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Sr � � Y an tra Geometry

G � erard Huet

In tro duction

�

Sr � � Y an tra (pronounced Shri Y an tra) is a sacred diagram of T an tric Hindh uism. Its sym b olism is

explained in Zimmer [18 , 19 ]. It consists in three concen tric parts:

� An inner �gure of in terp enetrating triangles. This �gure, symmetric in its v ertical cen tral axis,

con tains b oth up w ard-p oin ting triangles ( v ahni ), sym b olizing the male elemen t (\Purusha",

the Cosmic P erson), and do wn w ard-p oin ting triangles ( � sakti ), sym b olizing the female asp ect

(\Prakr

.

iti", i.e. energy) of divinit y . There are 4 male triangles, and 5 female ones. Their

in ter-p enetration sym b olizes the complemen tarit y of the opp osite principles in creating the

illusion of dualit y through ignorance, whereas the general symmetry and balance of the whole

�gure sym b olizes the more profound realit y of Unit y of Go d through its v arious unfoldings.

� Tw o concen tric rings, holding a regular lotus ( padma ) design. The inner pattern b ears 8 lotus

p etals, the outer one 16. These patterns sym b olize the sanctit y of the inner diagram, used

as instrumen t ( y an tra ) in y oga meditation; suc h diagrams are abstract analogues of the more

profusely decorated tib etan thank as [19 ].

� A triple Greek-lik e k ey-pattern, the bh �upura , or � si � sirita (shiv ered) frame. It sym b olizes the

ground-plan of a temple with 4 square op enings, in the 4 directions of space. This sanctuary

is the seat ( p � �t

.

ha ) of one's c hosen deit y ( is

.

t

.

a-dev at� a ), represen ting one's Higher Self.

The

�

Sr � � Y an tra diagram is a sacred sym b ol of T an tric Hindh uism, and it is traditionally used in

y oga meditation exercises. The original edition of Zimmer [18 ] had erroneous descriptions of

�

Sr � �

Y an tra, according to the later english translation [19 ]. Unfortunately , that one to o is marred with

errors in diagrams, and unclear references to inside-out construction instructions for the dra wing

of the triangular cen tral pattern. The presen t pap er presen ts a more systematic approac h to the

formal de�nition of

�

Sr � � Y an tra.

1 In searc h of

�

Sr � � Y an tra

1.1 Dra wing exp erimen ts

Our �rst approac h w as completely exp erimen tal: the author tried to dra w

�

Sr � � Y an tra in free hand,

and failed. A more systematic attempt with a computer dra wing system failed to o. The only

reliable mo del a v ailable then w as the fron tispiece �gure in [19 ], all the other diagrams in the b o ok

b eing ob viously erroneous, or at least signi�can tly di�eren t from the fron tispiece �gure. Instructions

for dra wing the diagram lead to v arious inexact dra wings, suc h as the F alse

�

Sr � � Y an tra sho wn in

Figure 1.

Using the Macin tosh pac k age F reeHand, and measuring precisely Zimmer's fron tispiece diagram,

a correct

�

Sr � � Y an tra w as then pro duced, sho wn b elo w as Figure 2, and measured to serv e as initial

appro ximate con�guration.



Figure 1: F alse

�

Sr � � Y an tra

1.2 A more rigorous geometric analysis

The di�cult y of the ab o v e exp erimen ts had left undecided whether

�

Sr � � Y an tra w as indeed uniquely

de�ned in the real plane, under-sp eci�ed, or ev en imp ossible. Using the notation X A for the

horizon tal co ordinate of p oin t A in Fig. 1, and Y A for its v ertical co ordinate, and writing A & B ! c

for \p oin ts A and B determine the line c joining them" and a � b ! C for \lines a and b determine

their in tersection C ", w e compute a system of real co ordinates constrain ts as follo ws. � is the inner

circle of the diagram.

W e c ho ose Y Q , X F , Y P , X A and Y J as parameters, and w e compute: Y Q � � ! Q ; Q & O ! e ;

Y F = Y Q ; Y J � � ! J ; J & T ! h ; X A � e ! A ; Y J � e ! H ; Y Q � h ! I ; X U = 0 ; Y U = Y Q ;

U & A ! f ; Y P � f ! C ; F & H ! g ; 0 T � g ! V ; X W = 0 ; Y W = Y P ; F & W ! a ; a � f ! D ;

a � h ! G ; Y J � f ! B ; X Z = 0 ; Y Z = Y A ; C & Z ! c ; c � g ! M ; I & B ! d ; d � 0 ! Y L ;

f � Y L ! L ; d � Y P ! P ; a � Y M ! E ; P & E ! i ; a � Y V ! S ; g � Y A ! K ; i � Y D ! N ;

d � Y G ! R .

The parameters are consisten t if p oin t (0 ; Y G ) is on line i , whic h giv es one extra constrain t. W e

th us obtain a problem with 4 degrees of freedom, whic h admits sev eral solutions. Ho w ev er, w e ha v e

to tak e in to accoun t the further constrain ts that the v arious p oin ts of the diagrams should lie inside

the circumscribing circle � ; w e th us ha v e a v ery shallo w range for the 4 real parameters, leading

to solutions whic h are �sthetically close to Figure 2. A standard Newton appro ximation solving of
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Figure 2: Appro ximate

�

Sr � � Y an tra

the constrain t on G from v arious initial solutions leads to the follo wing particular solution, where

the diameter of circle � is tak en as unit length:

De�nition Classical

�

Sr � � Y an tra is de�ned b y: Y F = 0 : 668, X F = 0 : 126, Y P = 0 : 463, X A = 0 : 187,

Y J = 0 : 398, Y L = 0 : 165, Y A = 0 : 265, Y G = 0 : 769, Y V = 0 : 887, Y M = 0 : 603, Y D = 0 : 551.

This in v estigation solv ed our query:

Theorem

�

Sr � � Y an tra is an under-determined Euclidean plane geometry problem with 4 real pa-

rameters, admitting an in�nit y of solutions around the Classical

�

Sr � � Y an tra.

The wider v ariation of the v arious solutions is on Y L , and this ob viously a�ects the �sthetic

rendering of the diagram, and consequen tly its esoteric p o w ers. It b ecame clear at this p oin t that

a syn thetic study of the ab o v e solutions w as essen tial in getting a more precise appro ximation to

the traditional diagram.

1.3 Graphic syn thesis of solutions

The graphic description language P ostscript [3] w as c hosen for the graphic syn thesis of the solutions.

The mathematical analysis of the previous section p ertains only to the triangular area. The circular,

as w ell as rectangular patterns, w ere obtained b y measuremen ts from the original mo del from the
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fron tispiece �gure in [19 ]. The lotus patterns w ere also obtained b y a trial-and-error �ddling with

the P ostscript B � ezier cubic curv es primitiv es. The relev an t P ostscript co de is giv en in the App endix.

W e sho w b elo w t w o examples of �gures whic h are particular solutions of the

�

Sr � � Y an tra equa-

tions. In the left �gure p oin t V is v ery high, whereas in the righ t one p oin t N is v ery close to line

c . The tension b et w een these t w o pitfalls is the essen tial di�cult y in dra wing the righ t diagram.

Figure 3: Tw o exact

�

Sr � � Y an tras

1.4 �sthetic feedbac k

An �sthetic analysis w as made of the resulting �gures, leading to more exp erimen ts aiming at

reac hing an optim um feeling of harmon y from the con templation of the diagram. The main w orry

w as the seemingly mandatory in
exion in the slop e v ariation of the up w ard diagonal lines e , d , c ,

b , a , and symetrically (but to a lesser exten t) of the do wn w ard diagonal lines f , i , g , and h . This

essen tially exp erimen tal study con v erged to the de�nition giv en ab o v e of Classical

�

Sr � � Y an tra, and

the corresp onding rendition is giv en b elo w in Figure 4.

1.5 Bibliographic searc h

The initial hop e of the ab o v e mathematical analysis of the y an tra w as to formally describ e a

parametric situation admitting m ultiple solutions whic h could b e optimized according to an �sthetic

criterion. Ho w ev er, ev en though the �rst part of the conclusion w as reac hed, witness the Theorem

ab o v e, the shallo w range of solutions made it absolutely imp ossible to optimize the diagram to the

exten t, for instance, that the v arious triangle slop es v ary in a monotonous fashion.

Doubts b ecame th us to en ter the mind of the author as to the precise de�nition of

�

Sr � � Y an tra.

Ev en a serious study suc h as [19 ] con tained inconsistencies. It de�nes descriptions of it, culmi-

nating in its Figure 10, whic h are clearly di�eren t from its �nal colour rendition presen ted in the

fron tispiece. The fron tispiece �gure conforms to the mathematical analysis giv en ab o v e, and th us

w e ma y ascertain that it is a precise graphical rendition of Classical

�

Sr � � Y an tra. But the a wkw ard

4



Figure 4: Classical

�

Sr � � Y an tra

sloping of the innermost shakti triangle of the latter mak es it less harmonious in some sense than

the smo other design in Figure 10 of this w ork, similar to the F alse

�

Sr � � Y an tra sho wn ab o v e.

The inside-out instructions, attributed to Bh� ask arar� ay a's Nit y� a � so da � sik� arna v a , are clearly mis-

leading, since there is no hop e, except b y extraordinary luc k, to get p oin ts J and Q on the circle

� determined b y its diameter 0 T . Actually , this text can b e only considered as an appro ximate

description of

�

Sr � � Y an tra, and b y no means as precise instructions for its geometrical construction.

It w as not clear at this p oin t whic h of the t w o designs w as the traditional one. It w as not

a priori ob vious whether the more exact, or the more harmonious dra wing, w ere to b e preferred.

The fron tispiece to [19 ] is credited to [11 ], but w as added b y the translators, and is absen t from

the original edition [18 ]. The �rst lead w as to follo w Zimmer himself, who consigned later his

observ ations on Myths and Sym b ols in Indian Art and Civilization in a v olume edited after his

death b y Joseph Campb ell [20 ]. In there, Fig 36 (also repro duced on the fron t co v er) is a v ersion of

the F alse

�

Sr � � Y an tra. The credits attribute this �gure to Sir John W o o dro�e, judge at the Supreme

Court of Calcutta, who published tan tric w orks under the pseudon ym Arth ur Av alon. Indeed, this

�gure ma y b e found on the co v er of [1 ], published in 1914.

The next a v ailable reference w as the w ork of A. Dani � elou [5]. The relev an t diagram is represen ted

in the F renc h edition on page 537, whic h w e shall call the Rev erse Classical

�

Sr � � Y an tra, since it

is indeed a geometrically precise y an tra, but it is sho wn upside do wn. The diagram is called Shr ^ �

Cakra in this w ork, i.e. F ortunate Circle, while alluding to its other name of Shr ^ � Y an tra, translated

as Diagram of Beaut y or Harmon y . It is said that the Shr ^ � Cakra represen ts the Univ ersal Go ddess.

A t this p oin t it seemed that the Classical

�

Sr � � Y an tra w as indeed the correct rendition, but the

v ertical orien tation w as in doubt, esp ecially with resp ect to the remarks on incorrect orien tation in
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fo otnote q p. 161 of [19 ].

One of the most confusing sources is Rao, who discusses the diagram under the name

�

Sr � �c hakra,

in the c hapter Devi of the �rst v olume of his extensiv e study of Hindu iconograph y [14 ]. In this

w ork are presen ted a hand-dra wn Rev erse Classical

�

Sr � � Y an tra as Plate X CVI I, and the photograph

of a gen uine Classical

�

Sr � � Y an tra metallic plate engra ving from the

�

Sr � � _ ngeri Mat

.

ha as Plate X CVI I I.

Evidence for the correct orien tation w as found in Renou [16 ], article 1166, whic h sa ys that

the most e�cien t y an tra, �cr ^ �y an tra , is comp osed of 5 do wn w ard and 4 up w ard triangles. The

accompan ying �gure 28, p. 581, is ho w ev er a F alse

�

Sr � � Y an tra, apparen tly iden tical to Av alon's

original one. The text refers to Zimmer as its main source.

F urther evidence for the correct orien tation w as found in a b o ok on T an tra Art [8 ], where a

Classical

�

Sr � � Y an tra in the form of a Ra jasthan pain ting from the late 18th cen tury is repro duced

as Plate 7. It is men tioned that, according to the T an trasara, this y an tra should not b e dra wn

during nigh t time. Plate 51 of the same source sho ws a copp er plate rendition from South India,

dated 17th-18th cen tury . It is stated that the ultimate ob ject of meditation on this y an tra is to

realize the unit y of the meditator's individual soul with the Go ddess. The text of this w ork giv es

m ysterious instructions for dra wing the diagram: \T aking the p ositiv e p en tagon (and its negativ e

ally , the p en tacle) and dra wing diagonals from (a) cen tre to angles, and (b) from cen tre to sides,

t w o series of ten lines, ha ving t w o lengths only , app ear. This design is called Sri Y an tra." It go es

on in describing still more m ysterious relationships b et w een the prop ortions of the diagram and

the m usical scales ( ragas and raginis ) of Indian m usic.

Finally , most doubts w ere disp elled b y reading P ott's sc holarly w ork on Y oga and T an tra [10 ].

It is remark ed there that Zimmer's �gures w ere incorrect, but it is asserted rather strangely that

the dra wing instructions are correct! A correct diagram is presen ted decorated with letters of the

Dev an� agar � � alphab et, as Fig. 7. W e note that this diagram is prett y close to the left diagram in

our Figure 3 ab o v e, with p oin t S almost on circle � . W e also remark that the bindu is dra wn there

as a small circle, follo wing Rao. W e note that P ott refers to a go o d illustration of

�

Sr � � Y an tra in

Kundangar [6 ].

Another b o ok on the art of T an tra, b y P . Ra wson [15 ], presen ts �rst a copp er plate, as Fig.

49, and then a Ra jasthan dra wing, c. 1800, decorated with man tras (magic form ulas), as Fig. 50.

Although called

�

Sr � � Y an tra, this dra wing is rather remote from the classical one, since it p ossesses

only 3 v ahni triangles, and 4 � sakti ones. But Fig. 65 sho ws a splendid Classical

�

Sr � � Y an tra dra wn

as a gouac he pain ting on cloth, from Nepal, c. 1700. Describ ed as \a diagram of the con tin uous

pro cess of Creativ e Generation", this b eautiful pain ting is illustrated with images of go ds in v arious

geometric p ositions. Its color rendition is signi�can tly di�eren t from the fron tispiece from [19 ]. In

particular, the triangular sub-patterns are all red, and not alternating red and blue. The text

presen ts a metaph ysical in terpretation of the diagram, based on the K� amak al� avil� asa . This text,

whose complete translation is giv en in the app endix, is obscure, to sa y the least.

F urther information is pro vided in The T an tric W a y [9 ]. Besides previously referenced repre-

sen tations, w e note a 3-dimensional bronze rendition. It corresp onds to what Rao calls the Meru

form of the

�

Sr � � Y an tra [14 ]. Similar 3-dimensional crystal or metal represen tations ma y b e found

in North India and Nepal.

W e �nally men tion that n umerous b o oks on sym b olism men tion

�

Sr � � Y an tra, but they usually

sho w incorrect represen tations of it, either repro ducing the F alse

�

Sr � � Y an tra from [20 ] (e.g. Camp-

b ell), or it's upside-do wn in v erse (e.g. Jung).

Another geometric study of the diagram has come recen tly to our atten tion [4 ]. But this
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study men tions only appro ximate constructions, and dubious angular relationships with the Great

Pyramid of Cheops.

2 Seman tics of

�

Sr � � Y an tra

W e shall no w brie
y commen t on the ritual signi�cance of the diagram.

2.1 A sacred sym b ol of Dev � �

W e �rst follo w Rao [14 ]:

\The w orship of y an tras is common throughout India; p erhaps the most imp ortan t of these

y an tras is the

�

Sr � �c hakra . It generally consists of fort y-three triangles in terestingly arranged in a

plane and ma y also b e pro duced in three other di�eren t forms called M � eru, Kail� asa and Bh � u.

The M � eru is the same as the plane

�

Sr � �c hakra in plan; but the v arious triangles, surrounding the

innermost one, are piled one o v er another in di�eren t planes so that the whole b ecomes shap ed

in to the form of a p yramid. The topmost la y er of the M � eru con tains a circle called the bindu .

If asso ciated with the eigh t m� atr

.

ik� a deities the M � eru b ecomes the Kail� asa; and with the V� asin � �

deities it b ecomes the Bh � u. The

�

Sruti or V � edic rev elation itself supp orts the w orship of y an tras

(cf. T aitt.

�

Aran.) . The dra wing of the famous y an tra kno wn as the

�

Sr � �c hakra is giv en herein ...

This and other y an tras are generally engra v ed on some metallic plate, preferably one of gold; silv er

and copp er also are often enough emplo y ed. The

�

Sr � �c hakra engra v ed on metallic plates is an ob ject

of w orship. In South Indian temples of the mediev al and later p erio ds, there are shrines called b y

the name of

�

Sakti-p � �t

.

h� ala y as , in whic h there is a p � �t

.

h� a or smaller altar v ery m uc h resem bling the

common bali-p � �t

.

ha whereon the oblations of formal w orship are usually o�ered in temples. It is

said that these bali-p � �t

.

has asso ciated with the

�

Sakti-p � �t

.

h� ala y as con tain inside them the plate on

whic h the

�

Sr � �c hakra is engra v ed. Regular p � uj� a is o�ered to the

�

Sakti-p � �t

.

ha at least t wice a da y . In

as m uc h as this is th us an ob ject of w orship, it has b een treated in this w ork as an icon.

The other y an tras are engra v ed up on thin silv er, gold, silv er or copp er plates, whic h are rolled

in to a cylinder and then put in to a golden or other metallic case so that they ma y b e w orn on the

b o dy of the p erson with a view to a v oid diseases, p ossession b y devils, and other suc h evils, whic h,

it is supp osed, they ha v e the p o w er to w ard o�. Occasional w orship is also o�ered to this case

con taining the magical y an tra , and the w earer's faith in its e�cacy ma y w ell e�ect cures in man y

cases."

2.2 Analysing the three basic sym b ols

The inner triangular area of

�

Sr � � Y an tra consists of concen tric areas, formed from three basic sym b ols:

the triangle, the arro w, and the �r tree, depicted resp ectiv ely in Figure 5, Figure 6 and Figure 7.

These three basic �gures, together with their upside-do wn symmetric duals, form b y successiv e

in tersections the concen tric areas in to whic h the triangular pattern decomp oses itself. Suc h an area

is called a c hakra or wheel. The �rst step of initiation in

�

Sr � � Y an tra consists in iden tifying these

areas, instead of the confusing jum ble of triangles. F or instance, Figure 14 b elo w is formed from a

triangle and a rev ersed arro w. The Figures 12 and 13 are formed with t w o opp osite arro ws, and

Figure 11 is formed from t w o opp osite �r trees. It is remark able that our P ostscript program (see

App endix) actually uses this analysis for the color rendering of these rings.
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Figure 5: V ahni triangle

Figure 6: Arro w

Let us no w examine these concen tric rings in an outside-in approac h, corresp onding to the

standard use of

�

Sr � � Y an tra in meditation practice.

2.3 An outside-in w alk

An elab orate description of the constituen ts of the diagram, basically consisten t with the terminol-

ogy from Zimmer [19 ], is giv en in The T an tric W a y [9 ]. It go es as follo ws.

\The

�

Sr � � Y an tra is called `Na v a Chakra' since it is comp osed of nine circuits, coun ting from the

outer plane to the bindu. Through con templation on the

�

Sr � � Y an tra, the adept can redisco v er his

primordial sources. The nine circuits sym b olically indicate the successiv e phases in the pro cess of

b ecoming. They rank from the earthly plane and rise slo wly step b y step to the �nal p oin t, the

state of supreme jo y . By en tering in to the � elan vital of the y an tra, the adept rein tegrates with it.

The nine circuits within

�

Sr � � Y an tra mo v e from the gross and tangible to the sublime and subtle

realms.

The outermost p eriphery consists of a square, with four gates, coloured white, red and y ello w.

This is the Bh � upura, the ground-plan, of the

�

Sr � � Y an tra.

Inside the square are three concen tric circles, girdles [ mekhal� a ]. The space b et w een the square

and three girdles is the T railoky a-mohana, or the Enc han tress of the T riple W orld, c hakra; at this

stage the adept is infatuated b y aspirations and desires.

Next are t w o concen tric rings of sixteen and eigh t lotus p etals, resp ectiv ely . They are called

Sarv� a � s� aparipurak a c hakra and Sarv a- � sa _ nkshobhan

.

a c hakra, indicating ful�llmen t of desire.

The fourth c hakra, Sarv a-saubh� agy ad� ay ak a, or Giv er of Auspiciousness, pro jects the realm of

p ossibilities in spiritual ascen t. It consists of the fourteen triangles forming the outer rim of the

complex in terlo c king of triangles.

The next t w o c hakras are eac h constructed of ten triangles. Called Sarv artha-s� adhak a and

Sarv araksh� ak� ara, Accomplisher of All purp ose and Giv er of Protection, they indicate a stage when
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Figure 7: Fir tree

inner realization b egins to da wn.

The sev en th c hakra, consisting of eigh t triangles, is called Sarv a-rogahara, Remo v er of All

Desires and Ills, and represen ts the stage when the adept is free from earthly b onds and is at the

threshold of the inner circle of realization.

An in v erted triangle is the eigh th c hakra, Giv er of All Accomplishmen ts, of Sarv a-siddh � �prada;

it denotes a stage b efore the consummation of realization. All the triangular c hakras are coloured

red, to represen t radian t energy or the dynamic and �ery elemen t of the cosmos.

The last c hakra, the Bindu, is kno wn as Sarv a-� anandama y a, F ull of Bliss. It is the sanctum

sanctorum , ab ounding in jo y , in whic h the adept participates in union. The p oin t is ligh t itself,

b ey ond all colours, and is therefore represen ted as colourless."

A t the end of this spiritual searc h, one feels lik e the pilgrim who has completed his ascen t

of the Borobudur three-dimensional mandala, and �naly con templates the �nal cro wning stupa,

sym b olizing Empt yness.

W e note that the colour descriptions di�er from the fron tispiece �gure in [19 ], where the c hakras

alternate blue and red, the outer one b eing y ello w. Also w e note that the bindu in b oth w orks is

describ ed as a mere dot, whereas Rao [14 ] describ es it as a small circle.

2.4 Y an tra as an instrumen t of w orship

No w let us turn to Zimmer [20 ]:

\In Hindu dev otional tradition, \y an tra" is the general term for instrumen ts of w orship, namely ,

idols, pictures, or geometrical diagrams. A y an tra ma y serv e as (1) a represen tation of some

p ersoni�cation or asp ect of the divine, (2) a mo del for the w orship of a divinit y immediately within

the heart, after the paraphernalia of out w ard dev otion (idol, p erfumes, o�erings, audibly uttered

form ul�) ha v e b een discarded b y the adv anced initiate, (3) a kind of c hart or sc hedule for the

gradual ev olution of a vision, while iden tifying the Self with its slo wly v arying con ten ts, that is to

sa y , with the divinit y in all its phases of transformation. In this case the y an tra con tains dynamic

elemen ts.

W e ma y sa y , then, that a y an tra is an instrumen t designed to curb the psyc hic forces b y

concen trating them on a pattern, and in suc h a w a y that this pattern b ecomes repro duced b y

the w orship er's visualising p o w er. It is a mac hine to stim ulate inner visualizations, meditations,

and exp eriences. The giv en pattern ma y suggest a static vision of the divinit y to b e w orship ed,

the sup erh uman presence to b e realized, or it ma y dev elop a series of visualizations gro wing and
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Figure 8: T railoky a-mohana c hakra

unfolding from eac h other as the links or steps of a pro cess."

The text go es on elab orating on the pro cesses of enfolding and unfolding visions arising from

meditation on linear y an tras. Muc h more information on linear y an tras in general, and

�

Sr � � Y an tra

in particular, are giv en in Zimmer's learned treatise on the relationship b et w een Art and Y oga in

the Sacred Images of India [19 ], where a full c hapter is dev oted to linear y an tras. This w ork also

explains that y an tras m ust b e consecrated b y a breath-giving ceremon y ( pr� an

.

apratis

.

t

.

h� a ), where

the deit y , seen in one's o wn self b y meditation, is installed as a vivifying elemen t in to the material

image. F ollo wing the Gandharv a T an tra [17 ], after Zimmer [19 ]:

\Next, after p erforming Pr� an

.

�ay� ama [the preparatory breathing exercises], the S� adhak a [dev otee]

should tak e handfuls of 
o w ers. The Dev � � should nev er b e in v ok ed without handfuls of 
o w ers. The

S� adhak a who con trolled his Pr� an

.

a will meditate on the P arame � sv ar � � [that is, the Highest Ruler]

as ab o v e describ ed, in his heart, and seeing b y Her grace that image, the substance of whic h is

consciousness in his heart, let him think of the iden tit y b et w een the image manifested within and

the image without. Next, the energy [ tejas ] of consciousness within should b e tak en without b y

means of the V� ayu-B � �ja [the man tra \ y am "] with the breath along the nostrils, and infused in to the

handful of 
o w ers. Th us, issuing with the breath, the Dev at� a en ters in to the 
o w ers [he is holding

to his nostrils]. The S� adhak a should then establish the Dev at� a in the image or Y an tra b y touc hing

it with those 
o w ers."
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Figure 9: Sarv� a � s� aparipurak a c hakra

Figure 10: Sarv a- � sa _ nkshobhan

.

a c hakra

2.5 Man tras

The photographic illustration giv en as Plate X CVI I I in Rao [14 ] sho ws a

�

Sr � � Y an tra b earing de-

v an� agar � � letters. This is analysed in P ott [10 ], whic h w e cite here:

\Within the outline of the bh � upara , the square with pro jections, is a three-fold circle inside

whic h is a sixteen-p etalled lotus whic h in its turn en v elop es an eigh t-p etalled lotus. Within this

latter lotus there is a �gure consisting of nine juxtap osed triangles - the �gure is indeed called

b y the name na v a y onicakra - whic h together mak e up the total of 43 small triangles of whic h Rao

sp eaks. In these small triangles, just as on the p etals of the 16-p etalled lotus and with the exception

of the nine innermost triangles, are the c haracters of the n� agar � � alphab et, while on the p etals of

the eigh t-p etalled lotus there are groups of c haracters, eac h letter pro vided with a bindu."

P ott giv es at this p oin t, as Fig. 7, a graphic rendition of the

�

Sr � � Y an tra with n� agar � � letters.

This hand-dra wn �gure is an exact

�

Sr � � Y an tra, resem bling the one represen ted ab o v e as the left

11



Figure 11: Sarv a-saubh� agy ad� ay ak a c hakra

Figure 12: Sarv artha-s� adhak a c hakra

picture in Figure 3. Actually , p oin t S almost touc hes circle � . It is not a faithful rendition of

Plate X CVI I I from Rao [14 ], whic h is m uc h closer to the Classical

�

Sr � � Y an tra, con tains further

m ulti-syllabic man tras in the eigh t-p etalled lotus, and �nally sho ws all the inscriptions orien ted

circle-wise in the �gure, as opp osed to horizon tally as in P ott [10 ]. This last author con tin ues in

describing the precise placemen t of letters on the diagram.

2.6 Mysteries of

�

Sr � � Y an tra

It is clear that this in v estigation lea v es man y questions unansw ered. The precise man tras, m udras,

and divinities asso ciated with

�

Sr � � Y an tra and similar diagrams dep end on sectarian traditions. This

esoteric tradition is still largely hermetic. A symp osium organised b y CNRS in 1984 on man tras

and tan tras led to a published v olume [12 ], in whic h an article b y T ara Mic hael [7 ] describ es one

tradition of ritual use, tak en from the Saundary a-Lahar � �, or W a v e of Beaut y h ymn. The most

complete erudite accoun t a v ailable so far is the Y ogin � �hr

.

da y a (Heart of the Y ogin � �), published

recen tly in F renc h b y Andr � e P adoux [13 ].

Although it is hin ted in sev eral sources that this sym b ol is v ery old, the author do es not kno w of

an y published represen tation an terior to the sev en teen th cen tury , lea ving op en its date of creation.

But the really puzzling enigma is: Ho w could suc h a di�cult geometric construction b e in v en ted

at all?

W e cannot resist quoting again The T an tric W a y [9 ]: \

�

Sr � � Y an tra, in its formal con ten t, is a

visual masterpiece of abstraction, and m ust ha v e b een created through rev elation rather than b y

h uman ingen uit y and craft".
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Figure 13: Sarv araksh� ak� ara c hakra

Figure 14: Sarv a-rogahara c hakra

Conclusion

This study o�ers a more precise analysis of

�

Sr � � Y an tra than w as previously a v ailable in the published

litterature. W e o�er this study as evidence of the non-trivialit y of bridging the cultural gap b et w een

Humanities and Science on the one hand, and Eastern-W estern kno wledge, or sensibilit y , on the

other.
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App endix

W e giv e here the full P ostscript source of the Classical

�

Sr � � Y an tra.

% Shri Yantra in Color Postscript Copyright G. Huet 1990

% Lines settings

0.52 setlinewidth % 0.35 for printer

0 setlinecap

0 setlinejoin

1.5 setmiterlimit

0 0 0 setrgbcolor
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% Scaling

3.937 % 10 cm in inches

0.72 % 72 units in 1 inch

mul % 1 mm in units

dup scale % new unit=1mm

/UN 100 def % unit=10cm

% Triangles

105 90 translate % Origin at O

/YO 0 def /XO 0 def % O=(0,0)

/YT UN def /XT 0 def % T=(0,1)

% Inputs - Obtained by Newton approximation computed by Caml program

/YQ 66.77 def /XF 12.6 def /YP 46.27 def /XA 18.7 def /YJ 39.8 def

% Coordinates computations

% circle alpha 4*X^2+(2*Y-1)^2=1

/sq {dup mul} def % squaring

/alpha {UN sq Y 2 mul UN sub sq sub sqrt 2 div} def % X=alpha(Y)>0

/XQ /Y YQ def alpha def % Q on alpha; Q determined

% Q & O determine e: Y*XQ=X*YQ

/YF YQ def % F determined

/XJ /Y YJ def alpha def % J on alpha; J determined

% J & T determine h: (1-Y)*XJ=X*(1-YJ)

/YA YQ XA mul XQ div def % A on e determined

/XH YJ XQ mul YQ div def % YH=YJ, H on e determined

/XI XJ UN YQ sub UN YJ sub div mul def % YI=YQ, I on h determined

% XU=0, YU=YQ, U & A determine f: XA*(Y-YQ)=X*(YA-YQ)

/XC XA YQ YP sub YQ YA sub div mul def % YC=YP, C on f determined

% F & H determine g: (Y-YF)*(XH-XF)=(YJ-YF)* (X- XF)

/YV YF YF YJ sub XF mul XH XF sub div add def % XV=0, V on g determined

% XW=0, YW=YP determine W

% F & W determine a: (Y-YP)*XF=(YF-YP)*X

/T1 XA YF YP sub mul def

/T2 XF YQ YA sub mul def

/YD T1 YQ mul T2 YP mul add T1 T2 add div def % D determined as a*f

/T3 XJ YQ YP sub mul def

/T4 XF UN YJ sub mul def

/YG UN T3 mul T4 YP mul add T3 T4 add div def % G determined as a*h

/T5 YQ YJ sub def

/XB XA T5 mul YQ YA sub div def % YB=YJ, B on f determined

% XZ=0, YZ=YA determine Z
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% C & Z determine c: (Y-YA)*XC=X*(YP-YA)

/YM YP YA sub XF T5 mul YQ XH XF sub mul add mul T5 YA mul XC mul add

XC T5 mul YP YA sub XH XF sub mul add div def % M determined as c*g

/XM YM YA sub XC mul YP YA sub div def

% I & B determine d: (Y-YJ)*(XI-XB)=(YQ-YJ)* (X- XB)

/YL YJ T5 XB mul XI XB sub div sub def % (0,YL) sur d

/XL XA YL YQ sub mul YA YQ sub div def % L on f determined

/XP XB YP YJ sub XI XB sub mul T5 div add def % P on d determined

/XE XF YM YP sub mul YF YP sub div def % YE=YM, E on a determined

% P & E determine i: (Y-YP)*(XE-XP)=(YM-YP)* (X- XP)

/XS XF YV YP sub mul YF YP sub div def % YS=YV, S on a determined

/XK XF YA YF sub XH XF sub mul YJ YF sub div add def % YK=YA, K on g determined

/XN XP YD YP sub XE XP sub mul YM YP sub div add def % YN=YD, N on i determined

/XR XB YG YJ sub XI XB sub mul T5 div add def % YR=YG, R on d determined

/XD YD YP sub XF mul YF YP sub div def % D on a determined

/XG YG YP sub XF mul YF YP sub div def % G on a determined

% Input is correct if (0,YG) on i: YG=YP-XP*(YM-YP)/(XE-XP)

/red {gsave 1 0 0.1 setrgbcolor fill grestore} def % coloring in red

/blue {gsave 0 0.8 1 setrgbcolor fill grestore} def % coloring in blue

/yellow {gsave 1 1 0.1 setrgbcolor fill grestore} def % coloring in yellow

/eored {gsave 1 0 0.1 setrgbcolor eofill grestore} def % eo-coloring red

/eoblue {gsave 0 0.8 1 setrgbcolor eofill grestore} def % eo-coloring blue

/eoyellow {gsave 1 1 0.1 setrgbcolor eofill grestore} def % eo-coloring yellow

% Bindu - The bindu is not at the center of alpha, but at the center of the

% innermost triangle, assumed to be equilateral

/BIN YP YD 2 mul add 3 div def

newpath 0.6 BIN moveto 0 BIN 0.6 0 360 arc closepath red

% Drawing triangle (trikona)

newpath

0 YP moveto XD YD lineto XD neg YD lineto closepath stroke

% Drawing 8 star (vasukona)

newpath

XN YD moveto XD YD lineto XE YM lineto XE neg YM lineto XD neg YD

lineto XN neg YD lineto 0 YJ lineto closepath

0 YQ moveto XC YP lineto XC neg YP lineto closepath

red stroke

% Drawing first 10 star (dasharayugma)

newpath

0 YG moveto XP YP lineto XC YP lineto XB YJ lineto XB neg YJ lineto

16



XC neg YP lineto XP neg YP lineto closepath

0 YA moveto XM YM lineto XE YM lineto XF YQ lineto XF neg YQ lineto

XE neg YM lineto XM neg YM lineto closepath

blue stroke

% Drawing second 10 star

newpath

0 YV moveto XH YJ lineto XB YJ lineto XA YA lineto XA neg YA lineto

XB neg YJ lineto XH neg YJ lineto closepath

0 YL moveto XI YQ lineto XF YQ lineto XG YG lineto XG neg YG lineto

XF neg YQ lineto XI neg YQ lineto closepath

red stroke

% Drawing 14 star (manvashra)

newpath

0 0 moveto XQ YQ lineto XI YQ lineto XR YG lineto XG YG lineto

XS YV lineto XS neg YV lineto XG neg YG lineto XR neg YG lineto

XI neg YQ lineto XQ neg YQ lineto closepath

0 YT moveto XJ YJ lineto XH YJ lineto XK YA lineto XA YA lineto

XL YL lineto XL neg YL lineto XA neg YA lineto XK neg YA lineto

XH neg YJ lineto XJ neg YJ lineto closepath

blue stroke

% Padmas

/PI 180 def /D1 7 def /D2 12 def /D3 2 def /D4 2 def /R1 50 def

/R2 R1 D1 add def /R3 R2 D2 add def

/R4 R2 D3 add def /R5 R3 D4 add def

/R6 R5 D4 add def /R7 R6 D4 add def

0 R1 translate % Origin at center of circles

/petal { % We assume we start at X3 Y3 neg

X2 Y2 neg X1 Y1 neg R 0 curveto

X1 Y1 X2 Y2 X3 Y3 curveto

} def % One padma petal

/THETA0 PI 4 div def

% Inner 8-petal padma

/R R2 def

/THETA1 PI 8 div def

/U1 5 def /V1 8 def

/DELTA1 20 def /GAMMA1 5 def

/X1 R2 U1 DELTA1 cos mul sub def

/Y1 U1 DELTA1 sin mul def
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/X3 R1 THETA1 cos mul def

/Y3 R1 THETA1 sin mul def

/X2 X3 V1 THETA1 DELTA1 sub cos mul add def

/Y2 Y3 V1 THETA1 DELTA1 sub sin mul add def

gsave

newpath X3 Y3 neg moveto

8 {petal THETA0 rotate} repeat

closepath

% Drawing circle alpha

R1 0 moveto 0 0 R1 0 360 arc closepath

eored stroke

grestore

% Outer 16-petal padma

/R R3 def

/THETA2 PI 16 div def

/U2 4 def /V2 6 def

/DELTA2 15 def /GAMMA2 5 def

/X1 R3 U2 DELTA2 cos mul sub def

/Y1 U2 DELTA2 sin mul def

/X3 R4 THETA2 cos mul def

/Y3 R4 THETA2 sin mul def

/X2 X3 V2 THETA2 DELTA2 sub cos mul add def

/Y2 Y3 V2 THETA2 DELTA2 sub sin mul add def

gsave

newpath X3 Y3 neg moveto

16 {petal THETA1 rotate} repeat

closepath

% Drawing circle beta

R2 0 moveto 0 0 R2 0 360 arc closepath

eoblue stroke

grestore

% Drawing circle gamma

newpath

R3 0 moveto 0 0 R3 0 360 arc closepath

% Drawing 3 outer circles

R5 0 moveto 0 0 R5 0 360 arc closepath

R6 0 moveto 0 0 R6 0 360 arc closepath

stroke

newpath
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R7 0 moveto 0 0 R7 0 360 arc closepath

% Squares

/greek {L1 L1 neg moveto

4 {L1 L3 neg lineto

L1 L2 add L3 neg lineto

L1 L2 add L3 L4 add neg lineto

L1 L2 add L5 add L3 L4 add neg lineto

L1 L2 add L5 add L3 L4 add lineto

L1 L2 add L3 L4 add lineto

L1 L2 add L3 lineto

L1 L3 lineto

L1 L1 lineto

90 rotate} repeat

closepath} def % Drawing a greek frieze

/W1 2 def % Spacing between greeks

/W2 3 def

% Inner greek

/L1 R7 def

/L2 W1 4 mul W2 add def

/L3 L1 3 div def

/L4 L1 L3 sub 2 div def

/L5 W2 def

greek eoyellow stroke

/transform {/L1 L1 W1 add def

/L2 L2 W1 2 mul sub def

/L3 L3 W1 add def

/L5 L5 W1 2 mul add def} def

% Middle greek

transform greek stroke

% Outer greek

transform greek stroke

showpage
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