon the southernandthewesternsides;the centralplotsof Brahma,the
creator,is the navelof the Purusha,which is left opento sky symbolisingthe
supremacyof Brahma and also the vulnerability of the navel, as "the navel
being the centreof all the veins is one of the most delicateparts".46 The
constructionprocessthat at its various stagesacknowledgesthe Purusha
principle through the extensiveritual ceremonies,yields a designthat not
only respondsto the parameterssetout, but is thearchitecturaltranslationof
the principle itself. The housethen becomesthe body of the Purusha- its
limbs arethe limbs of the Purusha,its centreis thechiefcentreof the Purusha.
Also, the householderidentifieshis own body with the body of the Purusha,
as well as the 'body' of the house.This associationis appliedto detectany
impurity or defectthe housemay possess,and "If at the time of query, the
owner of the house scratchesa limb, it should be understoodthat the
correspondingpart of the house (in contactwith the limbs of the Vastu
purusa)hassomeaffiiction or hurt" .47

A flaw in any part of the housewould result in an infliction to the
correspondingbody-partof the householder,48and "the wise must avoid
tormenting His limbs with the 'limbs' of the house, if not, sorrows
innumerablewill fall upon the limbs of the owner of the house."49

The comparative studyof the Vastu Vidya texts revealsvarying efforts
towardsdefining the form of the Purushato be reproducedgraphically- to
explain in exact terms of a drawing the position of the Purusha on the
Mandala. From a complete absenceof any graphic description of the
Purusha on the Mandala,50 to its descriptionas a "hump backed,crooked

45 SeeCh.lV Orientation.
46 Vatsyayan,Kapila ed., KaJatattvakosap35.
47 Brihat SamhitaLIII.59; VishvakarmaPrakasha ry.28.
48 SamaranoanaSutradharaXXXV20 -22.
49 MayamataVII.55-56.
50 PaushkaraSamhita(fifth centuryA.D.) in Apte, P.P., VastupurushamandaJain the PaushkaraSamhitaand

Brihat Samhita,in K.K.A. Venkatacharicd., Agamaand Shilpa, Bombay, 1984. pp132-148.



82 �I�N�l�)�I�A�~ ARCHITECTURAL THEORY

and lean"51 figure, and its descriptionin termsof right and left eyes,ears,
arms,legs, laterally positionedon two sidesof the diagonalof the square,52
andfinally to a specificationof the positionof the head,feet, andthe points
of conjuctionof the elbowsandthe kneesin relationto the four cornersof
the square,53in addition to the descriptionof the positionof the deitieson
the body parts- all this is a processleadingto a certainkind of iconisation
of a functional attribute and principle (Figure 30a). The popular imagery
usedtoday is graphicallymost articulate(Figure 30d).

The Lines

The principle of the Purushais envelopedin lines that stretchfrom eastto
westandnorth to southanddiagonallyjoining the corners.The Purushaand
the Mandala are inseparable- its body partsare the plots of the illandala,
and the lines that define the plots are its veins.54 Eachline is denotedby a
name, for example in a ParamashayikaMandala of eighty-one squares,
Shanta,Yashovati,Kanta, Vishala, Pranavahini, Sati, Sumana,�l�\�~�a�n�d�a�, Subhadra,
and Susthita,are the ten lines that extendfrom eastto ,,-est, and Hiranya,
Suvrata, Lakshmi, Vibhuti, Vimala, Priya, ]aya, Kala, Vishoka and Indra are the
lines that extendfrom north to south.55 The lines markedon the site and
their points of intersectionare of a prescribedthickness56 and dra,vn in a
clockwise order.57

The lines of the Mandala mustnot be coveredby any materialand their
'affliction' is forbidden.58 The lines of the Mandala �~�r�e �~ physicalentity and
the prescriptionof keepingthemunobstructedrendersthem as a reference
grid to be reckonedwith during the constructionprocess,and after'ivards
for prospectivealterationsand extensionsto the building design.59 Also,
the lines of the Mandala that defineeachplot andthe Mandala itself, are the
physicalboundaryof what it holdswithin it. Subsequently,all construction
is within the setboundaries,and their 'affliction' implies a negationof the
limits set by it. As the Mandala is the interpretedsite, its lines are a
componentof the site that hold within it the play of the built form.

51 Jlanasara VII.263-265.
52 SamaranoanaSutradharaXVII.1-20.
53 Rajarallabha 11.2.
54 J'ishrakarma PrakashaIY.18-21,22-24; Agni PuranaCV.2-4; in SamaranBanaSmradharaXV21-33,

the borderlines andthe orthogonalsarereferredto as the Jlaharamshaor the greatbackbone,and
Jamshaor the backboneof the Purusha.

55 J'ishrakarma PrakashaIY.18-21.
56 Brihat SamhitaLIII.65; SamaranoanaSutradharaXv. 21·-36.
57 Brihat SamhitaLIII.104.
58 SamaranoanaSutradharaXY.33-36.
59 Pillai, G.K., The U·ays of the Silpis, 1948 p234.
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FlGURE 30d The graphic
imageryof the Purusha
(Shukla, 1965)

The central points of the plots that occupy the face, head, heart, two
breasts,and navel are the Marma Sthana or the vulnerable spots of the
Purusha, and their 'affliction' of any kind should be avoided.60 The Marma
Sthanaaccordingto Ayurvedaare thosevulnerablepartsof the body which
should not be operatedupon.61 However, the Mahamarma or the most
vulnerablespot is the navel, where the two main diagonalsintersecteach
other in the plot of Brahma, the centreof the house.62 The location of the
mostvulnerablespotis articulatedin variousways: as the four plots around
the intersectionof the two diagonalsof the site divided into sixty-four
squares;63as the central plots of Brahma;64 or as the nine points of
intersectionof the diagonalsconnectingthe plot of Rona and Anala, Pitri
andShikhin,Shoshaand Vitatha, MukhyaandBhrisha,JayantaandBhrinnaraja,
and Aditi and Sunriva in the Mandala of eighty one squares65 (Figure 28a),
whereall thesenine pointsarewithin the centralplot of Brahma.Therefore

60 SamaranganaSutradharaXVI.6-7.
61 Wise, T.A., Hindu Systemcj'Medicine, 1860 p69.
62 Ibid.XVI.11-23.
63 Rajamllabha11.19.
64 Vishl'akarma Prakasha V. 27.
65 Brihat SamhitaLIII.63--64.
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the most vulnerableareais the plot of Brahma as "in the centreof the site
are found the vulnerablepointsandthe heartvvhich is Brahmaandit is from
there that the veins start."66

ContelD.porary Application

To the 'modern'architect67 in searchof his Indian identity, the lastu Purusha
Mandala seemsto be the mostpopularsolutionthat satisfie;the urgeto 'root'
the building in tradition. The consciousevasionof the usageof traditional
motifs, expressingthe strongdislike of visual pastiche,68has led to another
kind of pastiche:the conceptualone. The underlyingprinciples of the Jastu
Purusha Mandala are as foreign to the Indian architectas the parametersof
designandarchitecturalappreciationhe employs.Yet the esotericcomplexity
of JiJstu Vidya has a 'magical' appeal that provides a convenient �,�,�~�a�y to
theoretically root the design in tradition, vrhilst also aborting its usageby
limiting it to a grid, so that the visual label of 'modernity' could be retained.

The endorsementof the 'magic'that the fastu PurushaJlandalasupposedly
holds, originatesfrom the very sourcethat forms the basisof architectural
educationtoday- the parametersof the 'modern'West. For example,in one
of the most elaborateand authoritative ,yorks on the exploration of the
complexsymbolisminherentin the conceptof the lastu Purusha.Handala,by
Stella Kramrisch, the Mandala is referred to as a magic diagram.69 This
description, together \vith the impressive terminology used, is for an
architect who \vishes to learn about the Indian \yay of building,
overwhelming bordering on being incomprehensible. The scholarly
observationthat"All existenceis reflectedin this magic square"70mystifies
the myth which for its traditional practitioneris not separatefrom reality.
For, say, a priest and a craftsman, the conviction in the system and the
motivation behind its applicationare not due to its magical quality or the
senseof wondermentin the complexmythological symbolism, but stem
from the fundamentalsof his education ingrained in his life style. The
magical quality of the Vastu Purusha J1andala is an invention of an outside
observation,which is almostnon-existentfor its practitioner.

At the other extreme (utilitarian as opposed to ethereal) is an
interpretation and translation of the lastu Purusha Jlandala, as merely

66 .lfayamataVII. 54.
67 Only thoseprojectsof the contemporaryarchitectsin which therehasbeenan applicationof lastu

PUTUsha Mandala, are discussedbelmy to study its role today.
68 Tillotson, G.H.R., The Tradition l!f Indian Jrchitecwre: Conti;uity. Controrenyand Chansesince 1850,

Yale Unirersity Press,London, 1989. P136.
69 Kramrisch,Stella, The Hindu Temple, Vol. I, pp35,67.
70 Volwahscn,Architecture�~�f the florId: India, p44.
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ground-plans.In order to establishthe relevanceof Vastu Vidya as a 'science'
and to sustainparametersof judgementwhere "in the ultimate analysisa
thing that fits in with its functionsis beautiful,whetherit is ahumanbeingor
whetherit is a house",71 therearisesthe conceptof the Vastu PurushaMandala
andits varioustypesasgroundplansandsiteplans.72 This providestemplates
which have the dual potential of interpretation of old monumentsand
conceptualisationof thenew. This epithetof groundplanblurs the difference
betweenthe plan of the housebasedon Vastu Vidya (which in reality may not
be geometrically a perfect square grid), and the interpretation of any
structuralgrid as Vastu PurushaMandala, conjecturedasbasedon a Vastu Vidya
becauseof its geometricsimilarity \vith the textual 'groundplans'.

The Vastu Purusha Mandala has been employed by scholars for the
geometric interpretationof monuments(Figure 31). They have shown
ways of unearthing the Mandala underlying the design. Any apparent
defianceof the uniformity andregularityof the grid patternof the Mandala
by the monument is attributed to its creative usage, and to site
exigencies.73 But the principle of the Mandala coexists with the other
principles, of orientation, system of measurement,form, and so on,
constitutingthe Vastu Vidya programmefor architecture.The implementa
tion operatesthrougha projectedmentalimagery.Therefore,the adequacy
of superimposingthe geometryon the plan of the building in its post
mortem analysis to discern the usage of the entire programme is
questionable. Nevertheless, the fundamental approach reveals one
methodologyfor the interpretationof buildings.

The interpretation of the planning principles of Jaipur (Figure 31),
suggestsits architects'responseto the site that could not accommodateall
the nine squares of the Mandala.74 The nine-squareMandala, and its
precedentalusagethat justifies playing around with the squares,seemsto
havebecomesynonymouswith the usageof the Vastu PurushaMandala, which
in turn is synonymouswith rooting the designin tradition. The architects
today make emphaticsuggestionsabouthow they want the nine squaresof
their building design to be looked at, and how any deviation from the
regularity is to be read- as it is one essentialingredientof Indian-ness.

One closely associatedexampleof a contemporarybuilding that draws
upon the interpretationof Jaipur is the JawaharKala Kendradesignedby

71 In the inauguraladdressby JawaharlalNehru, Prime Minister, at the first seminaron architecture
after independencein March, 1959, \\,here the issueof the formulation of a national policy on
architecturewasdiscussedby leadingarchitectsof the time. Publishedby Lalit Kala Akademi, New
Delhi.

72 P.K. Acharya'stranslationof Manasara(VII); Bhattacharya,T.P., The Canons�~�f�I�n�d�i�a�n Art, 1986p220;
D.N. Shukla'stranslationof SamaranganaSutradhara(XVI), 1965.

73 Volwahsen,Architecture�~�f the World: India, pp48--49.
74 Ibid. p48.
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Planof the city of Jaipur

1 BraNni
2 ArvlUll8
3 Prlhividhara
.. Mitra
5 VivDsvan
6 The 'outerringsof gods'
i Circle with radiusr .. b
8 Circle with radiusr .. a'!2
9 Circle with radiusr = 2 b

10 Circle with radiusr .. 2 b+ a
11 Circle with radiusr = 2 aY'!

The Brahmeshvaratempleat Bhuvaneshvar,its grid and
the proportionsresultingfrom it.

The south Indian padmagarbha-mandalaand the cella at
Tanjorehavethesamegeometricaldivisions

p' "' •••••••••

t .. �~
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!4 3 2

1) Brahma

2) Spheresof the gods =

3) Sphereof humans
4) Sphereof demons

1) Sanctuary(garbha-griha)
with interiorpradakshina
patha

2) Circumambulatorypath
(exteriorpradakshina-patha)

3) Circuit wall
4) Terrace

FIGURE 31 Geometricinterpretations
of the city of Jaipurand monuments
(Vol\\"ahsen, 1969)
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Charles Correa (1986). "Based on the vastupurushamandala of the Vedic
shastraswherearchitectureis conceivedasamodelof thecosmos,the specific
mandala invoked here is the navaBraha consistingof nine squares."75The
designof the arts centreis basedon a broadgrid of nine squares- but not
the Pitha Mandalaof nine squareswhereAditya or the sun,ABni or fire, Yama,
GaBana or the sky, Varuna, Pavana or wind, Soma, Isha, and Prithvi or earth
occupy plots in the east, south-east,south, south-west,west, north-west,
north, north-east, and centre respectively.76Correa's Mandala has the
NavaBrahaor the nine planets- Jupiter,Rahu,Saturn,Ketu, Mercury, Moon,
Mars, Venus, and Sun, respectivelyin the plots in the above directions
(Figure 32). This is presumablybecauseVidyadhar, the architectof Jaipur,
who was also a mathematicianand an astronomer,is supposedto have
"appliedastronomicalprinciplesto the layout of his city" .77 However, there
is no evidentrelationshipof its squaredivisions to the nine planets,whereas
in Correa'sdesign,"Eachsquarerelatesto a planetandeachsquarecontains
functions relating to that planet".78 The interpretationthat the projecting
easternsquarein the layout of Jaipur is due to the hill that lies diagonally
oppositein the north-westof its site, promptedCorreato shift the north
easternsquarein his design.79And the architecturalwork of the reinvented
Mandala, indeedof Vastu Vidya, stopshere.

What takesover within the nine squaresis the freedomto expressthe
influenceof Alvar Aalto, of Le Corbusier,of visual drama,8oof 'modern'
theatrics.For a craftsmanfrom the old city of Jaipur,who alsois oneof the
users, the building is intimidating, as it makes no concessionto his
sensibilities,nor celebrateshis building skills. Other non-architectusers,
who are unableto decipherthe imageryand the contextof its usageare in
awe of the starkexteriorand labyrinthineinterior.81 The gap generatedin
the communicationof architecturewith its usersis the differencebetween
the vocabulary of the architect and that of its context. Without any
accompanyingexplanation, it is difficult for any non-architectuser to
appreciatethe plethoraof symbolismemployedin the design, which the
architectcontends"will presumablybeapparentto observersof perception
and sensibility".82 Perhapsperceptionand sensibility conditionedby the
modernist style of architecture,and not necessarilyby any traditional

75 Grover, Satish,JawaharKala Kendra,Jaipur, Architecture+ DesiBn, Sept-Oct,1991.pI8.
76 Manasara VII.60.
77 Cruickshank,Dan, Variationsand Traditions,Architectural Review,August, 1987. p57.
78 Ibid. Quotationof CharlesCorrea.
79 Ibid.
80 Grover, Satish,Architecture+Desi8n, Sept.-Oct.1991 p17.
81 Basedon interviewson site with its users.
82 CharlesCorrea,in responseto the questionof the relation of the JawaharKala Kendrato India's

traditional architecture,its plan to the Jaipurcity, and to 'Vedic NayagrihaVastupurushamandala'
(dt.13 January,1992).
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architecturalidiom, would be helpful. The "reinvention of the myth"83
employed in the design makes the 'mundane' functional requirements
attractive,as the architectunderstandsthat "The prosaicarchitecturewe
createtoday is not due just to the banalityof the forms \ve constructbut
also to the mundanebriefs we address".84

There are similar dichotomous concerns about 'modernity' and
'tradition' for B. \ZDoshi, the architect of Vidyadhar Nagar, the satellite
town for the city of Jaipur. He urgesdesignersto "take examplesof the
known mastersfrom the West and the East",85 where at the very outset,
the 'West' standsfor 'modernity', and the 'East' for 'tradition'. This is
evenmore evidentin the designconceptof VidyadharNagar(1984,Figure
33), wherean attemptis madetowardsa "synthesisof reformisturbanism
of Le Corbusierwith its emphasison nature,circulationandhygiene- the
'essential joys' of light, space and greenery; . . . [and] the ancient
urbanismof India with its tight streets,urban courts and mixed uses".86
This implies that the examplesfrom the building tradition of India are
bereft of the "essentialjoys", and so it is this principle that needsto be
expressedin the "new Mandala form that alluded to the recycling of the
spiritual energies".87 Inspiredby the old city of Jaipur,Doshibasedhis plan
on the very grid of nine squaresthat was adoptedby his predecessor,
Vidyadhar,for the older city. The studyof the older city wasreinterpreted
in a modernvocabularyof lighting angles,social uses,dimensions,facades
and so on; while an older vocabulary is used to addressthe mundane
architecturalcomponentsof the planning grid as a Mandala, tight street
patternsas "ancient Indo Aryan practiceas gleanedfrom readingof the
scriptures", ,vaterasthe sourceof life andenergyresemblinga linaam from
a temple.88 It is true that the "modernIndian architectneedsa vocabulary
to deal with contemporaryrealities",89 but with the systemof education
that teachesthe Western parametersof architectural appreciation, the
usageof Indian vocabularyremainsskin deep.

Another contemporarydesignwhich usesthe Vastu Purusha Mandala to
make referencesto the "Indian culture", is the Computer Scienceand
EngineeringDepartment(1994)90 (Figure 34), at the Indian Institute of
Technology,Bombay. The architectmakesreferencesto the Vastu Purusha

83 CharlesCorreain Cruickshank,Dan, VariationsandTraditions,Architectural Reriew, August, 1987.
p57.

84 Correa,Charles,The Public, the Privateandthe Sacred,Architecture+ Desinn,Sept-Oct,1991.p95
85 From Doshi'sdiary dt.10/8/72,in Curtis,W,BalakrishnaDoshi: An ArchitectureJorIndia, 1988.p29.
86 Ibid. p44.
87 Ibid. p44.
88 Ibid. P146.
89 Ibid. p172 is from the author'spostscriptentitled:TheFutureof Indian Architecture.
90 Thediscussionof thebuilding is basedon the interviewof its architectSenKapadiain Keswani,K.,

Focussingon Philosophy,Indian Achitect and Builder, November,1994ppl4-23.
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Mandala as the diagramof nine squaresrepresentingcosmicelements.His
nine squaresare the plots of the diyinities as in the Pitha .llandala, but like
Correa'sMandala is called the Nar8raha or the nine planets.The southern
boundaryof the building is reduced,and the northernfacadeis expanded
to induce air flow -"an inyitation to �~�'�£�J�)�T�U�"�, and also to let in ample
northern light which is the 'scientific' rationale behind a Gaumukhi91

building. Consequently, "the plan expands beyond the dictates of the
Navgriha, to add contemporaryshifts."92

Here the intendedlink of the building to Indian culture is "not to make
the building like a westernarchitect \yould - a yery polished, fine object
seenfrom outside."93The architectfeels that "in the West, they haye the
technology, the money and also the 'look at me' syndrome", \yhich the
Indiansand their buildings don't. This resultedin an austereexterior, \yith
colour and metal trussesin the interior to replaceornamentation,and to
"lend special personality to static box-like rooms and aBo,,- building to
becomearchitecture."94The architectopposesany yisual referencesof the
"use of red stonesand archesfrom ]aipur" , as that \yould be "too literal a
translationand no transition to modernity."95

The symbolic, spiritual, and the ritualistic roles of the lastu Purusha
Mandala are intrinsic to its principle but so are the potentials of the
functionalandarchitecturalroles it possesses.In other \yords, the emphasis
is on the secondaryfunctionsof the JastuPurushaMandala, at the expenseof
what in architecturaltermsmustbe its primary functions.The usageof the
Vastu Purusha Mandala in the aboye examples, due to an absenceof a
significant link with the architecturalexpressionfollo\red by the architects,
is a new kind of ritualism, ,yhere the J1andala has little to do ,,-ith the
derivationof the form andbuilding elements.This ritual is incorporatedin
the designprocesswithout it interfering \yith the form. i\t this leyel, this
usage is similar to the ritual of the lastu Puja conducted,eyen today,
throughoutthe lengthandthe breadthof India, \yith greatreyerenceat the
commencementand completion of the building, irrespectiyeof the type
and vocabularyof the architecturalenyelope.

The Vastu Purusha Mandala usedby D.K.Bubbar,96an architectbasedin
Bombay, is the AsanaMandala of a �h�~�n�d�r�e�d squares,on \yhich he proyides

91 Sec ChapterV. Site Considerations.
92 SenKapadiain Keswani,K.,Focussingon Philosophy,Indian �.�~�r�(�h�i�t�c�c�t anJ Bui/Jer, :\oyember,1994.

p18.
93 Ibid. p20.
94 Ibid. p19.
95 Ibid. p20.
96 The follO\\"ing discussionis basedon Amaral,O., �O�h�~ SacrosantSpace,Indian Express,Bombay,May

31, 1994, \rhich is an intcn'ie\\' of the architect,and the partcipationin the fi\'e days \\'orkshop
entitled 'The Vedic Wisdom in Architecture', organised lw the School of Planning and
Architecture,Ne\\' Delhi, 6-10 March, 1995, \,"here the architect\,"as its chief conductor.'"'
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the imageryof the hump backed,crookedand leanpostureof the Purusha,
the presidingspirit (Figure 35). The nine Marma Sthanais derived by the
intersectionof the six diagonalsasprescribedin Brihat Samhita,97 wherethe
contextof the descriptionis the eighty-onesquareMandala. Consequently,
the diagonalsof his Mandala are not parallel to eachother, and all the nine
vulnerablepointsarenot locatedwithin the plot of Brahma,ascomparedto
the generalnorm. Thesenine points are at the head,penis, stomach,both
the knees, one of the thighs, heart, and both shouldersof the Purusha,
which also explainsthe particularimageof the Purushaon this "corrected"
version of the Mandala. Describing the Purusha as "the presiding spirit,
which lies in a particular bent posture,creating9 Marma Sthalas(nerve
points) which must not be tormented",98 the conceptof the Brahmasthana
and its architecturaltranslationas a courtyard, is replacedby the idea of
protectingthesenine pointsaroundwhich the internalwalls of the building
could meander. Although it could be conjecturedthat the use of the
hundred square Mandala helps negotiate the decimal system of
measurementprevalenttoday, it is usedalong with "the help of Chinese
thought" for the spatial orientation of functions, and the "system of
Bauhaus"for the designof what he calls the physicalpart or architecture,
as in his view, "buildings/Architecturebelongsto the era - the present,
and the spacesto tradition."99 His distinction betweenthe treatmentof
spaceand its containeras two separateentities allow his buildings to be
visually modern- in line with his contemporaries.

FIGURE 35 Reinventingthe Mandala
(Indian Express)

z
<
J:
�~

<
S
<r
<>

97 Discussedabove.
98 Amaral., Odelle, Oh! SacrosanctSpace,Indian Express,May 31, 1994.
99 Ibid.



96 INDIAN ARCHITECTURAL THEORY

Another issue hampering an unrestricted attempt at exploring the
contemporarisationof the Vastu Vidya programmeof architecture,is the
questionof its 'scientific' validity. This is primarily due to the natureof its
fragmentaryapplicationand its significanceremovedfrom its architectural
consequence.Today,whenthe traditionalworld view is beingchallengedor
explained in terms of a scientific one, the acceptanceof the building
principlesseemsto reston their scientific validity, asexplainedby a leading
Delhi-basedarchitect, S.K.Das - "When I design a building, I have a
certain reasoning,an ideology. Why should I disturb it ,,-ith l'Qstu ideas
which are not well-reasonedand are unscientific?".100 The veneer of
respectabilityandpurposethat a scientific explanationpro,-idesto the age
old system,legitimisesits usageby raising it on the pedestalof modernity.
PrabhatPoddar, an architect and a geobiologistat Pondicherry,believes
that "All ancientcultureshad developedan understandingand kno,,-ledge
of the subtle effects of various energyfields and incorporatedtheseinto
their structuresandbuildingswhich survive today, and,,-hosestudyhelp us
rediscoverthis ancientknowledge,and more important, its application
the raison d'etre for theseancientarchitecturalpractices".101 Basedon the
measurementof the positive and negativeenergyradiations,he proposes
ways and meansof harmonisingand neutralisingthem. Even the choiceof
the suitableMandala could be basedon the energyfield measurementsof
the nine Marma Sthana, which varies with the number of square
subdivisionsof the site, its shapeand its orientation, and the method of
derivation of the nine points (the two methodsbeing the standardone as
prescribedin Brihat Samhita,and the other is Bubbar's).102His consultancy
as a 'Vastu expert' is basedon the scientific sanction facilitated by the
instrumentused to measurethe subtle energy fields of the animateand
inanimateobjects,103which also provideshim the freedomto chooseand
testthe building beliefsfrom any partof the world. For him theissueis not
of contextor style, but that of scientific proof.

In the domain of the 'Vastu Pundit' or the 'Vastu consultant',,,-here
there is no room for scientific speculationand moderndesignideologies,
the conflict he faceswith the architectis partly due to the ,,·ider demand
for a set of 'rules of thumb' that \vould fit in as constraintson the design
problem,andalsodue to the rudimentarydifferencein the vocabularythat

100 Dhillon, Amrit, Vastu Shastra-Plotting the Future, India Today, U.K., July 31, 199:;.
101 Poddar,Prabhat,The Mysterious EnergiesWithin and Around Us, �.�~�r�c�h�i�t�e�c�t�u�r�e + Desian, July

August, 1991 p31.
102 Theseexperimentsare recentand unpublished.Their discussionhereis to illustrate the natureof

work in progress.PrabhatPoddaris the directorat the GeobiologyResearchCentrefor Applied
Scientific Researchat Pondicherrv.

103 Ramchandani,Maheshand Ella Datta, A PopularMantra for Builders, BusinessStandardVol.XX,
No.91.
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stemsfrom the differencein the very natureof their practices.More often
than not, the Vastu consultanttakes chargeof the 'spiritual' side of the
building and the architect of the 'material' side. This distinction, also
characterisedin the examplescited above,is workableas far as the two do
not interferewith eachother. But, sinceboth are intrinsic subjectsof Vastu
VidJa, in practicethis demarcationhas led to uneasysituationswhere the
Vastu consultantwould discourageany discourseby casting a shroud of
mysteryand sayingthat "it is not so easyto unfold the in-depthsecretsof
this 81 division chart even by the learned scholars".104 Architects like
SumeetaSrinivasan,whoseclients insist on consultinga Vastu pundit, find
that "The pundit refusesto explainanything. . .. So, ratherthanhavemy
design scrapped by a pundit, I started reading books on the
vastushastras".105 To avoid such a situation, her logical advice is that "it
would be wise to preparea Vastu grid and overlay it with other factors
influencingthe designsuchasfunctional needs,climate, client preferences,
etc."106 The role of the Vastu grid here, is planning the location of the
various functional requirementsof a house.107

While some Vastu punditschoosesquaregrids with varying numbersof
subdivisionsto mark the suitable locations for various functions (Figure
36), others use the triangular subdivision for the same, without anyl08
discussionof the conceptof the Vastu Purusha Mandala. Consequently,the
conceptual idea is replacedby numerous 'thumb rules' adding to the
apparentcomplexity of the subject. With the effort towardscontempor
arisation,the inherentmeaningandimplicationsof the associatednotations
have adopted a revised meaning of auspiciousness.For example, the
suitabledoor positionswhere the prospectiveeffect is "royal favour and
dangerfrom the king", is now replacedby "favours and harassmentfrom
the government";the "gain of women", originally consideredauspicious,
is not so any more, by the popularbreedof practitioners;the door in the
plot of Vitatha, unsuitabledue to its effect of "ingratitudeandmeanness",
is considereda favourablelocationaccordingto onepopular Vastu pundit.109

For thosepractitionerswho are astrologers,the locationsof the doors
arebasedon the studyof the positionof the sunin variousRashior zodiacs,
and the associations of lunar days to the four directions.110 In
correspondencewith the changing planetary and stellar position, the

104 Potluru, The Secretsef Vastu, 1989 pI 07.
105 Srinivasan,Sumeeta,The Modern Vastu, Architecture+ Desinn, Sept-Oct1991 p65.
106 Ibid. p68.
107 Ibid. p67.
108 With the exceptionof Potluru'sbookon Thesecretsef Vastu, noneof thebooksby the Vastupundits

discussthe significanceof the Vastu PurushaMandala.
109 Sharma,D.O., Dharnidhar's Vastu Guide, p32.
110 Nemichandra,BhartiyaJJotisha, p404.
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FIGURE 36 Suitableand prohibited locations for various functions (Dammani, 1994)

astrological Vastu Purusha sleeps for four months during which the
constructionis avoided,andchangeshis positionwith the movementof the
Sunthroughthe zodiac.111 The directionof the door is basedon thezodiac
of the householderand the time of construction. After deriving the
direction, the width or the length of the houseis divided into nine parts
that belongto the nine planetsallocatedin clockwiseorder to Sun, Moon,
Mars, Mercury, Jupiter, Venus, Saturn, Rahu and Ketu. The suitable
positionsare in the part occupiedby Mercury, Jupiterand Venus,which is
the central one-third portion of the relevantwidth or length.112

111 Rao,AstroloBJin HouseBuildinB' 1992pp 65-66. It is suggestedthat the conceptof RahuChakraand
the Vastu NaBa or serpent,usedfor the calculationof the commencementof the building and for
ShalyaShodhan,the site puruficationrites, areoften mistakenasthe conceptof the f'c1stu Purushaof
Vastu VidJa. Rajaval1abha(1.22), for instance,explains the conceptof the serpentshapedVastu
Purushawhich changesits positionwith the movementof the zodiac.SeeCh.V Site Considerations.

112 Ibid. 32-36.
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For Premji Mistri, a craftsmanbasedin Rajasthan,the relevanceof the
Vastu Purusha is for the location of the various functions, and he is quite
amazedto discoverthata 'modern'architectis not convincedby his reason
for relocationof a toilet (that it shouldnot be on the headof the Purusha).
Accordingto him, the dimensionsand the alignmentof the courtyardin a
house is of prime significance. He describeshouses in terms of the
courtyardsize, aroundwhich the expansionof the houseis uniform and
regular. Thoughthe size achievedis largely due to the limitations of, say,
the building materialsused,which includestoneslabsof ten to twelve feet
in lengthfor the roof, the essenceof its form anda controlledapproachto
designseemsto inform his knowledgeof the principle of the Vastu Purusha
Mandala asa partof Vastu VidJa. For him, unlike his urbanandsophisticated
contemporaries,the usage of the Vastu Purusha Mandala is an inherent
conceptnot driven by the urge to resolvethe conflict between'tradition'
and 'modernity',but an inheriteddesigntool to be conformedto.113

113 Basedon the field study.



CHAPTER FOUR

Orientation

In Indian thought, the cardinal directions hold a particular significance.
The householderon enteringhis new home seeksthis blessing:

"From the easterndirection I summona blessingto the glory of this

House.Praiseto the Gods, the praiseworthy,forever and ever! From

the southern direction, from the western direction, from the

northerndirection, from the depthsbelow, from the heightsabove,I

summona blessingto the glory of this House.Praiseto the Gods,the

praiseworthy,forever and ever!"I

Understandingthe import of the directions leads on to analysing the
variousassociationsthat revealthe essentialattributethe directionspossess
andmanifestin the form of the exactingorientationprescriptionlaid down
by Vastu Vidya. The various associations given2 to the eight cardinal
directions, therefore, help elucidate the orientation principles of Vastu
Vidya. The study of the qualities of the 'directional associates'revealed
through astrology (Figure 37) at the cosmic level of planets, stars and
zodiacsigns,andthroughAyurveda(Figure38) at the microcosmiclevel of a
human body, could be extended to understandits reflection in the

1 Atharva Veda IX.3, as in Mantramanjari pp 292-293.
2 Collatedfrom the following sources,with the intentionof portrayingthe basiccharacterof each

direction:

Swami Sivapriyananda,AstroloBJand relision, pp41, 89.
NemichandraShastri,BhartiyaJyotish, pp110-112, 215.
T. A. Wise, Hindu System�~�f Medicine, pp30-31.
Heinrich Daath,Medical AstroloBJ' pp1-21.
Brihatsamhita,XV.1-25, LIII.l19.
Naradasamhita,XXXIII.9.
H. N. Somani,unpublishedpaper.
Bhat, M. Ramakrishna,Fundamentalsof AstroloBJ' pp13-14.
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FIGURE 38 Energy channels
of the subtlebodv
(Tantra �F�o�u�n�d�a�t�i�~�n�)

Eastern Direction

The associatedMahabhuta,or primaryelement,of the eastis Fire which is red
in colour, symbolisedby atriangle, andassociatedwith sight. Predominantin
the partbetweenthe navelandheartin the body, presidedoverby Rudra, fire
promoteshunger, thirst and insensibility. The attributedqualities of fire are
sound,tangibility, visibility, digestion,passion,valour, strengthandgoodness.

Aries, Leo and Sagittarius,the fire Rasi or zodiacssignsassociatedwith
the Kshatriya Varna6 and male gender, rule this direction. Fire signs

5 According to the Indian systemof astrology.
6 larna here is astrologicallydeducedand is different from )ati or class.It is indicatiyc of personality

traits deri'Td from time of birth. SeeNemichandraShastri,Bhart0/a ))'otish, pp19.
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generally indicate vitality in a human body . Further, Aries represents
energy in the form of mental and bodily activity as restlessnessor
changeability. Leo signifies vital and generative power. Sagittarius
representsgenerosity, and locomotion. Aries rules the head, Leo rules
the heartandback, and Sagittariusrules the hips and thighs. The Nakshatra
or stars residing here are Krittika, Purva Phal8uni, Anuradha, Vishakha,
Punarvasu,Pusya, Hasta, and Ardra.

The guardianof the north-easterndirection, the first corner or Isana
Kana of the Vastu Purusha Mandala, is Shiva as purity, and, is ruled by the
planetJupiter. This corner also representsthe headof the Purusha, and a
housebereftof the headresultsin a 'fall from all virtues'.7 Jupitersignifies
virtues,nobility, longevity, control over the senses,faith, devotion,andthe
teachingprofession. Hemanta or the dewy seasonis also related to this
planet. Male in gender, with yellow as the associatedcolour, Jupiter
indicates knowledge, health, spirituality and male progeny. It promotes
conservation,elaborationandpreservationof life. Its negativepositionmay
bring aboutblood disorderand a plethoric stateof the body or its part.

7 Brihat SamhitaLII1.68.
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Guardedby IndIa representingpower,mid-eastis ruled by the Sun.This
planet is male in gender, its associatedcolour is red, and it indicates
wealth, fame, servitude, health, enthusiasm,popularity, soul, and
paternity. Along with Mars, it is related to the GIishma or summer
season.The vital energyof the Sun motivateslife in the body through its
associationwith the heartand blood circulation. The relateddiseasesare
fevers due to its heat, eye disordersassociatedwith its light, and, heart,
spinalanddorsaltroublesor augmentedvitality relatedto its vital force. In
the mundaneworld, the circulation of money and commerceare also
guidedby the Sun.

Southern Direction

Earth, the primary elementof the south, is representedby a squareshape
and yellow colour, and associatedwith the senseof smell. Predominantin
the part of the body betweenthe feet andknees,presidedover by Brahma,
the physical manifestationof Earth is skin, vessels,bones,hair and flesh.
Smell, sound,tangibility, visibility, taste,the formationof the body, solidity
and weight are its attributes.

Taurus,Virgo and Capricorn,the earthyzodiacsigns,of femalegender
and the Vaishya Varna, rule this direction. These signs in general are
associatedwith bonesand flesh. The attributesof Taurusare endurance,
expertise in worldly matters, and caution. Virgo typifies a progressive
attitude, nervous and barren characters,and single mindedness.The
qualities of Capricorn are limitation, servitude and high ambition.
Individually, Taurusrules over the face, neck and throat, Virgo over the
abdomenand umbilical region, and Capricorn, the knees.

The starshereareAnuradha,Vishakha,Revati,Bharani, Uttarashada,Asvini,
and Chitrao

The guardianof south-eastand the AaneyaKana is Aani or the ritual fire,
who handsover the woman to her humanhusbandinstructing her to 'be
vigilant over the domesticfire, the life, andthe humanproductivecycles.'8A
southerndeclivity of the land resultsin a fear of fire.9 The ruler is Venus. A
feminine planet with grey as its associatedcolour, the domain of Venus is
women, business, vehicles, and jewellery, indicating the well-being of
women,enjoymentandworldly pleasures.This planetis relatedto the Vasanta
or springseason,andalsosignifiesconjugalfeliCity, thewife, passion,festivity,
andmarriage.Venushasa soothing,fertile, nutritive anda nurturingquality.

8 Vannucci, M., EcoloBical ReadinBsin the Veda, pp128-129.
9 SamaranBanaSutradharaXXXVIII. 1-5; Rajavallabha1.17.
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Negatively, it imparts general relaxation and loss of stimulus. In the body
frame, it rules over the kidneys, throat, and oyariesin ,,-omen. In a malefic
stateit leadsto an escapeof ,ital fluids and renal disorders.

Yama, the executionerof Justice,guardsthe southerndirection. Mars,
the masculineplanet, "lith red as its associatedcolour, indicatesbrothers,
disease,land, andenemies.Also indicatiyeof patience,yalourandstrength,
Mars is the centre of actiyity and energy. Together ,,-ith the Sun, it is
relatedto Grishmaor the summerseason,and also signifies cruelty, battle,
daring deeds,and courage. Resulting in eruptions, tension and focused
heat,unlike the Sun'sdiffusedheat, in a humanbody, the specificrulership
of Mars is over the generatiyeorgans,bile, noseandblood fibrin. In a state
of affliction, Mars brings about inflammation, nasal,muscularand genital
disorders,and other infectious and contagiousdiseases.

Western Direction

The presidingelementof the "vest is air. Representedby a crescentshape,
grey in colour, Air is associated,,-ith the senseof touch. Goyerning the
part of the body betweenthe heartand the head,presidedoyer by lshrara,
air denotesmovement,conscience,completion of \york, and happiness.
Possessingmoving po\ver, its other qualities are sound, tangibility,
lightness,and excessiveaction.

The zodiacsignsruling this direction are the air signs- Gemini, Libra,
and Aquarius. Femalein gender,the Jarna is Shudra. Air signs control the
breath in a human body, and indiyidually, Gemini representsflexibility,
dispersal,and communication,ruling the arms, shouldersand lungs. Libra
is associatedwith filtration, distillation and sublimation,all representatiye
functions of the lumbar region. Aquarius facilitates elimination of gaseous
products, and influences the blood circulation by controlling blood
poisoningand its oxygenation.It rules the kneesand the calyes.

The stars governing the ,,·esterndirection are Jlaaha, Praushthapada,
Aryama, Mula, Saptabhisaj,ASlTini and Hasta.

Nirritti, indicative of misery, controls the south-,Yest direction,
formalised as Pitr Kona10 or �t�h�~ corner of the ancestorsin the Vastu
Purusha Mandala. The feet of the Jastu Purusha lie in this corner,11 and a

10 ManasaTQ (VlI.60) and Ma)'amata (VIl.24) place Ga8ana, translatedas Ether, in this cornerof the
Pitha Mandala.The central squareof the Mandala is occupiedby Prithri or Earth. Ether bearsno
direct relation with any of the cardinaldirectionsor zodiacsigns,and rules the part behreenthe
headandthe crown of ahumanbody. It influencesthe feelingsof desire,reYenge,stupidity, shame
and fear, fills porosity, and denotesgoodness.The rest of the texts namethis corneras Sairrisra.

11 Rajamllabha11.2.
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housebereftof the feet causestrouble from women,sons,and servitude.12

Rahu or Uranus, the governingplanet, doesnot in itself possessspecific
qualities but inhibits progressin conjunction with other planets. It is a
Tamo8raha or a planet of darkness.Land sloping towards this direction
resultsin poverty,13 anda fear of theft.14 It does,however,indicatepaternal
lineage, as also suggestedby 'Pitri Kona'. Rahu is associatedwith black
colour, ageof 100 yearswhich is the maximunlageassignedto any planet,
and is male in gender.

Varuna, associatedwith thewaterelement,guardsthe \vesterndirection.
PresidentSaturn,indicativeof ageand life span,is neuterin gender,andis
associated with black colour. Saturn influences longevity, strength,
generosity,fame, constancy,poverty, debt, grief, and salvation. Opposite
to the eruptive tendencyof Mars, Saturn portrays deposition, crystal
lisation and retention. A house without the western wing is unable to
retain \tvealth.15 It rules the skin and the frame of the human body,
emergingin a state of affliction as chronic diseases,depression,reduced
vitality and sensibility. Therefore, a western declivity of land causes
mournfulness.Saturnis also relatedto Sisira or the winter season,and an
age of 80 or 100 years.

Northern Direction

Thewaterelementpresidesover thenorth. Wateris symbolicallyrepresented
as a circle, blue in colour, andguidesthe senseof taste.Predominantin the
part of the body betweenthe kneesand the navel, and presidedover by
Narayana, the qualities of water are sound, tangibility, visibility, and taste.
Bestowingcoolness,fluidity, weight, smoothness,happiness,and inertness,
water manifestsin urine, semen,blood, and phlegm.

The othersetof rulersarethe waterzodiacsigns- Cancer,Scorpio,and
Pisces. Female in gender, these signs belong to the Brahmin Varna and
influencethe blood. The attributesof Cancerarenurturingandfructifying,
ruling the chestcavity and breasts.Scorpiorepresentsprocreationand life
processes,and controls the genitals. Pisceshas a relaxing and softening
effect on the tissues,producingphlegm and mucus. Piscesrules over the
feet and toes.

The lunar mansionsor stars that rule North are Svati, Aslesa, Abhijit,
Mri8ashira, Shravana,Dhanishtha,Bharani, and Rohini.

12 Brihat SamhitaLII1.68.
13 Samaran8anaSutradharaXXXVIII. 5.
14 RajavaIJabhaI. 17.
15 Samaran8anaSutradharaXXV.24- 26.
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Vayu, representing"vind, guardsthe north-vrestdirection, and the JalJ'a
Kona of the Vastu Purusha Mandala. The planetaryruler is the feminine
Moon, with V\Thite as the associatedcolour. Restlessness,mobility,
distribution, reception and preparationare its attributes. It may cause
futile wandering,and represents,,'ealth,mental peace,corn, agriculture,
CO\Vs, and mind. It is related to Jarsha or the rainy season.The Moon
influencesthe stomach,uterusandbreasts,andso �s�y�~�b�o�l�i�z�e�s femininity. It

" ,/

also rules over the body fluids. The related diseasesare gynaecological
disorders,lunacy and fluidic derangements.

Kubera, the God of \vealth is the guardianof the northerndirection. A
body of waterherewould increase,,'ealth.16 Mercury, the planetaryruler, is
neuterin genderandblackis its colour. This planetrepresentsan accountant's
office, recreation,an assemblyof scholars,eloquence,and truthfulness,and
Sarada or the autumnseason.Distribution, communication,and mediation
are its attributes.Indicatiye of kno,,·ledgeand friends, Mercury controlsthe
nervoussystem,mental faculties, breath,handsand tongue.

A brief tabulationof the direction associationsis giyen in TablesVI and
VII.

Orientation ofActivities

Further, a broadcategorizationof the layout of the functions (Figure 40)
reflectsthe percolationof the characterof eachdirection to the natureof
activity conductedinside the house.To examinethe pattern,the 24 hours
that constitute a day are diyided into 8 cardinal directions, \yhich are
classifiedinto variouscategories17 dependingon the time periodof the day

TABLE VI

Directions NE E SE S S\V \V �~�W N

Planets Jupiter Sun Venus ?\1ars Uranus Saturn Moon Mercury

Wisdom Soul Sexual Com"age Inhihitor Grief Mind Commun-
ication

happiness vitality passion patience ancestors

spiritual generati,-e nutritiye �l�'�r�u�p�t�i�n�~ retentiyc nl0bility connecti\'e

Season De\y)" Sumnler Spring Sunlnler \Vintcr Rainy Autumn

Regents Ishanna Indra Agni Yalna Nirritti Varuna Vayu Kubera

Purity Power Fire Justice Miser\' \Vater \Vind Wealth

16 Brihat SamhitaL1II, 119,
17 Brihat SamhitaLIlt p489; Also in Rajarallabha XI\',2,
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TABLE VII

East South West North

Elements Fire Earth Air Water Ether, the 5th element
has no directional
relationship

Shape Triangle Square Crescent Circle Bindu

Colour Red YeII(l'\' Grey Blue Colourless

Senses Sight Odour Touch Taste Hearing

Body diyision Na,'cl to Feet to Heart to Knees to Head to

heart knees head navel crov\·n

Attrihutcs Passion Solidity Mobility Fluidity Desire

Valour Weight Conscience Coolness Shame

Strength Form Completion Inertness Goodness

Body associations Thirst Skin MOYClnent Blood Fills porosity

Hunger Bones Actiyity Scnlen

Flesh Phlegm

Hair Urine

Zodiac signs Aries Taurus Gemini Cancer Not directly

Leo Virgo Libra Scorpio related

Sagittarius Capricorn Aquarius Pisces

Varna Kshatriya Vaisya Shudra Brahmin

Gender Male Female Female Male

Body associations Vitality Bones Breath Blood

Hunger Flesh Moyelnent

and night. Between6 and 9 a. m., the north-easterndirection is termed
An8arini or havingembers,the eastis Dipta or lit andheated,the south-east
is Dhumita or smoky, and the remaining five (south, south-west,west,
north-westandnorth) are Santaor tranquil. The classificationof directions
at various times of the day is as in Table VIII.

If the broad functions of eachof the 'lit' cardinalsare assignedon the
basisof the prescriptionsof Vastu VidJa (as in the Table), �~�r�i�t�h the cycle of
the day beginningbefore sunrise,the derived patternwill be as in Table
IX.

The abovetracesthe field of activity closely following the movementof
the Sun. As the Sun rises in the east, movesto the south and sets in the
west, the activity pattern toocommencesin the east tracing a similar
�c�l�o�c�k�~�r�i�s�e pattern.The natureof the activity, as discussedearlier, reflects
the character of the 'directional associates'.The above functions are
arrangedaround a central free spacelending a definitive characterand
associationto eachwing of the house.

The above discussion establishes,firstly, a format of orientation
reflecting its concept of directions and, secondly, the basis of various



110 �,�~�"�'�u "CN"'CTUU' TN,O"

w... .... ,'-

.... '"'" ....

... .... eft

,

Weq>i", ROOII'l

-

C""jUIIII Room

Toilol

�M�u�l�l�i�~�R�o�o�m

...

,



�O�R�I�F�:�:�"�J�T�A�T�I�(�)�~ 111

TABI.!: VIII

NE E SE S SW W NW N

TilTIe Period

3-6 a. m. Lit Smoky Tranquil Tranquil Tranquil Tranquil Tranquil Emhers

6-9 a. m. En1hers Lit Smoky Tranquil Tran<luil Tranquil Tranquil Tranquil

9-12 noon Tranquil ElTIhers Lit SITIoky Tranquil Tranquil Tranquil Tranquil

12-3 p. m. Tranquil Tranquil Elnhers Lit Smoky Tranquil Tranquil Tranquil

3--6 p. m. Tranquil Tranquil Tranquil Elnbcrs Lit Smoky Tranquil Tranquil

6-9 p. m. Tranquil Tranquil Tranquil Tran<luil Embers Lit SITIoky Tranquil

9-12 midnight Tranquil Tranquil Tranquil Tranquil Tranquil ElTIbers Lit Sn10ky

12-3 a. m. Sn10ky Tranquil Tranquil Tranquil Tranquil Tranquil ElTIhers Lit

TABLE IX

Direction

North-cast

Between NE and E

East

Between E and SE

South-cast

Between SE and S

South

BetweenSandSW

South-west

BetweenSWand W

West

BetweenWand NW

North-west

Between NWand N

North

Retwecn Nand N E

Approximate
Time

3-6 a.ln.

6 9 a.lTI.

9---12 a.m.

12 3 p.ln.

3-6 p.m.

6 -9 p.m.

9 12 p.m.

12 -3 a.m.

Representative
functions18

Roon1 f<)r meditation

Multipurpose room

Bathroon1

Roon1 f{>r churning curds

Kitchen

Storageof clarified hutter

BcdroolTI

T<>i1ct

Armoury

Study

I)ining hall

Roon1 for mourning

Granary

Conjugal rOOlTI

Tn'asun'

Medicine room

Sun
Position

Sunrise

Noon

Sunset

calamities resulting from the violation of the principles bearing a
relationship"vith the attributeof eachdirection. Vie\ving the importance
given to perfecting the alignment of the house to the cardinals, the
principlesare indirectly regulatingthe built form right from its planning
level. Interestingly, a house in which the senseof orientation is lost,
augurs misfortune, disease, death, poverty, theft, and restlessness.
Further, doubt about the easterndirection generatesa fear of theft,

18 .Huhllrl achintamaniXII. 20 in J£lslllratnakara VI. 23.
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\J\'esterndirectioncausespoverty,southerndirectionresultsin death,and
so on.19 Suchadegreeof clarity in termsof directionsis perhapspossible
only if all the walls of the housearebuilt in keeping\,"ith the co-ordinates
setbv the cardinals.

.I

In a housewith three ,vings, the southernand the ,,"esternsides are
prescribedto be built upon, leaving the easternor the northern sides
vacant.Similarly, aDvisala or ahouse\vith t\VO ,,'ingsbuilt on the southern
or the \vesternsidesaugurs\·,'ell, \vith the rest of the combinationsbeing
inauspicious.2o This also implies that the \,"ings \,"ould face the northernor
the easterndirection, \\rith the southernand the ,,'esternpart of the plot
built upon. 'Facing' a particular direction ,,'ould also entail the main
openingsbeing to\vards the samedirection. This considerationbecon1es
even more crucial for a t,,'o \ving or a three \ving housethat ,,'ould not
have most of its doors and \vindo\,"s open into a protected internal
courtyard.Architecturally, the structure"'ould block off the southernand
the "'estern sunlight high in its ultra,'iolet content, alI0'" the diffused
northernlight and the beneficial rays of the morning sun to filter inside,
along\J\rith receiving thegenerative,spiritual and vital effect of the planets
ruling thesedirections.The planetsSun,Jupiter,and Moon areof aSatrika
or pure and good quality; Mercury and Venus of Rajasa or active and
passionatequality; Mars, Saturn, Rahu and Ketu are Tamasa or dark and
ignorant.21 This could also accountfor the preferencefor an easternand
northerndeclivity of land.22 In India, a southerndeclivity of land \,"ould
not only makethe buildings hot and dry, but also dangerouslyexposethe
site to the south-\vesterlyprevailing ,,'inds that bring rain.1J Amongst the
variousfunctionsof the house,the kitchenandtoilet or the ',,'et' areasare
placedin the directionsreceivinga strongsunlight that \,"ould keepthem
dry andhygienic. Recentexperimentssho,,'that "if the housefunctionsare
laid out ,,'ith respectto the elements(the Pancamahabhutas), then too the
energy circuits in the human body are brought and kept to normal
intensity, ,vhich is effectivein maintaininggoodhealthtoo, as they directly
effect the Chakrasof the humanbodv".24

19 �n�~�h�r�a�k�a�r�m�a PrakashaVII. 105.
20 SamaranganaSutradharaXXY.24 26, 29-30.
21 Bhat, M. Ramakrishna,Fundamentalsq{ �.�~�s�t�r�o�l�o�H�}�"�' p13.
22 Rajarallabha LXVII.
23 Dutt, B. 8., 7OII'n Planninn in �.�~�n�c�i�c�n�t India, Calcutta, 1925 pp53 ;7.
24 Experimentsconductedby PrabhatPoddarat the Sri :\urohindo Institute of :\pplicd Scientific

Research,Pondichern',in collaborationwith Pierre Deoux and Gerard Signor, in France. For
detailssec the report'of the Institute 1993 94. ...
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Orientation and Vastu Purusha Mandala

The strict adherence25 to the directionalalignmentof the buildings and its
enclosed functions is one of the consequentialderivatives of the site
envisagedas a cosmologicalgrid of Vastu PurushaMandala (Figure 41). The
Mandala is a grid in the ideal form of a square,symbolizingPurushaor the
cosmic man presseddo\vn on each of its subdivisions by the ruling
divinities. Apart from the ritualistic and philosophic import, the textual
descriptionof the Vastu PurushaMandala26 helpsthe architectto visualisethe
designsolution, leading it to\vardsa controlled and regulatedsolution. A
mental record thus establishedof the relative positionsof the deities also
identifies the location of the functions. Further fortifying this mental
imagery is the relationshipof the deities to the correspondingpartsof the
body of the J0stu Purusha. The body of the Purusha or the Cosmic Man
superimposedover the grid, lies upside do\\rn with his head to\vards the

FIGURE 41 Superimposingthe Mandala(Author)

25 \Vhile it is true the resultantbuilt form may not adheretotally to all the ideals laid down in the
texts, just as, say, all 'Hindus'do not pursue�~�l�l the codesof conJductlaid dO\\'n by the Shastras,they
do hO\yeyerproyide a path to follow and aspiretowards,and a parameterof self judgementand
analYsis.The resultantbuilt form would be a balanceachicH'dhet\yeenthe dictatesof the Shastra
and'thesocia),political, economicconstraintsthat may exist, while projectinga certainconsistency
that sets it apart as a 'traditional' building.

26 See ChapterIII. lastu Pllrusha Mandala.



114 �I�~�D�I�.�-�\�:�'�\�l ARCIIITECTU Ro-\L TH [OK)"

north-easterndirection, his feet meetingin the south-\yesterndirection,
and the junction of his armsand legs in the north-,,"esternand the south
easterndirection.27

Physically, the position of the Purusha also seeks to establish an
�a�n�t�h�r�~�p�o�m�~�r�p�h�i�c correspondence,,·ith the body of the practitioner, \yho
looks down at the site envisagedas a Jastu PurushaMandala. The headbeing
the centreof the thoughtprocessis the place for a temple. The southern
and the \vestern\vings of the house,\yheremostof the ,,-eightof the built
structureis positioned,are on his legs. The dining hall is locatedon his
stomach,the toilet on his genitals,the courtyardon the plot of Brahma,his
navel,andso on. This in isolation,ho\yever,providesonly aroughmapping
on the plot, and it is in conjunction\yith the grid lines that the desired
accuracyof co-ordinatesis achieyed.

The eighty-onesquareil1andala used for building design holds ,,-ithin
itself the kev\vordsin the form of notationsthatdictatethe orientationand

J

proportioningsystemby providing a format allo\ying the land to blossom
into a building. The suitable location of the door is dictated on the
peripheralpartof thegrid of the A1andalaoccupiedby thirty-t\yO deities.In
a 9 X 9 ParamashaJikaMandala, the deities presiding over the cardinal
directionsvvould be centralized,28\vhereasin an 8 X 8 grid \vith an even
numberof plots on eachof its sides,noneof the plots that representthe
cardinaldeities\\;ould be centralised.For example,Indra presidingover the
easterndirection \vould have the central fifth plot from the north-east
cornerand from the south-easterncorner in a 9 X 9 grid, ,,-hereasin an
8x8 grid Indra occupiesthe fourth plot from the north-eastcornerand the
fifth plot from the south-eastcorner. Also, the deitiespresidingoyer the
cornersgeta full plot eachin a9 X 9 grid, andhalf aplot in an 8 X 8 grid.
The thirty-t\\!O outerdeitiescorrespondto the �l�\�~�a�k�s�h�a�t�r�a�s or lunarasterism
and are also instrumentalin decidingthe favourabledoor positions.29

Ascertaining the position of the door has a special iInport as it
contributessignificantly to\\-ardsdecidingthe frontageof the house.Evenif
the site doesnot facilitate a favourableorientationof the house,the door
locationchosento be the main entranceto the housecould, as it \yere, re
orient the house.10 If on the other hand an auspiciouslyorientedhouse
needsaccessto the allied functions locatedon the site, like 'a shedfor the
elephants'located in the southernsection of the site, then one could

27 Rajarallabha 11.2.
28 Rajarallabha V. 25.
29 Kramrisch, Stella, Hindu Temple, Vol. I, Pt. I, pp3+. Some of the .\ahhacrasout of the 27 are

repeatedto arri\"e at the number 32. The basisof the repitition of �n�~�h�a�k�h�a�. Bharani, Reraci and
Asleshais not mentioned.Apart form the numerousdiscrepanciesin \"arious texts mentioned�b�~�o

Stella Kramrisch, the derhoationof the door locations �b�~�o allocation of the deities presidingO\oer
\"arious .\akshatrasis also not clear.
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choosefrom the variousfavourablelocationsmarkedon all the four sidesof
the Mandala. All the suitablelocationshowever,are in and near the middle
one third portion of the outernine divisions on eachside. The four corners
are retainedintact, which could be explainedasa structuralrequirement,as
�~�r�e�l�l as in order to achievethe strict symmetryemployedon either side of
the door. At a more subtle level, though, a door in the corner one third
portion would mean facing an intermediatecardinal direction, and not a
purecardinaldirectionof east,west,northor south,asall the eightcardinals
correspondto two dimensionalplots on the if1andala. On the easternand
southernside, the favourablepositionsare to the left of the middle plot, and
in the westernandnorthernside, they are the middle plot andto the left of
the middle plot.31 Architecturally, if the entranceis to\\!'ards the left side,
then obviously the deeperend of the wing would fall on its right. This
resultsin an effective shift of the weight of the structuretowardsthe right
side, giving it a slight clock\viseturn. Further, the placementof the second
door that follows the main door on entering'should'32be on the first door's

right. This generatesa clockwise circulation pattern.

Orientation and the Aya ForlDula

Another determinantthat imparts a predominantquality of a cardinal
direction to the site is the Aya calculation.Aj'a or income is calculatedby
dividing the areaof the plot in Hasta units by eight and focusing on the
remainderthe division yields. There are eight typesof Aya deducedfrom
the eight remainders,for in the remainderlies the germ and the natureof
subsistence.As in a perfector absolutestate,thereis no existence,andthe
remainderis the 'concretereality'.B Physically, the division of the areaby
eight is, as it V\rere, equallydistributingit to the eight cardinalquarters,the
remnantthen decidingthe propensitythe land or housepossesses,making
it a land with east-facingquality or a west-facingquality, and so on. The
eight Aya (Figure 42), with the number assignedto eachbeginning with
eastas one, and their usageare given in Table X. 34

30 Ohseryingthis in practice,J. E. Padfield says, "According to 'Vastu Shastra',it is good to build
towardsnorthor cast,but badtowardssouthor west. If, therefore,thehouse-buildershouldhan'a
site large enoughto enahlehim to comply with the Shastrahe will not build his houseright up to
the road, if by so doing it would face towardsthe southor west. He will in that casebuild some
distancebackfrom the roador streetand ha\"C only ablank \vall \,"ith adoor in it openingon to the
road." J. E. Padfield, The Hindu at Home, B. R. PublishingCorporation,Delhi, 1908 (11 edn.),p9.
1875 (l edn.).

31 In all the referredtexts.
32 The word 'should' in this work denotesthe prescriptionsof l-astu �I�'�i�~�r�a�.

33 Kramrisch, Stella, Hindu Temple, Vol. 1, Pt. 11, p45.
34 Rajarallabha 111.4.
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FIGURE 42 Eight typesof Aya (Rajarallabha, 1911)

T.-\Bl.E X

Ren1ainder Aya

Dhwaja

Direction

East

:\pplication

House for Brahn1ins, width of house,height,

bathroon1

2 Dhumaya South-cast For those who Ii\T �h�~�· tire, kitchen

3 Singha)"a South \:Vcapons, n1ain hall, kings

4 Shwanaya South-west House for the menial worker, wcapons

5 Vrishahhaya West �V�a�i�s�~�"�a�, horses,dining, husiness

6 Kharaya North-west \Vasherman,music room, cowshed

7 Gaja)"a North Shudra,sleepingrOOln, elephants,\\"Olnen,
treasury

8 or 0 Dh\\·ankshaya North-cast Sculptor, ascetic, prayer room
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For the constructionof houses,the odd-numberedAya is to be applied.
After choosingthe suitable Aya dimension for the house, each function
within it too, is associatedwith a specificAya dimension.For example,the
Aya of the kitchenideally locatedin the south-eastcorneris Dhumaya.Here
is a translationof the quality of direction in termsof area.Conversely,the
areaobtaining a remainder2 on its division by eight, is suitable for 'fire
related' functions and possessesthe south-eastern'quality', and doesnot
meanthat the kitchen 'faces'south-east.The Dhwaja Aya dimensioncanbe
used in any Aya, while Vrishabha cannot be applied in any other Aya.
However, all the types of Aya are appropriate for their own specific
quadrant.This implies that in the westernquadrant,the areaof the rooms
locatedherecould yield a remainder1, 3, 7 or 5 (being its own) whereas
the areaof the roomsin other remainingquadrants'should' not yield 5 as
its remainder. This is also, by some texts including Rajavallabha,
interpretedas positioning the main door. A house in Dhwaja Aya could
have the door on all or any of the four sides, Vrishabha Aya should have a
westfacing door, Gaja Aya shouldhavea Dhwajayaor a SinBhayadoor which
meansan eastor a south facing door.35

The choice of the suitable Aya could be made on the basis of one's
aspirations. For instance, according to Vishvakarmaprakasha,a 'Brahmin' in
pursuitof religion is advisednot to constructhis housein SinBhayaas it would
causefierceness,andchildrenwould be few.36 Vrishabhayaincreasesthe wealth
of cattle, Dhwajaya brings fame and "vealth, SinBhaya enablesvictory and
consumption,and Gajaya resultsin prosperity,37reflecting the quality of the
directionit is associatedwith. TheAya situatedin the cornerquadrantsproject
the negativequalitiesof the associateddirections,and thougheachis suitable
for the function locatedwithin its specificquadrant,theyarenot be appliedto
the whole houseor site. This is becausethe Dhumaya,Shwanaya,Kharaya and
Dhwankshayawould lend a particular quality to the spaceas in a building
oriented along an intermediarydirection of south-east,south-west,north
west and north-east. Respectively they cause melancholy, enmity,
gynaecologicaldisordersand poverty, deathand disease.38

Oneof the mostprominentfeaturesof the designsolutionbasedon the
above codification is the central courtyard. In fact, it is this central
courtyard,presidedoverby Brahma,the creatorof the universe,thatbrings
clarity in the definition of the eight quarters.If there is no central open
space,the domainof eastwould mergeinto ,vest,north with south,andall
the eight quarterscould not be identified with their correspondingplots,

35 Rajal'allabha III. 7, JasturatnaraJipp93, BrihaJrastuma!appj3--55.
36 J'ishrakarmaprakasaII. 64.
37 SamaranganaSutradharaXII, JasturatnakaraV23.
38 Ibid.
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vvhile follo\ving all the rules of the concept.So, it is the Brahlnasthanaor
the plot of Brahma, the creatorof this micro-uniyerse.Its yacancyas an
open space reflects the all-peryasiye ether or Akasha. This plot is
representedby a lotus,39 any kind of affliction of \yhich causesdestruction.
The lotus also representsthe inner spaceor the inner consciousness,and
this spaceis "as the Yast spaceoutsideextendsthe space"'ithin the heart.
Within it, indeed,arecontainedboth heayenandearth,fire and\Yind, sun
and moon, lightning and the stars,both "'hat onepossesseshereand \\"hat
one doesnot possess- all is contained\yithin it" .40

While the designsolution basedon the aboyc conceptof orientation
\yould obviouslysatisfythesystemof codes,it \YQuld alsohayeto caterto a
primary requirementof basic shelter. The terms prin1ary and secondary
functions of the resultant architectural design are not used here in a
discriminatorysense,but ratherto imply a dependenceof the connotation
of the secondary function on \yhat the priInary function denotes
architecturally. For example, a kitchen, apart froin its relation to the
A8ni Kona, requiresadequatesunlightalso to keepit dry andclean,andthis
is proyided by the south-easterncorner. Again, though an easternor
southerndirection, or even artificial lighting, could satisfy this prin1ary
requirement,the secondary""ould not be complied "'ith, if the kitchen
\yas to be placed in any other direction. The Jastu �r�i�~�r�a design system
suggestssolutions that cater to both the prilnary and the secondary
requirements.

The functioning of Brahmasthana,for instance,could be analyzed in
termsof its primaryandsecondaryfunctions.Brahma, the creator,occupies
the centralfocal plots on the J0stu PurushaJ1andala.This sacredspacelTIUst
not be coyeredor damagedby any structure,not pollutedandkept clean.
This space is primarily a central open courtyard "'ith its proportions
regulatedby the Mandala, facilitating air circulation and yentilation to the
entire house.The courtyardis also a semi-priyateopen spaceinto \\"hich
someof the outdoorhouseholdactiyitiesspill out. The inherentsanctityof
this spaceis also markedby plantinga 'holy' tulasi shrub. Tl.llasi, a delicate
plant, gro\vs \,-ell in shade, purifies the air circulating through the
courtyard, and has an establishedmedicinal yalue. Tl.llasi "'orship is
performedas a daily ritual by the \yomenat da\yn, \yhen the air is least
polluted.Therefore:it is �e�\�·�i�d�~�n�t thatacourtyardapartfrom fulfilling aset
of primary and secondaryfunctions, supports yarious other functions
\\"hich becomea part of the designsysten1.

39 Rajarallabha 11.19.
+0 �.�l�/�a�n�J�u�~�m Upanishad2; 7 as in .l1antramanjal"i pp718---719.
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ConteD1.porary Application

In the contemporarycontext,41 technology could replace the primary
needsof a courtyard as a semi-privateopen spacethat also provides air
circulation, light and ventilation, by gadgetsserving the samepurpose.It
could then be coveredand reducedto a mere symbolic dot representing
the Brahmasthana.Though the central courtyard would yield best results
only if its proportionsare regulatedby the Mandala grid, this is not to
suggestits consistencyin practiceas an openspacemeasuring�~ x �~ of the
design grid. Describing the basic constructionprinciples followed by a
Hindu,42 Padfieldobserves"The chief featurein the building is that it must
be in the form of a square,with an openingto the sky in the centre.The
roof slopesoutwardand inward, and the inner sidesall convergearounda
rectangularopenspace,largeror smalleras the casemay be. In large well
built housesthis centralopenspacewill form a regularcourtyard,whilst in
smallerbuildings it will be so small that the vacantspace\vhere the roof
converges,is only a few inchessquare..." Although 'flouting' of rules is
definitely not only a contemporaryphenomenon,the reinyention of the
Brahmasthanaasa sacred'few squareinches'coveredandusedasa part of a
'lobby' in a 'modern'homeis today'ssolution to the inconyeniencecaused
by a centralopenspace.This brings aboutan alternationof the secondary
and primary intent of the design principle, as now the dependencyon
Brahmasthanato provide ventilation etc. is defunct, whereasits symbolic
representationon the plan becomesits primary function with no other
architecturalrole to play. This also shows the invalidity of the principle
onceassumedto impart an active influenceon architecturaltypology, if the
chosenapplicationis not the entire designsystem.It then hasa ritualistic,
rather than an architecturalimport.

While the broad functional layout43 of the house remains much the
same,the functions of an industrial set up or an office are rationalizedin
termsof significanceof the directions.The magneticcompasshasreplaced
the longerprocessof establishingthe cardinaldirectionson the site usinga

41 The generalisationabout the application of lastu I'idya principles is made on the basis of
contemporary works presenting 'modern' unin'rsally applicable rules, interaction with its
practitioners,and personalexperienceas an architectand a studentof lastu I'Mya.

42 A typical courtyardhouseor a Hareli wasas muchan abodeof the Muslims as it wasof the Hindus.
E,"en today, many Muslims in India follow the traditional Indian building principles.Also endorsing
this is SarfarazMian, abuilder from a �f�a�m�i�l�~�" who for generationshare�l�~�r�e�n in this profession,�w�h�~
rediscoveredI'lstu I'id)'a from his father'sold and brittle copy of RajaraJlabha. As ayoungapprenticr
he remembershis father Rabu Mian, a builder of greatreputr, as an expertof traditional building
skills and principles, so much so that he was often consulted by Hindu priests on temple
architecturr.

43 The list docs not layout all the functions, only enoughto presenta generalidea of thr typr of
functions permitted in a particulardirection.
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Gnomon.Unlike the representationof cardinalsasquadrilateralsubdiyisions
of the site enforcedby the l'czstu PurushaMandala, its diyision in the form of
a grid radiatingfrom the centrethat diyides the site into eight triangular
portions, is what is in practicetoday.

This triangular division (Figure 43) ho\yeyer, is architecturally as
inadequateas it is to build triangular spacesin the eight quarters.The
triangulargrid is then superimposedon the architecturalplan to judge the
locationof the variousfunctions�,�,�~�i�t�h respectto the directions.And for the
locationof the doors, the outerboundaryin the four directionsis diyided
into nine sub-divisionseach, on "'hich the fayourable entry points are
decided.

Vastu Vidya principles emphaticallystressthe correct alignmentof the
site and the house,which undoubtedlyis one of the importantaspectsof
thedesignscheme.Hovreyer,if the site is defectivein that respect,thenco
ordinatesestablishedby the site are follo"'ed, thereby implying that the
houseis constructedalong the length and "'idth of the site, and not at an
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FIGUIU: +3 Diyision of site into eight quarters
(jhajharia, 199+)
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angle to its side which could perfect the alignment- as the Vastu Purusha
Mandala44 personifiesthe site in its entirety. Further,if the 9 X 9 Mandalais
examinedand a relationshipof eachof its peripheralsubdivisionsto the
numberof degreesit would representgeometricallyis calculated,thenout
of a total of 360 degrees,eachside of the Mandala represents90 degrees
and the nine subdivisionson each side represent10 degreeseach. This
implies that a tilt of the cardinalsunder10 degreeswould not be noticeable
on the Mandala. So, for an 8 X 8 Mandala, the toleranceis even greater.
This could explain why many Havelis in Rajasthan45 are not perfectly
alignedto the cardinaldirections. As a result, this differencebetweensay
the virtual eastand true eastis ignored, and the virtual eastbecomesthe
true east.So muchso, that the front of the houseis often referredto as its
east,andthe rearasthe southof the house.46 Interestingly,the experiments
by PrabhatPoddar reveal that the right hand controls the back of the
body,47andthenmovingto the right sideof the doorof an eastfacing house
takesthe circulation to the southor the backof the house.Even the word
Pradakshina,the circumambulatorypathin aclockwisemovement,seemsto
be associatedwith the southerndirection. According to the generalnorm
of a templefacing east,the Pradakshinawould be carriedout by first moving
to the south and then continuing the rest of the clockwise path. Now,
regardlessof the directionthe templefaces,this ritual is carriedout in only
one way, i.e. clockwise movement.This is to suggest- while not in the
leastunderminingthe accuracyprofessedandstrived towardsin creatinga
microcosm in alignment with the macrocosm- that rather than worry
aboutthe accuracynot achieved,one may mentally realign the building, as
it were, by treating it as an aligned unit. In contemporarypractice, the
scientific accuracyand more importantly the accessibilityof the compass
demandingperfectalignment,overrulesthe suitability of numeroussitesin
cities, which anyway are not basedon a master plan that incorporates
cardinal directionsas one of its main considerationsof the layout.

The north-easterndirection, the prayerroom in a house,createsa place
for the workersor a canteenin a factory, anda receptionor visitors' area
in an office. This beinga sacredarea,it 'should'be able to bring light in by
ampleprovisionof windows,andnot be 'polluted' by placinga toilet. This
'should' also be the lightest and lowest part of the building and site in
termsof the structureandhierarchyof position. An undergroundborewell
is most desirablehere. Extension of this corner brings prosperity, as it
increasesthe surfaceareaof the northernandeasternside, therebymaking

44 Seechapteron Jastu PurushaMandala, the designgrid.
45 Basedon primary surveyand studyon site.
46 Rajarallabha Y.40, 44.
47 Also used in accupuncture.
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room for more vvindo\vs. An adverseeffect vvould folIo,,' if this corner is
not included or is 'cut' due to the shapeof the site. Both the height and
,,-eight of the structure'should' gradually increasefrom here to,,-ardsthe
south-,vesterncorner. While spirituality could also causeindifference in
the north-eastdirection, the south-,vesterndirection gives control. The
householder'should' occupy this area, at the highest level. Though an
overheadtank could be placedhere, as it ,,"ould lend to the height of the
building and flo\v the "Tater to\vards the north or east, an underground
,vater ,veIl here is prohibited. The south-easterndirection related to the
fire element,is also the zonefor electricalgadgets,boilers, C0l11putersetc.
The north-\vestcornerrelatedto the ,,-ind elementandmobility, justifiably
accommodatesa guestroom and a zone for finished goods.The centreof
the house 'shouldnot be damagedor loaded' by any structuralmember.

The contemporaryadaptationof the orientationof the basic 'modern'
functions is shown in Table XI.

Though the orientation of the functions of a house remain
predominantly similar, it generates conflict not only from the
individualistic design statementof a 'modern' architect, but also the
building bye-Ia"Tsof the municipal authority may not agree,,-ith the Jastu
Vid)'a designprinciples. For instance,on a building site, the openareaon
the east and north 'should' be more than on the ,,-est and south
respectively.According to the building bye-Ia,,"s,generally, the luinimum
requirementfor the front setbackareais more thanthe rearsetbackarea,
regardlessof the orientationof the site, say, 15' - 0" in the front, and 10' 
0" at the back. This may '\lork out ,yell for a north or an eastfacing plot,
but for a"rest or a southfacing plot it resultsin ,vastageof areaif the lastu
principles are incorporated. In a factory, for instance, the gradation of
\veight of the machineryand the locationof the heat-generatingequipment

TABLE Xl

Dircctions

North-cast

East

South-east

South

South-"'cst

Wcst

North-"-est

North

House

Puja room

Bathroom

Kitchen

Toilet, room

Mastcr hedroom

Study, dining

Guest room

Room, treasure

Industry

Labour changerOOl11 Canteen
or any 'light' function

Light Inachinery

Boilers, gcneratorsetc.
Heayy 111achinery. .
Hl'adest Inachincr)', 111ain plant

Hca\'Y nlachinen'. .
Finishedgoods

Light nlachinery

Ofhce

Reception,\'isitors area

Generalstaff

Pantry, cOlnputers

Senior official

Head of the office

Senior official

Marketing department

Accountsdepartment
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prescribedby Vastu VidJa, may not agreewith the functional efficiency of
the layout, therebyrenderingthe internal circulation of the goodschaotic.
Similarly, the layout of an office suggestedby the 'Vastupundit', may not be
the most efficient designschemein terms of its functional efficacy.

Orientation, perhapsthe most sought-afterinput of Vastu VidJa, is not
assimilatedin the designmethodology,rather it appearsas an impingement
over the designfreedomof the architect.An architect'srole is thento arrive
at a balancebetweenhis own conceptof designand the suggestionsof the
'Vastu consultant'.The position of the latter is similar to that of a structural
consultant,who advisesthe architectof the structuralfeasibility of his design
conceptby providing the specificationsfor the beamsandcolumns,or more
appropriatelyas a parallelmunicipalauthoritydictatingbye-laws.Therefore,
quite obviously, it is regardedas an unnecessarylimitation on the design
prerogativethe architectwishesto exercise.

Revealing a similar conflict between the architect and the 'Vastu
consultant'is a project48 involving the expansionof a factory (Figure 44)
initially setup a decadeago,near]aipur. After the architectconceptualized
a designscheme,a Vastu Pundit wasaskedto studythe auspiciousnessof the
functions. The architect, though with an open mind and respectfor the
traditional sciences,is no expert on Vastu VidJa. His 'modern'systemof
educationhastaughthim to analysescientifically. He hasa logic andreason
associatedwith eachof his decisions,and is able to explain the basisof his
designdecisionsto his clients. The Vastu Pundit on the otherhand,belongs
to a family of priests,and possessesno formal training in architecture.He
doesnot feel it at all necessaryto explain the basisof his judgementon the
design,but doesenumeratethe severeimplicationsthat could follow if his
advice were not to be taken seriously. This contemporarypractitionerof
Vastu VidJa or the 'Vastu consultant'as he is often referred to, follows a
seeminglymystic approachwhile illuminating the norms. In general,they
lay morestresson the orientationprinciplesand the defectsin the building
that may have serious implications, where the main aim is to achieve
maximumgrowth and prosperityby applicationof the auspiciouselements
andthe removalof the inauspiciouscomponentsof the building. Both being
true to their knowledge and professionalexpertise, they use different
vocabularyandparametersof judgement.Therefore,the 'pundit' bafflesthe
architect.Consequently,the site that wasan irregularpentagonis modified
to a quadrilateral.The new shed had to be built on the southernside,
whereas an extension of the northern shed would have been more
functionally conducive.All the serviceslike the generatorand the water

48 The architect of the factory could not he persuadedto part with the drawings of the project.
Howeyer, it is a representativecase of an imposition of the dictates of Jastu Vjdya in the
contemporarysituation.
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FIGURE 44 Changessuggestedfor a factory (Author)

tank etc. that were centrally locatedfor an efficient supply to all partsof
the factory was damaging the Brahmasthana,and hence needed to be
relocated.The overheadtank was shifted to the south-,Yesterncornerand
the generatorto the Anni Kana of the south-east.Again, the ra,Y materialis
to be fed to the furnacein the south-eastfrom south-,,·est,,,·hichaccording
to the architect was an impossibility. A 'compromise' ,yas achieyedby
conductinga prayerritual asa correctiyemeasurefor the improperfeeding
of the material.The entry pointsand the positionof the canteen,,"ere also
relocated,thoughthis was relatively easierto execute,as the initial design
frameworkconceptualisedby the architecthadalreadybeendisturbed.As a
result of the changes,the cost of the productionincreasedmany fold, but
so did its output and income! So the clients haye no regrets and the
architectis alreadyworking on anotherof their factories, and is this time
\vell preparedwith the basicorientationprinciplesalreadyincorporatedat
the conceptualstageof the design.

Contrary to the above, is a caseof the designof some contemporary
dwellings (Figure45) in Amber basedon the principlesof J'astu rid)'a, that
presentsno conflict at all. Premji Mistri, the architectof thesehousesis a
traditional craftsmanfrom Rajasthan.The housesbuilt by him do not
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Flt;URl45 House designedby a mastercraftsluan(Author)
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compare\vith the urban housesof Jaipur in terms of their spatialquality,
and are of a semi-urbancharacter.It is interestingto observethat Premji
Mistri usesthe Mandala to design,and is quite particularaboutthe size of
the rooms, as he is about the basic orientationprinciples, also ensuring
internal alignment of the doors and �~�r�i�n�d�o�w�s by follo\,ying symmetry
aroundthe courtyard.Oneof the reasonsfor the absenceof any conflict is
his training as a traditional craftsman:he is educatedin building skills using
indigenous building materials such as stone and lime. Secondly, his
educationalbackgroundsufficiently relatesto his 'field' of practice,and he
doesnot needto 'contemporize'the building principles.

But Premji Mistri did face a conflict when he \vas involved in the
restorationof an old haFeli under the supervisionof a 'city' architect.
Here, he wasunableto understand\vhy the architectinsistedon a toilet in
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the north-eastcornerof the hal'eli andexplainedit in termsof circulation,
\vhen it was common knov;ledge that it \.,rould be disastrous.49 The
conservationarchitecthovrever,could not appreciatethe reasoningof the
craftsman.

The Vastu consultantsapply the orientationprinciples, striving to,,-ards
perfectingone threadfrom the entirecorpusof kno,,·ledgerepresentedby
ldstu Vidya, by imposing it on the prevalent ideology of the architect.
Another kind of practitioner is the 'Indian' architect in searchof his
identity dra\vinguponhis reinventionof the principles.The reinventionis
primarily based upon his o,,·n perception, engagedin the visual and
aestheticappealit lends to the conceptof his design. As opposedto the
ldstu consultantwho may not deh-e into the parametersof judgement
explaining the basis of the suggestions,the 'Indian architect' choosesto
express rather emphatically the reinvented principles architecturally
reflected in the design of spaces, colours, symbols etc. Here, the
translationof the reinventedorientationprinciples is architecturalrather
than metaphysical.

One of the examplesof this reinventedliteral translationis the Ja,,·ahar
Kala Kendrain Jaipur,50designedby CharlesCorrea(froin 1986). It is based
on agrid of nine squares,vvith eachof the squaresassociated\yith functions
derivedfrom the given planetaryassociations.The \·araBraha .1Jandalaused
for performingrituals,hereadoptstherole of a ldstu Purusha.11andala.51 The
'Indian' architecttoday enjoys the freedomto borro,,- the s)mbolsor the
philosophy, and 'process' them as it "rere to present narratives of
individualistic design statements(Figure 46). It not only lends intricacy,
richness,and an exotic appealto the design,but also satisfiesthe urge to
'root' the work contextually. Correa believes in 'reinvention of myth'

J .-

explaining transformation as "... producing something that is
contemporarybut \\rith roots going back. We must use past traditions as
directly, unselfconsciously,as the Frenchmake ,,·ine or the Indians ,,-ear
saris- they do not feel compelledto reinventeachtime."52 In the .11anBal
Mahal or the palaceof Mars in the northernsquareof the building, po,,·eris
functionally expressedas administration;the centralsquareis occupiedby
the Sunascreativeenergy,expressedasan openair theatre,andso on. The
north-easternsquarehousingthe auditoriumshifts out diagonally,reflecting

49 As told by the craftsperson.
50 Discussionof JawaharKala Kendra is basedon articleshy SatishGroyer in .1rchircccurc + Dcsign,

Sept- Oct 1991 pp17-29,and Dan Cruikshankin The �.�~�r�c�h�i�r�c�c�c�u�r�a�l �R�c�r�i�c�l�I�~ .1.ug. 1987 p57.
51 A distinctionbetweena purely ritualistic .HanJa/aanda lastll Pllnlsha .Handalaas a designgrid also

usedin rituals performedduring and after constructionis �n�e�c�e�s�s�a�r�~�·�. The nine squarelascu PUnlsha
.Handala is the Pitha JJanJala. �~�o�n�e of the lasw Pllrt1sha .Ilandalas �d�i�r�e�c�t�l�~�· representplanetson its
subdidsions;howe"cr, as explainedearlier the pltmetsdo possessdirectional associations.

52 Quotedin Cruikshank,Dan, Variationsand Traditions,The .'Irchicccwral RcriCII' 1086, .1.ug. 1987p;7.
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FIGURE 46 CharlesCorrea'splan for the JawaharKala Kendra,Jaipur(1986)

the layout of Jaipurcity (though in Jaipur the shift is in the south-eastern
square).It would be futile to judge the symbolismemployedby comparing
it with its 'traditional' meaningand usage,sinceits relevancehere is in its
applicationas a part of the concept,as an architecturaltranslationof the
'story' of the symbolsto impart 'Indian-ness'to the design.Also, herethe
purposeservedby the imageryis chosen,rather than implied. The evident
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incorrectnessof the orientation of the planets, and the usage of the
NavasrahaMandala for building, areperhapsirrelcyantas their 'correctness'
is not the purposeof their usage.Thc imagery of the nine planetshere
coexistswith the 'western'influencesof the architectureof i\h-ar Aalto and
Le Corbusier, �~�T�h�i�l�e also reflecting the built representationsof Indian
architectureof stepwells and Vidyadhar'splan of Jaipurcity. 53 The yarious
associationsemployedby Correain the designare as sho,,-nin Table XII.

The architect was suitably "surprised" at the controyersyraised by his
usageof the symbolism,as the Goyernmentsetup an "expertcommitteeto
ascertainthe extent to \vhich the architectureof Ja,,-aharKala Kendra is
relatableto India'straditionalarchitectureandits plan,as,yell as thatof Jaipur
city, and is based on ,,-hat is described as the 'redic' �~�:�a�r�a�B�r�a�h�a

Jastupurushamandala."The committee obyiously ruled out any relation of
the NavaBrahato the Vastu PurushaJlandala as ,,-ell as to the layout of Jaipur,
\vhereasthe architectthought "any analogucsor metaphorsinyoh-ed in the
architecturalimagery"rill presumablybe apparentto obseryersof perception
and sensibility."54 This is another example of conflict as a result of the
interminglingof ideologies,standingout in contrast,yith the unified concept
of the traditional architectureof Jaipur, ,yith both the architect and the
assessmentcommitteebeing 'true' to their o,,·n perceptionand expertise.

TABLE XII

Planet Colour Quality Function

Venus White :\rt Drall1a

Jupiter Lell10n yello\\" Kn()\\"lcduc Library (111cditation)::::-

Ascendingnode (Rahu) Iridescent l)cyourcrI Restorer l)ocun1cntation

Saturn Earth red Knowledu(' :\t1USCU111 II::::-

Descendingnode (Ketu) Brown, Black :\ngl'r .\1USCU111 I

Mercury Golden Yellow Education Lok Kala Kendra

Moon Milky \Vhitl' Heart Cafeteria

Mars Red PO\\'l'r :\dtninistration

:; 3 Grm'cr, Satish,CharlesCorrea: A "iew from Delhi, .Irchitccwrc + Dcsi8n, Sept - Ort, 1991 p17
54 Letter �b�~�' CharlesCorrea,dt.1 3 �]�a�n�u�a�r�~�'�, 1992. ]cl\\'clhar Kala Kendra, ]aipur.



CHAPTER FIVE

Site Considerations

In traditional Indian thought, of which Vastu Vidya is a subset, the
relationship betweenMan and Earth is a collaborative one. A primary
exampleof this is the Bhumi Suktaor the hymn to the Earth, of Atharvaveda
(XII. 1). Here, the Earth is invoked as the nourishing mother, whose
blessingsMan seeksfor prosperity. The Earth, sustainedby heavenlylaw,
incessantlyoffers all her bountiesto Man, who in turn mustappeaseher by
maintainingher resplendence.The Earth is adornedwith plantsand herbs
of various healing power, and her gentle slopes and plains nourish the
humanrace that dwells on her limitless domain.1

The bestplaceson Earthare the "holy grounds,river banks,caves,sites
of pilgrimage, the summits of mountains, confluencesof rivers, sacred
forests,solitarygroves,the shadeof the Bel tree, valleys,placesovergrown
with Tulasi plant, pasturelands,templesof Shivawithout abull, the foot of
a sacredfig tree or of an Amalaki tree, cowsheds,islands,sanctuaries,the
shoreof the sea,one'sown house,the abodeof one'steacher,placeswhich
tend to inspire single pointedness,lonely placesfree from animals."2

Parallleters ofChoice

All placeswhere immortalsand mortals dwell are called dwelling sites or
Vastu.3 A dwelling site is that which is "chosenafter a thoroughexamination
of colour, odour, flavour, form, orientation, sound and tactility, . . ."4

These parametersof choice delimit the conceptually limitless space. A

1 Cf. Bhumi Suktaof Atharra Ihla (XI. 1) translatcdby RaimundoPannikar,Mantramanjari, Matilal
Banarsidass,Ncw Delhi, 1989 pp123 129.

2 From Gandharra Tantra, in Rcnou Louis, Hinduism, r173.
3 Maramata II. 1.
4 Ibid. 1l.4.
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gentle and even land, s,veet in smell and taste, aboundingin excellent
herbs, treesand creepers,solid and compact,confersprosperityevenon
those\vho may takereston it in orderto relievethemseh-esof the fatigueof
their journey,not to speakof those,vho chooseto constructand live on it
permanently.sA fertile, clayey, fragrant and e,"en land ,vith n1edicinal
plants, treesand climbersis the harbingerof ,veaIth,happinessand peace.6

The site is examinedby the five sensoryperceptionsof touch, sight, smell,
soundand taste,and aboveall it must be pleasingto the n1ind, and if the
heartis overjoyedat its sight, it is consideredauspicious.7 It is believedthat
the soul combines\vith the mind, the mind ,,-ith the senses,and the senses
\\-ith their respectiveobjectiyes.This connectionfor the ordinary human
being is inseparable,but can be differentiatedby Yosinsor seers.There is
nothing that is unattainablefor the mind, and the mind is able to foresee
future events,successesand failure.8

A suitabled\velling site is fertile andalive, as land ,,-herenothinggro,vs
is adeadland. It possessesoneof the six flavours \,"hich arebitter, pungent,
astringent,salty, sourand s\veet.Its ground is even,coloured,vhite, red,
yello\v or has the shimmerof a pigeon'ssheen.It is borderedby a ,,-ater
courseflo\ving to the right. In summerthe ground feels cool, and in the
rainy seasonit is vvarm. It is smoothandpleasantto touch. It emanatesthe
soundsof musicalinstrumentslike the J1ridansa, Jeena,andSitar and those
of horsesand elephants.9 It is free from \vorms, ,vhite ants, rats, skulls,
bones,shells, sand,holes, ashes,husk and gravel.10

An unsuitableland is that �"�,�~�h�i�c�h is cracked,drv, full of tern1ites,and
undulating.I I It has big boulders,ditchesand �h�o�l�e�~�, is irregular, dry and
rough, is locatedon an intersectionof four roads,and is far a,,-ayfrom the
citv. 12 Land that is clouded lNith smoke from the dve-factories and

.I .-

surroundedby ",'orkshopsof blacksmiths,and possessesa fo,,"1smell of
burnt thingsanddeadbodiesis not asuitabled,velling site.13 If the site is of
a smoky, mixed and dr)' hue; its tastesalty and of s,veat;is drv, rough to

.I .I.-

touch, and consistently",-arm or cool irrespective of the season;and
emanatesabroken,shrill sound,of abrokenvessel,of adogor adonkey,it
must be rejectedas an unsuitablesite.14 If the shapeof the site is round,

5 Brihat SamhitaLIII. 88.
6 Brihadrastumala1.77-78.
7 Br;hat SamhitaLII1.95. Also in .11anasara1\'.13 I-\-; .11ayamata111.4-7; Ji.ls111ftUnaraliI. p21(nTsesare

not numbered);BrihadraswmalaI.93; l"ishrakarma Prakasht1 I. 31.
8 Brihat SamhitaLXXV. 3, LIII.95.
9 Collatedfrom SamaranaanaSurraJhara X.48 ··51; �.�1�1�(�~�m�m�a�t�a 111.2-7; BrihaJnuwmula1.101.

10 .J/anasaraIV.15-16, 19, also in .11aramara111.7 -10.
11 BrihadraswmalaI.79; Jastllratnarali-'I. pp17.
12 r'ishrakarmaprakasha1.34.
13 .J/anasaraIV.26, 21-22.
14 SamaranoanaSutradharaX. 59--62.
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triangular, resemblesa tortoise, a fish, a drum, a bird, or is depressedin
the middle, it is an inferior one.15

Milky (secretinga milky sap), thorny and fruit-bearingtreesshouldnot
be plantedin the vicinity of the house.The shadowcastby thesetreesafter
the first quarter of the day should not fall on the house.16 This is also
becausesuch trees usually have deep and spread-outroots, which may
harm the foundation of the house. Thorny trees like Khadira (Acacia
catechu)in the vicinity of the housebrings dangerfrom enemies;milky
treeslike Arka (Calotropisgigantae)destroyswealth; thorny treesthat bear
fruit harm the children:' If such trees cannot be cut down, the defect
could be rectified by planting an auspicioustree like the Ashoka (Sarasa
indica), Nimba (Azadirachta indica), Bakula (Mimusops elengi), Punnaga
(Calophyllum inophyllum), Shami (Prosopisspicigera),and Shala (Shorea
robusta),betweenthe houseand the forbidden tree.18 A site with large
treeson its corners,or with sacredtrees,shouldbe avoided.19 Sometrees
are auspiciousonly if planted in their specific direction - Plaksha (Ficus
arnottiana)in the north; Vata or NJagrodha(Ficus bengalensis)in the east;
Udumbra (Ficus racemosa)in the south; Peepalor Ashvattha(Ficus religiosa)
in the west.20 Eachtreehasan associatedmythologicalsignificance;theyare
the focus of numerousfestivals and ritual worship.21

Various plantsand treesare associatedwith the nine planets,and their
grovlth on the land indicatesthe influence of their associatedplanet. Tall
andstrongtreesindicatethe influenceof the Sun; creepersandmilky trees
indicatethe influenceof Venusand the Moon; thorny treesgrow underthe
influence of Mars and Saturn; fruit-bearing treesindicate the influence of
planetJupiter; fruitless treesindicate the influenceof the planetMercury;
bushesindicate the influence of Rahu and Ketu; saplessand \veak trees
indicate the influence of Saturn.22

In general,a squareand a rectangularsite elevatedtowards the south
andwest is suitable.23 Triangularandirregularshapedsitesare inferior.24 A
downward slope towards the south-east,south, south-west, west and
north-westis unsuitable.25 A downwardslopetowardsthe north, northeast

15 MaJamataIII.I0--15. Also ,llanasara IY.25,28,29.
16 Rajarallabha 1.28.
17 Brihat SamhitaLIII.86--87, also in Rajarallabha 1.28.
18 Brihat SamhitaLIII.86-87.
19 MaJamata III. 15.
20 Brihat SamhitaLII1.85. The botanicalnamesarc takenfrom Appendix (Ia) of M.RamakrishnaBhatt,

Jarahamihira'sBrihat Samhila, Motilal Banarsidass,New Delhi, 1993.
21 For detailssecfor instance,Shakti Gupta,Plant :H)1hs and Traditions in India, E.J. Brill, Lcidcn, 1971.
22 Bhatt, Fundamentals�~�f Astrolo8J', p17.
23 Manasara IY.2 3, also in SamaranBanaSutradharaXXXVIII.66.
24 MayamataIII.I0-12; Manasara IY.25; J'ishrakarma Prakasha1.41--49.
25 SamaranBanaSutradharaLXXXVIII.2-4



132 I:"JDIA:'J ARCHITECTURAL THEORY

andeastof the site is favourable.26 The implication of the slopesis relatable
to the malefic and the benefic attributesof the planetsthat rule these
directions.27 A �d�o�~�r�n�w�a�r�d slopeto,,·ardsthe A8nikonaor south-east,results
in a fear of fire; towardssouth,resultsin death;to\yards\·airittra Kona or

.,I

south-\vest,results in a fear of theft; to\\·ards Jlc1lJ'a Kona or north-\yest
destroysthe harvest;to""·ards �~�·�e�s�t resultsin mournfulness.28 A do\yn\yard

J

slope in the centre of the site brings all kinds of destruction.29 A
Gajaprishtha site or a site like the back of an elephant- eleyatedin the
south, \vest, south-west,and north-\yestdirections- is the harbingerof
prosperityand long life; a Kurmaprishthasite, or a site like the back of a
tortoise- elevatedin the centre- bringsmaterialbenefits;a DailJaprishtha
site, or a site like the backof a demon- eleyatedin the north-east,east,
and south-east- brings destruction;a N·a8aprishthasite, or a site like the
backof a snake- elevatedin the north and south,and long along its east
\vest axis - resultsin deathand destructionof peace.JO

The chosensite should not be near a sacredplace, a royal palace,a
public meetingplace, a tomb, a minister'shouse,a gan1blershouse,or a
junctionof four, three,or t\\TO roadsandahigh\yay. The site shouldnot be
interceptedby roadsperpendicularto its boundary.JI

CategoriesofSite

Follo\\dng the above generalsuryey of the land, the site is then judged
againstthe categoriesof its attributesas a Brahmin site, a �K�s�h�a�t�r�~�r�a site, a
Vaishya site and a Shudrasite.32 A Brahmin site bringshappiness,a �K�s�h�a�t�r�~�'�a

site gives power, a Vaishya site generates,,·ealth, and a Shudra site is
associatedwith toil and is an inferior site.H A Brahmin site is squarein
shape,whitish in hue, and \vithout defects.It gently slopesdo\yn to,,·ards
north. The tasteof its soil is sweet,andthe land fragrant.The s\yeettasteis
associatedwith the planet Jupiter that signifies \risdom, happinessand

26 l'ishrakarmaprakasha1.15·-16; .\araJa SamhieaXXXI. 3; Rajarallabhl1 1.17; Sll111l1rungana SllemJhara
XXXVIlI.66; .llanasara IV.2-·3.

27 As explainedin the preyiouschapteron Orientation.
28 Rajarallabha1.17. Similarly in SamaransanaSucraJharaXXXVIII.2-+; l"ishrahml1a Praka.,ha1.13-16.
29 SamaransanaSutradharaXXXVIII. 2-4; lasturatnarali pI 3( H?rSCS arc not numbered).
30 Brihadrastumala1.82-89; Jastumanikra1.15 -18.
31 Collatedfrom Brihae SamhitaLIII.89-90; .1Ia)"amara111.10-18;.1Iana.Whl1\'.23,27,37; Rajarallllbha

1.28; SamaransanaSutradharaXXXVIII.20 22,24.
32 The discussionhere,is not of the four castegroups,but of the associatedattributes,as explainedin

the preyiouschapteron Orientation.The discussionon the four types of sites is hasedon the
follo\\'ing sources: Mayamata 11.10-15; Rajarallabha 1.13; .1Ianasam III.18--30; .\araJa Samhiea
XXXI. 1; Brihat Samhita LIII.96--97, LXXXVI.77; Bhatt, R., Fundamentals�~�r .herolos}", pp13-14-.
Also sec ChapterIV. Orientation.

33 fasturatnarali I. p16.
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spirituality, which are the associatedattributesof the Brahmin Varna. Jupiter
and Venus are the ruling planets of Brahmin Varna. The colour \vhite is
associatedwith the northerndirection. Such a site brings good fortune.

A Kshatriya site is a rectangle,wherethe length exceedsthe breadthby
its eighth part (L=B+B/8, where L is length and B is breadth).It is of a
blood red hue, and slopesdown towardsthe east. Its soil is bitter and has
an astringenttaste. The bitter taste is associatedwith the planet Mars,
which is associatedwith the colour red. The Sun and Mars are the ruling
planetsof the Kshatriya Varna, signifying valour, courageand strength.Red
is also associated\vith the easterndirection. Such a site brings success.

A Vaishya site is a rectangle,wherethe length exceedsthe breadthby its
sixth part (L=B+B/6). It is of ayellowishhue,andits soil tastessour.Yellow
is associatedwith the southerndirectionruled by the Vaishya Varna. Although
Mayamata(11.10-15)and Manasara (111.18-30)recommendan easternslope
for the Vaishya and Shudra sites too, Rajavallabha (1.17) and Brihat Samhita
(LIII.91) recommenda southernslope for the Vaishya Varna. Sour taste is
associatedwith the planetVenus. Sucha site has a beneficialquality.

A Shudrasite is a rectanglewhere the length exceedsthe breadthby its
fourth part (L=B+B/4). Its soil is black and pungentin taste, associated
with the planetSaturn.Saturnrulesthe westerndirection,anda Shudrasite
slopesdown towardsthe ,vest. Sucha soil producesriches and grains.

The featuresof the four typesof sitesas describedby varioustexts are
shown in Table XIII.

Soil Tests

Having examinedthe contour, colour, odour, sound,and taste, the site is
then ascertainedfor measurement,and its boundaryis marked.34 A series
of soil tests35 are conductedon the site to further judgeits quality. A pit of
one Hasta in width, length and depthis dug in the centreof the site. The
soil thus excavatedis replacedback into the pit, and inferencesare drawn
from the level of the replacedsoil in the pit. The soil is consideredinferior,
if the level of the soil is below the rim of the pit; of an averagequality if the
soil fills the pit to its rim; and superiorif the replacedsoil overflows the
pit. This test examinesthe compactnessof the soil.

34 Manasara 111.15 16.
35 The soil tests descrihed below are collated from the following sources: Rajal'allabha 1.16;

SamaransanaSutradharaX.66 74; ManasaraV20-35; Ma)'amata IV10-18; :\arada SamhitaXXXI. 4··
5; I'ishl'akarma Prakasha1.61 67; Brihat SamhiLa LIII.92-95; Brihadrastumala1.108 110. The tests
and the inferencesdrawn from themprescribedin the textsarc similar, \'aryingonly in the number
of experimentsprescribed.
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TABLE XIII

Brahmin Kshatriya Vaishya Shudra

Brihat Samhita(LIII.91,96--97)
Hue White Red Yellow

S111e11 Ghee Blood food

Grass Darha Shara Dun'a
(Pao cynasuroides)l6 (hnperatacylindrica)

Taste Sweet Astringent Sour

Declh-ity North East South

Black

Liquor

Kasha
(Eragrostiscynasuroides)

Pungent

\Yest

Mayamata(l1.10--15a) and .1Ianasara (JII.IS --30)

Hue White Red

Taste Sweet Bitter

Trees Udmnhara Ashyattha
(Ficus glomerata) (Ficus religiosa)

Decliyity North East

SamaranganaSutradhara(X.4849)
Hue White Red

Rajavallabha(1.13,17)
Hue White

Smell Ghce

EfTect

Shape

Taste

Taste

Declh-ity

Good fortune

Square

Sweet

Sweet

North

Success

Rectanule
b

(L=B+B/8)

Bitter

R<,'d

Blood

Bitter

East

Yellow

Sour

Plaksha
(Ficus lacor)

East

Beneficent

Rcctanuk
b

(L=B+B/6)

Yellow

Sour

Ycllow

Sesame

Sour

South

Black

Pungent

:\ �~�-�a�g�r�o�d�h�a

(Ficus bcngalensis)

East

:\hundantriches and grains

Rectangle
(L=B+B/+)

Black

Pungent

Black

Fish

Pungent

\\'est

The samepit is then filled \vith ,,-ater. The architect,,-alks a hundred
steps a\vay from the pit, and returns to exan1ine the le,-el of ,,-ater.
lV/a}'amata and Manasara suggestthat the pit shouldbe filled ,,-ith ,,-aterat
nightfall, andits level mustbe examinedthe follo,,-ing n10rning.The soil is
consideredof an inferior quality if the ,,'aterhasbeencon1pletelyabsorbed;
of an averagequality, if someof the ,,'aterremainsin the pit; of a superior
quality, if the level of ,,'ater remainsunchanged.This test is designedto
examine the porosity of the soil. Brihadrastumala suggests that the
movementof ,,'ater in the pit should be examined.Still ,,-ater indicates
stability; its clock\i\rise movement indicates bliss; its anticlock,,'ise
movementbrings death.

36 The botanicalnamesof the plantsherearc �p�r�i�m�c�1�r�i�l�~�' from Plllnr �.�1�~�1�l�h�.�\ anJ Tr'1Jitions in InJia �h�~�' Dr.
Shakti M. Gupta(1971), who is a botanistby profession.
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In the samepit is placedan unbakedearthenlamp with four wicks in
Ghee or clarified butter. The wicks are oriented in the four directions of
east, south, west and north, representingthe four Varnas of Brahmin,
Kshatriya, Vaishya and Shudra respectively. The flame of the wick that
outlaststhe rest indicatesthe suitability of the land for the corresponding
varna. The soil is unsuitable if the wicks in the lamp do not light up.
Besidesindicating the suitability of the soil to the specific Varna, the test
examinesthe oxygen contentof the soil.

Brihat Samhitaand SamaranganaSutradharasuggestanothermethodwhich
examinesthe suitability of the soil to the specific Varna. In the pit areplaced
four flowers or four garlandsof flowers that arewhite, red, yellow and dark
or black in colour, representingthe four Varnas- Brahmin, Kshatriya, Vaishya,
and Shudra - respectively. These are placed in the pit at nightfall, and
examinedthe following morning. The Varna which would flourish on the site
is indicatedby the flowers that have not wilted and faded in colour.

Finally, the fertility of the soil is examinedby sowing an assortmentof
seeds like mustard, sesame, barley, and wheat. The site should be
abandonedif the seedsdo not sprout. VishvakarmaPrakashasuggeststhat the
soil is of a superior quality if the seedssprout up in three days; of an
averagequality, if the seedsgrow after five days;of an inferior quality, if the
seedstake sevendays to grow.

Preparation ofSite

The site is then levelled and all the impurities are removed.The materials
excavatedat the time of digging, foretell the associatedimplications. Wood
indicatesa fear of fire, bricks are a harbingerof wealth, bonesmay bring
destruction,andsnakesindicatea fear of theft.17 Variousmethodsof locating
the Shalya or bones and other impurities, hidden beneaththe earth, arc
describedin the texts. According to one method, nine groups of Sanskrit
alphabetsare ascribedto the eight cardinal directionsand the centre. The
householderis askedto namea divinity, a treeanda flower. The directionof
the Shalya,its type, and the depthat which it is presentis derivedfrom this
'query'.38 Another methodfor ShalyaShodhanaor the removalof impurities
is by observingthe Shakunaor portents.For example,the architectobserves
the part of the body of the Vastupurushathe householdertouchesat the time
of divination. By correlatingthe omen to the limb of the Vastupurusha, the
type and the depth of the Shalya is predicted.39

37 SamaranHanaSutradharaX.63-66; Brihadrastumala1.74 76.
38 Rajarallabha 1.19 ..20; Brihadrastumala1.166.
39 Brihalsamhita LIII.1 05.
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After the impurities beneaththe soil are removed, the site is levelled
and irrigated, and coatedwith cow dung and urine.4o The high contentof
ammonia in the fermented Co\V urine and dung, is an efficient
disinfectant.41 After ploughing the site, the architect SO""S various seeds
mixed with cow dung, and seesthem germinate.42 This is follo,,"ed by a
ritual consecrationof the site, conductedto take possessionof the land.

Contelllporary Considerations

In the Indian urban context, ",here a d\velling site is determinedby the
lviaster Plan of the city, in \,'hich designand planningconsiderationshave
little to do "vith the prescriptionsof J'cIstu Vidya, the searchfor a 'suitable'
site can be quite frustrating. Generally, the most covetedplacesare those
\vhich exude commercial affluence. More so because commercially
successful cities that generate business haye modern infrastructural
facilities and servicesto support its residents.The choice of a suitable
plot often translatesitself into a choicebet\veenliving in or out of the city
environment.This is reflectedfor examplein the gro\yth of Delhi, \yhere
the "problem of land and housing" is primarily the inadequate
accommodationfor the large influx of the population that migrates to
the city, for a 'better' life style.43 Any resolutionof the conflict bet,,'een
the economicsuitability of the land and its suitability according to the
parametersof Vastu Vidya, is difficult.

Usually, the economicsuitability is the overridingcriterion in the choice
of the land. After a piece of land is chosen,�h�o�p�e�f�u�l�l�~�" \vith a north or an
eastface (for those\vho consulta lastu Pundit), it is trimn1edto rectify its
shape.This is anotherdifficult decisiono,,"ing to the high cost of the �l�~�n�d�:
it resultsin an 'unnecessary'\vastageof land, defeatingthe very economic
criterion which guides the choice. Neyertheless, this ,,"astefulnessis
accededto, with the lastu Pundit's promise that possibly larger monetary
gains \ivould soon folIo,,". The Jastu Pundit gradually learns that his
suggestions,,"ill be implemented seriously if he lures his client ,,"ith
promisedeconomicbenefitsof the application.

The criteria consideredby the Jastu consultantare the shapeof the site,
its orientation,declivity, and the adjacentroads.44 The soil testsprescribed
in l'£Jstu VidYQ texts seemto have becomeredundant,due to technological

40 VishyakarmaPrakasha1.73.
41 Vanucci, EcoJoHlcal �R�e�a�J�l�n�H�~ in the letla, p78.
42 MayamataIV 4; ManasaraV.2 16.
43 Deihi .Haster Plan, JUBust, 1990, Akalank Publications,1992 p2.
44 Dammani, �B�h�a�r�a�t�~�r�a IcIStukaJa , 1994 pp1; 2;; ]hajaria, Bharana \imh1l1a )()jana, 1994 pp30-3;;

Reddy,.4Glimpse1PracticaJ Iaastll, 1993 pp19 40; Sharma,Dhamitlhar:, �l�~�b�'�C�l�l GlliJc, 1994ppl2- 30.
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advances,which makeit possibleto overcomethe limitations of a poor soil
condition. The soil can now be testedin the more scientific setting of a
laboratory.The removalof impuritiesin the soil, andthe rejuvenationof its
fertility, are not included in the modern Vastu Pundit's list of 'do's and
don'ts'. This once again45 shows that the Vastu Pundits do not follow the
entire architecturalprogrammeof Vastu Vidya, but bits and piecesof it,
incorporated within the framework of the modern architectural
programme. Vastu consultantsfocus primarily on the implementationof
orientationprinciples, and are quite indifferent towards the architectural
system followed. This is necessary to maintain a healthy working
relationshipbetweenthe modernarchitectand the Vastu consultant,both
of whom are equally indispensablefor a client in an urbancontext.

Some of the Vastu Pundits suggesta list of auspiciousand inauspicious
trees,46which doesnot coincide with the list of trees recommendedfor
plantation in the Delhi Master Plan (1990). The latter recommends
particular species for 'group plantation', 'colour and aesthetics',and
'roadside plantation'. Ficus religiosa or Peepal, the sacred fig tree, for
instance, is recommendedfor roadside plantation in the east zone.47

Therefore,at times, it is difficult to control the type of vegetationthatmay
surroundthe plot.

Outsidethe domainof urbanplanning, a large sectionof the rural and
semi-urbanpopulation is learning 'better' and more scientific ways of
building, and aspiresto the refined life style that the mediaand architects
promote.The strongholdof the traditional methodof consecrationof the
site, still followed in the non-urbancontext,arousescuriosity amongstthe
city dwellers, who regard it as superstitionand illiteracy. Far from its
acceptanceas an alternativemethodof respondingto the site, there is a
strongsenseof awkwardnessattachedto the traditional methods.48

The 'Indian' architect'sresponseto the site is not different from any
other modern architect. Whatever the site conditions may be, the
architect,generally,is not in a position to askhis client to chooseanother
site, and usually the architectis not consultedfor the choiceof a site. The
site constraintsarea designchallengefor the architect.The architectseeks
inspiration from the site to formulate the designsolution. In this respect,
he is not very different from a traditionalarchitect,who while performing
the soil testsandpreparingthe site, learnsto relateto its potentials.As Sen
Kapadia explains about the survey of the site of one of his projects

45 The fragmentaryusageof J'ostu Vidya by its variouspractitionershasbeendiscussedthroughoutthis
studv.

46 �S�h�a�r�~�a�, Dharnidhar's Jilstu Guide, 1994 pp53-54;Shastri,Umesha,�J�~�s�t�u�r�i�8�y�a�n�a�m�, 1985 pp13-17.
47 Delhi Master Plan, AUBust, 1990. AnnexureII, p176.
48 Basedon the field study in Rajasthan.
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(Departmentof ComputerScienceand Engineering,Bon1bay, 1994), "If
you go to the site andsit theresilently, it tells you a fe,Y things. . . So, ,ye
�\�,�~�e�n�t to the site and studiedit to find out the yarious possibilities . . . .
There,vasa contouron the site, there \vere trees,the light caInc fronl a
certain direction, the people,,,ould enter it from anotherdirection. All
this site information is an initial yisual sur\,ev, it is a ycry cssentialkey to

.I " "

basicplanningand generatesthe form of the building."49 Ho\yeyer, there
are no standardmessagesthat the site communicatesto the architect.An
important feature like a mound on the site, for one, could be a linliting
constraintfor anotherarchitect,,,-ho may chooseto get rid of it.

For entirely different reasons, the l'czstu Pundit Inay recoffilnend
reshapingthe site, as is illustrated in the follo'Ying letter of a satisfied
client to his Vastu consultant.It readsas follo,Ys:

"Dear Sir,

We have made the follo\\"ing changesin our factory as per Vaastu

Shastra,since \\'e vvcre haying seriousfinancial problclns.

1. On correcting North-cast angle to 90°, our pcnding bills arc

gctting paid fast and our financial flo\\' improycd ycry nluch.

2. On correcting the South-\\'estcorner of the factory site to 90:,

and after making a high and hcayy mound ahutting the South-\yest

compound, we are getting plcnty of orders, and \yc are
manufacturingto full capacity. We are ycry happy that this sciencc
has turned our sick industry into a healthy one."50

While the Vastu consultantmay e\'en reject a particular site using the
preceptsof Vastu Vidya, the expertiseof a modern architect lies in the
acceptanceof any site as a challenge,and as long as it is economically
feasible, he has the prerogati\'eof playing around ,yith the site and its
natural features.The 'Indian' architectmay chooseone or more design
elementsindigenousto the location of the site. For instance,a modern
housein Keralamay be toppedby a tiled pitchedroof, albeit of concrete;
in Rajasthan,the use of red sandstonecladding is hopedto integratethe
design with its surrounding; and the planning grid for old Jaipur ,yas
reflectedin the designof the Ja\t\-aharKala Kendrasituatedin ne,,'Jaipur.51

Regardlessof the schemeof the design, it can someho,,-be connectedto
the location of its site to highlight the concernfor tradition (also in the

49 Sen Kapadiain Kes\\'ani, Focussingon Philosophy,Indian .-lrchiteet and Builder, :'\O\"Cmber, 199+
p18.

50 Publishedin Annexure-5: Letters to the Author, in B.N.Reddy, A Glimpse of Practical Vaastu
(Ancient House-BuildingScience),Hyderabad,1993 (IV edn.) p97.

51 SeeChapterIII. Vastu PurushaMandala.
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sameway 'disconnected'to revealmodernity). For the modernarchitect,
the site is basically a three dimensionalcanvas,on which the architect
paints his design, and it is at his individual discretionwhetheror not to
respectthe neighbouringcanvases,as the architectis trainedto defendthe
conceptof his own design,whateverthat may be.



CHAPTER SIX

Building M.aterials

The main materialsusedfor constructiondescribedin the textsaretimber,
stoneand bricks, while they acceptthe importanceof knowledgeof other
popular materials that may be in use.I Although it is obvious that the
representativetexts on Vastu Vidya were written at a time when modern
building materialslike reinforcedconcreteandcementwerenot in use,the
usageof the materialsmentionedin the texts like stone,bricks and timber
continues.Todaythesematerialsare also usedto project Indian-nessin the
designs, on the same principle that their rejection is used to project
'modernity'.Outsidethis dynamicsof preferencesandprejudiceslies avast
resourceof traditional knowledgeon thesematerialsthat finds little usein
the contemporaryscenario.Someof this is describedbelow.

Titnber

The processof procurementof suitablewood from the treesis influenced
by the physicalassociationof manwith tree. "As is amighty treeso, indeed
is aman; . . ." his hair is the leaves;his skin is its outerbark; out of his skin
flows the blood, like the sapof the tree - it flows out from the wounded
man, like the sapof the tree, when it is cut; the flesh is the inner bark; the
nervesare the inner fibres of the tree; the bonesare the inner core of the
wood; the marrow is the marrow or the pith of the tree.2 As old age in
humanbeingscausesa lossof strengthandhair, treestoo grow weakwhen
they are old, and holes in their leavesindicatesthe same.3 Very young or
very old trees should not be used for construction. For example, the

1 Rajarallabha IX.17.
2 Brihad AranyakaUpanishad111.9.28,in Radhakrishnan,The Principal Upanishadpp243-244,and also

quotcdin Dwh'cdi and Tiwari, EnvironmentalCrisis and Hindu ReliBon, New Delhi, 1987 pp61.
3 Samaran8anaSutradharaXXXI.7-9.
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Shishamtree lives for threehundredyears,so the onesbet\yeenthe agesof
sixteenanda hundredandfifty shouldbe selected.4 The shado,vof the tree
is examinedas that of humanbeings.5

The treesare further classifiedas male, female and neutertrees.Trees
with a straight, cylindrical trunk from baseto top are male; ,,'ith a broad
baseand a thinner top are female; \vith a thinnerbaseanda broadtop are
neuter. All of theseare suitable for use in dwellings,6 but ,Yood joined
togetherduring constructionshouldbe of the samegender- male ,,·ood
must be joined with male, female \\rith female, and neuter,vith neuter.7

Old wood shouldnot be joined with ne\\T \\Tood, andne,Y ,Yood shouldnot
be joined with 01d.8 The usageof \\Tood is in the sameorientationas of the
tree it originatedfrom. The vertical piecesare placedin accordance\vith
the dispositionof the tree it originatedfrom, and for the lateralpiecesthe
inside of the tree must face downwards,and the face that constitutedthe
outersurfaceof the tree must face upwards.9 The lo\\"er part of the tree is
strongandthe upperpart is weaker.All timber shouldbe selectedfrom the
lower part.10 The lower part is usedfor the baseof the pillars, the upper
for its capital, and the middle part for the shaft of the pillar. 11

Treesthat mustbe avoided12 are thosethat are neara grayeyard;inside
the boundaryof a farm or a garden;on unevenland; cracked,damaged,
and uprootedby lightning, storm, rivers or fire; leaning or resting on
other trees; covered with ants, the abode of birds, or frequentedby
animals; coveredwith cobwebs;and landmark,sacredand roadsidetrees.
Trees that bear flowers and fruits out of season, are thorny, milky,
fragrant,andareplantedby elders,half broken,half dry, half burnt, weak,
not straight, with three and more heads,and are broken b)' other trees
mustnot be usedfor dwellings. Someof the unsuitabletreesareAshvattha,
Bar8ad, Man80, Plaksha, Aksha, Dhava (LythrumJructicosum). Some of the
suitabletreesareKhadira, Shala, Shishama,Arjuna and Mahua or Madhuka.13

The chosentreesshouldbe hard and vigorous,neither too youngnor old,
not crookedand damaged,and pleasingto the eye and the mind:4 Trees
that seem to be able to bear ,,"eight and ,vater are good for use in

4 Ibid.
S Samaran8anaSutradharaXXXI.22.
6 Majamata XY:84-86. Also in J/anasaraXV314-321.
7 Majamata XVII.60. Also in Manasara XVIl.24-26.
8 Majamata XVII.SS-56; Manasara XVII.192-195.
9 Majamata XVII.37,43.

10 Manasara XVII.3-4.
11 Manasara XY:360-361. For yarioustype of wood joinery, seeJlanasara XVII and �.�l�/�~�r�a�m�a�t�a XVII.
12 Collated from Samaran8ana Sutradhara XXXI.5-21; RajaraJJabha Y:16; �.�H�~�r�a�m�a�t�a XY:71-76;

Manasara XY:323-334; Brihat SamhitaLII1.120; J"ishrakarma PrakashaIX. 10-20.
13 For the entire list of unsuitableand suitable trees, sec Jla)"amata XY: 109-114,64-67a; Brihat

SamhitaLIII.120; Samaran8anaSutradharaXXXI. 19-20; .HanasaraXV: 348-359;Rajarallabha v: 17.
14 Majamata XY:62-63; Manasara XY:348-359.
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dwellings.IS The use of one speciesis recommended,16and Vishvakarma
Prakasha (IX.8-9a) suggeststhat theuseof onetypeof woodbringshappiness,
the useof wood from two different treesis of an averagequality, and the use
of three types is inferior. More than three typesmust not be used.

Settingout into the forest for the procurementof wood is done at an
auspicioustime. The tree is invoked and the spirits that dwell on the tree
are askedto depart,following a ritual ceremony.During the ritual, if the
tree startsspeakingin a humanvoice, shivering, or its flowers and leaves
beginto wilt, it shouldbeabandoned.17 Thetreeshouldbe cut facing north
or east,with asharpinstrument.If the treefalls towardsthe north, or east,
it is consideredauspicious,but if it falls towardsthe south,or west, thenit
should be abandoned.When being cut, if blood oozesout of its sap, it
shouldbe abandoned.It is auspiciousif the cut makesa cleanbreakandthe
treefalls with a jump. While cutting the tree, the goodandthe badomens
are also observedand considered.18

SamaranBanaSutradhara(XXXI.42-49) andBrihat Samhita(LII.122-123)
recommendan examinationof the lines that occur in the crosssectionof
the trunk of the tree,the annularrings, calledthe treeMandala. Theselines
are examinedat aroundhalf the height of the tree. The colour of these
circles is associatedwith animals; for example, a yellowish circle is
associatedwith an alligator, a red with a chameleon,a brown or tawny
colour with a rat, and a madderred colour with a frog. It is considered
unnaturalfor treesto possessthe colouredcircles.

Stone

Theselectedstoneshouldbedense,smooth,deeplyembeddedin earthin an
eastwardor northward orientation, of appropriatelength, of a pleasant
appearance,and mature- neitheryoung, nor old or aged. A young stone
producesa soundof a partially bakedbrick and is soft when struck by a
hatchet.A maturestoneproducesa deepsound,is smooth,feels cool when
touched,is not fragmented,and glows. Mature stoneis suitablefor every
use.An agedstoneis roughlike the skin of a toador a fish; hasstreaks,flaws
andspots,and is not suitablefor use. A stonein which circumvolutionsare
observedwhencut is apregnantstone,andshouldbecastaside.Stoneis also
distinguishedby its gender.A malestoneis uniform in colour, dense,smooth

15 SamaranBanaSutradharaXXXI. 16-18.
16 Manasara XV.359.
17 Samaran8anaSutradharaXXXI. 29-30.
18 For the descriptionof the entire ritual and processof procurementof wood see Samaranaana

Sutradhara XXXI. 27--40; Brihat Samhita LII1.121; Mayamata XY.81-114; Manasara XY.252-313,
LII.184-187.
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and cylindrical. It producesthe soundof an elephantbell, ,yhen struck. A
femalestonehasawide bottomandnarro\vhead,andproducesthe soundof
a cymbal. A neuterstoneis ,vide aroundthe middle, andproducesno sound.
The genderof the stoneis especiallyrelevantin the constructionof temples
and idols, and their restoration.19

Stoneshouldbe rejectedif it is damagedby \vind, sunandfire; too soft;
in alkaline water; shaky and has been displaced; rough, ,yith cracks,
fissures,streaks,spotsand fla\vs, and is aged; of an undefinedcolour and
contains grit; or has already been used. The 'face' of the stone is its
undersideas quarriedout; its uppersurfaceis its head.The orientationof
the face is diametricallyoppositeto its head,for example,if the face is in
the south, the headis in the north; if the face lies to,,'ardsthe ground, the
headfacesupwards.20

Similar to the searchfor "'ood, the architect(or \yhoevergoesfor the
search) sets out at an auspicioustime to look for the material in the
northern, north-easternor eastern direction. Facing east, the ritual
ceremonyinvoking the stoneis performed,and the spirits residing in the
stone are askedto depart. The stone is split by striking it ,yith a sharp
chisel. It is then trimmed to a regular shapeand its 'face' is carefully
marked. The chosenstonemust be greaterin length than in depth.21

Bricks

The soil for making bricks and tiles must be red and s,yollen; mixed \\·ith
white sand; without pebbles,gravel, roots and bones;of a homogeneous
colour, pleasantto touch. Clods of earthare put into a kneedeephole and
filled with water. It is then kneadedby foot, by stamping on it forty
consecutivetimes. To this, the sapof Kshira, Kadamba,Amra, .4bha):a, Aksha
and the threemyrobolansis added,and the mixture is kneadedthreemore
times. This mixture is used to mould the bricks of the prescribed
dimensions,and after they arc completely dry, they are baked. After a
periodof one, two, threeor four months,they are immersedin ,yater,and
thosewhich are not damp ",hen taken out are usedfor construction.22

The chosenbricks should be of an even blood-redcolour, ,yell-baked,
and \vell-proportioned. Bricks that are black, ,yeak and old, po\\?dery,
broken,uneven,andwith piecesof stonesare not preferred.2J They should

19 -llayamata XV: 67b-68a,XXXIII.4--19a.
20 J1ayamataXXXIII. 5b-7.
21 .HayamataXXXIII. 19b-31a. Also see.1/anasaraL1I.181-21 3.
22 MayamataXV: 115-120.
23 J'ishrakarma PrakashaVI.26-29.
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be free from cracksand fissures,without flaw, andgive off an harmonious
sound.24 Bricks are distinguishedas of a male, femaleanda neutergender.
A malebrick hasrectilinearsidesand lengthof an odd numberedAnBula; a
female brick has an even numberedlength; a neuter brick has curved
sides.2s The bricks madeof stoneare 'stony' bricks, andthosemadeof soil
are pure bricks. The chief architectmust distinguishthe stony and pure
bricks, andtheir threegenders,andfix malebricks in male temples.26 The
gender of the bricks, as of stone, is of special significance in the
constructionof templesand their restoration.27

The dimensionsprescribedin the textsarevarious,28but follow moreor
lesssimilar proportions.Accordingto Mayamata(XV 116b-119),the width
of the bricks may be four, five, six, or eight AnBula or digits; the length,
twice the width; the height, a quarteror a third of the width. Accordingto
Manasara (XII. 189-193), the width may rangefrom a minimum of seven
AnBula to a maximum of a twenty-nineto thirty AnBula, with the precise
dimensionderived by adding an incrementof two AnBula eachtime; for
examplethe width may be seven,nine, eleven,fifteen AnBula, and so on.
The lengthis greaterthan the width by its quarter,half, three-quarters,or
twice the width; the height is half, or equal to the width. According to
Vishvakarma Prakasha (VI.26-29), the width of bricks for Brahmins is
twenty-oneAnBula; for Kshatriyas,seventeenAnBula; for Vaishyas,thirteen
AnBula; for Shudras,nine AnBula. The length is double the width, and the
height is half the width. According to Rajavallabha(V 12), a superiorbrick
measuressixteenAnBulain lengthandtenAnBulain width; an averagebrick
measuresfifteen AnBula in length and nine AnBula in width; an inferior
brick measuresfourteenAnBula in length and sevenAnBula in width. The
height of all thesetypes is one-thirdof the width.29

SamaranBanaSutradhara (XXXIII. 2-4) lists the twenty featuresof well
laid stoneor brick masonry,for example,the masonryshouldbe Suvibhakta
or well-divided or well-marked; Sarna or levelled; Charu or pleasantor
beautiful; Caturashraor 'squarish';AsandiBhdaor doubtless;Asambhrantaor
not illusive; Avinashior indestructable;Supratishthaor well-laid; Suparshava
or with a good back; Susandhi or well-joined, and so on. While
constructingthe wall, the string tied to guide the courseshould be taut;
unevenbricksshouldbe trimmed; the mortarshouldnot be usedin excess;

24 MaJamataXY:68b-70.
25 MayamataXII.104b-108a.
26 Manasara XII.212-213.
27 SeeMaJamataXII.I04b-l08a.
28 Also secthe discussionof the 'Bricks in Vastushastra'in T. Bhattacharya,The Canonsif Indian Art,

Calcutta,1986(111edn) pp255-269.
29 Op cit., pp255-264.
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the wall must be raisedin equal stagesin all directions;an eye shouldbe
kept on the beginning,centreand on the endof the wall. 30 Bricks are also
prescribedfor the constructionof a 'proper'roof.31 A bedof bricks is laid
over the rafters and coveredcompletelywith a layer of lime mortar.32

Variousmortarsaredescribedin Mayamata(XVIII.92b-93a). Gulmashais
a mixture of one part sand(the sandparticlesare one and a half, one and
threequarters,or twice the thicknessof lotus fibre), and one part eachof
lime, gravel and shells. Karala is made of the sameingredients,but the
gravel stonesare the size of Abhaya,or Akshafruit. For MudBi, the size of
the gravel is that of beans.For Kalka, lime of the sizeof chickpeasis taken.
Chikkana is made into a homogeneousand viscous liquid. First, the
materialsarecrushedwith purewaterfrom the well, thengroundwith the
sapfrom Kshiradruma, Kadamba,mango,AbhayaandAksha,and the juice of
the three myrobolansand broad beans.After the ingredientsare mixed
well, and poundedby horses'hooves,the mixture is filtered throughfine
linen to impart the required viscosity. These five mortars are used
separately,as per the requirement, to join bricks ""ithout gaps. The
prescribedthicknessfor the layers of Gulmasha,Karala and MudBi is one
AnBula; Kalka is a half AnBula; Chikkanais half of Kalka or a quarterAnBula.
It takessix monthsto obtaina perfectresult, four for an averageone, and
two for a mediocreresult.Anothermixture namedis Bandhodaka,prepared
using curds,milk, beans,molasses,clarified butter, bananas,coconutmilk
and mangojuice, and is usedas a coatingover the preparedand washed
wall as a basefor placing images.

ConteInporary Use

Apart from the materialsdescribedin the Vastu Vidya texts, awealthof oral
tradition of Vastu Vidya survivestoday in somepartsof India, in as diverse
forms as the communitiesthemselves.This revealsitself, for example,in
the usageof variousherbsandplantsto fight termitesandto give that extra
shine to the flooring. The extraordinary knowledge of the indigenous
materialsand the use of plant and fruit extractsin constructionremains,
not becauseit is cherished,but largely becauseits users have yet to
graduateto the 'comfort' and the 'status'of modernbuilding methods.

In the coastalstateof Kerala, where the climate is \varm and humid,
traditional houseswith light wooden construction,and sloping roofs of
wooden rafters, coveredwith clay tiles are still a commonsight. These

30 Samaran8anaSutradharaXXXIII. 21-33.
31 MayamataXVIII.65-66a.
32 MayamataXVIII. 108.
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materials are however not preferred by the economically prosperous
sectionof the society,for whom the pictureof a bungalowin concreteclad
in expensive granite, painted in flashy colours, with every window
'enhanced'with an air conditioner(which also countersthe discomfortof
warmth and humidity), a sloping concreteroof with its outer surface
shapedto imitate tiles, and the longestcar affordableof a foreign make
parkedbesideit, representsall that is alluring and desirable.33

In the warm andarid climateof Rajasthan,in the older townslike jaipur,
theHaveli with thick walls madeof brick andlime masonry,clad in stone,is a
commonsight. The thick walls keep the interior cool during the day-time
andwarm during the cold nights. The small openingsin the walls with Jali
work diffuse the harshrays of the sun. The thermal comfort of the Haveli
appealsto the 'rationalist', and the skilled craftsmanshipof the intricate
detailing of the constructionto the 'romantic'. But since much of the
architecturein thepost-independenceperiodwasinfluencedby the 'modern'
ideas of political leaders like jawaharlal Nehru and the architects who
returnedto India after 'higher' educationin Americaand Europe,a certain
kind of stigmawas attachedto the traditionally usedmaterials. jawaharlal
Nehru commented,"It surprisesme, for instance,why somepeoplego on
putting up enormouslythick walls when all over the world partitions are
muchthinnerandstronger.In the old daysof course- I havelived in houses
in Uttar Pradeshbuilt about 100 yearsago - walls were 13ft. thick, kacha
walls."34 While most traditional architecturein India invented ways to
minimisethe directexposureto the scorchingsun,andin southernIndia also
to the excessivehumidair, it hadlittle appeal,ashe explained:"Someof the
templesof the South,however,repelme inspite of their beauty.I just can't
stand them. Why? I do not know. I cannot explain that, but they are
oppressive,they suppressmy spirit. Theydo not allow me to rise, theykeep
me down. The darkcorridors- I like sunandair andnot dark corridors."35

For the traditional model, it could be justifiably statedthat materials,
constructionandtechnology(evenclimate), "are modifying factors, rather
thanform determinants,becausetheydecideneitherwhat is to bebuilt nor
its form. Theymakepossiblethe enclosureof a spaceorganisationdecided
upon for other reasonsand possibly modify that organisation."36The

33 Thesefeaturesareespeciallyvisible in Calicut, wheremanyskilled workerswho returnfrom Dubai
with economicprosperity,wish to adoptmodernwaysandshunmostof the tradition of their home
land. It could be said that throughthesesymbolsthey cling on to the prosperousphaseof their life
in Dubai, rather than to their relatively poorer past. This is basedon primary field study. The
accountis not a criticism of popular 'taste',but is intendedto understandthe notions that may
influence the use of materials,regardlessof their functional utility, and economicfeaSibility.

34 JawaharlalNehru in the inaugural addressto the Seminar on Architecture, on March 17, 1959,
publishedby Lalit Kala Akademi, Delhi, 1959 p8.

35 Ibid. p5.
36 Rapoport,House, Form and Culture, 1969 p25.
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response of the traditional model to materials, construction and
technology,is also well within the reasonsof its architecturalprogramme.
The input of technology from within the programme, is one of the
sustaining factors of the continuity of a traditional model. In post
independentIndia, the architecturaltechnologystoodoutside,andseparate
from the traditional model. Preferencesand prejudices against certain
materialsand constructionmethodsgradually worked their \yay to\vards
the eradicationof traditionalmethodsfrom the mainstreamof architectural
practice. Thus in 1975 J.S.Gupta observedthat "Traditional construction
techniquesare being forgotten under the mistakennotion that the use of
reinforcedcementconcretesignifies progressand modernity, eyenthough
the users'understandingof their technologyis, in the main, superficialand
perfunctory."37 The modern architectsin India, ","ho any,,"ay kne\\" little
about the traditional building methods,celebratedthe adyentof steel and
reinforced cement concrete, as the freedom from the "restrictions
prevalentin the old times".38 Theywillingly severedtheir relationship\,·ith
traditional knowledge: "Only recentlywe havestartedto gro\v out of the
rut of ancientforms and are trying to give rise to a ne\y architecture."39

The new technologyandmaterials\verenot modifying factors,but a prime
qualification of the 'modern'for the architect.A specimenof the maryels
of modernmethodswasconstructedin the form of the city of Chandigarh,
to teachIndian architectsthe lessonsof modernarchitecture- \Yinning the
personalfavour of JawaharlalNehru, \yho said:

"Now I have welcomedvery greatly one great experimentin India,

which you know very well, Chandigarh.Many peopleargueaboutit,
somelike it, somedislike it. It is totally immaterial, \yhetheryou like

it or not; it is the biggest job of its kind in India. That is ,,"hy I
welcomeit. It is the biggestbecauseit hits you on the head,because

it makesyou think. You may squirm at thc impact but it makesyou

think and imbibe nC\\T ideas, and the one thing India requiresin so

many fields is to be hit on the headso that you may think. I do not

like every building in Chandigarh.I like a fe\\" yery much, I like the

generalconceptionof the to\\rnshipyery much, but \yhat I like aboye

all is this creativeapproach,not being tied do"pn to \,"hat has been

doneby our forefathersand the like, but thinking out in ne,,' terms,

trying to think in terms of light and air and ground and "pater and

humanbeings,not in termsof rules andregulationslaid do,,·nby our

37 Gupta,1.S., Bring Back Bricks and Lime, Times �~�f India, SundayMarch 9, 1975.
38 S.H. Parlekar,Architectural Educationin India, in Seminar on Jrchiteeture, Lalit Kala Akademi,

Delhi, 1959 plIO.
39 Adit)'a Prakashon Effect of Technologyin Architecture,in Seminaron �.�~�r�c�h�i�t�e�c�w�r�e�, 1959 p145.
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ancestors. Therefore, Chandigarh is of enormous importance

regardlessof whether somethingin it succeedsor somethingin it

does not succeed.As a matter of fact, even now many things in

Chandigarhhave spread,many ideas, in small ways and big ways.
Chandigarh,as you well know, is more famous in the world than

most Indian townsandcities exceptingthe well known threeor four,

simply becauseit is a thing comingout, it is a thing of powercoming

out of a powerful mind and if you want anything of power, it must

comeout of a powerful mind, not a flat mind which is a mirror, and

that too not a very clear mirror, reflecting somebodyelse'smind.

There is no doubt that Le Corbusier is a man with a powerful

creative type of mind. Because he has that, he may become

extravagantoccasionally.He can produceextravaganzaoccasionally,
but it is betterto havethat than to havea swelledheadwith no mind
at all."40

What the Chandigarh-experiencedid not teachthe architectswas how to
usestone,bricks and lime, andyet be modernat the sametime. To those
who supporteda synthesisof the traditionalandmodernbuilding methods,
such enthusiasticpromotion of Chandigarh,poseda clear threat to the
home-grownbuilding techniques:

"Modern architecture of which Chandigarh is an outstanding

expression,is essentiallythe product of an industrial as well as an

affluent society. It is neither necessarynor feasible to foist modern
architectureof so-calledmodernconstructionmediaon the country.
The advent of reinforced cementconcretehas had an unfortunate

effect on building techniquesboth in the rural areasand in small

towns . . . . For over 25 years now we have been pursuing the

chimera of modern technologyin all walks of life and the present

climate of scarcity could perhaps be attributed partly to this
indefatigable pursuit . . . . There is no virtue per se in modern

technology.Thereare areasof the Indian economywheretraditional

techniquescan not only fill the bill eminently (and thus release

industrial capacity for more important use) but are also likely to

prove superiorand more beneficial to society in many respects.The

field of civil engineeringconstructionis one suchsectorof the Indian

economy which offers immense possibilities if we revert to

traditional technology."41

40 JawaharlalNehru on the inauguraladdressto the SeminarOn Architecture,March, 1959, Lalit Kala
Akademi, Delhi, 1959 pp8-9.

41 j.S. Gupta,Bring Back Bricks and Lime, Timesoj India, Sunday,March 9, 1975.
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The promotion of modern technology was essential to the modern
architect, who had no lessonsin traditional architecture,and his status
depended upon the total freedom from the clutches of traditional
knowledge.Thesenew materialswereexpensive,and,,-erepromotedboth
by politiciansand the professionas an economically'dear' ,,-ay to build, as
B.L.Dhamaobservedin 1962: "There is a Rajasthaniproyerb,Sanaaroe bar
bar Mahnaaroe ek bar (The cheapcriesagainandagain,the dearonly once).
On this scoreof cheapness,therefore,the local building materials,namely:
lime, brick, stone,wood, etc., makeartistic, durable,cheap,suitableand
handsomelooking buildings insteadof costlier reinforcedcementconcrete
structureswhich consumea massof cementand iron but are useless\vhen
damaged . . . . Now fully knowing the advantageof the indigenous
materialsthe peoplehavea crazefor cementandiron. Like somemedicine
takenas a panaceafor all diseases,cementand iron are,,-rongly considered
to be a necessityfor everythingin the building trade."42

Meanwhile, Kahn'sarchitecturalexperimentsin India "helpedpromote
brick to an almost exalted status in the vocabulary of the Indian
architect":oMany architectsechoedthe legacyof Kahn �~�n�d Le Corbusier
in their characteristicusageof concreteand brick facades.44 The use of
brick occupiesthat special place in the architect'spalette as it could be
conceptually linked to both the 'ancient Indian tradition', and to the
modern work of Kahn as well. While it enjoys the benefits of both
conceptualworlds of the modernand traditional, its usageon the facadeis
characteristicof the modern.

The building materials are not 'traditional' per se, but it is their
characteristic use that makes them 'traditional'.45 While the use of
materialslike stone,bricks and wood, transcendsthe boundariesof time
and region, their differentiateduse can be identified as being specific to a
particular architectural programme and tradition. For example, the
significanceof the conceptof the male, femaleandneuterbricks may be of
vital importancefor a traditionalbuilder in India, but for a modernbuilder
the conceptmay be an irrelevant superstitiousbelief. Eyen though both
may use the samematerial, their perceptionof the material itself, its use
and method of building with it may be entirely different. Whether the
modernuse of a material that happensto be in use traditionally, can help
'root' the building conceptuallyin tradition, is debatable.

42 B.L.Dhama,DomesticArchitecture,Ajanta Printers,Jaipur, 1962. Prefaccand p25.
43 Bhatt and Scriver, After the Masters- Contemporar:yIndian Architecture, 1990 p18.
44 For variousarchitecturalprojectsseeBhatt and Scriver, Section4, ppI5-19; 36-39.
45 It seemsmoreappropiateto refer to the 'useof traditional materials'as 'uscof traditionally used

materials'to highlight the particularaspectof 'usc' that makcsthe materialmodcrnor tradtional.
This is especiallyvalid for materialslike stoneandbrick that ha\'cdh'crseuses"'ithin amodcrnand
traditional architecturalprogrammc.
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With the need for expressingtheir identity growing stronger in the
shrinking world of the media, where a designof an architect from India
rubs shoulderswith othersfrom the West, the 'Indian' architectsspell out
the distinctionsthat makethemdifferent. The 'Indian' architectsemphasise
the symbolic link to tradition throughthe usageof materialslike stoneand
brick: "The brick Jalis at the terraceadd a touch of tradition".46 Other
'Indian' architectsconsciouslyavoid theusageof traditionallyusedmaterials
from the fear of engagingin pastische:"To put red stonesandarchesfrom
Jaipur here, would be too literal a translationand also no transition to
modernity."47Still otherswork out the link of each 'traditional' material
employed,and understatethe use of modernmaterials: "The building is
concreteframe structurewith brick and stone as the infill material. The
external walls (including those around the central kund) are clad in
sandstone(from Rajasthan)with a coping of beige Dholpur stone- the
samematerialsusedfor the JantarMantarobservatory,FatehpurSikri and
the RedFort at Agra. . .. On the externalfacades,the presenceof eachof
the planetsis expressedby its symbol inlaid in white marble (embellished
where necessarywith black granite and mica slate) again recalling the
calibratedsurfacesof the instrumentsat JantarMantar."48 The samered
sandstoneis alsoused,amongothermaterials,on the exteriorfacadeof the
LIC Centre (1986) at Delhi, designedby the samearchitect, where by
contrast "Clearly Correa felt that it was more appropriateto refer to
Westernprototypeswhendesigninga building of a type for which thereis
no relevantprecedentin Indian traditionalarchitecture."49To highlight the
usageof red sandstonehereas an echoof its usagein FatehpurSikri, would
indeed be a bit far-fetched. Here the design, including a modern glass
curtain wall, albeit not the most appropriatesolution for the climate of
Delhi, toppedwith a specialsteel frame, with the remainingwalls clad in
red sandstone,situated on the challenging site in ConnaughtPlace, is
explainedasa "real bangon theheadof Delhi - abangasresoundingandas
necessaryas Corbusierhaddeliveredon the headof the Indian architectural
scenesomethreedecadesearlier."50

Simultaneously,many Indian architectswho are not in the privileged
positionof eitherdelivering 'bangson the head',or consciouslyexpressing
'Indian-ness',find themselvesusing 'Indian' knick-knacksin their designs
in responseto the demand made by their clients. The use of carved

46 SunectPaul on HudeoPlaee-a ConstructiveImage,Architecture+DesiBn,March-April, 1995 p37.
47 SenKapadiaon his projectComputerScienceandEngineeringDepartment,liT, Bombay(1994), in

'Focussingon Philosophy'by Kiran Kcswani, Indian Architect and Builder, November1994p20.
48 SatishGroveron the JawaharKala Kendrain Jaipur,designedby CharlesCorrea,Architecture+De

sian, Sept. - Oct. 1991 pp18--19.
49 Cruickshank,VariationsandTraditions, The Architectural Review,August 1987 pS1.
50 Grover, 'CharlesCorrea:A View from Delhi', Architecture+Desian,Sept. - Oct. 1991 P16.
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screens,marble and,more recently, polished granite flooring; profusely
carved traditional furniture, custom-madeto look old; and parts of
building elements,such as brackets,given a new leaseof life as pedestals
for tables,are but a few illustrations of the popular 'Indian' decor sought
after by the businessmanwho travelsto the West frequently. The decor,as
well as the set up of his home, have an uncannysimilarity ,vith that of a
'five-star' hotel in the cities. In the hotels, it is for obvious reasonsthat a
'little India' has to be squeezedinto the cool comfort for the foreign
tourist, and it is where the businessmanprobably spends more time
entertaininghis businessclients, thanat home.The 'five-starculture'seems
to havean influenceover the kind of hospitality extendedto his guests,as
well his own life style at home. For instance,the home too replicatesa
polishedgranitelobby strewnwith expensivecurios fromIndian boutiques
that normally cater to the foreign tourist, rubbing shoulders\vith those
from Se!frid8esand Harrods in London. Granite is also usedas an expensive
flooring materialapartfrom the roomsand toilets in houses,in offices and
restaurants,to namea fe",'.

Recently, the sacrifice of granite comes'i\.Tith the assertionof the lastu
Pundits, that "There are things in nature that have very high positive
energiesby themselves,such as sandstone,marble, etc. There are others
that have very high negative energies;diamondsand some other gems,
graniteandquartz, the latter havingthe terrible effect of raseD eonstrietusor
constricting the flow of blood in the vessels."51 According to Prabhat
Poddar,reinforcedcementconcretebuildingsandstructures,andsynthetic
materials, are included in the list of things that causenegative energy,
exposureto which results in diseaseover a period of time. He proposes
that, while the rectification in buildings already built is much more
complex and difficult, for new structures, the follo,,·ing could be
implemented:

"In a new structurea lot of things can be easily taken care of in

establishingthe right energy lcyels by the use of materials such as

lime, sandstone,limestone,marble. But to be effectiYc, theseneed

to be fixed in lime mortar instead of cement. Ideally, at the

foundationlevel, if we can spreada 2 inch or Scm layer of pure lime

before laying the brick jelly or lean concrete, it helps further

harmonizethe radiations coming through the ground. In concrete

too, if we canreplacegraniteby sandstone/limestonechips it is a big

help. In Europe today, the effort is to deyclop a ne,,· range of

51 PrabhatPoddar,The MysteriousEnergiesWithin and Around us, Jrchitecwre+DesiBn,July - Aug,
1991 p27.
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products - paints, varnishes,preservativesfor wood, etc., which

haveonly positive radiations.To a large extentusingthe right natural
materialshelps.

Steel reinforcementsin columns,beams,slabsand walls, createa

sort of cageof Faraday.We could say that we are living in a highly

charged environment between two plates of a condenser. To

neutralisethis it is necessaryto establishgood earthingfor the steel

reinforcementsso that the ionization factor is neutralized,and the
body therefore,not stressed."52

It was in the name of scientific and technologicaladvancementthat the
traditionally used materials were dismissedas being obsolete,and it is
todayagainthroughscientific validationthat the reversionto 'old' materials
conceivesitself - (andif it catcheson in Europe,it may be acceptedby the
mainstream architects in India). And, like bricks, the use of lime,
sandstone,and marble, would be 'modern'as well as 'traditional' - used
within the programmeof architecturethat the architectsare educatedin 
as and when it is convenient.

In a bid to preserveandcontinuethe learningand useof the traditional
building skills, the Institute for Revival of Traditional Building Arts was
establishedin Amber, Rajasthan,in 1993. The traditional architectureand
crafts of Rajasthanattracttourists from all over the world, who obviously
do not travel all the way to seebad copiesof Westernarchitecture.It is
realisedthat the building skills receiveda rude blow in the mid-twentieth
century, where "Pressuresdue to growth of population, industrialisation
and commercialisationhaveall contributedto restrictand nearlyeliminate
any new work to be taken up on these lines in the presenttimes. The
peopleandarchitectsof the presentday areneitherinterestednor havethe
tastefor suchwork sinceon the one hand it is quite time consumingand
costly and secondlythere are no patronsfor such work. Presentbuilding
art forms are formless buildings in concrete,steel and glassbut have the
advantage of quick construction. The visual form of the present
architecturehoweverdoesnot satisfy the connoisseurnor hasthe tradition
of the pastand doesnot leaveany visual impact on the viewer."53

One of the main objectivesof the institute is to identify the master
craftsmen,train new peopleundertheir supervision,andfind employment
for them by undertakingconservationprojects.54 Speakingto one such
mastercraftsmanat the institute, it was evidentthat while they were quite
confident about repairing dilapidated structures, the difficulty lay in

52 Ibid. p30.
53 The pamphleton the Institutejor Re,'ival if Traditional BuildinB Arts, Jaipur, 1993.
54 Ibid. p4.



154 I:-.JDIAN ARCHITECTUR:\L THEORY

designing new buildings due to the absenceof a designer ,,-ho \vould
conceivea designin their architecturalyocabulary.This is primarily due to
the fragmentationof the traditional architecturalteam. Today, the Sthapati
is not only rare to find but also not giyen the statusof an architect. The
mastercraftsmendo not have completekno\vledgeof the corpusof lastu
Vidya, but only the part that is related to the building craft. This is also
evident from the resourceof the training imparted to the students.The
photographsof the documentationof "old traditional buildings" \vould be
"handedover to the mastercraftsmanandartisansfor reproductionduring
their training programme".55 Although, the institute may be successfulin
producing skilled craftsmenvital for the conseryationof old buildings,
whether the building skill remoyed from its architecturalprogrammeof
Vastu Vidya canbe interpretedas a "Reyiyal of Traditional Building Arts" as
the very nameof the Institutesuggests,is doubtful. The Institutealsohopes
to generate"customerconsumption"56 of their product, and it ,vould be
interestingto observewhetherits future in ne\v buildings\yould be able to
overcome thedistinction, identified by Correa, bet\veen tranifer and
traniformation. This distinction \\rhich lies ,,-holly outside the realm of old
traditional architectureis "of fundamentalimportance.For instance,all of
Le Corbusier'sbuildings clearly are the \york of a Mediterraneanman, yet
in none of them did the architecteyer usea sloping roof of tiles. Instead,
Le Corbusierseemsto have taken the age-old imagesand yalues of the
Mediterranean and (perhaps unconsciously) reinyented them in the
t\ventieth-century technology of concrete and glass. This is true
transformation.It placesarchitecture,vhere it rightfully belongs: at the
intersectionof culture, technology,and humanaspiration."57 If the use of
twentieth-centurytechnology of concrete and glass is intrinsic to the
justificationof the 'transformation', then thereis little room for the caryed
jalis, columns,brackets,and balconies,on the 'Indian' architect'spalette,
and the productionof the samein concreteand steelmakethe skill of the
mastercraftsmanredundant.The basic difficulty lies in the preyalenceof
the 'modern' programme \vith a total extinction of the 'traditional'
programmeof Vastu Vidya from the mainstreamof architecturaldesignin
India. Any useof a fragmentof J1czstu rid}'a, \yhetherat the conceptualleyel
of a 'reinventedold myth', or at the leyel of traditionally usedmaterials
andskills, could be interpretedasa 'transfer'of a bit of Jastu rid}'a into the
overriding modernistparadigmof architecture.

55 Ibid. p6.
56 Ibid. p8.
57 CharlesCorrea,The Public, the Pri\"ate,andthe Sacred,.hchitecwrc+Dcs;on,Sept_. Oct, 1991 p96.



CHAPTER SEVEN

Defining theBuilt ForID

Each of the representativetexts on Vastu Vidya in its own way builds a
grammarwhich encompassesa typology, as well as aiding the new design
formulations.Eachpresentsa comprehensivecodificationof the prescribed
variationsin the constituentparts of the building.

GraD1.In.arandClassification

Samaran8anaSutradhara (XXVIII. 2-11) and Aparajita Prccha (LXX. 1)
classify the housesas Ekashala,Dvishala, 1Tishala, Chatushala,Panchashala,
Shatashala,Saptashala,Ashtashala,Navashalaand Dashashala.Considering
an ideal square space, Ekashala, Dvishala, 1Tishala and Chatushala are
derived by arranging one, two, three and four ranges respectively,
arounda concentricopenspacecalled the An8ana. Chatushalais defined
as a housethat enclosesfour sidesof the An8ana; 1Tishala enclosesthree
sidesof the An8ana;Dvishala enclosestwo sides;Ekashalaone side of the
An8ana.t Manasara (XXXV) names six types of houses - Dandaka,
Svastika,Maulika, Chaturmukha,Sarvatobhadraand Vardhamana,which are
typological synonyms for the Ekashala, Dvishala, Trishala, Chatushala,
Saptashalaand Dashashalarespectively.2 Mayamata (XXVI) classifiesthe
types as the houseswith one, two, three, four, seven and ten main
buildings or Shala, built aroundthe squareof Brahma.3 Shalascould be
placedeitheraroundthe centralopenspaceor groupedtogetherto form
a block.4 This is also evidentin Rajavallabha(VI-VII) wherethe Shala in
the Ekashala,Dvishala, Trishala and Chatushalatype of housesrepresents

1 SamarannanaSutradharaXXII. 18--21.
2 Manasara XXXY:66-71.
3 MayamataXXVI.26.1-·2a. SeeCh.1I1. Vastu PurushaMandala.
4- Ibid.
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the main built spaceor a main hall, \yhich is not necessarilyarranged
arounda central openspace.

Further classification of the aboye main types is deriyed by a
.I J

systematicaddition of variables like orientation and the Alinda or a
verandah,which may be enclosed,,"ithin the plan to form agallery. The
\vidth of the Alinda is half the \vidth of the Shala.S The \"aBara texts like
the SamaranBanaSutradhara (XXV), Rajarallabha (VI), Aparajita Prccha
(LXX), and Vishvakarma Prakasha (II), presentthe Prastara method of
deriving the further typesof houses.Prastara is a seriesof combinations
of Guru, a long syllable denotedby'S', and LaBhu, a short syllable
denotedby'!'. Thesesyllabic instantsareusedin composingChhandaor
metre, just as the gemsof ancient\yisdom \vhen strungin a metre take
the form of Shastra.6 Architecturally, a Guru denotesan enclosureand
definition of space by a solid \vall; a LaBhu denotesan Alinda or a
yerandah,and a gallery. LaBhu may also be interpretedas a reductionof
exposureof asideof the main spaceby the introductionof anAlinda, and
visually reducingthe weight.

A four-sided spaceenclosedby four ,,-aIls is denotedby four Guru
(SSSS),allocatedin the four cardinaldirectionsproceedingclock,,"isefrom
the Mukha or the face of the spacethat has the entrance.This type of
Ekashala is called Dhruvam. From the Prastara of four Guru is deriyed the
seriesof sixteentypesof Ekashala(Figure 47). Belo,," the first Guru from
the left is written aLaBhu. To the right of the LaBhu, the combinationof the
previousline is duplicated,and Guru are "Titten to its left. Thereforethe
next combinationis 'ISSS',\vhich meansthat at the entranceof this second
type of Ekashalais an Alinda or ayerandah\vith a slopingroof. This type is
called Dhanyam.Similarly, the third type of Ekashalacalledja)"am (SISS) is
derived from the secondtype by "Titing LaBhu belo,,' the first Guru that
occursfrom the left; to the right of the LaBhu, duplicatingthe spacesof the
previousline; and writing Guru to the left of LaBhu. As is indicatedby the
combinationof Guru and LaBhu, ja)"am has an Alinda to the left of the
entrance.This processis continuedtill a group consistingof all LaBhu is
derived. Thus, the Prastara of four Guru is - SSSS; ISSS; SISS; IISS; SSIS;
ISIS; SIIS; IllS; SSSI; ISSI; SISI; IISI; SSII; ISII; SIll; 1111 - representingthe
Dhruvam, Dhanyam,jayam, l\!anadam, Khara, Kantam, .lfanoramam,Samukham,
Durumukham, UBram or Krura, Ripudam or Paksha, rittadam or Dhanada,
?\lashaor Kshaya,Aakranda, Vipulam and rija.ya type of Ekashalarespectiyely.7

5 SamaransanaSutradharaXXIV. 2t-25.
6 Brihat Samhitaelv.t.
7 Rajarallabha VI.2-5; SamaransanaSlltradhara XXVIII.6 -8. Thc \'ariation occurring in thc names

girento the EkashaJain thcsetwo textsis giycn abo\'c,for cxamplcthc tcnth �t�~�"�p�c of Ekashala(lSSI)
i? Usram accordingto Rajara/labha, and Krura accordingto SamranaanaSurradhara. Uara mcans
fierce, and Krura mcanscruel, so both thesenamcsindicatea similar quality.
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SSSS ISSS IISS

1.Dhruvam 2.Dhanyam 3. Jayam 4. Nandam

SSIS ISIS illS

�~�~�~

l ' /, l'
5. Khara 6. Kantam 7. Manoramam 8. Samukham

�~
ISSI IIS1

i l'
9. Durmukham 10.Ugram 11. Ripudam 12. Vlttadam

�~

�~
ISU 1111 �~

�~
FIGURE 47 First set of

;'t,

sixteenEkashalahouses
/, /r

(Author) 13. Nasha 14. Aakranda 15. Vipulam 16. Vijaya

From the abovetypesis derivedanotherset of eight typesof Ekashala,
by addinga gallery (an Alinda enclosedwithin the main spacewith a flat
roof - called Shatdaru)on the face of the evennumberedin the first set,
that havea verandahat the Mukha. The secondset of Ekashala(Figure 48)
consistsof Ramyaderived from Dhanyam,Shridhara from Nandam; Modita
from Kantam; Vardhamana from Sumukham;Karala from U8ram; Sunabha
from Vittadam; Dhwankshafrom Aakranda; and Samriddhafrom Vijaya.8

If the first set (Dhruvam etc.) types of Ekashala houseshave a gallery
insteadof a verandah(Figure 49), then they are respectivelynamedas
Sundara, Varada, Bhadra, Pramuda, Vaimukha, Shiva, Sarvalabha, Vishala,

8 RajaralJabhaVI.6-7; SamaranoanaSutradharaXXVIII.I1-21.
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Vilaksha, Ashubha, Dhwaja, Addhyota, Bhishana, Saumya, Ajita and
Kulanandana.9

If the LaOhu in the first set representstwo galleries,then the additional
one, when placedat the Mukha in the east,becomesa verandah.Thus a
further sixteentypesare Hansa, Sulakshana,Saumya,Haya, Shravak,Uttama,
Ruchira, Santata,Kshema,Kshapaka,Uddvatta, Vrisha, Uchhrita, �~�a�y�a�, Ananda
and Sunanda,respectively.lo(Figure 50)

If the first set have an enclosedspacewithin the Shala called Aparvaka
(Figure 51), then the sixteentypesof Ekashalahousesare calledAlankrita,
Alankara, Ramana,Purna, Ishvara, Punya, Suoarbha,Kalasha, Duroata, Rikta,
Ipsita, Bhadraka, Vanchita, Dina, Vibhava and Kamadarespectively.11

If the first sethaveanAparvakaandagallery insteadof a verandah,(Figure
52) theyarecalledPrabhava,Bhavita, Rukma,Tilaka, Kridana, Saukhya,Yashoda,
Kumuda,Kala, Bhasura,Bhushana,Vasudhara,Dhanyanasha,Kupita, Vittavriddha,
and Kulasamriddharespectively.12If this setalsohasa verandahplacedon its
Mukha, (Figure 53) the sixteen types are Chudamani, Prabhada, Kshema,
Shekhara, Uchhita, Vishala, Bhutida, Hrishta, Virodha, Kalapasha, Niramaya,
Sushila, Raudra, Meoha, Manobhava,and Subhadrarespectively.13

A simpler methodfor deriving any particularPrastara, without writing
the entire series, is explained in Rajavallabha (VI.2). According to this
method,an odd numberrepresentsa Guru, andan evennumberrepresents
a LaOhu. For example, the eleventh Prastara of four instants (tabulated
above) can be obtainedby following these steps. Eleven being an odd
number,the first instantof the Prastara would be a Guru. One is addedto
the oddnumbereleven,andthe result, twelve, is dividedby two. The next
instantis a LaOhu, as the answeris an evennumber,six. This six is divided
by two, and, sincethe result is an odd number,three,the third instantis a
Guru. One is then addedto three, and the result is divided by two. The
answer being an even number, two, the fourth instant is a LaOhu.
Therefore,the eleventhPrastara of four instantsis 'SISI'.

Dvishala, Trishala and Chatushala, are classified in a similar way by
systematicallyincorporatingthe variableslike the changein orientationof
the Shala,andallocationof building featureslike theAlinda or verandahand
gallery, Mandapaor pavilion, and the Bhadra or portico.14

9 RajavallabhaVI.6-7; SamaranoanaSutradharaXXVII1.20-23.
10 Rajarallabha V1.8; SamaranBanaSutradharaXXVIII.24-28.
11 RajavallabhaVI. 10; SamaranBanaSutradharaXXVIII.27-30.
12 RajavallabhaVI. 11-12; SamaranBanaSutradharaXXVIII. 31-33.
13 RajavallabhaVI. 16; SamaranBanaSutradharaXXVIII.34-39.
14 RajavallabhaVI, VII; SamaranoanaSutradharaXXIV- XXVII. The English translationof the building

featureslike the Bhadraasaporticois aroughindication,not intendedto conjureimagesof western
prototypes.It is beyondthescopeof thepresentstudyto collateall thetypesof housesenumerated
in thetexts,andthefocushereis to understandonly thefundamentalmethodof classificationof the
housetypes.
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Although, ManasaraandMayamatado not employthe Prastaramethodfor
the classificationof housetypes,they too follow a systematicmethod,in the
proportion and inclusion of special features. According to Manasara
(XXXV), synonymouswith the Ekashalais the Dandakatype which could be
placedalongthe eastwith theentrancein thewest; alongthe southwith the
entrancein the north; alongthe westwith the entrancein the east;or along
the north with the entrancein the south.15 In the first type of Dandaka
house,the lengthandbreadthareequal.16 In the secondtype, thebreadthis
of onepartandthe lengthof two. If averandahis constructedin the front of
this type, it is calleda BhindaShala,andotherwise,it is calleda Pandi Shala.
In the third type, the breadthis of two partsand the lengthof threeparts.
The fourth type hasthe breadthof two parts,and the length of four parts
. . . andso on (seeTableXV). Eachof thesehasspecialfeaturesdescribed
in the text, like RanBaor a theatre-likecourtyard,Bhadra or portico, Karna
Harmya or corner towers, Mandapa or pavilion, and so on. Also described
are the relative proportionsof the specialfeatures.17 (Figure 54)

The primary considerationin the above classification of houseswith
numberedShala, is the organisationof features in plan. Manasara (XI)
classifieshouseswith one to twelve storeys. Here eachtype of storeyed
building is divided into a small, intermediateand large type, of a specified
lengthandbreadth.The heightfrom its plinth to the apexis derivedfrom
the breadthand is of five types- Sarvakamika,equal to breadth;Adbhuta,
twice the breadth;Jayada, one and three quarters times the breadth;
Shantika,oneandahalf timesthe breadth;andPaushtika,oneanda quarter

TABLE XV Proportionsof Dandakatype of housesaccording
to Manasara and Ma]amata

Dandaka

Type 1
Type 2
Type 3
Type 4
Type 5

Type 6
Type 7
Type 8

Breadth : Length
(Manasara XXV)

1:1

1:2
2:3

2:4
3:4
4:6
5:7
6:8

Breadth: Length
(MaJ'amataXXVI)

3:4
4:6

3:6

3:6

6:12

15 Manasara XXXV85-88.
16 Thoughthe translator,P.K.Acharya,suggeststhat "lengthas manyparts" meansthat the lengthis

"as one likes". SeeAcharyaP.K., Architectureof Manasara, Manasaraseries�I�~ pp378.
17 SeeManasara XXXV89-173.
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timesthe breadth.IS Tabulatedbelow (TableXVI) arethe dimensionsof the
typesof one-storeyedbuilding accordingto ,Hanasara(XI.6-23).

For the elevationof one-store)'edbuildings, the breadthof the small
type is subdividedfrom its centralaxis to the cornerinto one, two, three,
four, five, or six parts; the intermediatet)"pe into fi\'e, six, or seven
subdivisions; the large type into six, se\"en, or eight subdivisions.19

Similarly, either the height or the length is subdiddedinto se\'eralparts,
to designthe variousfeaturesof the ele\·ation.For example,the first type
of subdivisionof height for a one-store)"edbuilding is into eight parts.Of
theseeight parts, the plinth is one part; the height of the pillars is t\VO
parts; the entablatureis one part; the neck is one part; the Shikhara or
pinnacleis two parts;the heightof the Stupikaor small domeis onepart.10

18 Jfanasara XU 07-113, XXXv. 21·-25.
19 Jfanasara XVIII. 10- 14.
20 Jfanasara XIX.21-24.
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TABLE XVI Five typesof one storeyedbuildings. All dimensionsare in Hasta.'B' standsfor Breadth.

Small Type IntermediateType Large Type

No. Breadth Length Height Breadth Length Height Breadth Length Height

I 2 3 2B or 1B 4 5 1 3/4B 6 7 1/2B

II 4 5 6 7 8 9 or

III 6 7 8 9 10 11 1/4B

IV 8 9 10 11 12 13

V 10 11 12 13 14 15

The pillar or the column includes the Upapitha or the pedestal, the
Adisthanaor thebase,the Stambhaor the shaft,andthe Bodhikaor the crown.
The pedestalmaybe includedin thebase.For example,for the small type of
buildings, the height of the baseinclusive of the pedestalheight is divided
into four parts,of which the pedestalmaybe one, two, three,or all the four
parts;andall the four partsmay form the base.21 Of the entireheightof the
column, in general,the pedestalis onepart; the baseis onepart; the shaftis
two parts; the crown is one part.22 The basicunits of base,pedestal,shaft
and crown, are further subdividedto carve out the variousmouldingsand
ornamentalfeaturesdescribedin detail in the text.23

The variety of these features is so immensethat the possibility of a
combinationof theseelementsto arrive at one particulardesignsolution
would dependon the individual discretionof the designerworking within
the parametersof Vastu Vidya and its text. Therefore, any graphic
translationof a Vastu Vidya text, like the Manasara,would needto exercise
that discretion.24 Figures 55 and 56 show two graphically different
representationsof the Manasara'sdescriptionof the smallesttype of asingle
storey building.

Each text presentsits own variety of building features strung in a
patternof numbersthat could be memorised.All texts, however,do not
elaborateon the samevariety of building elements.Each text makesits
own special contribution, and may make only a passingreferenceto an
aspectof Vastu Vidya, which forms the main subjectof yet anothertext. For
example, Rajavallabha, unlike Manasara, presentsa simple rule for the
division of height. The height of the houseis divided into nine parts, of

21 Manasara XIII. 8· 10.
22 Manasara XV.11 ff.
23 Manasara XIII- XVI.
24 See Acharya, Architectureoj Manasara: Illustrations oj Architectural and Sculptural Objects, Manasara

SeriesV, Oriental Books Reprint Corporation,Delhi, 1980 (II edn.). For examplecomparethe
description of the smallest type of one-storeyedbuilding (Manasara XIX.20-47) to its
correspondingillustration in the Manasara SeriesV (SheetNo.LII).
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which the Kumbhi or the baseis onepart; the Stambhaor the columnis five
andaquarterparts;Bharana,the fillet neckis three-quartersof apart; Shira
or the crown is three-quartersof a part; Patta or the entablatureis oneand
a quarterpart; and]ayantika or the corniceis half a part.2S Rajavallabha(X)
especiallydescribesthe methodof geometricconstructionof variousshapes
such as pentagonand hexagon, and the construction of hexagon and
heptagonwithin acircle, usedin carvingmotifs. This couldbeattributedto
the specialexpertiseof its author, who was a Sutradhara.

Rasaand Decoration

Thedecorationof the interior of the houseis designedto evokethe suitable
Rasaor emotion.The nine Rasaare the Shrinearaor erotic and decorative,
Hasya or comic, Karuna or pathetic, Vira or heroic, Roudra or fierce,
Bhayanakaor scary,Bibhatsaor loathsome,Adbhutaor strange,andShantaor
tranquil. The decorativeelementsutilised in the housemust depict the
Shrineara, Hasya and the ShantaRasa (Table XVII). 26

TABLE XVII Rasa

Rasa Type of Emotion Key description AssociatedColour

Shrinoam Seductive,decorative Beauty, nicety of form, dress, Shyamaor blue-
ornament black

Hasya Comic, laugh-exciting dwarf-like, deformed, White
hunch-backed

Karuna Pathetic Pity in sale, separation, Grey
abandonment,sorrow

Roudra Furious Harshness,anger, Red
slaughter

Vim Heroic Prowess,firm determination, Yellowish-White
nobility

Bhayanaka Fearful Wicked, mad vindictiveness, Black
bent on killing

Adbhuta Amazing slight horripilation, awe Yellow
inspiring

Bibhatsa Repulsive, Loathsome sceneof execution, Blue
cremationground

Sahnta Peaceful Benign, meditativeascetic not mentioned

people

25 RajavallabhaIX.11. Also seethe illustration by the commentatoron page1S.
26 VishnudharmottaramXLIII. 1-39; Samaran8anaSutradharaXXXIV 11--12; Natya ShastraVI.42-43 as in

Kramrisch, The Vishnudharmottaram(Part III): A Treatiseon Indian Paintin8, CalcuttaUniversity Press,
1924pI7.
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SamaranBanaSutradhara (XXXIV) lists the suitable and the unsuitable
objectsfor the decorationof houses.For example,the unsuitableobjects
are thosewhich depict battle scenes,destructionof housesand forestsby
fire, starvation,disease,pain, broken and burnt trees, trees,yherespirits
reside, thorny and bitter trees,carniyorousanimals,animals,yhich reside
on mountainsand in forests, and nocturnal birds. Some of the suitable
objectsare thosewhich depict playful young men and ,yomen; large and
tall treesladenwith fruits andflo,Yers in gardens;leayesandcreepersladen
and bent with the weight of fruits and flo,yers; treasure,gems, heapsof
je\vels, and Lakshmi, the goddessof abundance.

ConceptofAlignD1.ent

The mutual alignmentof the building elementslike 'Yindo,Ys, doors and
columnsis conditionedby the conceptof Vedhaor obstruction.A craftsman
from Rajasthanexplains the conceptas a thelne of questionand ans,Yer,
where openingsof doors and ,vindo,Ys posea question,ans,Yeredby the
elementplaceddirectly opposite.Therefore,a door, for example,,,'ould
be 'answered'by anotheraxially aligned door, 'Yindo,Y, or a niche. Vedha
occurs if the alignment is disturbed, and it must be ayoided.27 It is
inauspiciousaccordingto Rajarallabha (V. 28), if a door is obstructedby a
tree, water sluice, corner, column, ,yell, road, temple, or a nail.28 The
obstructions do not apply if the distance bet,Yeen the door and the
obstructionis twice the height of the house.29

Conceptof 'Defects'

The canonsof the Shastraor the text form the foundationof kno,Yledge,
and the basisof Manana or the reflection on their meaning.The reflected
meaningis then put into practice.30 The practitioneris a mediumthrough
whom the perceived conceptual construct of the canons assume a
correspondingform, \vhich is unique as ,yell as in continuity ,yith its
tradition.31 Accounting for the possibility of deyiation from the strict
prescriptionsduring the creatiye process, the texts ,yarn of the "eyil
consequencesto the king, the kingdom, and the master,if therehappento

27 Basedon field study in Rajasthan.
28 Also in Brihat SamhitaLIII.76; Samaran8anaSucradharaXVI. 11-23.
29 Rajarallabha V28; Brihat SamhitaLIII.76.
30 Radhakrishnan,The Principal Upanishads,p197.
31 Baumercd., Rupa Pratirupa, Delhi, 1982 p28.
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be anything larger or smallerwith regardto any part of the buildings".32

The defectscollatedby the texts undera separatetopic, apartfrom those
mentionedwithin eachof their chapters,also indicatethe specialemphasis
their authorswish to present.For example,one of the distinctive features
of Manasarais the elaboratediscussionof the dimensionsof buildingsandits
componentparts. The chapterentitled 'Defective Construction'lists the
building parts discussedin its previous chaptersand warns of various
calamitiesif the partsare madegreateror lesserthanthe prescribedsize.33

Highlighting defectsin generalalso indicatesthat the prescriptionslaid out
are not always consistentlyfollowed and are subjectto the discretionthe
designermay exercise.Manasara advisesthe exerciseof discretion to be
within the parametersof the Shastra,and not arbitrary.34

The chapter on 'Rectification of Defects in Houses' in Samaranaana
Sutradhara(XXXVIII) is a collationof the 'unsuitable'aspectsdiscussedin its
precedingchapters.The author of the text feels it is more appropriateto
presentall the defects related to houses,collectively. For example, the
unsuitabledeclivity of land, Marma Dosha,andDoors,aresomeof the topics
discussedhere.35 SamaranaanaSutradhara (XXXVI) especiallydiscussesthe
implicationsof breakageof variousbuilding parts.The occurrenceof cracks
and damageis to be observedover a period of one year in a newly built
house,after which it may be overlooked.36 For example,in a newly built
house,dilapidation of the building causesdestructionof the house-holder
through the trust bestowedby him on the subordinatesand servants;
dilapidationof the centreof the Vastu or built area,harmsthe elderly of the
family; of stairs causesdestruction of servants,cows and gold; of the
gatewayheraldsdestructionof the house-holderin thirteen days; of the
pillar of the Shala causesdestructionof the house-holder'swife; of the
crown of the pillar causesassassinationof the house-holder.37

The entry of a pigeon in an old or a new house, or a house under
construction,is consideredhighly inauspicious.Pigeonsare classifiedas four
types- white pigeons;pigeonswith variegatedneck; variegated;and black
or dark coloured. Entry of a white pigeon in a building destroysfame,
knowledge,wealth and good deeds,and increasesdisease,and suffering of
children; of a pigeonwith a variegatedneckheraldsdestructionof women;
of a variegatedpigeonheraldsdestructionof sons;of a black pigeonis most

32 iWanasaraLXIX.l··· 2.
33 Manasara LXIX.
34 Manasara LXIX.66-68.
35 SamaranganaSutradharaXXXVIII. Thesetopicshavcalrcadybecndiscussedin thc prcviouschapters

in the presentstudy. Sec ChapterV. Site Considerationsfor Declivity of Land; ChapterIII. lastu
Purusha Mandala and ChapterIV: Orientationfor Marma Dosha and Doors.

36 Samaran8anaSutradharaXXXVI.25-26.
37 For the entire list sce Samaran8anaSutradharaXXXVI.26-S0
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inauspiciousand heraldsdestruction,diseaseand adversity.38'rhe ritual to
avert the calamities that follow the entry of a pigeon entails a sacrificial
ceremonyof the pigeon cut in eight hundredpieces.39 Entry of a yulture,
owl, donkey,eagle,deer,pig, lion, monkeyandso on is also inauspicious.4o

A new construction is beneficial to human beings if it is pleasant,
fragrant, a visual delight, and full of life even ,,-hen Yacant. A ne,,,,
construction is calamitous if it seems rough or lifeless despite being
inhabited.41 The housethat vibratesor makesa clatteringsoundindicates
destructionof wealth.42 At an auspiciousmoment,a ceremonyfor entering
into the house is performed. During the ceremony,,vhich includes the
ritual worship of the Vastu Purusha Mandala, portents are obseryedand
prescriptionsare followed to increaseauspiciousnessand ayert calamity.43

Contetnporary Definitions

Traditional Indian architecturehasdisturbedthe conscienceof the modern
architect in India, ever since the hirth of his profession in the early
twentieth century.44 Here is an architect educatedin Western design
principles, far removed from the traditional model, yet expectedto be
'Indian' - in continuity of the tradition of his country. He is not the
modern Indian architect, but the modern architect in India. The
independenceof India sa\'\' a clear di,'ision of the group of influential
modern architectsinto two factions. This obseryation,,-as yoiced in the
first seminar on architecturein IndependentIndia in 1959, ,vhere the
participantsrepresented"the best talent amongstthe professionalsof the
nation".45 While one group "adyocatedthe useof traditional form, shape,
in fact everythingtraditional,vith total disregardto its suitability. . .. The
secondgroup, extremely reyolutionary in spirit, probably becauseof the
intenserevolutionary atmosphereof the pre-independenceera, ,,·ants to
break away from all traditions."46 What united both groups ,vas their

38 SamaranBanaSutradharaXXXVII. 19·_·24.
39 Ibid. XXXVII.25-35. Pigeonsarc considereda menacee\"l'n today in Rajasthan.It was obseryed

during the field studythat they areoften found trappedin buildingswithout sun-shadeswhich they
normally useas arestingplace.This is obserYl'dto be more frequentin modernbuildings,thanin
the traditional typeswhich normally han'a sun shadeaboyeopenings.

40 Rajarallabha X.19; SarnaranBanaSutradharaXXXIX.8-24.
41 SamaranBanaSutradharaXXXVI. 5-8.
42 Rajarallabha X.19.
43 For details sec SamaranBanaSutradhara XXXIX; Rajarallabha X, XI.27 -32; .J/anasara XXXVII;

J'ishrakarmaPrakashaX, XI, XII.
44 SeeChaptcrI. ArchitecturalTeam.
45 Kanyinde,OpeningRcmarksby the Conycnor,Seminaron �.�~�r�c�h�;�t�e�e�t�u�r�e�, .Harch 1959,Delhi, 1959p12.
46 Pradhan,ArchitecturalEducation,Seminaron �.�~�r�c�h�i�t�e�e�t�u�r�e •.J/arch 1959, Lalit Kala .-\kademi,Delhi,

1959 p133.
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an inferiority complex and vve again try to recreatethose glorious

structureswhich had madeIndia reno\vned. . . . Theseimitations of

the expression,or the ornamentsandmotifs of the old buildings, ,,,hen

they are taggedon to modern buildings ,vhich are made of modern

materials and construction techniques,and for an entirely different

purpose,result in a heterogeneouscompositionand in sheermockery.

Little do people realise, "rho through misguided senseof patriotism
strive to createtraditional buildings, the dangersof such a step."49

"An architectwho has a conscienceof his own \vill not do a "Tong

thing even if it is likely to be praisedby lay-public. As a creatiye

\vorker he has to satisfy himself as to ,"'hat he is doing is right, and

discard what is wrong. When he asks his o"'n consciencesuch

questionsas to whetherhe shouldmakeindiscriminateuseof domes,

chatries,minarets,brackets,etc., the ans\vcr is no."50

The vehementcriticism against the use of risual imagery that recalls
traditional forms was backedby an euphoricsanctionfor the unrestrained
use of modern technology and building methods. The architects no,,,
lookedup to the new mastersof architecture,Le Corbusierandlater Louis
Kahn, the benchmarksin the history of this fairly ne,Y profession.The
architectwas at last free from the burdenof Indian tradition, and"ras no,,·
borrowing from the West. The indiscriminateuse of Chhatris, jaalis and
domes was replacedby the indiscriminate use of the louYer, the brise
soleil, patios, pools, and convective cooling,51 ne,,· technology and
materials.

"The louver which is an effective methodof sun protectionis being

so indiscriminatelyused by some, that it is not only inefficient but

hasceasedto be a sun protectiondeviceand hasbecomethe fashion

of the day. The useof louvers is considereda style and is considered

by someas the meansof expressionof the modernbuilding. This is as

bad, if not worse, as copying some of the old ornamentson our
buildings."52

"Technicaleducationin India is still not adyancedenoughto dispense

,vith further training abroad,so that manyof us comebackfrom our

49 Bharadwaj,Architectural Expression,Seminaron JrchitecWre,March 19,9, Delhi pp53-54.
50 Pradhan,Formulationof National Policy (with special referenceto :\rchitectural Expression),

Seminaron Architecture, March /9j 9, Delhi p69.
51 Ghadiali, Effect of Climateon ArchitecturalExpression,Seminaron �.�~�r�c�h�i�t�e�c�w�r�e�, March 1959p153.
52 Bharadwaj,Architectural Expression,Seminaron Jrchitecwre, .Harch /959 p60.
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foreign studieswith our headsfilled and our imaginationsfired by all

the architectural innovations that we have seen and studied, and

which, naturally enough,we are eagerto introducehere. Moreover,

we are constantly seeing foreign technical journals, which further

influence us to adopt foreign architecturalforms. But these forms

have been evolved under conditions radically different from those

underwhich we have to work. If you cannotget pre-fabricatedor a

certain type of fittings, it is no use copying building forms basedon

the use of theseprefabricatedparts or fittings. That is as false and
artificial as sticking on domesand arches."53

Therewas anotherproblemwith the buildings that did not look Indian
or were in a so called 'InternationalStyle' - they had little international
appeal.The architect'sexcitementaboutnew technologyandmaterialswas
not sharedwith the sameenthusiasmby his Westerncounterparts,who
searchedfor the Indian-nessin his designs,as an architectdescribed:

"I had occasionto meet someforeign architectsand to show them

round some of the works being done over here. And I was

particularlycuriousto find out as to what was their reactionaboutit.

At that time I came to realise one thing, that foreign architects

coming to India would not want to come to India (and) find there

pallid copies of the most advancedor individualistic contemporary

work in their own countries. What they look forward to seeingis

how an Indian architectis interpretingsimilar requirementsin terms
of his own national and even local conditions. Leaving aside any

argumentsover the prosandconsof nationalexpressionin the broad

field of humanrelationships,it is an undeniabletruth that part of the
interestof life lies in the retentionof the nationalcharacteristics;and

it is an assetto any country to developan architecturebasedon the

richnessof its life as conditionedby geography,climate, history and
ideals."54

"SometimesI think it is very lucky for us that we are living in India.

It permitsus to feel very virtuous, defendingour work in the name

of Gropius, Corbusier,etc. If we were to build thesesamebuildings

in the middle of - say- New York or Milan or Tokyo, I wonderwho
would defendthem."55

53 Jhabvala,A PIca for Freedom,Seminaron Architecture,March 1959 p46.
54 Pradhan,Formulation of National Policy (with special referenceto Architectural Expression),

Seminaron Architecture,March, 1959p66.
55 Correa,ArchitecturalExpression,Seminaron Architecture,March 1959 p48.
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The architect felt frustrated as the appeal in the Indian architectural
scenariowaseitherdue to the vrealthof traditionalbuildings, or due to the
projectsdesignedin India by foreign architectslike Le Corbusier.His ,york
�\�\�~�o�u�l�d be labelled as pasticheif he ,vere to incorporateeither traditional
Indian elementsinto the building to project Indian-ness,or the modern
solutionslike thoseincorporatedby Le Corbusierto projectmodernity. A
pat on his back by the West \vas important to him as after all it ,vas the
programmeof architectureof the Modern movementformulated by the
West he \\Tas trained in, and ,vas implementing. Since the Modern
programmewas as foreign to him as the traditional Indian programmeof
architecture or VQstu VidJQ, the built representationsof these t,vo
programmeswere taken as fixed expressionsof modernity and tradition.
The difficulty wasandstill is, to a large extent, ,,-ith defendingthe design:

"The architectin India is ycry fortunate in hayinga treasureof some

of the most refined examplesof architecturethrough the ages to

inspire him. Thesebeautiful buildings eyen today continueto attract

thousandsof visitors and tourists from abroad.It is a matterof great

disappointmentand someembarrassmentthat ,ye hayc producedfe,,"

buildings in more recentyearsto compare,yith proud recordof our

ancestors,while we hayc the addedadyantageof nc,Y materialsand

techniquesat hand today.
It is a matter of further embarrassmentthat a fe,Y recent

contributions of intcrnational bracket buildings are the ,yorks of

overseasarchitects,who hayebeenable to appreciateour climateand

tradition and be inspired by some of our best sho,Y pieces of

architecture of bygone days ,yithout stealing and sticking their
facadesand other featuresto their buildings of today."56

Clearly, the fierce criticism againstborro,vingbuilding featuresmeantthat a
ne\v way had to be devisedto project Indian-ness.One of the ,vaysinYoh-es
studying the traditional built forms using the Modern tools of architectural
appreciation,and applicationof the outcomeof the study to a ne,v design.
The traditionalbuilt form is studiedby architectsin India in termsof space,
distributionof building mass,colour, rhythm and so on, and then translated
in modern structures - or so their concepts explain. This design
methodologywas initiated in 1959, as expressedin the follo,ving:

"The creativeresearch"vill also reyealthat the architectureof the past

had a very interestingand romantic skyline due to the presenceof

56 Chhibber,Architect and Society, Seminaron Architecture,March 1959 pp83-84.
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shikhara, domes, chatries, etc. Even if we may not desire to make

indiscriminate use of these elements, we can always try to make

interesting skyline without rigidly arriving at straight skyline
commonly seenin most of the contemporarywork. Such a thing is

possibledue to the adventof shell concreteand folded slab. It is a fact

that early modernwork was stark and severe.But with the progress

of technologyandacquaintancewith new materialsof construction,it

is also possible to achieve that warmth of feeling and richnessby

meansof texturesand elementsof castinginterestingshado\t\rs."57

"Visual grammar is a very important root of architectureand it

cannot have its existence\\trithout it. It is this considerationwhich

makes modern art universal in characteras it is basedon human

values. This grammar of art is accepted and understoodby all

countriesof the world and hasfound a basison which the expression

of architectureof the world countriesare shapingthrougha common

languageof vision. Our country cannot, therefore,be indifferent to

this science.

Study of visual grammar is an integral part of present-day

architecturalstudy in the world today. It is with this study that we

can masterart of our times. It is with this knowledgewe can create

liveable environmentfulfilling the physical as well as psychological
demandsof community."s8

Nearly thirty yearslater, the architectsmonotonouslyreiteratethat "It
is time for us to realisethat we are in a professionwhich hasa wealth of
rich tradition in the country.The buildingscreatedby professionalsof gone
by erashave stood the test of time and are acclaimedthe world over."S9

However, the 'Indian' amongst them continued to experimenton the
guidelines expressed in 1959. Raj Rewal studied the traditional
architectureof Rajasthanto understandthe 'texture' of the city created
by the 'solidsandvoids' - the clustersof housesin Mohallasof north India;
movement pattern in narrow shadedstreets in Jaisalmer; closely knit
courtyards and terraceson several levels in the palacesat Datia and
Orchha;gatewaysas punctuationmarksin the urbanform, and as bridges
acrosspathwayslinking houses.6o This 'kit of parts', cleansed,as it were,

57 Pradhan,Formulation of National Policy (with special referenceto Architectural Expression),
Seminaron Architecture,March 1959 p70.

58 Kanvinde, Effect of Visual Art on Architecture,Seminaron Architecture,March 1959 p172.
59 MahendraRaj, ProfessionalGoals,Rdfeetions:The Indian InstituteofArchitects,National Convention,

1987, Ahmedabadp49.
60 Raj Rewalon Evolution& Metamorphosis,in the monographon Raj Rewa]by Taylor, London, 1992

pp26-33.
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with rationality, reverberatesin his designs(Figure 58), making it very
clear that in noneof the works describedby him "hastherebeenany effort
to embellish the designswith false 'oriental' arches,domesor carvings.
The inspiration from the past is reinterpreted in terms of rational
structures, modern techniques and new building materials, to meet

FIGURE 58 Comparingthe
built form of old and new
(Taylor/Rewal,1991)
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practical needs."61 The argument of the redundancy of traditional
architecturein the contemporarycontext is one of the favourite of the
modern architect in India. His judgementis basedon strict functional
parametersthat rendertraditionalembellishmentobsolete.But at the same
time his use of traditional spaceslike courtyards, the concept of the
Mohalla, traditional treatmentsof facades, and indeed his assertionof
Indian-ness,are all basedon reasonsthat go beyondjust practicality.

However, Indian-nesstoday is tuckedaway in the conceptof the design
that explains the use of a 'superior' methodologyof transformationof
traditionalfeatures,asopposedto the muchmalignedtransferof traditional
features.The expressionof Indian-nesshas shifted from the visual to the
conceptualarena62 following the concernwith pastiche.63 Indian-nesscan
be read into the designswith the help of its written conceptwhere the
architectduly narratesthe ingredientsthat makehis designIndian and yet
Modern.

In the process of Indianisation, the modern architects are able to
completely by-passfamiliarisation with the corpus of Vastu Vidya and its
traditional practitioners.They draw upon the built representationsof an
architectural programme that is different from the Modern building
programme, often overlooking that the Modern interpretation of the
traditional built form as a composition of solids and voids, movement
patterns,and the play of light and shadewere not the primary concernsof
its designers,but their own perception.The overwhelmingresponsethat
the traditionalbuilt form evokesis partly due to the craftsmanshipand the
skill it employs.The differencein the fundamentaltraining that createsa
communicationgap between the modern architect and the traditional
craftsman,and dictates the difference in the perceptionof built form,
keepsthem apart.A traditional craftsmanandarchitectuseshis skill in the
ambienceof a setof completelydifferentbuilding principles,of Vastu Vidya,
which the Modern architectis not familiar with.

Raj Rewalhopesthat the traditional Indian aesthetictheoryof "Rasaand
rationalism fused togetherwithin a holistic order have great promisefor
solving the problem of building for a pluralistic society which remains
linked to its heritage",64 but whetherthe subjectivity in Modernaesthetics
can find a common ground with the theory of Rasa is debatable.For
instance,the use of a red colour on the interior decorationof ,valls of a
housemay be fashionablefor the moderndesigner,but for a traditional

61 Ibid. p33.
62 Also sec ChapterIII. Vastu PurushaMandala.
63 See in particular the discussionon Architectureand Anxiety: the Problemof Pastichein Recent

Indian Design by G.H.R. Tillotson, SouthAsia Research,VoI.1S, No.1, Spring 1995.
64 Raj Rewal in Taylor, Raj RewaI, London, 1992 p34.
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craftsman it is the colour of the malefic planet Mars and eyokes the
emotionof Roudraor fury; a toilet clad \yith expensiyeblackgranitemay be
desirablefor some,while traditionally it is the colour of the malefic planet
Saturnandevokesthe emotionof Bibhatsaor repulsion;a pieceof Modern
art by a famous artist, albeit depicting aggression,may be a proud
possessionof a householdertoday, but inauspicious to the traditional
practitioner. The fusion of Rasa �~�~�i�t�h rationalism is an almost impossible
task of imposing a Modern rationale on a traditional principle that is
evolved with a different rationaleof its �o�~�r�n�. For example,the emotions
evoked such as the "serenity of the Padmanabhapuramtemple complex,
the lyrical romanticismof the Taj Mahal andthe vigour of theJantarMantar
observatory"65are thoseof the Modernobseryer�~�'�i�t�h an empathyto,,'ards
Indian monuments,and may not haye been consciouslysought by the
designersof thesebuildings.

The useof colour for the 'Indian' architectis todavone of the meansto
link his designto tradition, not in the ,,'ay the �t�r�a�d�i�t�i�o�~ prescribes,but ho\y
he perceivesthe use. Explaining the use of colour in the design for the
departmentof ComputerScienceand Engineering(Bombay, 1994), the
architectSen Kapadiasuggests,that a building

"musthavea senseof colour, a senseof joy andsuchothersentiments,

",,'hich cannotbe quantified in architecture.We hayeour o,Yn notions

of colour, with a belief that a suddensplashsome"'here,enliyensthe

place. You can'tgaugethis in rational terms . . .. So then, ho,Y does

onego aboutbeingrational on one side and irrational (or creatiye)on

the other? The building must attempt to be functional as ,yell as

colourful. Lessonsfrom the colours of Rajasthaniminiature paintings

and the architecture of antiquity are to be deplo)'cd here. The

sunbathedcentralcore is to be accentuatedhere,yith Jaisalmeryello,Y,

Srinathji black, Krishna blue, Udaipur ,,,,hite and Earth red."66

The 'Indian' architectshave been trying to identify an unidentifiable
element in traditional designsthat the contemporarydesignslack, even
though they may be functionally efficient. It is unidentifiable becauseof
their assumptionof a duality of architectural form that constitutesthe
realmsof the materialand spiritual; yisibilia and inyisibilia.67 Doshi notices
that rituals play a vital role in the generationof supremearchitectural
experiencesthat activatethe humanpsyche:

65 Ibid.
66 SenKapadiain Kiran Keswani,Focusingon Philosophy,InJian �.�~�r�c�h�i�t�e�c�c &..BuiJJer, \O\'ember,1994

pIS.
67 Discussedin detail in Chapter1. Architectural team.
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"At the domestic level, porchesand balconiesbecamethe outward

physicalexpressionof the family and its contactwith the community.

The open court within the dwelling acted as the communication

centrefor the family. The court in a houseandthe centralopenspace

in an urban structure arc, according to ancient Indian tenets of

planning,presidedover by Lord Brahman,the supremecreatorof the

Brahmand,the Universe.Being opento sky, thesespacesinfuse in the

individuals and the communitythe consciousnessof the universeand

nature. They also bring the occupantsinto daily contact with the

supernaturali.e., the mythical as well as natural-climaticelements

and a senseof humility.

The belief that the psychic experiencein architectureis central

and that physical and intellectual experiencesare to be developed

aroundthem is what fascinatesme, and my recentwork is basedon

this important realisation."68

He follows this with a descriptionof his recentprojectsand of his design
of the Gandhi Labour Institute at Ahmedabad(1979) and explains that
"In order to generatea designcomprehendingthe functional, symbolic,
andnotional levels, I havereferredto andadoptedthe modelsof a temple
at Vatdal, an inner court from of a large Haveli from Jaisalmerand a
typical village square. To accentuatethe meaning of these images, I
employeda seriesof thresholdsand linkagesof variedscales."69Surely,an
essentialpart of the role of rituals in the 'psychicexperiences'lies in the
participationand enactmentof the rituals. A central courtyarddoesnot
becomethe Brahmasthanasimply by calling it that, andneitherdo its users
come in contactwith the 'supernatural'simply becausethe "small pool
locatedin the centralcourt capturesfor the observerthe sun,moon, and
sky reflectedin it."7o 'Indian' architectsare not the only architectsin the
world who use architecturalelementslike a central courtyardand small
pools. Theseelementsowe their Indian-nessin contemporarydesignto
their descriptionin the 'concept'or designstatement,which reflectsthe
mind of the designer.

This processof adoptinga traditional conceptminus its traditional use
and meaning,is articulatedby CharlesCorreaas a 'reinventionof myth'.71
True, it is a 'reinvention'becausethe imagerythat surroundsa traditional
conceptis usedwithout following the restrictionof the prescriptionsthat

68 Doshi, BetweenNotion andReality, The Indian InstituteifArchitectsNational Conl'ention,Ahmedabad,
1987p34.

69 Ibid. p40.
70 Ibid.
71 Cruikshank, Variations and Traditions, The Architectural �R�e�~�'�i�e�w�, August 1987 pS7. Also see

Chapter.III Vastu PurushaMandala.
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dictate where and how it must be used; and also true is that a traditional
conceptis a 'myth' for the 'Indian' architectdue to his remotenessas a
participant and a practitioner of traditional building principles. The
traditional conceptsof architecture to the 'Indian' architect read as a
"reservoirof mythic images" from \vhich he may pick and mix \vhateyer
imageshe likes, and use them in \vhateyer\vav he likes. To forestall anv

) .I

criticism thatmayhighlight this as useof symbols\\Tithout an understanding
of their inherentarchitecturalmeaning, the architect \vould explain that
"architecturemust be generatedfrom the traniformation of those images,
that is by expressingane\vthe mythic beliefs that underliethe images."72If
the significance and function of a traditional concept and \vhat they
architecturallystandfor is completelytransformed,\\?hetherthey can still
be referred to by the same name in the description of his concept is
debatable.73 Maybe the debateis not eyennecessary,as frankl)' the choice
of epithetsmakeslittle difference to the usersof a central open space
whetherit is calledShunya,Bindu, or the seatof Brahma. It is doubtful if the
Indian user, unlike the 'Indian' architect, \yould feel a suddengush of
Indian-nesseven when he is told that the courtyard he is standingin is
Shunya,the absolutevoid and Bindu, or the sourceof all energy.

The tradition that the 'Indian' architectsare pursuingis a follo\v-up of
the tradition of the Modern moyement introduced into India by Le

.I

Corbusierand Louis Kahn - \yherethe designis almostentirely subjectiye,
and so are their referencesto the Indian built form. What the architect
designs,how (if at all) he Indianiseshis design,and ho\\? he interpretsthe
tradition of Indian architecture,restentirely on him. Thesearesomeof the
perksof the Modernmoyement\yhich obviouslyany architectin India \\?ho
knowslittle aboutthe traditionalbuilding methods\yould like to safegaurd.
Indian-nessis addedto the Modern moyementby Post-Modernarchitects
in India, a trend separatefrom that of architects \vaking up to the
indigenousarchitecturalkno\yledge:

"Architects of the Internationalstyle, at the culmination of modern

architecture,felt that it ,,"as enoughto makea generalisedbox: eyen

Mies at times, worked that ,,'ay. You go inside the Seagrambuilding

and nothing happensyisually. It is a glassblock, in ,,-hich they chop

off certain areas to make rooms. Nothing happening, no e,'ent

whatsoever.This is ,'vhat the Post-Modernarchitects,the reasonable

good Neo-Modernarchitectsresoh-ed.One cannotmake a building

72 CharlesCorrea,The Public, the Priyateandthe Sacred,Jrchilecwre+ Design,Sept- Oct 1991 p95.
73 See for example,the referenceof Vastu PurushaMandala made by some 'Indian' architectsin

ChapterIII.
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which has all functional requirementsput into a box - it must be
flexible, with generousspaceto accommodatevariable cvents."74

The modernarchitectfor the first time in the history of his profession,
feels the absolutecontrol over the designprocessslipping from his grip. To
his astonishment,the clients assertthe advice of a Vastu consultantwho
following adifferentsetof parameters,tells the architectwhata 'good'and
'bad' architecturalplanning is. The Vastu consultantsare not particular
aboutdesignideologies,but whena fragmentof Vastu Vidya is injectedinto
the overall modern methodology of design, it not only disturbs the
architecturaldesignprocess,it underminesthe applicationof the principles
of Vastu Vidya. Clearly, the elementof architecturaldesignis not separate
from the corpusof Vastu Vidya. However, the Vastu consultantshavebeen
able to disengagethe issueof architecturaldesignfrom the applicationof
Vastu Vidya - as one leadingconsultantexplains:

"Whereasarchitecturedeals with the internal comfort and external

beauty, civil engineeringdealswith the structural stability but Vaastu

provideswith the knowledgeof the principlesto be adoptedin building
a houseso as to make the native happy, healthy and prospcrous."7S

If the prescriptionsof the modernVastuconsultantsaretakenas imperative,
it is possible today to build a house that is functionally inefficient,
aestheticallydispleasing,structurally impaired, economicallydemanding,
and yet possessall the ingredientsnecessaryfor happiness,health and
prosperity.The prescriptionsof the Vastu consultantsare incompleteas an
architectural programme, and lean on popular images of another
programmeto derive the overall built form (Figure 59). And because
their concernwith architecturaldesignis minimal, they are able to profess
and apply a small part of Vastu Vidya to an 'auspiciousmaximum', leaving
the rest unaddressed.

The projection of Vastu Vidya as a religious tradition rather than an
architectural methodology, makes the task of contemporaryapplication
difficult. Communitiesof different religious beliefs like the Buddhists,lains,
HindusandMuslims76 haveadaptedtheprescriptionsof Vastu Vidya according
to their needs,revealingits strengthin beingcontinuousto the present.Its
projection as a 'Hindu' tradition today, gives it an orthodox ring that

74 Sen Kapadia in Keswani, Focusing on Philosophy, Indian Architect 8t. Builder, No\'cmbcr 1994
pp21,23.

75 B.N.Reddy,A Glimpsel!f Practical Vaastu, Virgo Publications,Hydcrabad,1995 (VI cdn.) p93.
76 For cxample,Manasara(L'I, LVI) describesthe methodof constructionof Jainand Buddhistimages,

and Muslims e\'cn today in Benaresuse the dictatesof Vastu Vidya.
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resounds in the claustrophobicenvironment of research and practice.
Incorporating theprinciples of Vastu Vidya as advocatedby its popular
consultantsis likened to being on a moral high ground, religious and
righteous.Some Vastu consultantsproject themselvesas the 'do-gooders'of
society,upholdersof tradition, taking uponthemselvesthe onusof uplifting
humanity. They hold responsible 'Western materialism', the invasion of
scienceand technology,economicopportunity, 'massmedia', and Western
life-stylesandvalues,for the erosionof beliefin traditionalsystems,yet their
own life-style and way of working is not outsidethe influence of so called
materialistic approachesand opportunism. They often lean on modern
scientific proofs to reveal the scientific validity of the prescriptions;quote
appreciationby 'Western'authorsto elevateits status;while maintainingthat
the principlesof 'Vastu' are known only to a blessedfew, chargeexorbitant
fees that makestheir advice reveredas almost the words of God; and yet,
interestinglyenough,do not promotetraditional architectureand building
methods- aswhenit comesto architecturaldesigntheir schemesseemto be
the resultof ill-digestedmodernarchitecture.Given below arequotesfrom
some of the popular Vastu consultants,not with a view to criticise these
practitioners,but to understandthe contemporarypractice.

"The principles of Vaastuare known to the blessedfew only and an

endeavouris madehere to help the commonman glimpse into the
ancient Shastra . . . . Few Sanskrit slokas from ancient texts are

given in coming pageswith its meaningin English which reveal the
secretsof Vaastufor the benefit of mankind.""

"Justas man had migratedfrom a mysteriousworld to a mechanical
world, Vaasthu had also diverted its attention from artistic
architectureand gorgeousconstruction, to all comfortable abode
of the common man. Modern Vaasthu is the synthesisof oriental

values and modern conceptswith the ultimate aim of promoting
humanwelfare and universalpeace.As an author of this book, it is

earnestdesireand ardentlonging that the scienceof Vaasthushould

gain internationalrecognitionas a meansto achieveworld peace."'8

"Most of the presentday buildings including some of the temples

built with scantregardsto VaastuShilpaShaastra,asa resultof which

its inmatesand userssuffer adverseeffectslike loss of health, wealth,

spouses,progeny,happinessandpeaceof mind, andit may not be too

77 Reddy, B.N., A Glimpseif Practical Vaastu, Hyderabad,1995 (VI edn.)p12.
78 Reddy, G.T., The Secret World if Vaasthu, Andhra Pradesh,1994p24.
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much of an exaggerationto say that the building built as per ancient
Indian Textsbestowedhappinessand all round prosperityto all those
concerned.Vaastu Shilpa Shastrais an admixture of science, art,

astronomy,astrology, and that mystic doctrine, and one should be

very cautiousin arriving at any hastyconclusionsaboutits meritsand
demerits."79

"I alwaysbelievethat the scienceof Vaasthuis the only panaceafor all

the problems faced by the industries. The problem of sicknessin

industries,in my vie\v can be attributed,in a greatermeasureto the

non-adherenceto the principles of Vaasthu in the basic design. I
earnestlyappeal to the builders, industrialists, economists,public

servants, politicians and businessmento folIo,,· the principles of
Vaasthuin the larger interestsof the public and for Nationalgood."sO

While some do appreciatethe architecturalsignificanceof Jastu Vidya
but cando little due to the all-peryasiyedemandfor the applicationof the
modern architecturalprogrammeand lack of research,others apply this
neatly trimmed version of lastu Vidya unscrupulously:

"Then thereare the quacks,mainly priestsor astrologers,displaying

how little knowledge, fuelled by greed, can be a lethal thing. Men
who are so ignorant about architecturethey \yould not recognisea
jharokha if it fell on their heads,go to people'shomes,shaketheir
head mournfully and drop a casual remark about ho\y dreadfully
inauspiciousthe houseis, so that the o\yner solicits their adyiceon a

remedy, for a hefty fee. A personcan pay a Jastu Shastri to giye a
businessrival the wrong adyice. The potential for abuseis so great
that in ancient times, it is said, any man consideredto haye an
avariciousnaturewas not taught Jastu Shastra."Sl

Professionalsof varying competenceare present in eyery field, but to
practice as a Vastu consultant no standard minimum qualification or
knowledgeof Vastu Vidya is necessary.The force of tradition that ensures
that a practitionerof Vastu Vid)'a undergoesthe rigours of learning,82is not
stronganymore.Somepractisingconsultantsare not eyenfamiliar ,yith the
names of well known textual sources, let alone any familiarity ,,·ith

79 Rao, D. Murlidhara, Hidden TreasuresC?I lastu Shilpa Shastraand Indian Traditions, Bangalore,January
1996 (VI Rcpt.), January1995 (I edn) pX11.

80 Reddv, G. T., Industriesand Jaasthu,Andhra Pradesh,1994 Preface.
81 �D�h�i�l�l�~�n�, Jastu Shastra: PlottinB the Future, India Today, UK edn. July 31, 1993 p83.
82 SeeChapterI. ArchitecturalTeam.
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architecture.Attributing the basisof their practiceandknowledgeto some
kind of divine intervention, cosmic energy, spiritual enlightenmentand
specialblessingfrom heaven,they do not like to discussthe subjectfurther.
Any further probe would result in unpleasantness,when they would be
shockedat what they would seeas the sheeraudacityof the studentof Vastu
Vidya daring to questiontheir knowledgeof the subject.

The secrecy that surrounds the subject rendering research and
explorationdifficult, was also encounteredby Ram Raz in 1827: "It is a
melancholytruth, that thosevenerablesagesto whom our works on arts
andsciencesareattributed,in endeavouringto communicateinstructionto
the world have beenguided rather by a mistakenambition of rendering
themselvesreputableby the difficulty and abstrusenessof their style, than
by an anxiety to make themselves intelligible."83 The traditional
practitionersandcraftsmenalsoseenew researchoutsidetheir community
as a dangerthat the purity and sanctityof knowledgewould be lost in the
handsof 'foreign' intrusion. They would rather that the knowledgedies
with them in a 'pure' form than continue in an 'impure' form.
Contributing to this attitude is also the bitternessthey feel towards the
systempursuedafter Independence,which excludesthem from the main
stream development in architecture: "Unfortunately in the last few
decades,the Vishvakarmacommunities,who are the holdersof traditional
wisdom, have been slowly marginalised. They were the original
metallurgists,architects,builders, alchemists,sculptorsand artists of the
land. Today they are increasinglygiving up their hereditaryvocationsand
being drawn into alternatejobs."84

The craftsmantoo hasbeenstrugglingto surviveandadaptto the change
during which he has been completely excluded from the mainstream.
Thoughsomeskilled craftsmenstill survive in India, occupiedmainly in the
renovationof old buildings, they are the looseremnantsof an architectural
team which worked with the direction of a designer who would
conceptualisethe scheme.A master-craftsmanin Rajasthanconfessedthat
expectingthemto designtraditionalbuildingsis too muchto ask,asalthough
theycanwork on the componentslike carvingthe}alis, columns,andarches,
to envisagetheir assemblywas never their strongpoint.85

83 Ram Razfrom an extractof his letter to RichardClarke,dt.13 Oct., 1827,publishedin Essa)'on the
Architectureoj the Hindus, by Ram Raz, Indological Book House,Delhi, 1972 ppx-xi.

84 Ranvir Shah,Reinterpretingthe Old, Inside Outside, Delhi, April 1993 p17.
85 A master-craftsmanatJaipur,interviewedduringthe field studywasnot familiar with, for example,

the conceptof Vastu PurushaMandala, orientation,A)'adi formulae,and astrologicalconsiderations.
At first it seemedhe did not want to part with the knowledge,but after showinghim enough
familiarity with theseconceptsand his architecturalvocabulary,he pointedout that he is neithera
Sutradhara,nor an architect,andthereis no real 'need'for the craftsmento be conversantwith the
conceptstoday. The craftsmanis highly skilled at carvingand paintingtraditionalmotifs. Research
with two master-craftsmenat Amcr revealedthe same.
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An example of a publication \\Titten in the present century by a
craftsmanin promotion of the skill reyealsthe attcmpt to adapt to the
influencesof suddenchangeafter Independencc,and their inability to fit
into the mould of modernarchitecturalpractice,,,hichdoesnot offer them
a niche. Publishedin 1969, VishrakarmaDarpan86 ('mirror or reflection of
Vishvakarma')is a multi-lingual ,,'ark in Gurumukhi,Hindi, and Urdu, by
GyanaSinghMistri. On its coverpagethe authorhighlightsthat this edition
includesmanyAmericanbuilding designs.The textualpartof thebookis in
the form of Doha or couplets,Chaupai or yerscsof four lincs, and prosc,
without anyuseof Sanskrit.Thebookbegins\vith aconciscyersionof Jastu
Shastra, openingwith thc propitiation of Vishyakarma,his attributesand
tools; andthengiving briefaccountsof examinationof soil; decliyity of site;
classificationof land accordingto the farna; calculationof �~�4�;�!�a�; astrological
considerationsfor commencementof ,york, laying the foundation,andfirst
entry in the house;weight of materialsin the unit of poundsper square
foot; compressiveand tensile strength of materials; brick and stone
masonry;plastering;flooring of brick, Agra stoneandtimber; roofing; and
calculationof ratesfor volumc of mud and concrete.The text is follo,,'cd
by thirteen plates of illustrations of tools, their use and maintenance
(Figure 60); sixty-six platesof geometricconstructionof motifs (Figure
61), and five platesof motifs of intert,,'inedserpents(Figure 62); t,,-eh-e
platesof woodenjoinery (Figure63); ten platesof geometricconstruction
of borders(Figure 64); t\tventy-fiye plates of plaquesof yarious flo,,-ers
(Figure 65) and a lion's head;six platesillustrating decorationaroundthe
door frame (Figure 66); ten plateson beds,their head-boards,chairsand
their backs (Figure 67); t\,\Tenty-seyenplates of yariousJaalis and their
assembly(Figures68, 69); t,venty-fourplateson chairs,cupboards(Figure
70), tables,bureauxand 'fancy' furniture (Figure 71); one plate on tools
for laying the floor, andseyenplateson flooring patterns(Figure72); seyen
plates on tools for masonry and on brick masonry; sixteen plates on
geometricconstructionof archesin brick (Figure 73); thirty-t'vo plateson
variousbuilding features(Figures74, 75); t,YO plateson fire places(Figure
76); six plates on staircasesand railings; text in three languagesand
illustrationson lathe work and the preparationof colour (Figure 77); ten
plateson the art of dra,ving (Figure 78); eight plateson more building
featureslike doors,brackets,andbay-,,'indo,ys(Figure 79); and forty-four
plateson 'designs'of buildings and plans(Figure 80).

Books like the above are in circulation amongst some carpenters,
masons,contractorsandMistris. Apparentin the designsis apercolationof

86 Mistri, Gyan Singh, J'ishvakarmaDarpan, Bhai Buta Singh PratapSingh PustakonWale, Amritsar,
1969.



FIGURE 60 Tools
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FIGURE 62 Circle of four serpents
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FIGURE 61 Geometricconstructionof a pattern

(

FIGURE 63 Woodenjoinery
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FIGURE 64 Designof a border

FIGURE 66 Decorateddoor surround

FIGURE 65 Motif of a flower

FIGURE 67 Designsof low chairs



FIGURE 68 Constructionof a trellis

FIGURE 70 Cupboards
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FIGURE 69 Trellis for light

FIGURE 71 "Fancy" pieceof furniture
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FIGURE 72 Stoneflooring

FIGURE 74 Chhajjawith foliage design

FIGURE 73 Geometricconstructionof an arch
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FIGURE 75 Geometricconstructionof a minaret



FIGURE 76 Angrezi Angithi or English Hearth

FIGURE 78 Instructionsfor holding and
drawingwith a quill
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FIGURE 79 'English'woodenthreesidedwindow
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FIGURE 80 "American" design

varied influences of Vastu Vidya, with Mughal, Colonial, and Western
images,without a consciousassertionof any. Not everyonein India can
afford the servicesof an architect, or feels the necessityto employ one.
Oftenin the urbanfringes, the masonin consultationwith the ownerof the
house,are the designers,which is wheresuchreferencemanualsare used.
K. T.Ravindrandescribessucharchitectureby non-architects:

"The urban villages, the middle and lower middle class city
extensions,colonisedperipheries,small towns and villages - these

are the domain of the engineerturned architect, the self-appointed
professionalof locally accepted 'good taste' and those versatile,
skilled mistris (masons)who offer a packagedeal to the not-so-rich.
The resultingarchitectureis a monsterbabyof the popularparadigms
of the main city anda fracturedversionof the traditionalsensibilities
with its own characteristicvocabulary drawn from the immediate
historic and cultural contexts.It rangesfrom the most boring, drab
nondescriptbox to a celebrationof kitsch and the bizarre . . . .
Contrary to the repulsionor the condescendingamusementof the
trainedarchitect,they may be hailedby the local peopleasimportant
designachievements.Nowhereis the schismbetweenthe cultivated
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tasteof the trainedarchitectand spontaneousaffectationsof the man

on the street more visible than in this aspect of contemporary
architecture.,,87

Through the crude imagesof 'American' buildings, the Mistri applies a
stamp of 'modernity' in the hope of keeping himself in 'business',and
seeksa commongroundwith the more modern 'city' architects.But the
city architects have more in common with architects in London and
America than with the traditional builders and craftsmen in their
immediatesurroundings.

The varioususesof the fragmentedcorpusof Vastu Vidya is a reality in
India due to the co-existenceof the levels of application, which only
hypotheticallyconnectsthemtogetherthroughthe subjectof architecture.
The general countenanceof architectural built form, excluding the
cultivated designsof architectslike CharlesCorrea, B.V. Doshi, and Raj
Rewal, is as varied as the individuals themselves.In the affluent parts of
cities like Delhi, the built form is aparadeof personalfantasiesof grandeur
(Figure 81), where even the flouting of bye-laws and exceedingthe
stipulatedlimits on the built areais a projection of affluence. What may
seeman echo of Indian-nessin the form of elaboratelycarvedJaalis and
columns of stone, is more a projection of the 'expensive'. It is the
architectureof freedom . . . freedomfrom the boundsof tradition, rules
and rulers, from 'poor' India - assistedby being on the right side of the
Gods, and the men, that control power and wealth.

87 K.T. Ravindran,IndigenousIndia, The Architectural Review,August 1987pp63-64.



Flc;"".ll So-IoIl'f'",,"" ,.. ..-...., ,



Epilogue

I

Today, the use of Vastu Vidya is in a crucial stageof transition: due to the
recent imposition of someof its aspectson the recognisedprofessionof
mainstreamarchitecture,and its use as a 'curry powder' to Indianise a
foreign recipe for architecture, it is adopting uses and meanings
unprecedentedin its long history (Figure 82). Ways are being constantly
inventedto look at tradition in a new manner,which in turn influencesthe
way tradition is carried out. For example, the identification of the
'spiritual' andthe 'material'aspectsof traditionaldesign,which in practice
are inseparable,hasfacilitatedways in which oneaspectcanbe studiedand
applied in isolation from the other. The spiritual aspectof the traditional
programme can then be injected into the material aspect of another
architectural programme; and the material aspect of the traditional
programmecan be studiedwithout its spiritual aspectby using modern
tools of architectural appreciation. This invention of two strands of
traditional designmethodologyinducesfixed expressionsfor their usesso
that they can be incorporatedwithin the moderndesignmethodology.

Recognisedarchitectsrestudytraditional architecturein termsof solids
and voids, and play of light and shade,which are not the apparentdesign
intentionsof Vastu Vidya,1 while Vastu consultantsrestudymodernexamples
of architectureusing a limited knowledgemainly of the basic orientation
principles to substantiateits success andfailure. For example, the Vastu
specialistHarish Saini comments:

"Yes, Chandigarhis boundto flourish. An analysisas per the Vaastu
Shastra(manasarashilpashastra),revealsthat in planningChandigarh,

1 SeeChapterVII. Defining the Built Form.
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From the aboverationalisationand thoseof other modernbuildings ,vhich
the Vastu pundits analyse, it seems Jastu VidJ'a has little to do \\·ith
architectural design. The Vastu Pundits do not extend their analysis of
modernstructuresto the aspectof design,,,·hich forms a large part of the
subject,prescribingmuch more than spatial organisation.

The initial difficulty with implementationof the rest of the principles
(apartfrom the fact that the modernarchitectso'Ying to their training haye
little accessto the subjectof Vastu Vid)'a) is that the entirebuilding industry
is gearedtowardsa different programmeof architecturalmethodology.For
instance,if the architectfollo\\rs the measurerTIcntsysternas prescribedby
Vastu VidJa, the Hasta andAngula units ,,·ould be in direct conflict ,,·ith the
metric system of measurementin use to standardisethe materials and
construction.Today, in order to implement the stipulatedalignment of
timber accordingto the orientationof the tree it is cut from, the architect
or the builder would have to go to the forest in searchof the 'auspicious'
tree and cut it in 'auspicious'circumstances.And, really, there is no limit
to the extent to which the 'auspiciousness'can be accruedif "One major
reasonfor the growingpopularityof the conceptis its temptingpromiseof
a convivial lifetime."4

Evidently, the purposeof J'c.1stu FidJa as appliedby the Jastu consultants
is about solving the miseries of present day urban life style, ,yithout
disturbingand sacrificing the imagesthat representmodernity:

"No doubt, people are, no,,'adays, ,,'cll a\yarc of the modcrn

planning concepts, thc dramatic architectural configurations, the

revolutionaryrangeof building materialsayailablein thc marketetc.,

but one important aspcct found missing in their house dcsign is

adherenceto the Vastu Silpa Shastra. If undcrstoodand follo,,-ed

scrupulously,in the design,you might be able to carna fortune from

your own house . . . . You necd not ,,'orrY if YOU already o,,"n a
J ,I of of

house.In caseyou havebeenexperiencingccrtain ill-effects yiz. bad

health, unpleasantness,mcntal turbulcnccetc. from your houseyou

must consult a vaastuexpcrt ,,-ho might be able to suggestcertain
remedial corrections."5

Maybe at this point in time some rudimentary issues about the ,,-ay
architectureis practicedin India needto be addressed.Insteadof applying
the balm of a bit of a traditional belief systemto relieye the pain from
Modernarchitecture(enthusiasticallyadoptedafter Independence),the ill-

4 Chopra,Praycen,The Southis Yama'sDirection, The Times �~�f India, October12, 199"
5 Saini, Harish, A ReadyReckonerfor Shops,The Tribune: Satl1rda.y Plus, Chandigarh,February24,

1996,
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digestedmodernity responsibleat large for producing crass versions of
Westernarchitectureneedsto be re-assessed.

For the tradition to continue as a whole system of architecture,its
application would have to rise above the fixed expressionscreatedby
modernpractitionersoutsidethe tradition. For it to havethe confidenceof
rising above limited expressions,an attemptat applying its architectural
methodologyneedsto be madewithout treatingit as a mere 'quick fix' to
life's difficulties, and somekind of 'cosmic' mumbo-jumbo.

It matterslittle to the userhow the principlesare theoreticallyjustified,
(for example the north-easterndirection to an astrologer is auspicious
becauseit is ruledby thebeneficentplanetJupiter,to a Vastuconsultantit is
the headof the Purushawhich makesit sacred,to a 'scientific' mind it is the
diffused light, low in ultraviolet rays that makes it beneficial) but their
significancedoesrest on the architecturaltreatmentthey receive.

II

This studyof Vastu Vidya hasbeenconcernedto revealit not asan assembly
of fragmentary pieces of knowledge, but as a coherentand complete
programmefor architecturaldesign.A comparative studyof its main texts
revealsan organisedsystem,dealingwith every aspectof building design.
In looking at its contemporaryapplications,however, we have seenhow
this coherence has broken down against the onslaught of modern
influences.Whetherundertakenby pundits, architects,astrologers,priests
or craftsmen, the use of Vastu Vidya today is therefore invariably
fragmentary- in violation of its propercharacterand originatingpurpose.
The chaptersof this study have imitated the courseof a Vastu Vidya text,
and under each heading we have encounteredfragmentation and re
invention as the price of continueduse.

Chapteronediscussedthe role of the teamof experts,andthe skills and
qualificationsprescribedfor eachexpertin the team, by Vastu Vidya texts.
While the necessaryskills are broadly consistentwithin the continuity of
the textual tradition, the texts reflect a changein the responsibilitiesand
hierarchicalroles adoptedby the expertsof the team. The chapterthen
identified the various users who, from the vantage of their different
training, use fragments of Vastu Vidya today (and discussion of them
continuesalso in the chaptersthat follow). In particular, it discussedthe
birth of the architecturalprofessionin India in the early partof the present
century, that standsapartfrom the tradition of Vastu Vidya; and the general
attitude of the architects,and political leadersof this time, which saw a
systematicnegationof Vastu Vidya asa designmethodologyin its own right.
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The ramificationsof the hastyadoptionof the 'Internationalstyle', areno,,'
apparentin the quest for Indian-ness,"'hich the architectsattempt to
resolve through symbolic use of Shastric terminology and built
representationsof traditional architecture.The main purposeof this use
seemsto be to add an Indian appeal to a modern design, by architects
whosetrainingprovideslittle opportunityfor understandingthe conceptof
Vastu Vidya. A parallel phenomenonis the recent birth of the ne,,' Jdstu
Pundit, conceivedto fit \\Tithin the mainstreamarchitecturalpractice, and
aidedby his indifferenceto,vardsmattersof design.

Chapter two opened �'�I�\�~�i�t�h a discussionof the traditional concept of
measurementandthe significanceof numbersand someof their traditional
associations,followed by the studyof measurementof spaceand time, and
their inter-relationship, the AJ'adi formulae, and the system of relatiye
proportion.The Vastu Vidya systemof measurementgeneratesa net,Yorkof
lines that containspaceand time ,yithin ,yhich the designunfolds. Today,
this traditional system of measurementhas limited use because the
standardisationcaters to modern architecture, and the technological
advancementhas passedthe traditional concepts by. As a result, the
prescriptions of Vastu Vid)Ta, ,yhich are complementedby traditional
building methods,whenappliedto modernconstructionprocessesbecome
invalid. The Vastu Vidya systemof measurementthat embracestraditional
philosophy,astrologyandarchitecturalapplication,is in direct conflict ,yith
modern design methodology, and its use today is curtailed. The
fragmentarynature of the application of Jastu ridya today is self-eyident
in the generaldisuseof this aspect.

Chapterthree explainedthe conceptof the Jastu Purusha Jlandala, its
various subdivisionsand their notations,the imagery of its body, and the
significanceof the lines and their points of intersectionon the il1andala. It
proceededwith an examinationof contemporaryunderstanding,and the
useof the conceptas a themein moderndesign,and the iconisationof the
imageof the Vastu PurushaMandala; andho,y the theoreticalinterpretations
of the concept have influenced its primary use and architectural
significance. This traditional design tool is being put to yarious
unprecedentedusesin yarious ne,y yersions, remote from its purposeof
architecture.The Vastu Pundits enshroudthe subject of the l-astu Purusha
Mandala in deepmystery,highlighting their generalindifferenceto,Yardsits
architecturalrole. For the craftsmenand astrologers,the conceptof the
Vastu Purusha Mandala is simply an inherited prescriptionto conform to,
rather than one of the meansto emphasisetheir Indian-ness.

Chapter four on orientation discussedthe significance of the eight
cardinal directionsaccordingto traditional Indian thought. It studied the
variousassociationsbetweenthe cardinaldirectionsandplanets,guardians,
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elements, time periods, the conceptof Aya, the location of household
activities, and the embodimentof the Vastu PurushaMandala. Proceedingto
analysethe contemporaryusesof the principlesof orientation,the chapter
showedhow the Vastu Punditsapply theseprinciplesto modernindustries,
offices andhouses;andexploredthe conflicts betweenthe Vastu Pundit, the
architect, and the craftsman, which such applications induce. 'Indian'
architects are not particularly concerned about the correctnessof
orientation,but with the interestit might generatein the designstatement.

Chapterfive on site considerationsstudiedthe conceptof suitableand
unsuitable land for construction, based on its topography, soil, shape,
location and vegetation;the classificationof land basedon contour, hue,
smell, odour, declivity, shape,the soundit emanatesand the tasteof the
soil; the various testsprescribedin the texts and the consecrationof the
site. The Vastu Punditstodayrectify the land by improving its shape,but the
rest of the considerations,suchas the rejuvenationof the fertility of land
and the removal of impurities, are not followed. Land in urban areasis
allocatedaccordingto planningprinciplesthat haveno connectionwith the
traditional considerations,and is at a premium; the chapterdiscussesthe
consequentdifficulty of following the prescriptionsof Vastu Vidya. For the
architect however, a piece of land holds the possibilities of a design
challenge,whateverits disposition.

Chaptersix discussedthe building materialsprescribedin the texts, the
methodsof procurement,and the parametersof examinationfor timber,
stone, bricks and mortar. In the discussion of contemporaryuses, a
distinction is made betweenuse of traditional materialsand the use of
traditionally usedmaterials,to highlight the aspectof usagethat rendersa
material traditional: a material per se may be neither traditional nor
modern. It showed how preferencesand prejudices against certain
materialsdictate their uses;and how in anticipationof echoingtradition,
certainmaterialsmay be preferred,or for the samereason,rejected.

Chapter sevendiscussedthe various parametersthat define the built
form, and the architecturalgrammarof the texts that encasesthe design
formulation of dwellings by combining its constituent elements. It
discussesthe conceptof Prastara planning, the derivation of the various
combinations of constituent elements, and building proportions; the
conceptof Rasa or emotive response,suitable and unsuitableobjects for
decoration,building alignment,and rectificationof defects.It showedhow
the built representationsof Vastu Vidya have becomefixed expressionsof
traditionalarchitecturefor the modernarchitectin India; how the 'Indian'
architectinterpretstraditionalarchitecturein termsof modernvocabulary,
and employs 'Indian' vocabulary in his design statements;and how the
inventedarchitecturaltranslationof the vocabulary,is dissociatedfrom its
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traditional architecturalsignificance,and is made to eyokc Indian-nessin
modern design; how Vastu Pundits, through sheer indifference to\·,-ards
designand a textbookapplicationof a fragmentof lastu Fid) "a, project the
subject;and how at one leyel, bits of traditional kno\yledgecombine\yith
ill-seasonedmodernity in a bid for suryiyal.

Broadly speaking, the emergentbreed of l'cJstu Pundits pursue partial
applicationon Modern designs\yith religious oyertones,,,-ith a disregard
towardsarchitecturalconsiderations.The 'Indian' architectoncein a \yhile
choosesthe theme of traditional images and myths, sprinkled oyer the
functional requirements,to spiceup the designstatement.The astrologers
and priests continue performing the rituals of lastu Shastrasin complete
oblivion of the architecturalenyelope. Skilled craftsmenand traditional
buildersaregaspingfor opportunitiesto apply their kno,,-ledgethat is near
extinction. Works on the interpretationand translationof the lastu Vid)'a
texts also seem distant from the technicalities of architectural design.
Looking at its contemporaryuses,one might imagine that Jastu l'idJ"a had
little to do with architecturaldesignmethodology,\yhereasthis is precisely
\tvhat it for so long and so successfullyproyided.
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