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Socred Geometry: Design Your Life with Cosmic Principles

How can the tenets of an ancient art help you gain insight into your

life's path and purpose today? In Techniques for Geometric Transfor-

mation,lohn Michael Greer shows you how to use the forgotten wis-

dom of sacred geometry as a tool for expanded perception; a way to

develop awareness of the hidden patterns of reality that shape your

everyday life.

Easy to learn and use, the Sacred Geometry Oracle provides clear,

insightful, and accurate readings about past, present, and future
events. It emphasizes possibility, and the ability to choose the future
you want.

Once, ancient builders used sacred geometry as a tool to design

temples and pyramids in accordance with cosmic patterns and univer-

sal truths. With the knowledge you gain from this Oracle, you can

design your own life with the same sort of grace, power, and connec-

tion to the cosmos.
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Introduction to the

Sacred Oeometry 0racle

We live in a time of great transitions. After three centuries in which
the Western world has been dominated by the ideology of science,

more and more people are taking a hard look at the legacy of the Sci-

entific Revolution, with its dream of a world totally subjected to

human reason and its promise of limitless power through technology.

The dream and the promise measure up poorly against the hard reali-

ties of a spiritually empty, esthetically debased, culturally impover-

ished, and environmentally devastated world.

In the last fifty years, in response to these concerns, teachings con-

cerning mysticism, magic, divination, and inner development have

come out of the shadows to play an errer more prominent role in
modern life. These ancient traditions have proven themselves quite

capable of handling the complexities of a postmodern world-more
capable, indeed, than many approaches that carry the seal of official
scientific approval.

In the modern renaissance of traditional wisdom, though, the an-

cient art of sacred geometry has played a surprisingly small role. At a

time when the basic ideas of traditional wisdom are becoming ever

more widely known, when everything from astrology to Zen has a

ready and increasingly knowledgeable audience, very few people have

even encountered sacred geometry.

Much of the problem is simply a matter of how sacred geometry

has been presented in modern times. Memories of boring math class-

es make the whole idea of sacred geometry seem cold, abstract, and

difficult to those who have never experienced it, and getting past this

barrier has been a slow and difficult process.



vvrrrr il lcw stcllilr cxccptlolls' too, most of tlrc vcry sllall lrirrrtllirl 9l
rcccrt books on sacred geometry falr short as useful introductions t'
the art. on the one hand, these books betray a limited and sometimes
inaccurate knowledge of the traditional lore. on the other, many of
them have a habit of mixing sacred geometry together with a dizzying
assortment of speculations about lost continents, ancient astronauts.
conspiracy theories, and the like. while I don't intend to pass judg-
ment on such ideas, or to deny them merit on their own terms, it's fair
to say that they don't have much to do with traditional sacred geome-
try; muddling them together with geometrical studies has caused far
more confusion than clarity, and done some damage to sacred geom_
etryt reputation besides.

Despite its importance, then, sacred geometry remains the most
neglected of the western world's wisdom teachings. This is particular-
ly unfortunate at the present time, for it has things to offer that our
modern world desperately needs. It was by way of sacred geometry
that ancient architects, artists, designers, and builders created struc-
tures and works of art that still astonish the viewer by their beauty,
their practicality, and their harmonious relationship to their sur-
roundings. It was by way of sacred geometry that the spirituar and the
practical sides of life were woven together seamlessly in the everyday
environments of city, town, workplace, and home. In an age when our
cities are drowned in soulless ugliness, and our lives are surrounded
by objects designed for mechanical efficiency without any human
qualities whatsoever, the insights of sacred geometry have much to
offer us even on a practical level.

Understonding Socred Geometry
our culture's forgetfulness of sacred geometry extends so far that
many people have never heard of it, and some of those who know the
term use it in ways the traditional sacred geometers of the past would
hardly recognize. Thus, a few paragraphs on matters of definition may
be useful here.

'l'lrt'lirrglislrwortl "lgt.onr('lty"(()t)l(.slrrrnt llrt,(;t(,(,1({(,(,,r,(,ltitt,lil
critf ly "cirrllr rncilsure nl('nt" (lrrrrrr.qr,, "t'lrr-tlr," itrrr.l tttt,lrrttt,',rrtcasrr rc").
'l'lris poirrts bircl< ro thc'arrcicrrtorigirrs ol'gcornctry, whcu the art was
usccl ttl lay or-rt pattcrns on thc eartlr in order to Ineasure fields and es_

tablish the ground plans tbr sacred structures.
At that time, all geometry was sacred, for two reasons. on the one

hand, the Earth itself was understood as a living and holy being, and
those who measured it and patterned it recognized their responsibili-
ty as mediators between the Earth and the people. Historically we can
find echoes of this attitude in the sacred status of boundary stones, in
rituals performed at the founding of a city or the building of a temple,
and in many other traditions that have endured from the distant past.
This attitude had much to do with the origins of feng shui in china,
and of similar systems, far less well-known, i' the western world and
elsewhere.

on the other hand, it was recog nized early on that geometry itself
offered pathways into the subtle realm of meaning and spirit that we
call sacred. The play of geometric form obeys laws that unfold from
the nature of experienced reality itself, laws that are not subject to
human whims or prejudices. Mastery of those laws provided knowl-
edgeable individuals with tools to reshape the world, both on a physi-
cal level-for geometry was the foundation of much of ancient archi-
tecture and technology-and on subtler levels as well.

out of this recognition of the sacred possibilities of geometry, an
extraordinary tradition of wisdom took shape. It was expressed in
many different forms in the cultures that treasured it; the forgotten
geometers who planned and built the mighty stone circles of north-
western Europe no doubt understood geometry in very different ways
from the temple priests of Egypt, the initiates of the pythagorean

Brotherhood of ancient Greece, the Taoist sages of china, or the mas-
ter builders of medieval Europe. Their work varied equally; it takes
different methods and somewhat different skills to trace out the de-
sign of a stone circle, to erect a Gothic cathedral, to work out the pro-
portions of a Renaissance painting, or to teach a new initiate to apply

t
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li('()nr('lrit rrl prirrt iplt's ol lrirllrrttt',trttl ltrtrnr()r)y l() lris ol ltt'l owrr tllrily

I i lt'.

Still, l c()lnnr()r) thrcurl ol irrsight runs throLlgh all ol'thcsc cxprcs-

siorrs o1- tl'rc sacrccl gcornctry tradition. All of them recognized the

neecl to join geonretric theory with its expression in practice. All of
them knew how to fuse spirit, form, and matter into unity through

the practice of their art. AII of them recognized that beauty and mean-

ing come from the presence of the living spirit in form and matter,

and all of them saw clearly that this comes through the creative mind

from beyond,notfrom the individual ego and its manipulations.

These insights, however, did not remain central to geometric prac-

tice. As societies grew more complex and human activities more spe-

cialized, the practical side of geometry grew away from its roots in the

living spirit. This was a slow process, and by no means a continuous

one. tvVhile there are records of purely practical geometry from an-

cient Egyptian times, there were still times and places thereafter when

the practical and spiritual sides of geometry were reunited, giving rise

to soaring works of human genius, such as the temples of classical

Greece and the Gothic cathedrals of medieval Europe.

Only with the end of the Renaissance and the coming of the Scien-

tific Revolution did the break become total. It's not an accident that

the term "sacred geometry" came into being after this point. Only

when the main current of geometry in the West lost the last of its con-

nections to the sacred was it necessary to create a new phrase, "sacred

geometry," to refer to what all geometry had once been.

We can define sacred geometry, then, as the art of using geometric

forms as a gateway to the knowledge and presence of the living spirit.If
your only contact with geometry has been with the sort that's taught

in public schools, in other words, the approach on which the Sacred

Geometry Oracle is based may seem pretty strange. The emblems and

exercises in this book, and in other books of traditional sacred geom-

etry, have nothing to do with proving theorems or calculating the

sides of trianglesl Instead, sacred geometry is about opening up the

self to the experience of geometric tbrm, recognizing the presence of

trrrtlt'rlyirrli lirws irr tlrc;tliry ol'lirtttr, ittrtl lcirlrrinli lo trrrtlt'r'slrtrrrl llr

u tt ivcrsc irr rt clil'lt'r'ctr I ir rrtl clccpe l' way.

(icornctry was only one of a group of ancient arts wi[h the sam

broacl purpose and approach, and most of the cultures that made us

of sacred geometry drew on these other arts as well. In the Westerr

world, from Greek times to the end of the Renaissance, these arts wer

united as the quadrivium or "Four Ways" of arithmetic, geometrl
music, and astronomy.

All of these, it has to be remembered, were studied and practiced a

sacred disciplines. Nowadays, we might use different names to bette

communicate what the branches of the quadrivium were about: nu

merology,the spiritual science of number; sacred geometry,the spiritu
al science of form; harmonics, which emtrraces not only the inner di
mensions of music, but also the whole realm of relationship an<

proportion; and calendrlcs, the spiritual science of the cycles of time
All these interact in complex ways; some of those interactions will b,

explored later on in this book.

The Socred Geometry Orocle
The book and deck you hold in your hands are an introduction to thi
ancient tradition, designed to be used as a way of divination-that is

as a means of tapping into the subtle patterns of existence to gain in
sight into past, present, and future events. Sacred geometry has an

cient connections with the realm of prophecy and divination, reach

ing back to the prehistoric stone circles where priests and priestesser

watched the skies for portents.

Turning traditional wisdom into a set of divining cards is not a nev

idea. An old legend claims that the tarot deck came into being wher
priests of an ancient civilization sought ways to transmit their spiritu
al teachings to the future. Whether or not this is historically true, thr

idea seems worth trying!
The Oracle consists of thirty-three cards, each bearing an importan

diagram from the lore of traditional sacred geometry. These diagramr

haye meanings of their own, and those meanings can readilybe relatec

Introduction to the Socred Geometry Orocle



lo lltc t'vt'nls;tttrl siltlrtlions ol t'vt'rytlrry lili'. Wlrt'rr wt'1it'l to tlte poiltl,

lrrrr lrnrrrntl irr tiltlt's, worl< itl (11)ss l)ut'p()s('s, ()r'go oll ttrt it tilrrg,cr)t,

wr"rt'irllcirtly in(cr'prcting our livcs in gcotnctric terttrs.'l'lrc sartne sort

ol irwirrcr.rcss cirn bc turnccl to the subtle and communicative designs of
sacrecl geometry, making them into symbols that-like the runes, the

cards of the tarot deck, the figures of geomancy, or the hexagrams of
the I Ching-serve as a bridge between intuitive awareness and the

world of our experience.

The thirty-three cards of the Oracle are divided into three circles of
eleven cards each. These circles are stages in a path of initiation, and

those who wish to understand the Oracle at a deeper level, through

the exercises and meditations included in this book, may find that

path opening up before them. Understood in their fullness, the cards

are gateways that lead in many directions.

Each of the cards has a name, a number, an image or diagram, a

pair of keywords, and a pair of divinatory meanings. The name on

each card is the title of the diagram on the card in traditional sacred

geometry, and the number is simply a way of putting the cards in their

proper numerical order.

The image or diagram on each card is a geometric construction

that expresses the essential principle of the card. At one level, this can

simply be used as a visual image, as a way of remembering the'card,

and as an anchor for its meanings. At a deeper level, those who take

the time to learn what the construction is and what it represents will
find that the diagram itself has much in the way of guidance to offer.

Each card also has two keywords, one upright, one reversed, which

are for use in divination. In some card-based oracles, upright cards are

given positive meanings, and reversed ones are given negative ones.

This sort of approach seems unnecessarily limiting, since every event

has its positive and negative sides, and the most difficult experiences

often present us with the richest opportunities for growth and healing.

In the Sacred Geometry Oracle, the upright or reversed positions of
the cards symbolize situations and events that are more comfortable,

on the one hand, or more challenging, on the other, and the keywords

lt'llt'tt tlris. ll's ittr;rotlrrnl lo l<t't'p itr rrrirrtl llrirl ir rt'rrtling willr rrrirrr
lt'vt'rst'tl cirrtls isrr't "birtl"; it sirrrply nlcilns thirt tlrc (lucrcnt (tlrc pcl'

sort lirr whorn the rcacling is clone) taces a series of challenges-or, tr

szry tlre same thing in different words, a series of opportunities.
The divinatory meanings for the cards are given in the followin

pages, and expand on the upright and reversed key-words in variou
ways. The meanings are given under two headings. The first focuse

on the card as symbol and metaphor, relating the meanings of th
card to the traditions of sacred geometry. The second, more practi
cally oriented, gives common ways in which the card may be inter
preted in actual divinations. Some people find one way of talkin
about meanings more useful, some prefer the other. You may find i
valuable to refer to both, especially in the early stages of learning tr

use the Oracle.

It should always be kept in mind that the meanings given her
aren't hard and fast rules for interpretation. Rather, they're sugges

tions and hints meant to spur your own intuitive abilities and guid
you to a personal sense of the meaning of each card. Eventually, if yor

work with the Oracle and pay attention to the messages it gives you

you'll develop your own understanding of the cards, and this is exact

ly as it should be. Staying rigidly fixated on the literal meaning of th
texts that follow is like trying to jump off a diving board and han;

onto it at the same time, and the best advice is the same in either case

let go!

The Exercises

Each card also comes with a geometric exercise, which is included it
the pages that follow. The prospect of actually doing sacred geome

try-rather than just reading about it, thinking about it, or looking a
diagrams that make use of it-will fascinate some people and fright
en others. For the sake of the latter group, it should be said first of
that you don't have to do the exercises in order to use the Oracle fo
divination.

Introduction to the Socred Geometry Orocle



( )rt lltt'olltr'r'ltirntl, il yorr tlo tlctitk,t() rtll('nll)l llrt.t.xcl'ciscs, llrt,rt,
srrlt will lrc it ntrrelr tlet'pcr torrrplt'lrcrrsiorr ol'tlrc crrrtls,.ts wcll its il

goorl basic irttrtlcltre tiort to thc prrrcticc ol'trucliliolral sacrccl licontctry
itscll. If'yor.r intcntl to study sacrccl geometry on its owu terrns, ratlter
tlran simply using the Oracle for divination, carrying out the exercises

is cssential. Trying to learn sacred geometry without drawing dia-
grams in the traditional way is like trying to become a musician with-
out ever picking up an instrument.

The basic toolkit of the geometer consists of a pen or pencil, a
straightedge or ruler, and a compass-the geometer's kind, not the

sort you use to find out where north is (the sort you probably used in
school, with a little yellow pencil that clips to one side, is fine). You

can get all ofthese in the school supplies section ofyour local drug-
store for a few dollars. These three things, along with a supply of un-
lined paper, will be all you'll need for most of the geometric exercises

given here. A few other things will be useful in certain exercises;

. a length of string;

. several pushpins, the sort used to hold things up on
bulletin boards;

. graph paper, preferably with small squares (around 7a"

works well);

. heavy paper or light poster board;

. clear tape;

. a craft knife, or a sharp pair of scissors.

Armed with these simple and inexpensive tools, you'll be ready to
tackle any of the constructions in this book.

Since we live in an age of computers, some readers may want to do

the exercises onscreen with a graphics program. While this is one pos-

sible way to go about it, it misses much of the point and most of the

value that's to be gained by doing the exercises by hand, with real

paper and physical tools. The subtle interplay of mind, hand, pen, and

PrtPt'r'i5 rttt ilttPotlittt( itsPt'rt ol tlrt'lciu ninlS l)r()(('ss.'lir llr, lcitrrrctl or

irny lcvcl bu( ir shrtllow, irrtcllccttrrrl orrc, thc Jririlcrns ol sacrcd g,c()n)c

try ncccl to bc crubodicd-literally, r-nacle part of your body-by th
proccss of c:rrrying out the exercises of the art. It's by approachin
each exercise as a moving meditation, a sacred dance of pen anr

paper, that the inner reaches of sacred geometry are reached.

This brings up another point, and an important one, about thes
exercises. It's valuable to do the exercises once, but if you want to gr

beyond the most basic level of studying sacred geometry, they shoul
be done many times, until the patterns take shape on the paper witl
practiced ease. The patterns of traditional sacred geometry do no
teach all their lessons at once. It takes patience, persistence, and stead

work to give those lessons room to unfold within you.

The Meditotions

Each of the cards also has a meditation associated with it. Again, a

with the geometric exercise, it should be said right at the beginninl
that you don't need to do the meditations to used the Sacred Geome
try Oracle for divination-but again, as with the exercises, those wh<

venture into this phase of the system will be rewarded by deeper in
sights into the cards, as well as a solid introduction to the practice o
Western meditation.

It's not often realized that the Western world has meditation tradi.
tions of its own, and that these are different from the systems of India
eastern Asia, and other parts of the world. There are many similari.
ties-the human mind is much the same everywhere-but one cen.

tral difference.

This lies in the attitudes of these different systems toward tht
thinking mind. In the East, most systems of meditation teach the stu
dent to stop the thinking process altogether, by repeating mantrar
(special patterns of spoken sound), constructing complex symbolir
visualizations, or concentrating on thought-stopping paradoxes sucl
as the koans of Zen.

Introduclion to the Socred Geometry Orocle



Itt Wcslt'tn rrtystitirl lrirtlitiorrs, lry tottlltst, lltt' rtltptoittlt llr;tl's

nt()t('(()nlnorr is lo lltrirr irrrtl reolicnI tlrr'tlrirrli.irrg tttintl, ttrlt rrtcrcly

Io slrrrt il tlowrr. livcr sirtec tltc tirttc ol'l)ytltitg,rlras, il'not bclirlc, Wcst-

cnr rrryslics irrrtl sirgcs havc rccognizccl thrrt thc rrind necd not be thc

crlcnry of tl-rc spirit if it's brought into harmony with itself, with the

larger human self of which it forms a part, and with the cosmos as a

whole. The rational can be a vehicle for the spirituah this is the premise

(and the promise) of most Western mystical paths, and particularly of
those in which sacred geometry has flourished.

In the thirty-three meditations that follow, then, the crucial skill
you'll be learning is the ability to think in a meditative way. Like

everything else, this takes practice, and you'll find that the more often

you do the meditations, the more skill you'll develop in doing this.

While the meditations given here are basic ones-the heights of med-

itation lead far beyond what can usefully be covered in an elementary

book like this one-steadfast and regular practice can take you a long

way. Don't assume that one session spent on a given meditation, or for

that matter ten sessions, will reveal everything that the subject of the

meditation has to teach!

There are certain preliminaries that will be used all through the

meditations in this book. Start by sitting down and finding a stable,

comfortable position. If you want to use one of the cross-legged pos-

tures standard in Asian meditative traditions, and have the flexibility
to do it comfortably, do so. If not, find a chair with a plain, cushion-

less seat. Sit far enough forward on it that your back isn't resting

against the back of the chair. Your feet should be flat on the floor, and

feet and knees should be touching; your thighs should be parallel to

the floor, and your lower legs vertical from knee to ankle. Straighten

your back without stiffening it, and hold your head upright, as though

you were balancing something on it. Your hands should rest palms-

down on your thighs, and your elbows should be against your sides.

This is the standard Western posture for meditation.

Once you've settled into your position, consciously relax each part

of your body, starting with your feet and moving step by step up to

llrt'loP ol yottt ltt',ttl.'l'ltt'tt sl)('n(l ir lt'w rttinrrlt's l)ityinll (()ns(i()us il

tt'rrliorr t() y()ur lrrt'rrllr, lrlcirtlrirrg irr ;rrrtl orrt slowly, cvcrrly, irrrrl lrrlly.

ll you wislt, rt trrtdititlrral [rrcatlrirrg cxcrcisc callccl the F'ourlirl

IJrcath carr bc uscd here. Breathe slowly in while counting mentall
lrour one to four; hold your breath in, while counting from one t
four; breathe out, counting from one to four; and hold the breath ou

with the lungs empty, while counting from one to four, and repea

The counts should all be at the same pace, and the breath should b

held in or out with the muscles of the chest and diaphragm, not b

closing the throat, which can lead to health problems.

After you've paid attention to your breathing for perhaps five mir
utes, turn your attention to the subject of the meditation. Each of th

meditations given in this book will give you specific instructions fc
how to go on from there. In every case, though, keep your mind fc

cused on the subject, and if it strays-as it will, especially at first-
bring it gently back to the subject. When you're done, pay attention t
your breathing again for a minute or so to help yourself make th

transition back to more ordinary kinds of awareness.

Finally, it's a standard part of the work of meditation to write dow
a brief description of each practice session immediately after it's ove

The date, the time, the length of the session, the subject on which yo

were meditating, and any results or conclusions you may have reache

should be included. A diary or practice journal kept in this way wi
give you a valuable tool to track your progress over trme.

t0 Introduction to the Socred Geometry Orocle



The First Circle



r: The Unmarked Card

In ancient times, paper had not yet been invented and writing materi-
als such as parchment and papyrus were expensive. The ancient mas-

ters of sacred geometry thus traced out their diagrams on many differ-
ent kinds of working surfaces. The word geornetry itself literally means
"earth measurement," a reminder that the living earth itself was the

original surface on which the patterns of sacred geometry were drawn.

In Greek and Roman times, wax tablets that could be warmed,

smoothed, and used again were common. Later, in the age of the great

cathedrals, the builders' diagrams were drawn in chalk on wooden

t
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Itltt in1', lrolurls; "lr,rt irrli lro,ttrl" rr'rtt,tins ,l (()nrn()n l('r nr rr s()nl('

nrotlt'r n trirtliliorrs ol slrt rctl 11t'orrtctly.
( lrrltl l,'l'lrc tJrrrrrlr'l<ctl ()itr.tl, rc[)rcscnts thc Ir'ircirrg lroar-rl ol worl<-

ing sr.rrfhcc ol'thc sarcrecl gconreter, ready for use but not yet marked in

any way. What patterns will you draw on it?

Upright Meoning : Potentiol ity

WnpN n,e,ppEARs upRrcHT rN A READING, The Unmarked Card sug-

gests that the situation is entirely open. No points, lines, or pat-

terns have yet been drawn on the tracing board before you, and

you can make whatever designs you wish. Do you want to create a

simple diagram or a complex one, or plan a cottage, a palace, or a

pyramid? It's up to you.

Llr pRecrrca L DrvrNATrorv, this card upright usually means that your

own choices and actions in the present, rather than legacies of
your earlier actions or decisions made by others, will have the

most important influence on how matters turn out. It represents

a situation in which you are more or less free to do as you wish.

Let your dreams soar!

Reversed Meoning: Hiddenness

Wsp,N rr AppEARs REVERsED rN A READTNc, The Unmarked Card

suggests that the tracing board is not as blank as it appears at first
glance.'v\4rile it looks as though nothing has been decided or de-

termined yet, there are lines and patterns you can't see, and they

will have effects on your design that you cannot calculate with the

information on hand.

IN pnacrrceL DrvtNATrori, this card reversed means that there are

important things you don't yet know about the situation. Your

options may be limited in ways you don't expect-by other peo-

ple's actions, by the effects of choices you yourself have made at

some earlier time, or by other factors you haven't yet recognized.

It may be a good time to gather more information before you

commit yourself too deeply to any particular plan or project.

Exercise for Cord I

liol tlris cxclcisc, yorr'll ncccl thc usual tools ol'thc sitcrcd gcor.nctcr

rlcn(ionecl ir-r the Introcluctiorl-pen, straightedge, and compass-
but you won't actually use any of them! Simply set them down in
front of you, along with a piece of blank, unlined paper. Look at the
paper, and think about the various patterns you could draw on it with
the tools you have. Imagine points, lines, arcs, circles, triangles,

squares, and more complex designs as well. Picture them on the paper

. . . and then let the images fade, and return your attention to the

plain, blank surface of the paper in front of you. Do this for a few

minutes at least, and do something else before you go on to any of the

other exercises in this book.

The point of this exercise may be clear to you as soon as you do it,
or it may not. This actually doesn't matter that much. It's useful to re-

member that in sacred geometry, as in so much of life, it's more im-
portant to do things than to understand them intellectually. If you
have a strongly visual imagination and pay attention to the instruc-
tions, it's possible to do any of the exercises in this book in your head

. . . but most of the lessons they have to teach will remain hidden from
you unless you actually pick up the tools of sacred geometry and do

the exercises right here in the material world.

Meditotion for Cord I

For many people nowadays, the sort of emptiness symbolized by Card

I is something to fear and avoid. Few people can handle as much as

five minutes of silence and solitude without becoming bored and un-
comfortable. Too often, we turn to the media or to other people to fill
up the emptiness, rather than paying attention to the many lessons it
has to teach-not to mention wondering what it is about emptiness

that frightens us so much.

This is where the practice of meditation becomes so important. In
nearly all systems of meditation, one of the central skills to be learned

is the ability to handle stillness, silence, and emptiness. It's been said

that meditation is one of the most borine activities there is, and this is

l: The Unmorked Cordt6



Irrrt' lrrrl il's rr lrrrll trrrllr, rrol llrt'wlrolc trrrllr. lt's lry tltr'prtttitt'ol
rrrctlitllion tlrrrl wc crln lcarn (() pily il(lclrliort to wltrtt is irctullly goirtli

orr irrsiclc us ancl around Lls . . . and that quickly leads to discclvcrics

that are anything but boring. The following meditation is a way to

begin this work.

As mentioned in the Introduction, each of the meditations on the

cards focuses on a particular subject. For Card 1, the subject is-noth-
ing at all! Once you've finished the opening process outlined earlier,

simply let your mind empty itself of thoughts, and do your best to

keep it that way.

As soon as you try this, of course, various kinds of mental chatter

will spring up to fill the emptiness. Images, ideas, fantasies, worries,

things you need to do as soon as the meditation is over and things you

should be doing instead of meditating will all come rushing into your

awareness. This sort of mental static is one of the constants of medita-

tion, at least in the early stages.

The cure for it is simple . . . though "simple," here as elsewhere in
life, is not the same thing as "easy." As soon as you notice that your

awareness has strayed away from emptiness, simply bring it back and

let the thought go. Odds are you'll have to do it again, and again, and

again as you take the first steps toward clarity.

To begin with, five minutes of this meditation is enough. With
practice, you'll find yourself achieving a relaxed yet vigilant state of
inner clarity, in which your awareness reflects only itself and intruding

thoughts don't arise. This state is one of the great gifts of meditation,

and you'll want to try to achieve it for a few moments at the start of
each of the other meditations in this book, between the period of
rhythmic breathing and the time you spend exploring the actual sub-

iect of the meditation.

z: The Point

The journey of a thousand miles, it's been well said, begins with a sin-

gle step. Every human being unfolds like a geornetric design from a
single point-a fertilized ovun, smaller than the period at the end of
this sentence. In one sense, this is the image of the divine in which
each of us is made. In the same way, every design in sacred geome-

try-simple or cornplex, basic or advanced, abstract or practical-be-
gins with a single point.

Geometrically speaking, the point has neither length, width, nor
depth; it is pure existence, u'ithout any dimensions or qualities at all.
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All wt'(iur siry irlrorrl il is llrrrl il is,.rrrtl tlrrrl t'vt'r'yllrirrli t'l:,r',1.'pt'ntls ott

il rrrrtl urrlirlrls lrorrr it. l)ocs tlris sorrrrtl lrrrrrilirrri lrr rrr;ury ol llrc

w()l'l(l's spiritr-ral lraclitiorrs, sagcs ancl nrysLics hitve poitttt'tl ottt tlrat

thcsc sanrc staternents are also true of that crcativc Mystcry which, for

want of a better word, we may as well call "God."

In the symbolism of sacred geometry, the point corresponds to the

concept of unity. Every point is exactly the same as every other point;

the only difference is where any given point happens to be located.

From ancient times, this has been used as a metaphor for the presence

of the divine in the universe.

Upright Meoning: Beginning

WrunN rr AppEARs upRrGHT IN A READTNc, The Point suggests that

the moment has arrived to make a beginning. Whatever design

you intend to make on the tracing board of your life, you need to

begin it somewhere, by making the point from which everything

else will unfold. If you don't know exactly where the first point
should be placed, make your best guess and go ahead.

IN pn,A.crro4L DrvrNArrorv, this card upright means that it's time to

choose what you want to do, and start actually doing it. Day-

dreams, speculations, worries, and "what-ifs" all have their proper

place and time, but that's not here and now. The German poet

Goethe's advice is worth taking: "Whatever you can do, or dream

you can, begin it. Boldness has genius and power and magic in it.

Begin it now!"

Reversed Meoning: Commitment

WnpN rr AIeEARS REVERsED rN A READTNc, The Point suggests that
you have already made the first mark on the tracing board before

you, and whatever patterns you will be drawing from now on will
have to take that initial point into account. The marking of the

first point is a transition from freedom to commitment, one that

cannot be reversed without starting the entire process again from

the beginning.

/w t'tr,1r:t t(:/rt t)t l'lN,r'l lolv, llris rlrrtl rt'vt'rst'tl rrrt,lrrrs tlltt wlltlcvcr
y()u nriry hrtvc itttt'rttlt'tl, yott'r'c rrlrcittly too tlccply irrvolvcr'l in llrc
situaliorr to bc ablc to bacl< out with any degree of grace or eff-ec-

tivcness. Like it or not, you've committed yourself, and one way

or another you are going to have to deal with the results of that
commitment.

Exercise for Cord 2

As you did with the exercise for Card 1, take the three tools of sacred

geometry-the pen, the straightedge, and the compass-and set them

down in front of you, along with a sheet of plain, unlined paper. In
this exercise, you'll be using only the first of the tools, the pen. The

point and the pen are linked symbolically as well as practically; in
both senses, the business end of the pen is nothing but a point, a way

of marking position in the unbounded, undefined space of the blank
tracing board.

Start out by considering the sheet ofpaper in front ofyou, as you

did in the exercise for Card 1, imagining the different patterns you can

bring into being on its blank surface. Then slowly, deliberately, and

with intent, make a mark somewhere on the paper: a single dot, as

small as you can make it.

Now consider the paper again. Whatever you do with the paper

from this time on, that point will play a role. Even if you deliberately

draw a pattern that doesn't relate to it at all, it will be there, suggesting

connections and relationships by its simple presence. Go ahead and

imagine different patterns on the paper, as before, but see how the

point you have drawn interacts with them and shapes them.

When you've done this for a few minutes, set the paper aside. Don't
throw it out; you'll need it for the next exercise.

Meditotion for Cord 2

For this meditation, start with the same opening process as before-
the stable, balanced position, the step by step relaxation of the body,

the period of attention to rhythmic breath, and the deliberate clearing
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()l tlr('rrrirrtl.'liy, irs tn('nliottctl itlrovc, lo rt'itrlr llrirl stitlt'ol tltlttt
wltchlulncss in which yor.rr:.rwirrcncss conlrrins nollring btrt itscll.
'l'hen, aficr a ur()fllent or so, rllove on to the subject ol'lhc rncclilatiorr.

The subject is, simply, the idea of a geometrical point. Start by

imagining a point, all alone in an emptiness that extends in every di-

rection without limit. Let this image build up solidly in your mind's

eye until you can see the point clearly in the middle of infinite space.

Now think of the point itself as infinitely small, without length or

width or depth-pure position, as the old definition has it, without
magnitude. Think about the way these two infinities, the infinitely
small in the midst of the infinitely vast, mirror each other. Consider

any comments that particularly struck you in the discussion of the

card above, and see how they relate to the ideas just mentioned.

Tirrn all this over in your mind in a general way for a time, and then

choose some particular train of thought that it sets in motion and fol-
low that as far as it goes, trying to relate each step back to the image of
the point in the middle of infinite space. If you find that your thoughts

have strayed away from the subject, bring them back to the image, and

then try to pick up the train of thought at the point where it derailed,

and follow it further. When you've taken it as far as you can, close the

meditation in the way described in the Introduction.

3: The Line

Once the first step has been taken, the next one follows. Once a
process has been set in motion, it unfolds according to the innate laws

of its development, unless some other factor cornes into play. In the

same way, after the point comes the lirie.

The line is one of the two basic constructions unfolding from the

point, and along with the other-the circle-it gives rise to all other

patterns. In geometrical terrns, a line can be drawn between any two

points, and once drawn it extends to infinity in both directions. It has
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(rl('(linr('nsiorr, llrt'tlirrrt'nsiorrol lt'rrtillr. ll lr,rs,r :,P1'1 1,ql rr'l,rliorrslriI
witlr llrt'slr.rililrtt'tl1it', tltt'licorttclct 's lool ttst'tl to tlr,rw lirtt's.

lrt sitclctl !ic()rnctry, tlrc linc cor-r.cspontls to tlrt'itlclr ol tlrrrrlity.

Partly tl-ris is a rcflcctiorr ttl'thc two poirts that clctlnc any !iivcn linc,

but it also suggests the two very different uses that the line htrs in geo-

metrical work. On the one hand, the line connects; it unites the two

points that define it, and extends the relationship between them out to

infinity. On the other hand, the line separates; it divides the tracing

board or the abstract plane on which it is drawn into two parts. Both

these factors are equally important to the line's meaning.

Upright Meoning: Extension

WunN rr AaIEARS upRrGHT rNA READTNc, The Line suggests that the

point you've already drawn can be connected to another point
somewhere else on the tracing board before you. This involves

moving beyond the beginning you've already made, and building
on the past without being limited by it. Remember that every line

reaches out all the way to infinity, no matter how close together lie

the two points that define it.

IN pR,tcrrca L DrvtNArroru, this card upright means that it's time to

proceed with plans and projects you've already set in motion.
\A4rere The Point focuses on beginnings, The Line puts emphasis

on follow-through. You've already established your starting point;

now it's time to choose another point-the one toward which
you're aiming-and trace out the line from one to the other.

Reversed Meoning : Seporotion

WspN rr AppEARs REvTRsED rN A READTNc, The Line represents a

line of separation across the tracing board before you. That line is

formed by the beginning you've made and the goals that you've

set, and it extends out to infinity in both directions; there's no way

around it. Some things will fall on one side, some things on an-

other, and there's not much you will be able to do about that fact.

Once the line is traced, separation follows.

/lv t,ti,rr l l( u l)lllN,u tolv, lltis tirrtl rt'vt'rst'tl nrt',rrrs llr,rl llrt', lt,ut1lt's

y()u v('st't in trtolion.ut'goirrli lo r'('(luirc yott lo lt't go ol ()n('()r'

rrrorc tlrings in yorr r'lilc'. As you cxtcnd thc lirrc, so nrt-rst yolr cx-

tcncl yoursclf, ancl tlrat cxtclrsion nay be accompanied by various

l<inds of growing pains. The most common of these is the pain of
having to give up the familiar, safe, comfortable surroundings

you've grown used to. When a baby is born, it finds itself thrust
out from the comforts of the womb into a cold, strange, and chal-

lenging new world. One way or another, this is always the price of
growth.

Exercise for Cord 3

For this exercise, you'll need your pen and straightedge, and the sheet

of paper marked with a single point from the exercise for Card 2. Set

the paper before you, consider it, and then mark a second point on the

paper, wherever you like. (The only requirement is that it shouldn't be

precisely on top of the first point!)

Once you've drawn the second point, take your straightedge and

line it up on the two points. If at all possible, the straightedge should

extend off the edge of the paper on both sides. With your pen, draw

the line that connects the two points, and extend it out to the edge of
the paper in both directions. Set the straightedge aside, and consider

the line for a few moments; try to see how it unites and separates at

the same time.

If you like, repeat this exercise several different times, marking your

two points in different places on the paper and extending the lines ac-

cordingly. Practice positioning the straightedge so that the line you

draw with it goes exactly through the two points; if you don't have

much experience with practical geometry or drafting, this will help a

good deal with some of the more detailed geometric exercises to come.

Meditotion for Cord 3

The process for this meditation is exactly the same as the one you

used in the meditation for Card 1; the only difference is in the topic.
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Sl,trI ,rs lrt'lort', lry siltirrli irr ,r sl.rlrlt'posiliorr, rt'l,rrirrli yorrr lro.ly, p,ry

irrglrltt'rrliott to your lrt.t'rrllr lirt ir lcw rttittult's, rtrttl llrt'rt st't'liirrli tlrt'

statc ol [r;.rliurcccl clality. ()ncc yor-r'vc Lonrplctccl thcsc stcps, go 1o thc

topic, which is the line.

Start by imagining a point in the middle of infinite space, as in the

meditation for Card 2. When this image is solidly built up in your
mind's eye, imagine another point, some distance away from the first
one. Tiy to hold both points at once in your imagination; be aware of
the relationship between them, and the endless space opening up to
either side.

Then allow a perfectly straight line to form between the points,

connecting them and shooting off in both directions, past the points

and toward infinity. Follow the line with your mind's eye in one direc-

tion, and then in another, then return to the two points and the line

connecting them.

Now think about the line and the points it connects, and allow the

image to suggest ideas to you. Make use of any ideas that interested

you in the discussion of the card above. Are there parts of your life
that remind you of the interaction between the points and the line?

What does that interaction look like from the perspective of each of
the points? How about from that of the line?

As before, choose one train of thought and follow it as far as you

can; if your thoughts stray off the topic, take them back to the image,

and then bring them back on track. \Alhen you've taken the train of
thought as far as it can go, close the meditation as before.

4: The Circle

The line, as we've seen, is one of the two basic constructions of sacred

geometry; the circle is the other. Both line and circle start out from the

relationship between two points, but do so in radically different ways.

Each one is the other's opposite, mathematically as well as symbolical-

ly. \Arhere the line connects point to point, and reaches out to infinity
in two directions, the circle takes one point as its center and the other

one as a measure of distance, keeping them permanently separate, and

traces an arc that curves back on itself into unity. Where the line is the

26 27



s()tlt(('ol .rll lirowllt lttttl t'xlrltnsirrrt, llrt't irt lt' is llrt'sotrrtt'ol rtll ton
trtitttttertt itntl lintitrrtiorr.

Sorrrc rroclcnl wirys o['thirrl<irrg trcat linritatiorr irs tlrough it's al-

ways ar bad thing, but this is just another example of how far out of
touch we sometimes get with the realities of the cosmos. It's worth re-

calling that in living things, unlimited growth has a special name; we

call it "cancer." Limitation and growth, expansion and contraction-
both have their necessary place in the dance of life, unfolding step by

step in ever more complex relationships out of the creative freedom

symbolized by the point.

In another sense, the circle can be seen as the point in an expanded

form, since it is made up of all the points at a given distance from its
center. For this reason, the circle has often been used as a symbol of
spirit or of divine power present in the world. This may seem unrelat-

ed to the meanings just given, but most of the time the divine or the

spiritual is our name for the furthest limit of our perceptisn5-"1hg
highest circle of spiralling powers," in Nikos Kazantzakis'phrase.

Upright Meoning: Continuity

WunN rr AaaEARS upRrGHr rN A READINc, The Circle suggests that

the patterns you draw at this point in your design should be based

on relationships you've already established and boundaries you've

already set. In the designs you've already made are the seeds of
endless complexity and beauty, and this may be a good time to
allow those seeds to germinate, instead of digging them up and

planting new ones in their place. Patience and gentle persistence

are called for at this stage in the unfolding of things.

IN patcrrctL DrvtNArroru, this card upright generally means that it's

a good time to pay attention to routine activities, and to turn
away from new projects and requests that you extend yourself

into unfamiliar territory. It can mean that you're not in a good

place to begin new projects; it can also mean that you've already

set in motion the patterns that will bring you your heart's desire,

and you need to tend to them, rather than neglecting them for

sorrrt'llrirrli rrr'rv- /\ll< rrlion lo 1,ottt lrotttt',ttttl l,rrrrily t irtlt'trt.ry lrt'

rr liootl itlt'ir,;rrttl irt sorttt'titrtttttslrtttces il lttlty Ite lcllirtg yott ttl
"circlc Ilrc wirrl<lns" urrcl pr.cparc lirr potcrrtial clif'llcLrltics.

Reversed Meoning: Repetition

Wttt.N f 7'AppEARs R€vERsED /N A READTNc, The Circle suggests that

you are drawing the same circle over and over again on your trac-

ing board, rather than doing anything more creative. If the circle

is large enough, you may be able to convince yourself that you're

going someplace different, because the scenery and the angles

keep changing; still, if you pay attention to the distance between

you and your goals, you may be in for a surprise.

1r.,r pRecrrce r, DrvrNATrorv, this card reversed often means that you

are going around in circles, accomplishing nothing beyond what

you've already done before. This can be a necessary thing, but it's

easy to overdo it. Pay attention to the patterns in your Iife that

seem to repeat themselves over and over again. Are there situa-

tions at work, in your relations with other people, or within your-

self that show up with clockwork regularity? If so, what might you

be doing to foster these patterns? It's common (and convenient)

to blame the universe for such things, but most of the time the

ruts we get stuck in are the ones we make ourselves.

Exercise for Cord y'

For this exercise, you'll need your pen and compass, and several sheets

of unlined paper. As in the exercise for Card 3, mark one point on the

paper, then another; the two should be close enough together that the

two points of your conpass can reach easily from one to the other.

Decide which of the two points will be the center of your circle,

and put the metal point of the compass exactly onto it, pressing the

point into the paper. Widen or narrow the compass until the pencil

point comes exactly to the other point, and then twist the handle

around to draw a circle, starting and ending at the other point.
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ll yotr lr rvt'rt'l trst'tl ,t t',t'orrrt'lt'r s (()nrl),rss lrt'lott', il rn,ty l,tlit'\'ott ,t

(('r lirin :lrrrorrrrI ol Pr';lrlitt' llt'lirrt' y()u (ln tlo so willr .rrry tlt't',tt't'ol

g,r'rlce.'l:rl(c tltc tirrrc yott rtcctl; you'll [rc tlrirwing rt lot ol circlt's irr (lrc

cxclcrscs to corltc.

A couple of technical terrrs will help rlake things cleirrer in latcr cx-

ercises; if you managed to miss geometry in school, or have forgotten

whatever you learned then, you may want to make mental notes. The

curved line that you draw with the pencil point of the compass, mark-

ing the outer edge of the circle, is called the circumference. A straight

line that goes through the center of the circle, dividing the circle in
half, is called a diameter. Half a diameter-that is, a line going from the

center to the circumference in one direction-is called a radius. An arc,

finally, is simply part of a circle: a curved line, drawn with a compass,

that doesn't go all the way around to connect up with itself.

Meditotion for Cord 4
Here the process of meditation is the same as before, and the topic is

the circle. Start, as before, by imagining a single point in the midst of
infinite space. When this in-rage is built up solidly, irnagine another

point some distance away from the first; hold both of the points in
your mind's eye, being aware of the relationship between them, as you

did in the meditation for Card 3.

This time, however, let the first point be the center, and imagine the

second one beginning to move slowly around it in a circle, like a plan-

et orbiting a star. The two points stay exactly the same distance from
each other, and the first point does not move at all. \A/here the second

point passes, it leaves a track that you can see, so that as it finishes its

first circuit it has traced a circle in space.

As before, begin to think about what this image might mean to

you. Think of circles as they appear in folklore and figures of speech,

in nature and in human nature. Consider the subject in a general way

for a time, then choose one of the possible trains of thought and fol-

low it to its end, returning to the image and then to the train of
thought if your mir-rd drifts away from it.

t: The Spiral

One of the most ancient patterus in sacred geometry is the spiral. In

the ancient chambered tomb at Newgrange in lreland, which was de-

signed so that a sir-rgle ray of light shone the full length of the under-

ground passage on one day of the year, spirals carved in the stone

serve as markers tbr the sunlight's position artd express teachings now

forgotten. Found all through nature as well-in the shells of sea ani-

mals, the heads of sunflowers, and many other places-the spiral

serves as a powerful image of the unfolding of what is hidden.
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Sl'ir;rls ol t,,u totts sor ls t,rrr lrt'r orrsl r rrr lr'rl rr:,irr1', llrt'sl,rrrtl.trtl st'l ol

gr'otttt'tl itrtl tools tltt' P1'11, strlrir3lrtt'tlgc', rrrrtl t()nrl)irss lrrrl lrrrollrt'r

Illctlt()(l was usc(l irt rtt.rle iulcicnt tirrres, wlrcrr tlrc totllliit ol tlrc sit-

crcd gcol'nctcr consistecl of a length of rope ancl scvcral woodcn

stakes, and the working surface was the living earth itself. A stake or
staff would be driven into the earth, and a rope wound around it; an-

other stake would be tied to the free end, and used to inscribe a spiral
in the earth as its holder moved around and around the central stake

in ever-widening arcs. A variant of this process will be put to use

below in the exercise for this card.

Upright Meoning: Unfolding

WnnN rr AppEARs upRrGHr rN A READTNc, The Spiral suggests that
the design you have begun to draw upon your tracing board has

much to unfold, if you allow it to follow the directions and dy-
namics it has already set in motion. Just as the oak unfolds from
an acorn, the smallest portion of a spiral's arc already contains the

full outward sweep of the finished spiral in potential; follow that
potential, and your design will unfold as it should.

IN pn'rcrrcaL DrvrNArroN, this card upright often means that you

are in the early stages of a process, one that may lead much fur-
ther than you expect. It is usually a favorable sign, unless you're

asking whether something can be quickly brought to an end! The

Spiral upright counsels patience, attentiveness, and a sensitivity to
context, so that the spiral patterns of the future can unfold in
their own way.

Reversed Meoning: Diminishing

WueN rr ArIEARS REVERsED lN A READTNc, The Spiral suggests that
the design you are drawing is spiralling inwards, tracing ever-

smaller arcs around the point where it will finally come to rest.

The same inner dgramics that once sent it spinning outward in
expanding curves now bring it back again, and attempting to
force it around into a circle will only break the continuity of the

P;tllt'r rr ,rrrrl lt',rvt sotrrt llrinli ,rr lilit i,rl irt 1rl;;11' ol llrt' tt.tlttrtl
tlrtttt't' ol sgrir rrllirrg loltr'.

Irtt t,tt,t<:t tt:.,tt r)tvtNA't ro,,v, tl-ris card reversecl means that the situa-

tion or some important part of it is winding down and approach-

ing an end. lf you've committed yourself too strongly to the idea

that it can circle around endlessly, you may be left turning about

in empty space when the natural cycle has completed its course.

Expansion and contraction, development and decay, beginnings

and endings are all part of the order of things, and it's useful to

remind yourself of this when you find yourself thinking that any-

thing lasts forever.

Exercise for Cord 5

For this exercise, you'll need some items that aren't normally part of
the modern geometer's toolkit. A pushpin (the sort with a cylindrical

plastic head), a piece of string approximately four inches long, and

some tape will be needed, along with a pencil and a sheet of unlined

paper. You also need to find a table or working surface in which you

can stick a pin solidly without causing damage you or anyone else will
regret later. (If you don't want to mar your desk or table, try putting a

piece of tagboard or heary poster board underneath the paper.)

Start by sticking the pushpin into the center of the paper, and

through it, so that it's firmly seated in the working surface beneath. Thpe

one end of the string securely to the side of the pushpin's head, and the

other end to the pencil-the closer to the point, the better. Then, with-

out making a mark on the paper, wrap the string around the pushpin

until the pencil is held tight against it (see Diagram E-5).

Now put the pencil point against the paper, and unwind the string

by moving the pencil around and around the pushpin. Do it slowly,

paying attention to the spiral as it forms. \Mhen the string is entirely

unwound, stop for a few moments, considering the spiral, and then

keep going in the same direction, winding the string back around the

pushpin, and producing another spiral that cuts across the first. Finish

when the pencil is again held snugly up against the pushpin.

5: The Spirol32



Diogrom E-5: constructing o spirol

Meditotion for Cord 5

Start with the opening process that was described earlier. When you

have reached the state of inner clarity, imagine a point in the middle
of endless space. See it turning around itself, siowly, in the midst of
immensity. Then imagine an arc spiralling out from it, growing wider
with each turn, reaching out to a great distance. Finally, as in the exer-

cise, imagine the same arc turning and spiralling back inwards, cutting

across the first spiral as it spins back to the center.

\Mhen this pattern of imagery is built up solidly in your mind's eye,

turn your attention to the next phase of this meditation, and allow

images and ideas suggested by the ellipse to take shape in your mind.
Be sure to think about both the expanding and the contracting spirals,

for each has its lessons.

Consider the spiralling patterns in a general way for a time, then

take one train of thought and follow it out to its end. Finish the med-

itation in the usual way.

6: The Ellipse

A more complex figure, relatecl to the circle but with properties of its

own, is the ellipse. An ellipse can be thought of, in some ways, as a cir-

cle with two centers. Where a circle is defined by all the points located

around a single point (the ceriter) ;rt somc particular distance (the ra-

clius), an ellipse is definecl by all the points located around two points

(the foci of the ellipse) in such a way that the total distance from ei-

ther focus to any of thc points ancl back to tl-re other focus is always

the same.
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n('('(l l() nl()v('willr it.'l'lris is rrcrtr.ly rtlwrtys rr positivc sigrr irt tliv

irrirliorr, prrrrrrisirrg rtot ottly succcss llut rtlso sttt<loth sailing ort tltc

wiry thcrc. As lortg ils you pay attention to the flow of events, and

try to respond to them (rather than to your own preconceptions

about the situation), things are very likely to work out well.

Diogrom ,4-6: the sum of the distonces from ony point
to the two foci is olwovs the some

All this may seem unnecessarily complicated, but ellipses are all

around us. Planets and moons move in elliptical paths as they dance

through space, and any object thrown or shot through the air (or

through outer space) will follow a curye that's a portion of an ellipse.

The ellipse, in fact, is the natural curve of movement and of dynamic

energy in the universe of our experience, and it has subtle and impor-
tant lessons to teach.

Upright Meoning: Flow

WI:BN r? AppEARs upRrGHT rN A RE DrNc, The Ellipse suggests that
the pattern that is taking shape on your tracing board is defined,

like the ellipse itself, by the graceful curves of energy in motion.
To the extent that your designs move in harmony with those

curves, the flow of energy itself will bring lines and forms to the

places they need to be.

IN pn,q.crrc,q.L DrvrNA'rror;, this card upright means that the situa-

tion around you is moving in the right direction, and you simply

Reversed Meoning: Adiustment

Wttp,N n AppEARs REVERSED rNA READTNc, The Ellipse suggests that

the pattern that is taking shape on 1'our tracing board requires

you to make adjustments in the lines and forms you've akeady

drawn. However attractive these latter may be, they have the po-

tential to come into conflict with the overall design that's taking

shape, or with the parts of it you are drawing right now Like an

ellipse, the design before you has more than one central point,

and it's necessary for you to make sure that every important factor

is able to fulfill its role and its destiny in the whole.

IN pn,A.ct'tc,\L DrvrNATtoru, this card reversed means that the situa-

tion you are facing will require you to make adjustments, in your-

self or in other aspects of your life. While large-scale changes

aren't needed at this time, plenty of minor changes may be need-

ed in order for you to deal with the situation effectively. Sensitivi-

ty to subtle factors is important here, and so is attention to detail.

Exercise for Cord 6

This exercise, like the last one, requires a working surface into which

you can stick pins without causing damage you or anyone else will re-

gret. You'll need two pushpins this time, and a piece of string perhaps

eight inches long, as well as a pencil or pen and a piece of unlined

paper.

Start by tying the two ends of the string together with a knot that

won't slip-a square knot works well-to form a loop. Next, stick the

two pushpins into the paper, a few inches apart, and make sure they're

fixed firmly in the working surface. Loop the string around the push-

pins, and put the pen or pencil in the loop and pull it out until the
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Diogrom E-6: constructing on ellipse

string is taut, forming a triangle, before putting the point down

against the paper (see Diagram E-6).

At this point, all you need to do is move the pen or pencil to one

side, keeping the string loop taut at all times. Let the string slide freely

around the pen or pencil and the pushpins. The movement of the pen

or pencil and the pull of the string loop will combine to trace a perfect

ellipse on the paper, with the two pushpins as its two foci.

Meditotion for Cord 6
After the same opening process as before, imagine a point amid end-

less space. After the first point is solidly established in your mind's eye,

imagine a second point not far away. Then, as in the exercise, imagine

an ellipse taking shape around the two points. Tiy to sense the way the

points around the circumference of the ellipse relate to the two foci,
by turns closer to one and farther from the other.

\Arhen this imagery is solidly built up, go on to the next phase, and

allow this pattern of images to call up ideas and images in your mind.
\Ahat does the ellipse seem to symbolize? What meanings might it
have? As before, consider these things in a general way for a time, then

take one train of thought and follow it out to its end. Finish the med-

itation in the usual way.

7: The Vesica Piscis

With the vesica piscis, we reach the most important of the basic con-

structions used in traditional sacrecl geometry. The vesica is formed

out of the overlap between two circles, each one with its center on the

other's circumferen ce. A drzzytng array of constrttctions unfold from

it; in sacred geometry, few designs rival it as a source of meaningful

patterns.

The term vesica piscis is Latin, and literally n-reans "vessel of the

fish." In Roman times, subtle movements of the Earth's axis were
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[rringirrg tlrc zodilcitl sign l)isecs to thc point ol'lrcirvcn whcrc thc surr

starrds at thc sprirrg ccluinox, ancl thc followcrs ol'a rrcw rcligion-
Christianity-borrowed the vesica from older traditions as a symbol
for their beliefs. They left just a little of the two circles at one end, to
represent the tail of the Piscean fish. It was a clever use of symbolism;
it announced Jesus of Nazareth, whose career was marked with fish
miracles and who drew disciples from among fishermen, as the savior

of the dawning Piscean Age.

The importance and meaning of the vesica aren't restricted to any

one religion, though, or for that matter to any one of the twelve

months of the Great Year. Wherever two factors or forces combine to
create a more complex uniry the vesica abounds. At every moment,
for example, cells in every part of your body are forming and reform-
ing the vesica as they reproduce themselves. In the process of human
reproduction and birth, the same thing happens on many different
scales. In fact, there's a fully developed sexual symbolism to these basic

geometric patterns, with the point as the ovum, the line as the penis,

the circle as the vagina, the vesica as the sexual act uniting male and

female, and so on. As the ancient masters of sacred geometry taught,
everything comes down to geometry in one way or another.

The vesica is especially important because it is the easiest way to
generate one of the three primary root relationships of traditional sa-

cred geometry, the {3 relationship. About these roots and their mean-

ing, we'll have much more to say as we go on. For now, the important
point is that r/3, the square root of 3, is a very odd number. Mathe-
maticians call it "irrational." It can't be expressed exactly by any frac-
tion or any decimal figure; it "falls between" any measurement in
number, no matter how precise. As we'll see, though, it can be ex-

pressed exactly in geometrical terms, and it takes on an extraordinary
importance in the realm of sacred geometry.

Upright Meoning: Union

WrunN n l.ppEARs vpRrGHT rNA READTNc, The Vesica Piscis suggests

that the process set in motion with the drawing of the first point

40 7: The Vesico Piscis

Irirs llcg,irr to bt.irr li'rril. lrrorrr tlrc poirtt,llrc linc rutcl thc clrclc llilvc

urrlillclccl, tlrc spilirl arrrl tltc cllipsc Ititvc colnc irrto being, and now

a second circle l-ras taken shape, producing the vesica, the symbol

of creation. The space between the circles is a womb from which

any number of things will be born.

IN pn,e.crtc,+L DrvINArIorv, this card upright is usually a sign of suc-

cess, especially in any question where the actions of others are im-

portant. It means that you are not alone, and that other factors,

forces, or people are adding their efforts to yours. The situation

will improve to the extent that you can work constructively with

the others involved. Openness' honesty, and a readiness to give

firlly of what you have to offer are strongly highlighted.

Reversed Meoning: Encounter

Wrur.N IT AppEARs REvERsED rN A READTNc, The Vesica Piscis sug-

gests that the circle you have drawn around yourself no longer

contains everything in the picture. A new circle is present, with its

center at the very edge of your circle and most of its area outside

your reach. Where there was one, there is now two, and this other

is not a reflection or a subset, but an equal.

Irv pRecrtc,c L DIvINATIorv, this card reversed reminds you that the

people and patterns of interaction around you have lives and di-

rections of their own, and can't simply be treated as passive tools

for your own goals and purposes. lVhen you start a relationship,

have a child, launch a career, form a group, take up a spiritual

path, or in any other way involve yourself in the lives of others,

you make room in your life for patterns and influences that will
develop in directions you may not expect or appreciate. When this

card appears reversed, it may be telling you that you re not taking

the needs and wishes of others into account, or that you may be

trying to force someone or something to be what you want' rather

than what it is. Either way, there's little good to be gained from

such projects.



Exercise lor Cord 7
F.r tlris cxcrcisc yru'll rrcccl your pcr ancl c.rrrpass, al<lrrg witlr a shcct
of paper. Start by 

'arking two poir-rts on the paper, just as in the exer-
cise for card 3; choose one as the center, set the points of the compass
to equal the distance between them, and draw a circle around the cen-
ter point, beginning and ending at the other. For convenience, we'il
call the two points A and B, with A at the center of the circle you,ve
just drawn.

Then, without changing the distance between the compass points,
put the metal point of the compass on point B, where the pencil point
started, and the pencil point where the metal point was, on point A.
Draw another circle, this time with point B at the center, overlapping
the first circle to form a vesica piscis.

The two points where the circles cross are important, so mark them
as points c and D. If you were to measure the distance between points
A and B, and compare it to the distance between C and D, you would
find that if your vesica is drawn correctly-no matter how large or
small it happens to be-the relationship between the two distances is
always the same: the longer distance (the length of the major axis, in
geometer's jargon) is always equal to the shorter distance (the length
of the minor axls) times ./3, the square root of 3.

Meditotion for CordT
Begin this meditation with the same opening process as before. \,Vhen
you've finished the brief period of focused clarity, start once again by
imagining a point in the middle of infinite space. Imagine a second
point some distance away from the first, and then, as in the medita-
tion on the circle, picture the second point moving around the first,
tracing out a circular track in space.

Let the second point circle the first for a time, and then bring it
back to its starting place, where it rests. Next, imagine the first point
leaving its place and circling the second, tracing out a track of its own.
This track crosses the one already made by the second point, forming
the pattern of the vesica piscis.
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l;irr.rlly, lrrilli lltt'lirst I'uitrl lr.r,l. lo its:,l.rrlinli Il.rrt,.rrrtl llrtrr
irrr:rliirrt'lrollr poinls nl()vinrl .rl llrt's:rrrrt'lillt', t'rrtlr lollor,virrri ils owrr

llrrcli llrnruglr s[):lcc 1lt lltc suntc pircc.'lltc rcsrrlt is rirtlrcr. lil<c rt rr rrlr

strirct gconlctrical clirncc. (lnragining all this clearly rlay 1al<c l crcrtitil)

armoLrnt of practicel)

As with the meditations you've already done, let these patterns clf

imagery remind you of things in the universe, your life, and yourself
that seem similar to them. Draw on anything in the previous discus-

sions that seems useful, interesting, or ptzzling. Consider these in a

general way, and then choose a particular train of thought and follow
it as far as you can. Finish the meditation in the usual way.

B: The Equilateral Triangle

One important branch of sacred geometry has to do with what are

called regular figures-that is, particular geometrical designs in which

all the lines are the same length and all the angles are equal to one an-

other. These are important because their very simplicity allows subtle

patterns of relationship and meaning to come through clearly.

The simplest of all the regular figures is the equilateral triangle.

The word "equilateral" comes from Latin and means "having equal

sides," pointing to the most important feature of this particular kind
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()l lri.utlll('. (it'orrt'lt'ts irt,trrtit'trl lirrrt's tlivitlt'tl lri,rrrlilt's irrlo llrrt't'
tlilli'rr'rrl rlrrsscs: (tluiltrl(t(tl llirrrrglt's, wlriclr lrrrtl llrrt't'sirlt's ol r't;rrirl
lcrrgth lo <lnc rlnothcr; i-srrscc/rr-s triarrglcs, irr wlriclr two sitlcs wclc ol

thc satne length but the tl-rird was different; 'nnt1 scalcrtc triirnglcs, in

which each side was a different length from the others. Each of these

classes has its own symbolism and special uses.

The triangle is not only the simplest of the regular figures, it's also

the most rigid and predictable. If you know the lengths of the three

sides of a triangle, you know what the angles have to be; if you know
what two of the angles are, you know what the third has to be, and

you know the ratios between the lengths of the different sides. In ar-

chitecture and engineering, too, the rigidity and stability of the trian-
gle have been used since ancient times. If you look at the trusses used

to support a bridge or the roof of a house, you'll find that they are

composed of a series of triangles for exactly this reason.

Upright Meoning: Form

Il\/rr-aN r?- AppEARs upRrGHT rN A READTNc, The Equilateral Tiiangle

suggests that the design you are making has need of the stability
and solidity that triangles can provide. Attention to form, to

focus, and to a more structured and orderly approach are called to

help your hopes and dreams take on ever more real form.

IN pntcrrct.r, DrvrNArroru, this card upright means that you may

wish to consider bringing some order and structure into the situ-

ation you're considering. There are times when vagueness, fluidi-
ty, and uncertainty are a source of freedom and spontaneity, but
there are times when they lead to confusion and failure instead,

and this is one of these latter. This is a time to turn wishes and

daydreams into step by step plans so that they can unfold into
solid realities.

Rcvcrscd Mconing. Linritcrtion

I4/tttiru t t Art'riA,{s lu ylilrstit) rN ur lui;\ntrur;,'l'ltc lltltrilirte rlrl'liilrrrglc
srrggcsts tlrirt thc pirttcnls on yoLr r tracing boarcl are suLljccl t<r

linrits, whcther or not you are aware of this-and whether or not
you like it! Keep drawing constantly outwards from the center,

and sooner or later you'll run off the edge of the paper; add line

upon line, layer upon layer, and eventually you'll reach and pass

the point of diminishing returns.

IN pn,A.crtc,\L DrvrNATiov, this card reversed means that you are

running up against the limits of the situation, and further efforts

aren't necessarily going to get you anl.where. Pounding your head

against a brick wall, remember, hurts you much more than it
hurts the wall! A little more flexibility and a certain degree of

modesty are counseled here.

Exercise for Cord B

Start by drawing a line somewhere not too far from the middle of the

paper. On the line, mark two points, which should be labeled A and B.

They can be as close or as far apart as you like, but whatever distance

you choose will be the length of the sides of your triangle, so plan ac-

cordingly. (For example, don't put them so far apart that the third
point of the resulting triangle will end up off the paperl)

Put the metal point of the compass on point A, and adjust the pen-

cil point until it rests on point B. Draw an arc up from B until you've

made at least a quarter-circle. Now, without changing the setting of

the compass points, put the metal point on B, set the pencil point on

A, and draw an arc up from A until it crosses the first arc. Mark the

point where the arcs cross as point C. (If you've been paying attention,

you've probably realized already that this whole process is simply a

matter of drawing half a vesica piscis; if you extend the arcs as far

below line AB as you did above it, the whole vesica will be formed.)

Then, using the straightedge, draw a line to connect A and C, and

another one connecting B and C, to create triangle ABC, just as shown

in Diagram E-8.
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Meditotion for Cord 8

Begin with the same process as before. After you've reached the state

of inner clarity, imagine the point in infinite space, and then a second

point, some distance away from it. Picture a line going from one to the

other. \{hile this line, like all lines, can be extended infinitely out

through space, for now pay attention only to the segment uniting the

two points.

Next, imagine two more lines of exactly the same length, each one

connected to one of the two points but not to the other. Imagine them

lying together with the first line, and then pivoting upwards, crossing

each other. The third line remains in place, unmoving. The two lines

continue to pivot until their ends come into contact. Then they stop,

forming a triangle.

As before, allow this pattern of imagery to stir reflections and com-

parisons in your mind, and draw on any material from the foregoing

discussions that seems useful. What does the triangle bring to mind in
the universe, your life, and yourselfr Think about it generally for a

time, and then choose a train of thought and follow it to the end.

Close the meditation in the usual way.
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9: The Hexagram

Another branch of sacred geometry that has been of great importance

down through the years involves regular polygrams, star-shaped pat-

terns drawn according to certain specific rules of geometry. The hexa-

gram is one of four regular polygrams that appear in the Sacred

Geometry Oracle and, like the others, it's seen a lot of use as a symbol

in different spiritual traditions. Most people in the West nowadays

know it as the Star of David, the most common symbol of the Iewish
faith, but it also has a place in Hinduism, Taoism, and several other

traditions that are less well-known.
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'l'lrt' lrt r.rlir.rnt, olrviott',ly r rrrrrrilr, i', lotrtrt'tl ltrtttt lw() ('(llril,rl('rirl

lrilurqlt's poirrlirtt irr olrp1r5l11 tlitt't liotts. l,t'ss oltviottsly, il lr;rs:r spr'

cial rncl sLrl)tlc rclatiorrship to tlrc ge()llrctrics ol.tlrc cir.clc rrrrrl thc

vesica piscis. From these two sets o1'conncctions, it clraws its principal

meanings in the Oracle: from the first, the conflict between opposed

forms; from the second, the establishment of harmony in place of
conflict.

Upright Meoning: Bolonce

Wrunr>t rr AppEARs upRIGHr rN A READTNc, The Hexagram suggests

that the design you're making could well make use of a balance

between seemingly opposed patterns. Even though the two trian-
gles of the hexagram seem to be pointing in opposite directions,

there's a hidden harmony between them, and by bringing this out
you can create something of greater beauty and symmetry.

Iry prlcrrca L DrvrNATroru, this card upright means that it's neces-

sary to find a balance between two different factors or forces in

the situation. As much as you may wish to accept one and reject

another, both of them have a valid place in your life right now,

and deserve an equal share of your time and attention. The Hexa-

gram upright often means that you're assuming that it's necessary

to choose between two alternatives when, in fact, it's possible to

embrace both at the same time.

Reversed Meoning: Conflict

I4la-px rr .4pprARs REv€RsEo I-N, A READTNc, The Hexagram suggests

that the pattern you are creating has come to a parting of the

ways. Like arrows, the two triangles before you point in two dif-
ferent directions, and choosing one means giving up the other.

/N precr-rc,q L DrvrNArroLr, this card reversed generally means that
you're trying to have your cake and eat it too. Like it or not, you

need to make a choice between the alternatives in front of you.

'l'ltt'rt'iut'lirtt<'s wlrt'rt yott t,trt 1it'l t'vt'ryllrirrg yott wltttl itt lt sitttlt

tiorr, lrrrt tlris isrr't orrt'ol (lrerrr; llrcrr'rrr.r'otlrc'r'tinrcs wlrcrr tlyirrg
to lravc cvcrythirrg nrrry lcavc you with nothing at all, ancl this nray

wcll bc one of those. Make your choice and make it cleanly, and

kcep in mind that crying over spilled milk doesn't help you any

rnore than it helps the milk.

Exercise for Cord 9

Start the exercise for this card by using your compass to draw a circle

of any convenient size, and mark a point, point A, on the circumfer-
ence of the circle. With the setting of the compass points unchanged,

put the metal point of the compass on A, and draw an arc as shown in
Diagram E-9, crossing the circle's circumference on both sides. If
you're paying attention, you'll notice that the arc goes through the

mark left by the compass point at the center of the circle, and this may

give you a clue about the deep patterns underlying this construction.

Mark points B and F where the arc crosses the circumference, as

shown. Then move the metal point of the compass to B and draw an-

other arc, crossing the circumference at A and a new point, which
should be marked as point C. Do the same with the metal point at F,

crossing the circumference at A and a new point E.

Now do the same thing twice more, once with the metal point at C

and once with it at E. If you've placed your points where they should

be-and this is a good test of how carefully you're handling the com-

pass-the arcs from C and E should meet at a new point, D, which is

exactly opposite your original point A. (If they don't meet, try to fig-
ure out where the mistake is, and either correct the drawing you have

or give it another try.)

Finally, using the straightedge, draw lines connecting points A and

C, C and E, E and A, B and D, D and R and F and B, to create your

hexagram.
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Meditotion for Cord 9

Aticr tlrc usuirl proccss ol'opcning a rncditation, inragirrc a triirrrglc; il'

you like, you can create it in the same way as in the last card's medita-

tion. Hold it in your mind's eye for a moment, and then imagine an-

other one exactly equal to it, set so precisely onto the first triangle that

it looks as though there's only one triangle there.

Then imagine the second triangle pivoting slowly and gradually,

like the hand on a clock face, until it and the first triangle form a

hexagram. Hold the image in your mind's eye for a short time, and

then imagine the two triangles changing color, so that the upward-

pointing one is red and the downward-pointing one is blue.

Go on to allow the image to call up images, ideas, and associations

as before; think about these generally for a time, and then choose a

particular train of thought and follow it out to the end. Finish the

meditation in the usual way.
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ro: The Cross

The womb of the vesica piscis bears many things, and one of them is

paradox. One of the special gifts that practicing sacred geometry has

to offer is a clearer sense of the way that seemingly opposed patterns

and processes actually unfold from each other, rely on each other, and

return to each other.

In the relation of the vesica to the right-angled cross, this sort of
paradox is hard to escape. The vesica is a symbol of creation and birth,
while the cross-partly because of its association with the death of
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lcsrts ol'Nitzitrctlr, llttt ttol crttircly so ltirs corttc to syrrrllolizc c()n-

llict, sr-rlli'ring, ancl clcath. At thc san)c Iinrc, irs tlrc cxclcisc lor this

card will demonstrate, the cross develops fiom arrd clcpcncls on the

vesica, suggesting the unity of birth and death, joy and suffering, love

and struggle.

At its root, the cross is a symbol of intersection and interaction, the

crossing of two lines at right angles to form a framework of creation,

cooperation, or conflict. It's in keeping with this symbolism that
Christian mystics have seen the cross of the Crucifixion as the point of
intersection between heaven and earth, fall and redemption; equally,

though, it's in keeping with the same symbolism that ancient Mexican

priests and shamans used it as a symbol for the god of crossroads and

merchants, and Plato wrote of it in the Timaeus as the intersection of
the Same and the Other, the two great cosmological powers that hold
the universe in being. All these unfold out of this ancient geometrical

symbol.

Upright Meoning: Interoction

WnnN rr AaaEARS zIRIGHT rN A READTNc, The Cross suggests that
two or more of the lines in the pattern in front of you are moving

toward contact. The result may be positive or negative from your
perspective; much depends on the angles of the lines involved,

and on their relationships with the larger pattern around them.

Where the lines cross, a point will be formed, with all the symbol-

ism of beginnings and commitments that implies.

Ilv pR.ecrrce L DrvtNATtorv, this card upright usually refers to some

form of contact between people, things, or parts of your life that
have been separate up until now. It's a sign of meetings, of new

personal or professional relationships, of forces combining in a

dizzying variety of ways. From these combinations, changes will
unfold; one way or another, you won't be quite the same person

afterwards. In the future, you'll look back on this situation as a

crossroads in your life.

58 l0: The Cross

Reversed Meoning: Dissension

WtttiN t't' Art'tiAns t{,'y,iR.stit) tN A l{,iAr),N<;, 'l'hc ()ross suggcsts that
two or nrorc of the lines in the drawing before you are crossed in-
appropriately, bringing confusion and interference into the pat-
tern. To take crossed lines and bring them into parallel takes a

good deal of care and patience; rushed or fumbled, the attempt
simply moves the point of crossing from one place to another
without resolving the underlying situation.

IN pntcrrceL DrvrNATrov, this card reversed means that the various
factors or forces in the situation are in conflict with one another.

You may be working at cross-purposes with someone else, you
may have gotten your signals crossed, or you may simply find
yourself being unusually cross with others-and all these figures

of speech communicate a good deal about the challenging poten-
tials of this card. To draw on one more figure of speech, it can be

a difficult cross to bear.

Exercise for Cord I0
The exercise for this card is based on the vesica piscis, but it moves in
new directions, and introduces a method we'll be using in many of the

exercises to come. You may wish to pay careful attention to the follow-
ing steps, and practice the method several times to make sure you've

worked out any difficult parts.

Start by drawing a line, and marking points A and B on it. Now
make a vesica with line AB as the minor axis: that is, set the compass

points to the distance between A and B; with A as the center point,
draw an arc up and down from B, through a half-circle; then, with B

as center, draw an arc up and down from A, crossing the first arc

above and below the line. Mark the points where the two arcs cross as

C and D. Using the straightedge, draw in line CD, and where it crosses

line AB, mark point E (see Diagram E-10).

The two lines AB and CD now form a right-angled cross, with
point E as its center. It's worth mentioning that, if you followed the



irrstrtrclions, li will llc cxitctly lrrrllwrry llclwcctt A irnd l], rtttd itlso cx-

irctly lrallway bctwccn (l arrcl l). AIry tirttc yott ttcctl lo divitlc ir lirtc

scgnrent in half geotnctrically, this is one way to clo it.

Meditotion for Cord ] 0

After the usual opening, imagine a line; if you like, you can start out as

before with the point in space and construct the line from it, as in the

meditation for Card 3. Choose a point on the line, and then imagine

another line crossing your first line at right angles, in the same way

that line CD crossed line AB in the exercise from Card7.

The cross you ve formed consists of two lines, but it also empha-

sizes one particular point-the point of intersection between the two

lines. As the commentary above suggested, this has the same symbolic

meanings as any point, and this brings up an interesting idea. Two

points, as we've seen, define a line . . . but equally, two lines define a

point.

This idea is the topic for your meditation. After you ve built up the

imagery in your mind's eye, recall what you know about points and

lines, along with anything useful from the discussion above, and try to

grasp what the idea just mentioned implies in the universe, your life,

and yourself. Think about it generally for a time, then follow one par-

ticular train of thought as far as you can. Finish in the usual way.
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rr: 0uadrature of the Circle

The phrase "quadrature of the circle" has had two different meanings

in geometrical writings over the years, and a certain amount of confu-

sion has come about as a result. On the one hand, it stands for the rel-

atively simple process of dividing a circle into four quarters, produc-

ing the symbolic pattern that is the subject of this card. On the other,

it represents the supreme challenge and magnum opus of traditional
sacred geometry, also called "squaring the circle"-the construction of
a square and a circle of exactly the same area or perimeter, the subject

of Card32.
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lior our l)ufposcs, "t;trirdrirtrrlc ol'lhc circlc" will hccp llrc llrst ol'

tlresc nrearriugs, [rut thcre's a poirrl to tlrc conncction. Sinrplc as it is to

construct, the circle divided into fbur equal parts is a syr-nbol of pro-
found importance in many of the world's spiritual and esoteric tradi-
tions. In many Native American cultures, as well as in Europeanpagan

traditions and the inner disciplines of Western occultism, the quadrat-

ed circle is a symbol of the world itself. Its four quarters echo the four
directions, the four seasons, and the four symbolic elements, as well as

many other fourfold patterns that shape the universe of our experi-

ence. The presence of these patterns makes the quadrated circle also a

symbol of wholeness, of integration and completeness.

For each of us, the world is defined and created by the sum total of
things within reach of our awareness. Thus in an important sense, it's

true to say that each of us lives in a different world, since no two people

are aware of exactly the same things. Still, the fact that we don't perceive

something doesn't mean that it doesn't exist; each human world has its

boundaries, however near or far away they may be, and outside those

boundaries lie other worlds we have never imaeined.

Upright Meoning: Integrotion

WnnN rr AppEARs upRrGHr rN A READTNc, Quadrature of the Circle

suggests that it's time to pull together the design you're drawing

into a unified whole. There are lines that have not yet been drawn,

arcs and circles that have not yet been traced, patterns and shapes

you have not yet linked together into the broader design, and now

is the time to pay attention to these things. Seek completion and

integration; pay attention to the overall shape of what you are

striving to create.

IN pn.ccrtc,4L DrvrNATrorv, this card upright means that you may

need to focus more on the whole picture, and less on its individ-
ual parts. You may be tangled up in details that would be better

off left for another time, or delegated to someone else; you may

also simply be worrying too much about things that will take care

of themselves. Balance, perspective, and a sense of humor are

highlighted now.
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Reversed Meoning: lsolotion

WtttiN rt'appritns RrjyriRsril) /N A RriAt)rN<;, Quadrature of the Circle

suggests that the circle you have drawn around the edges of your
design might best be treated as a boundary for the time being.

The patterns and relationships within the circle need your atten-

tion right now; those outside it can wait a little longer. Once the

design within the circle is complete, you'll have a clearer idea of
how to link it up with the wider picture.

IN pnecrtceL DIvINArroiv, this card reversed usually means that
your energies need to be turned inward at this time, toward your-
self rather than toward the world. This can be a sign that you need

to spend more time alone, putting your own life in order. You may

have become too deeply caught up in the concerns and activities

of those around you, or you may be trying to run away from diffi-
cult issues or insecurities by hiding from yourself in a flurry of
projects and commitments; either way, you run the risk of be-

coming the weak point in your own plans. Take the time to deal

with your own issues and needs now, even if that means putting
the rest of the world on hold for a little while.

Exercise for Cord I I
This exercise, like the last one, uses the construction of the cross from
the vesica that was introduced in the exercise for Card 7. Begin by

marking point A somewhere near the center of the paper, and draw-

ing a circle around it, using the compass. (The circle should be no

more than half as wide as the sheet of paper, or you ll run off the edge

of the paper later on in this construction.)

Then, with the straightedge, draw a line that goes through point A
at the center of the circle and extends out to the circumference on

both sides. Where the line cuts across the circle's edges, mark points B

and C. Now, using line BC as the starting point, construct a vesica pis-

cis outside the circle: set the compass points to the distance between B

and C, and first with B as center, then as C, swing a pair of arcs up and

down to intersect above and below the circle, forming the vesica.

I I : Quodroture of the Circle



Mirrl< poirrts l) irrrtl li at tlrc two cnds ol'tltc vcsicit's tttajor itxis, attcl

draw linc I)8. lf you've followed thc instructiotts, it should pass

through point A, the center of the circle, and form a right-angled

cross with line BC, accomplishing the quadrature of the original circle

(see Diagram E-11).

You may want to save the paper from this exercise, as you'll need to

do exactly the same construction for the next one.

Meditotion for Cord l1
After the usual opening process, imagine a circle; if you like, you can

do this following the same process you used in the meditation for

Card 4. Next, pay attention to the center point of the circle, and then

imagine lines extending out of the center point, reaching out to the

circle's edge and dividing the circle into four equal parts.

At this point, turn to the topic of the meditation, which is the pres-

ence of fourfold patterns in the world we experience. Think of north,

south, east, and west; spring, summer, fall, and winter; dawn, noon,

sunset, and midnighq birth, life, death, and the after-death state. If
you're familiar with the four traditional elements-air, fire, earth, and

water-they can be included, and any other fourfold pattern that

comes to mind can be added as well. See how these different "quadra-

tures of the circle" echo one another, and seek out the lessons they

have to teach about the universe and our place in it.

As before, think about the topic in a general way for a time, then

choose a particular train of thought and follow it out to the end. Fin-

ish in the usual way.
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The Second Circle



12: The Right Triangle

Algng with the equilateral triangle, the subject of Card 8, the tradi-
tions of sacred geometry give special attention to another, very specif-

ic kind of triangle. This is the sort known as the right triangle.Right
triangles can be either isosceles or scalene. \A4rat unites them with one

another, and sets them apart from all other triangles, is that one of
their three angles is a right angle-that is, an angle of ninety degrees,

one-quarter of the full circle.

Right angles have a whole range of special properties, some simple,

others very complex. The important point for our present purposes is
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tlrrrt tlrc riglrt tlirrrrglc lcprcsclrls tlrc lilst s(t'p towirrtl ir rrt,w lirr'lol irr
tlrc clcsigus ancl diirgrarrrs wc'vc lrccn worl<ing witlr-a lirctor tlritt will
be of increasing importance as we proceed.

A look back through the cards we've already covered may help clar-

iS' things. Aside from the fundamentals of point, line, and circle, and

the blank space of The Unmarked Card on which they manifest,

everything we've done so far has been derived from the vesica piscis

and partakes of its special geometrical function, the r/3 relationship.
The right triangle can also be generated out of the womb of the vesi-

ca, but it marks the transition from the r/3 to a different set of func-

tions and processes dominated by ^/Z-tne square root of 2.

The firll {2 relationship doesn't appear until Card 20, but the steps

by which it unfolds from the vesica and the fundamentals of geometry

will occupy several cards before then. Each ofthese steps adds a con-

cept and a quality of its own, and the right triangle is no exception.

What it adds is the idea of proportion, of a relationship between dif-
ferent factors that are not equal-as the two opposed triangles in Card

9 are equal-but make something more than the sum of its parts.

In turn, proportion implies the idea of restriction. Once you've

linked things together into a proportional relationship, you can only
change them in ways that the relationship permits, and certain other
kinds of relationship are no longer possible. To enter into this sort of
interconnection is to surrender certain kinds of freedom. and it's al-

ways wise to weigh what you'll gain against what you must lose.

Upright Meoning: Proportion

WunN rr AazEARS upRrGHr rN A READTNc, The Right Triangle sug-

gests that the lines in the diagram before you can and should be

brought into some sort of proportion, a relationship that will
allow each to play its part in a wider unity. This is a card of syn-

thesis, pointing to a time when parts can be brought together to
form a new oneness. Everything you see is a piece of the puzzle;

what matters now is how you put them together.

72 l2: The Right Triongle

/N lrtA<:'t',ciu. trtt,tNA't'ro,rr, tlris citrtl rrPrigltt ntciuts tlritt it l.itrrgc ol

clilli'rcltt lhctors or lirrccs irr tlrc situation ncccl to llc lrrought into
.solnc sort of relationship with one arrother. Unlike Card 9, which
rcquires a balancing act between two equal and opposite forces,
'fhe Right Triangle upright calls for you to sort out a wider range

of factors; at the same time, it doesn't insist on equality. Some fac-

tors may play a large role, others will play a much smaller one,
and your job is to figure out which is which and decide how much
of your time, attention, and other resources each one deserves.

Reversed Meoning: Restriction

WupN rr AaIEARS REvERsED rN A READTNc, The Right Tiiangle sug-

gests that all the lines you see before you are already part of a pat-
tern. Even if one line seems small and unimportant, to change it is
to change the whole pattern and to affect every individual part of
the change as well. The interconnectedness of things can leave you

with options that are more limited than you may like.

Iiv pRacuce L DIvrNATroll, this card reversed means that you can't
change one part of the situation without everything else changing

too. If you are considering a specific change, it may mean that the

other factors in the picture will put that change out of your reach,

or it may mean that the other factors will be affected by the change

in ways you don't expect and may not welcome. In other situa-
tions, The Right Tiiangle reversed often means that relationships
between the different factors and forces have settled firmly into
place and will put restrictions on what you can do.

Exercise for Cord l2
In geometrical terms, a right triangle can be constructed in a number
of ways. The exercise that follows does the trick using the vesica and
the cross, using the construction we explored in the exercise for the
last card.



Stirrt by rrraking, ir vcsicrr irrrtl urrlirltlir)8, rr cr'oss liorrr it, just ls in tlrc

last cxcrcisc; if yor-r likc, yor-r cart sintply usc thc sarrrc sltcct ol'papcr.

Next, choose any t\^'o points you like, one sonrewlrerc ()r.r lirrc I](1, tbe

other somewhere on line DE. (To make the process of drawing clearer,

neither point should be too close to A, although geometrically speak-

ing any point beside A itself is fair game.) Label these points F and G

(see Diagram E-12).

With the straightedge, draw in line FG. No matter where you put F
and G, triangle AFG will be a right triangle, because all four of the an-

gles made by the crossing of the lines at E are right angles. You may

wish to draw in a number of different points and lines, and consider

the resulting triangles.

Meditotion for Cord I2
Start with the usual opening. Go on from there as in the meditation
for Card 10, by imagining a pair of lines intersecting at right angles,

each line stretching out to infinity in both directions. Now, as in the

exercise, imagine a pair of points, one on one line, one on the other,

and picture in your mind's eye a third line connecting these two.

Allow the points to move up and down the lines, one at a time or to-
gether, and see the line that connects them forming many different re-

lationships with the two intersecting lines. Each of these relationships

makes a right triangle; every one of these triangles is different from
the others, but every one has an identical right angle as its base and

foundation.

After you've built up this image in your mind's eye and explored it,
turn your attention to the ideas of freedom and limitation. How much

of a right triangle is free to change? How much of it is not? How does

this relate to the universe, your life, and yourself? Use any part of the

previous discussion that you find useful. As before, think about the

topic in a general way for a time, and then follow one particular train
of thought out to its end. Finish the meditation in the usual way.
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rl: The Square

The square, like the circle and the triangle, is one of the basic geomet-

ric shapes we all learn in early childhood. Its role in sacred geometry is

equally basic. As we'll see, the square and the circle between them sum

up the entire path of sacred geometry in one sense, with the triangle
(and, on another and deeper level, the pentagon and pentagram) me-

diating between them. In another sense, the relation between circle

and square is the great problem that sacred geometry-and, indeed,

all of life-is meant to solve.
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As witlr sotttc ol'tltr'ollrt'r llitsir Iigrrrt's, rr lot tiur lrc lt,rrlrrt,tl rrllorrl

thc srlr,rarc lry prrying attcrr(iorr to tlrc ligtrrcs ol spct.eh tlrirt trsc it. Wc

rnay speak of a square meal or a squirre detrl, or dcscribc sorlcthirrg as

fair and square. A difficult problem may have to be ftrced scluarely. At
the same time, if we're too rigid socially, we might end up beir-rg called

a square.

Symbolically, the square represents the Earth, while the circle

stands for the ever-turning heavens. The square is matter, the circle

spiriq the square is complete manifestation, the circle complete po-
tential. The square can be known and measured, while the circle is

elusive, transcendent. The perimeter of a square-the distance around
its outside edge-is always exactly four times its width; the circumfer-
ence of a circle is equal to its diameter times the irrational number fi,
pi, which (like r/e, and several other factors we'll encounter a little
later on) can never be expressed exactly as a fraction or a decimal
number.

With the square, in other words, we are dealing with the here-and-

now realities of the manifested world around us. Relating that world
to the realms of spirit and meaning is one of the central tasks of every

form of inner practice, and it dominates the higher reaches of the art
of sacred geometry.

Upright Meon i ng : Monifestotion

WurN rr AzzEARS upRtGHT rNA READTNc, The Square suggests that
the designs on your tracing board are ready to take on solidity
and reality. The plans are complete, the details have been worked
out, and the workers and raw materials are ready and waiting. Re-

member that once your designs are "off the drawing board," they
are at least partly in the hands of other people, who may or may
not do exactly what you have in mind.

IN pnncrtceL DrvrNArrorv, this card upright usually means that your
plans and hopes are heading toward completion. It can be a sym-

bol of success, like Card 7, but it often represents the end of a se-

ries of events, rather than a beginning; what you achieve now will
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llc corrrplt'lc irr itst'll, irrrtl rrriry nol lt'rrtl lo ulrytlting, lirrtltcr, Vcry

ollctt, il sirnply lcl)r'cscnts thc cntl ol rr ploccss, tlrc wiry thtt (lartl

I represcrrts thc lrcgirrning.

Reversed Meoning: Inertio

Wnp,N r'1' AzaEARS Rr-yERsED rN A READTNc, The Square suggests that
you've ended up doing the same thing over and over again on the

tracing board in front ofyou. Perhaps you've run out ofideas, or
perhaps you've simply gotten caught up in an endless series of
straight lines and right angles. Either way, unless you try some-

thing different, the pattern you make is likely to turn out pretty
monotonous.

/N pRacrrca L Drv rNATtorv, this card reversed usually means that you

have stopped exploring new options, and until you overcome

your own inertia nothing around you is going to be any different;

you're unlikely to see a change in the scenery, in other words, if
you're sitting in a parked car. It can also mean simply that the sit-

uation is what it is, and nothing much that you can do is going to

change that fact.

Exercise for Cord 13

There are several different ways to construct a square geometrically,

but the one we'll use here unfolds from the patterns we've already used.

Start by following the instructions for the exercise for Card 11, exactly

as given; if you prefer, you can simply take the design you made in that

exercise, and use it for this one. It's possible to make a perfect square

simply by connecting the four points where the lines of the right-an-
gled cross intersect the circle, but there's another way to unfold a

square from the quadrated circle that's a little more interesting.

First, mark the four points where the cross intersects the circumfer-

ence of the circle; label them points R G, H, and I. Then, set the com-

pass points so that they are exactly the same distance apart that they

were when you drew the original circle. (This is critically important.)
Check your measurement by putting the metal point of the compass

I 3: The Squore



on point A, attcl trrlkirtg sttrc tltttl tlrc llcrrcil ptlittt ctttttcs cxitctly ovcr

the circuur ll'rcucc ol' thc ci rclc.

Once the compasses are set correctly, put the metal ptlint on point

F and swing an arc around through at least half a circle, making a vesi-

ca piscis with the original circle and leaving plenty of arc on either

end, as shown. Do the same thing with points G, H, and I as centers'

producing a flowerlike pattern. The ends of each arc should cross two

others; mark points L K, L, and M at the crossings. Then draw in lines

JK, KL, LM, and MJ to create square JKLM, which (again, if you ve fol-

lowed the instructions exactly) should fit precisely around the original

circle (see Diagram E-13).

Meditotion for Cord l3
After the usual opening, start by visualizing a point in the middle of

infinite space, as before. Imagine the point moving a certain distance,

leaving a visible track behind it, and forming a line' Next, imagine the

line moving sideways, at right angles to the first motion, but covering

exactly the same distance. The line leaves a track behind it as well, and

this forms a square in space.

When you've built up this image solidly in your mind's eye, move

on to the topic, which is the square. Any of the material covered in the

discussion above is fair game, but try to think of it in terms of the pat-

tern of images just outlined: the point becoming the line, the line be-

coming a square. Don't hesitate to draw on your meditations on the

point and the line to help you make sense of this pattern'

As before, think about the topic generally for a time, and then take

one train of thought and follow it as far as you can. When you're

done, finish in the usual way.
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14: The 0ctagram

The octagram, or eight-pointed star, relates to the square in the same

way that the hexagram or six-pointed star relates to the equilateral tri-
angle. Like the hexagram, the octagram is an important figure in tra-
ditional sacred geometry, and for many of the same reasons, The

hexagram is a major factor in the ad triangulum system of geometry,

one of the two standard approaches to using sacred geometry in prac-

tical design. Similarly, the octagram was much used in the rival ap-

proach, the ad quadratim system of geometry.
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Irt thc lslirrrric world, wltct'c t'iglrtlirld synlnrclr y iul(l synrllolisnr
havc loug bccrr intportant in nrysticirl tcachirrgs, oclilg()ns irrrcl octa-

grams appear frequently both in sacred geornetry arrcl irr its practical

applications, such as architecture. Less commonly used in thc West, it
can still be found in many of the great cathedrals of Europe, and it
also plays a central part in the symbolism of certain esoteric spiritual
schools.

For our present purposes, the octagram can be seen as a symbol of
interactions between two firmly established forces or factors. The

form shown here-made by the interlacing of two squares-is best

suited to this symbolism. As we'll see in the exercise for this card, there

is also a second form of the octagram that links up to somewhat dif-
ferent energies and symbols, and the relation between the two has

much to teach.

Upright Meoning: Cooperotion

WnnN rr AIIEARS upRrGHT rN A READTNc, The Octagram suggests

that the design you have worked out on the tracing board needs

another, perhaps from an outside source, to complete and perfect

it. While it's a sign of skill to recognize what you can do, it's a sign

of wisdom to recognize what you can't or shouldn't attempt by
yourself. Seek the one who can complete what you have begun,

and has begun what only you can complete.

IN pnecrtctL DrvrNATrorv, this card upright means that the situa-
tion is not something you should try to handle by yourself.

Whether it's a friend's advice, an outside perspective, or profes-

sional help that you need, you're not going to get it without reach-

ing out to another person and asking for help. This can be a diffi-
cult task for many people nowadays, but it's necessary now, and

the sooner you accept that fact the less trouble you'll have dealing

with the parts of the situation that you canhandle.

84 l4: The Octogrom

Reversed Meoning: Compromise

WtttiN ll z\r,r,rizrr.tS ,{rty,jrtsrir) rN ir nrizrlrl,v<;,'l'hc ()clagratrt sttg,g,csts

that you nray not bc ablc to drtrw thc design you had in mind, clr

develop it in exactly the ways you would prefer. Other factors are

present, and whether you like it or not, you are going to have to

take them into account. How well you respond to these other fac-

tors will have much to do with whether or not your plan has the

success you seek.

Irv pRacrrca L DrvrNATrov, this card reversed means simply that you

are going to have to compromise. You aren't going to get every-

thing you want out of the situation, and if you keep pushing for
the whole pie, you may not even get a slice! This is a good time to

rein in your expectations, review the situation (possibly from a

less self-centered point of view), and look for the best option
that's actually open to you.

Exercise for Cord l4
For this exercise, besides plain paper and your geometer's tools, you'll

need a pair of colored pencils or pens, of two different colors. Start by

drawing a circle of any convenient size with your ordinary pen (or

pencil). Draw a line across the circle, passing through its center; mark

points A and B where the ends of the line cross the circle's circumfer-

ence. Next, draw two arcs with A and B as centers and the compass

points set to the distance between A and B; the result will be a vesica

piscis surrounding your original circle. Line up the straightedge on

the two points of the vesica, and draw in a line from one side of the

circle to the other, going through the circle's center; mark points C
and D where this second line intersects the circle's circumference.

Then, put the metal point of the compass on C, set the compass to

the distance between C and A, and draw a circle all the way around.

With the compass setting unchanged, move the metal point to A and

make a pair of small arcs-just long enough to cut across the second

circle in the two places where the compass reaches it, one outside the



lirst cirelc, (ltc otltcl irtsitlc.'l'lrt'rr tlo tlrc sirrrte tlring willr tlrt'rtrctirl
poiut o['thc circle tln ll, tlrawirrg lwo nrolc shorl iu'cs lrrtl ctrtting, tlrc

second circle in two placcs.

Now line up the straightedge on the places where the two short arcs

you made with A at the center cross the second circle. (If you've done

this correctly, the center of the first circle will fall exactly on the line.)

Using this, draw a line running from one edge of the first circle to the

other; mark points E and F where the first circle and the line intersect.

Do the same thing with the places that the two short arcs made with B
as center cross the second circle-again, the straightedge should just

touch the first circle's 6sn1s1-nnd draw another line across the first
circle from edge to edge, marking points G and H where the line

crosses the circumference.

If you've done all this successfully-and the division of a circle into
eight equal parts is no mean work for a beginner-you may not be

huppy to find out that all this is just preparation for the actual exercise!

Still, the exercise itself is simple once the framework is in place. With
one of your colored pencils and the straightedge, draw lines connecting

points AC, CB, BD, DA, EG, GR FH, and HE, as shown in Diagram E-

14. This forms the same type of octagram shown on the card.

Then, with the other colored pencil and the straightedge, draw lines

connecting points AG, GD, DE, EB, BH, HC, CR and FA, as shown.

This produces a different kind of octagram, which is called a unicursal

octagram ("unicursal" means "following one route," since you can

draw the whole thing without lifting your pen from the paper).

These two forms of the octagram have different traditional mean-

ings, and they also have a different intuitive feel-yet both arise from
the same pattern of points equally spaced around a circle. This is a re-

flection of the subtle flexibilities built into sacred geometry.

Meditotion for Cord l4
After the usual opening process, imagine a circle divided into eight

even segments, as in the exercise. Picture lines reaching out from
point to point to form first one form of the octagram, and then the

B6 Diogrom E-14



()tllcf ()f, il'you'fc ul) t() tllis, lrolh ol tlrcrrr rtt llrt's,rrrrt'tirrrc! lltriltl
this irrragcry r-rp as soliclly as possi[rlc in your rnirrrl's t.ye.'l'lrcn go on

to think about the topic for this rneditation, whiclr is thc rclation bc-

tween your freedom and the freedom of others-between the choices

you make in your own life that affect other people, and the choices

made by other people that affect you.

As before, consider the topic in a general way for a time, then take

one train of thought and follow it out to its end. Finish the meditation
in the usual way.

B8

rt: The Dodecagram

Of the various polygrams, or "stars," that have been used in tradition-

al sacred geometry, the dodecagram or twelve-pointed star is the most

visually complex-although it's actually one of the easier ones to con-

struct. In this figure, the potentials of the ad triangulum geometry

have been taken to the highest level of development that is useful in

practical design. Four equilateral triangles interweave to create this

form of the dodecagram; often associated with the twelve signs of the

zodiac,it serves as a symbol of wholeness and of the full range of pos-

sibilities open to us in an infinite universe.



l,il<c llrc rlclitgritttt, tlrc stllljccl ol'(litrrl |4, tlrc tlotletrrglirrl (iul it(-
tr-rrrlly lrc clrawrr in vari<lus clil'lcrcnt wirys; this is only onc ol'lirrrl pos-

sible forms. It can also be made fiom three interlacccl s(lLlarcs, fronl
two interlaced hexagons, or as a unicursal figure-that is, one that can

be drawn without raising the point of the pen from the paper. The

same pattern of points, in other words, can be connected with trian-
gles, as in the ad triangulum geometry; with squares, as in the rival ad

quadratim system; and with other figures as well. This may serve as a

reminder that in the whole range of potentials open to us, every factor
has a place.

Upright Meoning: Completeness

WurN rr AaaEARS upRrGHT rN A READTNc, The Dodecagram sug-

gests that the design before you is approaching completion. This
is a good time to pay attention to the lines you haven't finished
drawing and the patterns you've only penciled in. If there's any-

thing you planned on including and haven't yet put into your de-

sign, it's likely to be now or never.

/N pRecrrc,r L DrvrNATroN, this card upright means that the situa-
tion is moving toward its final stages. You may need to pay more
attention to the details and the fine print, even if this means leav-

ing the bigger picture to take care of itself for a while. At the same

time, it's often a sign of approaching success, especially if you have

a project under way.

Reversed Meoning: Complexity

WrupN 1T AppEARs REvERSED rN A READTNc, The Dodecagram sug-

gests that the design you are drawing has gotten completely out of
hand. Too many lines and forms, too many details and intercon-
nections crowd the tracing board before you. You may have to
make the design simpler; on the other hand, you may simply have

to erase it and start over aqain.

90 I 5: The Dodecogrom

/N,,rrAr;7'rr;^ t. trtvtNA'!'t(trv, this citrcl rcvcrscrl rrsrrirlly nlcillrs thirt irr

onc wrly or anothcr, yoLr'vc gotl.cr) in ovcr your hcacl. lt nray rlcan

that you've tried to accomplish more than the time and resources

will permit, that there are more angles to the situation than you

had realized, that your plans aren't adequate for the job at hand-
or all of these at once! This may be a good time to look at more

modest possibilities; alternatively, it may simply be necessary to

call it quits and try something else.

Exercise for Cord l5
This exercise uses the basic set of geometer's tools and plain, unlined
paper. Start by using your compass to draw a circle of any convenient

size. Then, with a straightedge, draw a line going through the center of
the circle and extending out to the circumference on both sides. Mark

points A and B at the two places where the line crosses the circumfer-

ence.

Next, starting at point A, follow the method you used in the exer-

cise for Card 9 to construct a hexagram; your compass should stay set

to the width you used to create the original circle.

Now choose a point where the lines making up the two triangles

cross. (Any of the six points of intersection will do equally well; see

Diagram E-15.) Line up the straightedge on the pointyouve chosen,

and the center of the circle; you'll find that it goes through another

point of intersection on the opposite side of the center. Draw a line

through the point and the circle's center, extending it all the way to

the circle's circumference on both sides. Mark points C and D where

the line crosses the circumference of the circle. Noq just as before,

follow the instructions given in the exercise for Card 9, and construct

a second hexagram. The two hexagrams join together to create a

dodecagram.



Diogrom E- I 5: one of six possible CD lines

Meditotion for Cord l5
After the usual opening process, imagine an equilateral triangle. Once
it is solidly built up in your mind's eye, imagine another, pointing in
the opposite direction, so that you now have a hexagram. Then imag-
ine a third, pointing off at a right angle to the first two, and finally a

fourth, pointing the opposite direction of the third.
Think of the way that the four triangles point in four different di-

rections, and imagine a square that surrounds the four points. (If
you'rre worked at developing your visualizing abilities in these medita-
tions, you may even be able to imagine the three squares that make up
the second form of the dodecagram, overlaying the triangles that
make up the first form.) Once you've explored the way that the trian-
gles join together to define squares, turn to the topic of this medita-
tion, which is the relation between unity and complexity. The dodeca-
gram is a unity composed of other unities-and so is everything else

in the universe. What do the individual parts bring to the whole?

\A/hat does the whole bring to the parts?

As before, consider the topic in a general way for a time, then take
one train of thought and follow it out to its end. Finish the meditation
in the usual way.

92 93

16: The Tetrahedron

The patterns we've explored so far all take shape in the two dimen-

sions of the traditional tracing board. The realm of sacred geometry

also reaches into the third dimension, however, and makes use of solid

shapes of various kinds. Most important among these are five shapes

of a very particular kind, which are called the Platonic solids. (They

have this name because the ancient Greek philosopher Plato discussed

them in detail in one of his most famous dialogues, the Timaeus.)

The five Platonic solids are to three-dimensional shapes what

regular figures (mentioned in our discussion of Card 8) are to two-



tlirttcttsiortrtl slrirpcs. ltr it l)lutortic solirl, ull irrtg,lt's irlc'itlt'ttlicirl, rrll

cclgcs arc thc sanrc lcngth, irnd rll sidcs irrc thc sirtrrc slrirpc rrttcl sizc.

As with the regular figures, too, the sirnplicity ancl consistcncy ol'thc
Platonic solids allow the underlying patterns of the geornctric uni-
verse to come through with unusual clarity.

The Platonic solids also have an important role in geometric sym-

bolism. Among many other things, they are traditionally related to the

five elements of ancient spiritual and magical lore: fire, air, water,

earth, and spirit. According to the lore, these elements are the basic

patterns of the universe of our experience, present everywhere and in
all things.

The tetrahedron, the first and simplest of the Platonic solids, is

formed of four equilateral triangles. Among the elements, it is associat-

ed with the element of fire. In its broadest sense, the element of fire is

equivalent to every kind of energy, and to all things that cause change.

It serves as a marker for energy in every part of our experience.

The connection between the tetrahedron and fire is partly a matter

of visual form-it looks like a flame, after all-but it also has deeper

roots. One part has to do with an interesting point about the Platonic

solids. If you mark a point in the center of each side of a Platonic

solid, and connect these points together across the inside of the solid

with straight lines, you'll get another shape. In four cases, you'll get a

different Platonic solid. In the case of the tetrahedron. on the other

hand, what you'll get is a smaller tetrahedron (as shown in Diagram

E-16). Like fire, which converts all things into itself, the tetrahedron is

its own beginning and ending.

Upright Meoning: Energy

WrunN ru AppEARs upRrcHr rN A READTNc, The Tetrahedron suggests

that the pattern you are drawing has energy as a central feature.

The lines on the tracing board are lines of energy, and if you trace

them with skill they will lead the currents of power in directions

that will take you where you wish to go.

94 l6: The Tetrohedron

/N ,,,rArr',,(rAt l)t\/,Nrll'l()N, llris trrltl trPliglrt nr('ilns tlritl yott rttr'
tlcalirrg witlr ir g,rcat clcitl ol'crrclgy irr tlrc sittratiorr lrclirlc yorr

rttorc, pcrltitps, (hart you rcalizc.'l'hc lcvcls ol-crrcrgy yor,r arc clcal-

ing with will have to be handled carefully and attentively, so that

the energies in the situation don't break loose and cause damage

by their sheer force. If you can keep things in hand, though, The

fbtrahedron upright is a positive sign, for it usually means that
you will have the power you need to bring about the changes you

desire.

Reversed Meoning: Disruption

WrBN rr AaaEARS REvERsED rN A READINc, The Tetrahedron sug-

gests that the design you have created is not solid enough to con-

tain the forces you intend to call into it. The lines on the tracing

board may seem firm enough, but they may turn out to be inade-

quate when the design is put into the hands of the builders and

the structure has to face the energies of the real world.

lrv pnecrrcaL DrvrNATroru, this card reversed usually means that
you've miscalculated the level of energy in the situation; either

you don't have access to the energy you would need to bring
about what you wish, or there are other forces in the picture that
will interfere with what you are trying to do. Disruption, confu-

sion, and chaos are the likely outcomes. \Mhen this card appears

reversed, you may find that it's necessary to go back to the begin-

ning and start over, or at best to batten down the hatches and pre-

pare to ride out the storm.

Exercise for Cord l6
For this exercise, besides the usual tools, you'll need a pair of sharp

scissors or a craft knife, and some clear tape; you can also use a heav-

ier type of paper than usual.

Start as in the exercise for Card 11, by drawing a circle, and then

another circle of the same size. with its center on the first circle's



circutttlclcrtcc. (lltrlosc ortc ol'tlrc two lloints whe r't'tlte cit'e uttrli'r-
cnccs o1-thc two circlcs cross, arrcl urirl<c ir thircl cilclc ol'lhc sirnrc

size with its center on that point.
You now have a pattern of three overlapping circles, fbrmir-rg three

overlapping vesicas. In the center of the pattern is a space like a

rounded triangle, where all three circles (and all three vesicas) overlap.

Mark points A, B, and C at the corners of this space. Then mark
points D, E, and F at the outward corners of the three vesicas. The re-

sult should look like the diagram.

Using the straightedge, draw in lines AB, BC, and CA to form trian-
gle ABC, and draw in lines DE, ER and FD to form triangle DEF. Tri-
angle ABC is in the center of DER and the parts of DEF that are out-
side ABC form three more triangles, each of them identical to ABC.

Now with the scissors or knife, cut along lines DE, ER and FD to

separate triangle DEF from the rest of the paper. Carefully fold the

paper along AB, BC, and CA, creasing the paper along these lines, so

that the three points D, E, and F come together, forming a tetrahe-

dron. Use pieces of tape to join the edges and make your tetrahedron

stable.

Once you've made your tetrahedron, examine it from all sides, see

how it fits together, and try to make sense of it on an intuitive level. If
you like, mark points in the center of the four sides, and try to see how

these become the points of another, smaller tetrahedron in the middle

of the one you've made.

Meditotion for Cord l6
After the usual opening process, imagine a large equilateral triangle.

As in the exercise, imagine its three corners coming together to form a
tetrahedron, and build up the tetrahedron in your mind's eye until the

image is solid and stable.

At this point, turn to the topic of the meditation, which is the idea

of fire. Start with the simple experience of fire-of flame, heat, and

light-and go on to think of energy in general and all things "fiery,"

thinking about how they relate to you and your life. Draw on any of

96 Diogrom E-16



tlrc tlrittclilll givctt rtltovt'. ll'yott'rc lirrrrilirrr witlr rrrry ol tlrt,tr.irtlilitlrrlrl
tcachirrgs about tlrc livc clcnrcnts, go alrcacl irrrrl rrsc tlris rrrir(crial as

well.

As before, consider the topic in a general way for a tinte, then take
one train of thought and follow it out to its end. Finish the meditation
in the usual way.

9B
99

17: The 0ctahedron

The second of the Platonic solids is the octahedron, which is made of
eight equilateral triangles joined together. Like the tetrahedron, it cor-
responds to one of the five traditional elements-in this case, the ele-
ment of air.

In the ancient systems of spiritual philosophy that studied the ele-
ments, the element of air was especially related to the ideas of media-
tion, balance between opposites, and flow Modern scientific ideas bear
out these same connections, for it's Earth's atmosphere that mediates



l)clwcclt lllc cllcrSlcs ol thc sr.rl) iln(l thc srrrlilcc ol lhc Iiurth, llalirnccs
extremes uf heat ancl colcl through tlrc cyclcs o1'wcathcr., irncl l.krws
freely from place to place with its cargo of water vapor-a'cr 

'owa-days, unfortunately, of pollution as well.
The action of the element of air is to unite and balance the other el-

ements. Earth, water, and fire all tend to divide themselves up; there
are many different lands, many seas and lakes and rivers, and many
different fires-but there is only one sky.

As mentioned in the discussion of card 16, if you take each of the
five Platonic solids, mark points in the exact center of each of their
sides' and connect the points across the inside of the solid by straight
lines, you'll form a Platonic solid. In the case of the octahedron, the
solid you'll create is the cube, the subject of Card 19.

The cube is the Platonic solid assigned to the element of earth. The
cube has six sides and eight corners, while the octahedron has eight
sides and six corners; both have twelve edges. This suggests a subtre
link between the elements of air and earth, one that can also be found
in the traditions of ancient spiritual philosophy.

Upright Meoning: Mediotion
WnpN n ,c,ppEARS upRrcrrT rN A READTNc, The Octahedron suggests

that the pattern you are drawing has mediation as a central fea_
ture' There are a variety of active and passive forms on the tracing
board, and your task is to bring them together into a relationship
that will benefit all concerned.

Iiv pRaclrca L DrvrNATrorv, this card upright means that you are in
the middle of the situation, with a variety of forces and factors
coming to bear on you. \A/hile this can be difficult, it allows you to
have a major influence on how things turn out, and if you relax
and treat the position as a learning experience, the situation may
turn out to be a breeze! Gentleness, grace, diplom acy, andthe ca-
pacity for flow are highlighted here.

r00

Reversed Meoning : Dispersol

wtttiN I't' Appr;.Ans nrjvtinstjt) rN A Rrrlr)/N<;, 'l'hc ()ctirhcr.lnln sug-
gests that you are allowir-rg the pattern before you to be pulled
about by too many conflicting forces, or scattered into a tangle of
smaller patterns with no relationship to one another. unless you
draw it together through your attention and understanding of the
whole, the result will be confusion and chaos, not a worthwhile
design.

IN pn,+crtceL DrvrNATrorv, this card reversed means that you are al-
lowing yourself to become too scattered and unfocused. This may
be happening because you are putting too much energy into tak_
ing care of other people's concerns, or because you are trying to
do too much at once, or simply because you don't know what you
want out of the situation and are drifting from one thing to an_
other. until you decide what you want out of it and take specific,
active, and focused steps to get it, you're unlikely to achieve very
much, no matter how busy you are.

Exercise lor Cord 17

As with the exercise for card 16, this one will call for scissors or a
knife, and a roll of tape, along with your usual geometer's tools. Heavy
paper may also be worth using.

This construction starts out like the last one, with a pair of circles
drawn to form a vesica piscis, and a third circle drawn with its center
on one of the two points where the first two circles intersect the lower
of the two points. To this you need to add three more circles, as fol-
lows. The fourth has its center where the third circle intersects with
one of the first two; the fifth, where the fourth intersects with the
same one of the first two; and the sixth, where the fourth and the fifth
intersect. (Actually, of course, each circle intersects with its neighbor-
ing circle at two different places, but if you do the construction as

given, you'll find that one of these intersections is arways the center of
another circle already.) The result is the zigzagpattern of six circles
shown in Diagram E-I7.

17:The Octohedron



Now drrrw in tlrc pirttcrn ol cight triirrrglcs slrown irr tlrc cliagrarrr,

r-rsiug thc straighlcclgc. (.l.rt thc rcsr.rltirtg slrapc out, cuttirrg only irloug

the outside lines-don't cut between any of the triangles you've

drawn! Fold the resulting shape along the lines so that the two lines

marked AB are joined together, and fold down the remaining trian-
gles. Use tape to fasten the seams, and you have your octahedron.

As before, take the time to get to know the octahedron,looking at it
from different angles and seeking an intuitive sense of the way it fits
together. If you like, mark a point in the center of each of its eight

sides, and try to see how these become the corners of a small cube in
the center ofthe octahedron.

Meditotion for Cord 17

Start with the usual opening. When this is completed, imagine an

equilateral triangle, as in the meditation for Card 8. Add more trian-
gles, one at a time, until you have formed the same shape you drew

and cut out in the exercise. Then, in your mind's eye, fold up the tri-
angles and join edges together to make an octahedron. (If you find it
hard to imagine this, make another paper pattern following the in-
structions in the exercise, and fold it but leave it untaped; then fold it
together and let it unfold, concentrating on the process, until you have

a clear sense of how it works and can imagine it clearly.)

Once you've built up the image of the octahedron clearly in your
mind's eye, turn to the topic of the meditation, which is the element

of air. Think about air, about everything connected with air, and

everlthing "airy|'drawing on the discussion above and on any knowl-
edge of the traditional lore of the elements you happen to have.

As before, consider the topic in a general way for a time, then take

one train of thought and follow it out to its end. Finish the meditation

in the usual way.

102 Diogrom E-l Z



rB: The lcosahedron

The third of the traditional Platonic solids, and the last of the three

made up of triangles, is the icosahedron. This figure is made of twen-

ty triangles joined together. It seems complicated at first glance, but it
unfolds from the same patterns that produce the simpler tetrahedron

and octahedron.

Of the five traditional elements, the icosahedron relates most close-

ly to the receptive and fluid element of water. In the ancient spiritual
philosophies, just as fire is seen as the archetype of all active things,

105



wirlcr is tlrc irlclrctypc ol cvcrytlrirrg lt,ct,plivr,. Wlrclt. llrt'llirrnt,s ol llrc
irlwrys strivc to risc upwrtrcl, watcf rrlwuys sccl<s to llow tlownwirrd;
where fire creates heat, water brings cold. tictwccn thcsc two <tppo-

sites, in turn, dances the mediating power of air.

In another application of the ancient symbolism, water is the image

of the feminine, while fire represents the masculine. This sort of sym-

bolism can be misunderstood, though, for every human being-what-
ever his or her physical gender happens to be-contains both fire and

water, masculine and feminine sides. Studies of human genetics, echo-

ing this traditional teaching, have shown that the differences between

male and female actually involve only about 3 percent of our total
DNA.

Like the other Platonic solids, the icosahedron gives rise to another
solid if points are marked in the centers of its sides, and these points
are connected with straight lines going through the midst of the solid.

In this case, the Platonic solid that's created is the dodecahedron, the

subject of Card 29.The dodecahedron is associated with the element

of spirit, the element that unites and transcends the other four. In ear-

lier times, this subtle link between water and spirit was connected to
the opening lines of the Book of Genesis, in which the Spirit of God
moved over the face of the waters of creation.

Upright Meoning: Receptiveness

I4lrrrNrrAppEARs upRrGHT rNA READTNc, The Icosahedron suggests

that the pattern you have drawn has receptiveness as a major fac-

tor. The lines and forms on the tracing board before you have

drawn energies in from outside sources, and those energies-not
the ones you can bring into the design-are best suited to carry
your plan to a successful conclusion.

IN pn,q,crrc,+L DtvtNArroru, this card upright means that your best

approach in the situation is to take a receptive role rather than an

active one. It's a good time to go with the current, in other words,

not to try to swim against the tide! However active a role you may

have imagined for yourself, there are other people, or different

r06

litctots, lltitl cittt titl<e r'iu'c ol tlrc siirntiorr lrcllt'r'lltltt yott ciul, ilrt(l

il'you try to gct activcly involvt'tl yor.r irrc rtrorc lil<cly to crcitlc

confusion thrn you arc to hclp. l{clax, aucl let things tal<c thcir
own course; let yourself trust in the wisdom of the universc,

rather than trying to rely on your own efforts.

Reversed Meoning : Possivity

Wur,N rrAppEARS REyERsED rNA READTNc, The Icosahedron means

that the pattern on the tracing board before you is incomplete,

because you have stopped drawing! No outside force is going to

take the pen, straightedge, and compass from your hands and cre-

ate the design you have in mind. Until you pick up the tools and

get back to work, you will stay exactly where you are, gazing at a

mostly blank board where any number of beautiful and useful

things might be taking shape.

IN pn,A,crtcA.L DrvrNATrorv, this card reversed simply means that you

are waiting for someone or something else to take care of the situ-

ation, and that's not going to happen. Until you get up and do

something constructive, nothing will change. It's worth remem-

bering, too, a useful slogan from the recoyery movement: if you

always do what you've always done, you'll always get what you've

always gotten.

Exercise for Cord l8
Like the last two constructions, this one requires tape and scissors or a

knife, along with your geometer's tools, and may benefit from heavy

paper as well. This exercise is one of the trickier constructions in this

book; you'll want to be as careful as possible when drawing the lines

and circles, so that the result comes out. Using the landscape, or hori-
zontal, side of your paper will work best.

Start exactly as in the last exercise, by drawing two overlapping cir-
cles, then a third centered on one of their intersections, then a fourth,
fifth, and sixth, forming a zigzag pattern of circles, all of them over-

lapping and forming a double line of vesicas. This time, though, keep

'18: The lcosohedron



()n F,()inF,. Vlrr ttccd rro lcss tlrarr twclvc circlcs, irlrirrrgctl irs irr l)iirglirnr

li-ltl, ttl construct an icosalrcclron. Wlrcrr yoLr'vc drawrr tlrcnt all trut,

use the points of intersection to lay out thc pattcrn shown in thc

diagram.

As before, cut out the pattern, cutting only the outside edge-
again, don't cut between any of the triangles, or the result will be a

mess! Fold the resulting shape so that all the points marked A come

together, and all the points marked B are joined. Fasten the edges with
tape, and you have your icosahedron. Take the time to explore it, and

if you like, mark a point in the center of each of the twenty sides, and

try your hand at imagining how these points become the corners of a
small dodecahedron in the middle of the icosahedron.

Meditotion for Cord I B

After the usual opening, imagine a triangle, and add others one at a

time until you have twenty of them, linked together as in the pattern

you used in the exercise above. In your mind's eye, fold the pattern up

and join the edges until you have a perfect icosahedron.

When this is clear and solid in your imagination, turn your atten-

tion to the topic of the meditation, which is the element of water.

Think about water itself, the different kinds of fluid that share water's

nature and habits, and all the other things in the universe of your ex-

perience that seem "watery" in one way or another. Feel free to relate

these to any of the points mentioned above, or to anything you may

know about the traditional lore of the elements.

As before, consider the topic in a general way for a time, then take

one train of thought and follow it out to its end. Finish the meditation

in the usual way.

r0B Diogrom E-18



r9: The Cube

The cube is the fourth of the five Platonic solids. It's also far and away

the most familiar of them; many people don't know what a dodecahe-

dron is, for example, but cubes are another matter. From the blocks

we play with as children to the office buildings in which many of us

work, the cube surrounds us everyrwhere.

Stable and solid, the cube is a traditional emblem of the element of
earth, one of the five elements of ancient spiritual and magical lore.

Of these elements, earth is the densest and most unyielding; it corre-

sponds to what modern scientists call the solid state of matter, just as

ll1



wirlcl colr('sl)()n(ls to litltritls, lil t() guscs, utrtl litt'lo t'ttt't14y.'l'ltc ittt-

cicut tcachings also suggcst thrt tl-rc clctrtcnts lirrur:t slx'(lfunt, with

earth at one end, spirit at the other, and the other elemcnts lirllilrg irrto
places in between. In this pattern the cube plays the role of a solid

base, from which the other elements rise up and on which they can

build.
For all its apparent solidity, though, the cube contains a hidden fac-

tor of flexibility. As mentioned earlier on, if you mark a point in the

exact center of each side of any Platonic solid, and connect the points

together with straight lines inside the solid, another Platonic solid

takes shape. In the case of the cube, the result is an octahedron, which

symbolizes the mediating and subtle element of air.

The cube also has another remarkable feature. Its faces, of course,

are squares, and so ifthe sides are equal to one, a diagonal line run-
ning from corner to corner along one face has a length of r/2. On the

other hand, if you draw a diagonal line between opposite corners of
the cube-going not along one face, but through the middle of the

cube-the length of that line is equal to r/:. ftr the cube, in other

words, the two great opposing factors of sacred geometry reveal a

hidden unity. This unity will be developed further in some of the

cards to come.

Upright Meoning: Stobility

WrunN rr AppEARs upRrGHT rN A READTNc, The Cube suggests that

the pattern on your tracing board is one in which stability plays,

or needs to play, an important role. A building needs a secure

foundation, and right now so do you and those around you. Pro-

ceed with your design, but draw with a steady hand.

I,tv pRacrrc,q. L DrvrNArrov, this card upright means that stability is

an important factor in the current situation, and one you should

not ignore. Too many changes, carried out too quickly, may turn a

promising development into a complete mess; if you're growing a

garden, it's not a good idea to pull up all the plants once a week to

check on how the roots are developing! As the old saying has it, "If
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it irin't llrol<c', rlorr't ljx it"; paticncc, cortsistcrtcy, itttd a willingrrcss

to lct thirrgs tlkc shirpc in thcir owr-r tirrc arc all callcd firr hcrc.

Reversed Meoning: Rigidity

WnnN rr AppEARs REVERsED rN A READTNc, The Cube suggests that

the pattern you are drawing has become so solidly established that

it no longer allows for change and growth. Perhaps you have been

drawing the same square over and over; perhaps you have been

relying too much on straight lines and right angles, and have for-

gotten about curves and complex shapes. Rigid as it is, the design

in front of you may require a lot of erasing and redrawing before

it takes on any more flexibility.

IN pnecrrca L DrvrNATroru, this card reversed means that you've

locked yourself into a rigid approach to the situation. Such an

approach might work in some cases, but this isn't one of them.

You need to lighten up,loosen up, and try something different for

a change, even if it seems out of character. Attention to fluidity
and flow to the free dance of energies around the too-rigid walls

of the mental prison you've made for yourself, may be useful

approaches.

Exercise for Cord I9
As with the exercises for Cards 16,17, and 18, this one works a little
better with stiff paper, and a sharp craft knife or a pair of scissors is

also needed, along with your geometer's tools. Start by drawing a

square of any convenient size, keeping in mind that five more squares

of the same size will need to fit on the paper, using the construction

from the exercise for Card 13 on pages 79-8I.
Next, line up your straightedge with each of the four sides of the

square, one at a time, and extend the lines out in both directions (see

Diagram E-19). Then set the compass points to the length of one side

of the square, and with the metal point set at each of the four corners

in turn. draw short arcs to mark off the same distance out from each



c()nrcr alottg tltc lirtt's yotr'vc tlritwrt. ()onrtccl llrc nrirr'l<s logcthc:t, irs

slrowrr, to ural<e lilur nrorc scluirrcs arorrrrd thc l'irst.

This gives you five of the sides of your cube.'lb makc thc sixth, you

simply need to repeat the same process one more time, putting the

metal point of the compass on the two outer corners of one of the

four new squares and making tlvo new marks farther out along two of
the lines extending from the original square. Connect these marks to

each other to form the sixth square.

Then cut around the outside edge of the pattern-again, don't cut

between the squares. Fold and tape the resulting pattern to create your
cube. Turn it around and about,looking at it from different sides and

seeing the different patterns created by its sides and edges; ifyou like,

mark points in the center of its sides, and try to imagine the octagram

formed by linking these points inside the cube.

Meditotion for Cord l9
After the usual opening process, imagine a square. When this is solid-

ly built up, add another to one side of it. Continue until you have the

same pattern you made in the exercise, and then imagine it folding up

to create a cube.

Then turn to the topic of the meditation, which is the element of
earth. Start with the basic, sensory experience of earth-of soil, sand,

gravel, rock-and go on from there to think of all things "earthy," ex-

ploring how they relate to you and your life. Make use of any of the

material discussed above, and if you've been exposed to the tradition-
al teachings about the five elements, use this as well.

As before, consider the topic in a general way for a time, then take

one train of thought and follow it out to its end. Finish the meditation

in the usual way.
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zo: Square and Diagonal

One of the earliest written accounts of the practice of sacred geometry

comes to us from the Greek philosopher Plato, who uses it as a scene

in his dialogue Meno. There, Plato's teacher Socrates is trying to prove

that our minds are not simply blank slates; instead, he suggests that
every human being comes into life carrying echoes of spiritual wis-

dom, and we simply have to learn to remember these.

His method of demonstrating this is interesting. He calls over a ser-

vant boy, who has no knowledge of geornetry, and leads him step by

|7



s(cp tltt'rlugh tlrc gcorttcl licitl pr'<lccss ol'rlrirwing.t s(lltiu'(.with cxactly

twicc thc arca ol'atrolhcr s(lLrarc. All Socratcs docs is rrsl< rlucstiorrs; by

the end of the scene, the servant boy has not only solved the problem,

using the construction we're about to study but understood it as well.

The relation between the square and its diagonal is a central factor

in traditional sacred geometry, and some teachers (modern as well as

ancient) put it at the very beginning of instruction. The card shows a

smaller square, made of two right triangles, and a larger one, turned at

an angle to the first, made up of four of the same triangles. It's clear at

a glance that the larger one covers twice the area of the smaller-four
triangles rather than two.

What's less apparent at first glance is the special relationship be-

tween the length of the sides of the first square and the length of
those of the second-or, in other words, the length of the side and

that of the diagonal line dividing the smaller square. These are con-
nected by one of the primary root functions of sacred geometry, the

{2 relationship.

Like the r/3 relationship, which was introduced along with the vesi-

ca piscis in Card 7, the tl2-the square root of )-.gurl1be expressed

exactly by any fraction or decimal number; no matter how far you

pursue it, it "falls through the cracks" of number. Geometrically,
though, it's expressed exactly anytime someone makes a square and

then draws a line through two opposite corners.

The ri2 and !3 relate to each other in interesting ways. Both repre-

sent processes of creation, but they do so from opposite perspectives.

Where the r/3 is formed from the union of two circles, the {z is born
from the division of a single square. In the traditional symbolism of
sacred geometry, the {2 is the image of generation-a label that in-
cludes, among other things, human sexuality and birth-while the {3
represents relation, the process of interaction by which individuals

give rise to more complex unities. In turn, the r/5, the subject of Card

23 and the key to the mysteries of the Golden Proportion or Golden

Section, corresponds to regeneration, the transformative process by
which the individual passes beyond old limits and breaks new ground.
These three factors are the three primary roots of sacred geometry.

I l8

Upright Meoning: Generotion

WtttiN r','Aplr'Aris Lrpnrcu't' rN 
^ 

Rri^r)rN<;, Squarc ancl l)iagonal sug-

gests that in the design you've drawn on the tracing board are im-

portant, untapped possibilities for growth and development. The

relationships and patterns before you contain, in themselves,

everything you need to take things further, although you may have

to look at them in new ways in order to unfold their potentials.

IN pnacrrca L DrvrNArrorv, this card upright is a strong sign of suc-

cess. It suggests that your efforts in the situation are about to bear

fruit, if they have not started to do so aheady, and that these first

results will be followed by others. It often suggests that you are

doing the right thing, and should continue with your present

plans and activities.

Reversed Meoning: Consequences

WttBN rr AppEARs REvERSED rN A READTNc, Square and Diagonal

suggests that the patterns you've drawn so far may limit what you

can do in the future. Before you extend the design any further,

you may want to take a hard look at the patterns that have already

been set down, and make sure that you are comfortable with the

way things will unfold if you go further down the path you've al-

ready started.

Irv pRacrlce L DtvrNATrorv, this card reversed means that the things

you've done and the positions you've taken will have conse-

quences that can't be avoided or ignored. It serves as a reminder

that events unfold from what we actually do and say, not from our

intentions or our motives. It often means that a course of action

you are considering will lead to results that you may not like; in
some cases, it can mean that a chain of events has already been set

in motion, and the consequences are already coming toward you.

20: Squore ond Diogonol



Exercise fior Cord 20

For tlris exercisc, thc usuitl sct ol-gconrctcr's tools rrrrtl ir pluirt slrcct or
two of blank paper are all that's needed. Start ['ry constructing a

square, as follows. Draw a line of any convenient length, and mark the

two ends of the line as points A and B. Then, somewhere off the line
(but not too far away!) and closer to B than A, mark point C. With the

metal point of your compass on C and the width set to the distance

between C and B, draw a circle; its circumference should cross line AB

somewhere along its length. Mark point D where the line and the cir-
cle cross (see Diagram E-20).

With the straightedge, draw a new line from D through C, and ex-

tend it further until it crosses the circle again above B. Mark point E

where the new line intersects the circle. Using the straightedge again,

draw a line from B through E. If you've followed the instructions, the

angle at B is a right angle.

From this point, making the square is simple. Put the metal point
of the compass on point B, set the width to the distance between A
and B, and swing an arc up one-quarter of a circle until it crosses line

BE. Mark point F at the intersection. Leaving the compass at the same

setting, put the metal point on F and draw an arc up from B at least a

quarter circle, then move the metal point to A and do the same thing,

so that the two arcs cross to form the fourth corner of the square.

Mark this as point G. Draw in lines FG and AG to complete the square

ABFG.

Draw in line AR the diagonal of the square. Then put the center

point of the compass on G, and with the compass still set to the dis-

tance from A to B, draw a circle. (The circumference should pass

through A and F.) Using the straightedge, extend line AG to the far

edge of the new circle; where the line meets the circumference, mark

point H. Then do the same thing with line FG; where the extended

line meets the circumference of the new circle, mark point I. Draw in
lines AI, IH, and HF to create square AIHF.

If you like, you can then go on to use line IF-the diagonal of the

second, larger square-as the side of a new square, which will be four

120 Diogrom E-20 (continued on poge 123)
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titucs litrg,cr thitrt tltc lrrst ortc.'l'his pr<lccss cirn bc continr,rcd inclcli-
nitcly . . . or until you run out of papcr to drirw srprarcs on.

Meditotion for Cord 20

After the usual opening, imagine a square; if you wish, you can use the

same process as in the meditation for Card 13, extending a point into
a line and the line into a square. Once the square is built up solidly in
your mind's eye, imagine the diagonal being drawn in. From this, un-

fold the second, larger square, as in the exercise above.

When you have built this up solidly in your mind's eye, turn to the

topic for the meditation, which is creation by division. Explore this

idea in the light of any of the comments above that seem useful. As

before, consider the topic in a general way for a time, then take one

train of thought and follow it out to its end. Finish the meditation in
the usual way.

122 Diogrom E-20, continued



zr: Gnomonic Expansion

Gnomonic expansion is a tool much used by the ancient sacred

geometers-a method of producing ever-larger versions of the same

form, each version displaying the same proportions as the original. A
gnomon was defined in ancient times as "a figure which, when added

to an original figure,leaves the resulting figure similar to the original."
In less formal terms, the easiest way to think about a gnomon is to
imagine two shapes that are exactly the same, except that one is bigger

than the other. Put the smaller one on top of the larger, and position it

125



s() tllilt n() l)iu I ol tlrt'srrtitllt'r g()('s l)it\l tltt,t,tlgt'ol llrt.lirrlicr.'l'lrt, Prrr t

tll'thc lirrgct'shrtpc thrrt rcrrritins visillle rrlotrntl tlrc srrrrrllcr orrc is it

gnomon (sec Diagranr A-21 ).

ObviouslS there are many different possible gnornons lbr any given

shape, but some are more convenient to use than others. Methods for
creating the more convenient gnomons for basic shapes were taught
to students of sacred geometry in ancient times. In the exercise for
this card, we'll explore one of these.

One of the important symbolic teachings connected with gnomons

is the equivalence of the very big and the very small. By the process of
gnomonic expansion, it's possible to go from a tiny pattern to a huge

one, through many intermediate steps, without changing the shape of
the pattern itself at all. A minute square and a massiye one are both
squares, in the same way that an atom and a solar system echo the

same structure and follow the same pattern of physical laws.

Upright Meoning: Exponsion

WnnN rr AppEARs upRtGHT rN A READTNc, Gnomonic Expansion

suggests that the design you have traced can be seen as a model
for bigger things. What you have drawn on one part of your trac-
ing board may be applicable to a much larger area, if you make

sure to do the same thing on the large scale as you did on a small-

er one.

IN pnlcrrctL DrvrNArrox this card upright often means that you
may need to pay attention to issues of scale, and to explore the

possibility of doing things on a larger scale than you've previous-
ly considered. It can be a very favorable sign, suggesting that you
are ready for the "big time" and can go on to bigger and better
things; it can also mean, though, that you're treating some part of
the situation as small and self-contained when it's really the key to
the entire picture. In any event, upright Gnomonic Expansion

directs your attention to the big picture.

126 Diogrom A-21 : the whiie oreo in eqch of these diogroms is o gnomon-qdded
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Reversed Meoning: Excess

WunN l?'AppEARs REyERsr-r) rN A REAnTN<;, Gnolnonic Expansion

suggests that the diagram you've drawn is so large that it's about

to spill over the edge of the tracing board! It's a reminder that big-

ger is not always better, and that a pattern that works well on a
small scale can turn into an unwieldy dinosaur when it's expand-

ed beyond its limits.

Irv pnecrrcal DrvrNATrorv, this card reversed means that yotive
gone overboard, and need to back off a little-or a lot. Like Card

20 reversed, Gnomonic Expansion reversed suggests that yodve
overcommitted yourself, but in a different way; here, it's more

likely that you've taken a good thing too far, or allowed past re-

sults to convince you that doing the same thing over and over

again will always get you what you want. This rarely works for
long. As the Thoist master Lao Tsu pointed out, "Too much suc-

cess is not an advantage; do not tinkle like jade, or clatter like

stone chimes."

Exercise for Cord 2l
For this exercise, you may find graph paper helpful; the ordinary
geometer's tools will also be needed.

There are many different ways to create a gnomon for any given

shape, and each shape has its own rules. In this exercise, we'll concen-

trate on one way for creating gnomons for squares, partly because the

method is a classic one, partly because you can check your work easi-

ly with graph paper.

Start by drawing a square of any convenient size; for the sake of the

exercise, it's best if this first square has a whole number of graph-

paper squares inside it. Then, with the straightedge, draw three addi-

tional lines. All three of these start at the same corner of the square-
the lower left corner, let's say (see Diagram E-21). The first goes from
there through the upper left corner and on as far as the paper allows,

extending one side of the square; the second goes from the lower left
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conlcr through tlrc krwcr rig,lrt onc antl on lo llrr.t.rrtl ol'thc pagc, cx-
tcndiug another siclc o{'thc square; the tlrircl gocs f'r.<lnr tlrc klwcr lefi
corner through the upper right, forrning the diagonal ol'thc square,

and going on to the edge of the paper as before.

Now take the compass, put the metal point on the lower left cornet
and set the width to the distance to the upper right corner, along the
diagonal. Swing an arc to either side of the diagonal until it touches
the other two lines. Mark points A and B where the arc and the lines
intersect. Then, from A and B, draw lines over and up to the diagonal
line. These new lines should be parallel to the sides of the original
square. (This can be done by geometrical constructions, but for the
time being it's simpler to follow the lines of the graph paper.) The two
lines should intersect with the diagonal at the same point; mark this as

point C. Points A, C, B, and the lower left corner of the original square

form a new square larger than the original. (Ifyouve been paying at-
tention, you've probably noticed that the second square uses a version
of the square-and-diagonal construction of Card 20, and so has twice
the area of the first square.)

Do this same construction again, taking the square you just drew in
place of the original square. Repeat several times, until you've con-
structed a series of squares, each one larger than the one before it. The
L-shaped areas that expand each square to the next are the gnomons
constructed by this method.

Again, there are other ways of making gnomons for squares, some

of them of very different shapes. You may find it interesting to try to
figure out some of the others, and to work out geometrical ways to
create them.

r30

Meditotion for Cord 2l
Alicr thc usr.ral opening process, inragirrc a srnall squarc. Iixpancl it lry

way of an L-shaped gnomon, of the sort you constructed in the exer-

cise, into a larger square. Repeat the process again and again, creating

ever larger squares. When this pattern of imagery is built up solidly in
your mind's eye, turn your attention to the topic of the meditation,

which is the relation between the large and the small. Draw on exam-

ples from your own knowledge and experience, and use anything that

seems useful in the discussions above.

As before, consider the topic in a general way for a time, then take

one train of thought and follow it out to its end. Finish the meditation

in the usual way.

2l: Gnomonic Exponsion



zz: Alternation

Another tool much used by the ancient sacred geometers, and well

worth exploring by modern students of the art, is a method called al-

ternation. Alternation is a way of using ordinary numbers to deal with
the "irrational," numerically inexpressible factors that dominate sa-

cred geometry-relationships such as 12, \i3, and others we'll explore

a little further on. In practical design work, it's important to be able to

approximate these factors in whole numbers, and this sort of approx-

imation also forms a bridge between sacred geometry and the science

of numbers, another branch of the ancient quadrivium.

r33



Yott cittt sccitllct'ttaliolt ul worl< itt rrn inlirlnrirl wiry ()n iuly rrrotlclrr
builcling sitc. Orrc carpetrter ltolcls up ir piccc ul'lunrllcli irnothcr onc,
with hammer (or nail gun) ready, eyes the join and says, "Up about
two inches; down a bit; down a bit more; now up just a hair; okay,

hold it right there-" and the nail goes in. Each adjustment is smaller
than the one before, bringing the lumber closer and closer to the place

it needs to be.

In geometrp the process of alternation is handled by precise con-
structions, rather than by eye. Still, the principle is much the same,

and as we'll see, alternation allows important patterns of meaning to
be expressed simply and effectively.

Upright Meoning : Approoch

WnnN rr AppEARs upRrGHT rN A READTNc, Alternation suggests that
the patterns on your tracing board are moving toward their final
form, but have not yet achieved it. Lines will need to be moved,
forms reshaped, and interactions restructured before you achieve

what you wish. Try to save the best of the existing pattern, while
bringing the rest up to the same level of quality.

IN pn;'crrce,L DrvtNArrov, this card upright means that your goals

in the situation are within sight, but not yet within reach. This is a

positive sign when it appears in divination, for it means that
you're most of the way to achieving what you want, but it also im-
plies that more work will be needed. Patience, persistence, and the
ability to learn from your mistakes are all strongly highlighted
here.

Reversed Meoning: lmperfection

WnpN tr ,+ppEARs REvERsED rNA READTNG, Alternation suggests that
the patterns on your tracing board will never achieve the perfec-

tion you wish. Perhaps you made mistakes in the early phases of
the drawing, and it's proceeded too far for them to be corrected
now; perhaps your tools, or the materials available to you, simply
aren't up to what you had in mind; perhaps you are simply striv-
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ing lirr ir lcvcl ol pcr'li'cliorr tlrrrt citrt't Irc lcirlizt'tl in tltc worltl ol

orrr cxpclicncc. liot wlrirtcvcr rcils()tl, tlttlug,lt, ytlur dcsig,rt is

l'lawed, arrd you will cithcr havc to livc with that or start over

:rgain from the beginning.

Lv pHrrcrrc.,r L DrvrNAT'tol.r, this card reversed means that you are not

going to achieve everything you want in the situation, no matter

how hard you try. One way or another, there will be imperfections

in the end result. It's important to remember that life is always a

succession of ups and downs, joys and sorrows, achievements and

failures; if you can approach the current situation with this in
mind, you may be able to make the best of the situation and enjoy

it despite its imperfections.

Exercise lor Cord 22

To put the principle of alternation into practice, we'll make use of an

ancient example. Theon of Smyrna was a philosopher, mathemati-

cian, and sacred geometer who lived in the second century of the

common era; in his book Mathematics Useful for Understanding Plato,

he included an example of alternation using the r/Z ratio, which we'll

follow here. Several pieces of graph paper will be useful.

The goal of this exercise is to create a set of ratios between whole

numbers, which will come as close as possible to the r/2 relationship.

Start by drawing a square on the graph paper with sides equal to one

of the paper's squares. Draw in the diagonal. The side equals l, and

the diagonal falls between I and 2; you can check this with another

piece of the same graph paper. Since we need whole numbers, we set

the diagonal number at l, a little less than the actual length of the di-
agonal.

Now Theon's method takes over. Add the side to the diagonal, to

get the side of a new square; 1 + I = 2, so the second square has sides

equal to 2. Now double the side of the original square and add this to

the diagonal, to get the diagonal number of the new square; (2 x 1) +

I = 3, so the new square has a diagonal number of 3. If you draw the

second square and measure its diagonal, the actual length is between 2

22: Alternotion



itttd -i, so ltgititt our'lig,ttrc is lcss tltun orrc rrrril irwlry li'onr llrc trctrrirl

nrcirsLrrclrcnt-but this tiurc, it's rt littlc ntor-c.

Repeat the same process again. Add the sidc arrcl thc diirgonal ol'tlrc
second square, to create the side of a third square: 2 + 3 = 5. Doublc
the side of the second square and add the result to the diagonal, to
create the diagonal of the third square: (2 x 2) -r 3 = 7 .If you draw the

new square and measure the diagonal, you'll find that the diagonal of
a square with a side equal to 5 has a diagonal between 7 and 8, so-as
with the first square-the diagonal measure produced by Theon's

method is within I of the actual value, but is a little less.

Repeat the same process again, adding the side and the diagonal to
get the new side, and doubling the side and adding this to the diagonal

to get the new diagonal. 5 + 7 = 12, and (2x 5) + 7 = l7;the fourth
square will have a side of 12 and a diagonal of 17. The actual length of
the diagonal falls between 16 and 17, so here again, as with the second

square, the diagonal number is a little more than the actual value.

The same operation can be repeated again and again, making ever

larger squares, with diagonal numbers that are always within I of the

actual measure of the diagonal, and alternating between being a little
above the correct figure and a little below it. (This is where the term
alternation comes from.) If we treat the values of the sides and diago-

nals as ratios, we get a series of ratios-l:I,2:3,5:7,l2:I7,29:41,
70:99, and so on-which come ever closer to the actual ratio between

the side and the diagonal of a square, 1:r/2. These ratios quickly be-

come very close-99170, in decimal terms, equals I.4142857.. . , while
the square root of 2 works out to 1.4142135. . . .

In this way, methods based on alternation allow the sacred geome-

ter to work out number equivalents for relationships that can't be ex-

actly expressed in number. Patterns similar to Theon's can be used to
approximate the r/3 relationship, as well as the others used in tradi-
tional sacred geometry.

r36

Meditotion for Cord 22

Altcr thc rrsual opcrting J)11)ccss, irrtitgirrc ir circlc.'l'lrcrt, its irt tltc cartl,

irnagirrc two circlcs side by side insidc the first circle; then two more

iuside each of the smaller circles; then two more side by side inside

tl-rese. Continue until the circles have become so small that they form

what looks like a straight line across the center of the original circle.

When this pattern of images is built up solidly in your mind's eye,

go on to the topic of the meditation, which is the relation between

perfection and imperfection in the reality we experience around us.

Use the idea of alternation to explore this, and draw on any of the ma-

terial we've covered above. As before, consider the topic in a general

way for a time, then take one train of thought and follow it out to its

end. Finish the meditation in the usual way.

22: Alternotion



The Third Circle



z3: The Douhle Square

This card completes the triad of essential creative factors that are used

in traditional sacred geometry. Iust as the vesica piscis of Card 7 is the

classic expression of the r/: relationship, and the square and diagonal

of Card 20 provides the standard geometrical form of the 
^/2, 

th. dou-

ble square with its diagonal gives us the last of the three fundamental

root relationships oI sacred geometry-the square root of S, or r/S.

In certain ways, the double square echoes both of the other two fig-

ures just mentioned. From one point of view, it's simply a development
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lionr llrt's(luiu'(,trrrtl tlitrgonirl ol ( lirrcl 201 lltt.s(lrriu(' is ioirrt,tl l() it scc

otttl sclttarc ol'lltc sittrtc siz.c, rtncl thc cliagolrirl lirrl<s llollr togctlrcr'. Sccrr

fion another point of vieq it unites two squarcs thc way that thc vcsi-
ca piscis unites two circles.

But the double square is not just another version of the relation-
ships we've aheady explored. If the side of each square is equal to l,
the diagonal of the double square is equal to r/5-again, a ratio that
can't be expressed by any fraction or decimal figure. Where the r/Z
stands for generation, and the r/3 for relation, the ri5 represents regen-

eration, the transforming process by which a pattern transcends the
limits of its own nature and opens up new potentials. In turn, it's the

^/S 
thut opens the way to the proportion known as the precious jewel

of sacred geometry-the Golden Proportion, or Golden Section.

Upright Meoning: Regenerotion

WupN rr A-epEARs upRrGHT rN A READTNc, The Double Square sug-

gests that the design you have made can be the basis for unimag-
ined transformations. From its vantage, you may be able to reach

new possibilities that were previously closed to you, or under-
stand the patterns before you in unexpected ways. So that these

new potentials do not slip away, attention to what is happening is

called for.

IN pn,+crrc,c.L DrvrNArrov, this card upright means that you stand at

a crossroads, facing new and unexpected possibilities. While a

business-as-usual approach may still be possible, it's rarely the
best choice, and may involve closing off options that lead beyond
your wildest dreams. The Double Square upright calls for original
thinking and a willingness to ignore old ideas about what is possi-
ble and what isn't. In some cases, this can also be a sign that a

more spiritually centered approach is a good idea.

142 23: The Double Squore

Reversed Meoning: Risk

WrrlrV t,t'Al't'ri/\ns R,iylil.stil) lN A luizll)rNt;,'l'hc l)tltrtllc Srlttalc strg,

gcsts that the urrexpected possibilities iq the desigrl bclirrc y9u irr-

clude dangers you haven't yet noticed. The lines and patterr-rs be-

fore you combine in subtle ways, and some of these open up

potential dangers that should not be ignored'

/rv pR.tcrrce L DrvINATIorl, this card reYersed means that the situa-

tion involves a significant degree of risk. \Ahether you realize it or

not, you are in danger of losing things you value, and the more

carelessly you face the situation the less likely you are to come out

the other side in one piece. It's especially important not to fall into

the habit of thinking that any change must be for the better. How-

ever bad the situation may seem, it could get worse, and you may

wish to consider carefully before making changes you can't undo'

Exercise lor Cord 23

This exercise will use blank paper and the ordinary set of geometer's

tools. To begin, draw a square, using either the construction from the

exercise for card 13 or the one from the exercise for card 20.If yo]u

use the latter, draw in both of the square's diagonals once the square

itselfis constructed.

The goal of this exercise is to construct a second square next to the

first, and of exactly the same size. Start by putting the metal point of

the compass on one of the lower corners of the square, and setting the

compass width to the length of the diagonal-that is, to the distance

from that corner to the opposite one. Draw an arc up from the oppo-

site corner until it's well past the midpoint of the square's upper side.

Then move the metal point of the compass to the other lower corner

of the square, and with the compass at the same setting, draw another

arc up from the other upper corner, crossing the first arc above the

middle of the upper side (see Diagram E-23).



Line up the straightedge on the point where the two arcs cross and

the point where the square's two diagonals cross, and draw a line con-

necting these. Where this line crosses the upper side of the square,

mark point A.

Next, leaving the compass at the same setting, put the metal point
on each of the square's upper corners in turn and draw two arcs, of a
quarter circle each, in the space above the original square, (It's not
necessary for these arcs to cross each other.) Then line up the straight-

edge on point A and each of the original square's lower corners in
turn, drawing two lines, which cross at point A and go out to intersect

the two arcs you've just drawn. Where the lines cross the arcs, mark
points B and C. Connect points B and C with each other, and with the

upper corners of the square below, to form a new square exactly the

size of the original one.

Meditotion for Cord 23

After the usual opening, imagine a square. Once this is built up solid-

ly in your mind's eye, imagine a second square above the first, as in the

card, and the single diagonal that connects them. Consider this image

for a time, and then turn to the topic of this meditation, which is the

concept of regeneration-the possibility of stepping outside existing

limits by coming to see things in a new way.

As before, consider the topic in a general way for a time, then take

one train of thought and follow it out to its end. Finish the meditation
in the usual way.
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e4: Progression of Roots

At this point in our progress through the cards, the diverse patterns of
sircred geometry we've unfolded begin to spiral back inwards toward
runity. The two approaches to practical design used in traditional sa-

crcd geometry, the ad triangulum and ad quadratim systems, were
olien seen as opposites with no middle ground. As the cube in Card
l9 showed, though, the core relationships that define these two sys-

lcnrs-the !3 and r/2 ratios, respectively-can both be derived from
lhc same geometrical pattern. This same point will be made with even

nrore force by the geometrical factors at the heart of the present card.
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As we saw in Card 20, Square and Diagonal, the diagonal of a

square with sides equal to I has a length equal to r/2. A square, on the

other hand, is simply a special kind of rectangle-one with a length

that's equal to its width. Imagine a different rectangle, one with a

width of 1 and a length equal to r/2. If *. were to draw in the diagonal

of such a rectangle, the length of the diagonal would be equal to r/3.

This process can be taken even further. Imagine a third rectangle,

one with a width of 1 and a length of r/r. Its diagonal would be 
^/+,

which is equal to 2. As we've already seen, a rectangle with a width of
I and a length of 2-thatis, a double square-has a diagonal of r/S. e
rectangle with a width of I and a length of r/S has a diagonal of r/6,

and so on.

It's worth taking a few moments to think about what this implies.

Starting with the simple square and diagonal, it's possible to produce

all three of the prime ratios in traditional sacred geometry, one after

another, by repeating the same process over and over again. The riZ

and./: relationships, in other words, aren't necessarily opposites; they

can also be stages in a common process. Nor does the r/5 relationship

come from out of the blue to transform the opposition into a more

balanced interaction; it's another stage in the same process, carried on

a little further. Each relationship develops out of another and leads to

another, in an unfoldinq current of evolution.

Upright Meoning: Evolution

WnnN rr AppEARs upRtGHT rN A READTNc, Progression of Roots

suggests that the design you're drawing has its own, inner pat-

terns to unfold, whether or not these were what you had in mind.

From the lines and shapes you've drawn on the tracing board,

new ones will unfold, and if you let them go along with their own

innate wisdom you are likely to be astonished and delighted by

the results.

Irv pnecrrca L DrvrNATIoN, this card upright means that the situa-

tion has a momentum and a direction of its own, and will develop

48 24: Progression of Roots

according to its own inner processes. That development may well

take it in unexpected directions, and may bring together factors

that you see as opposites. This is often a very good sign in divina-
tion, since it tends to mean that the situation will take care of it-
self if you simplylet it alone.

Reversed Meoning: Unexpectedness

WnnN rr AIrEARS REvERsED rN A READTNc, Progression of Roots

suggests that the designs on the tracing board have gone beyond
your ability to control them, or erren to predict where they are

going. The forms and lines you've drawn have developed a life of
their own, and are combining and interacting in ways you can't
predict and may not prefer. Still, at this point, there's actually not
much you can do about it.

IN pnl.crtcl.L DrvrNATroiv, this card reversed means that the situa-

tion is moving in unexpected directions, and the outcome can't be

predicted given the information at hand. Researchers in the field
of chaos studies have pointed out that huge and utterly unpre-
dictable consequences can spiral out from the smallest events; the

flap of a butterfly's wing in Mozambique can set off a chain of
events that can send a hurricane sweeping over Florida two

months later. The problem in using this information, of course, is

figuring out which of a billion butterflies to watch!

Exercise lor Cord 24

In the exercise for this card, we'll explore the pattern of progression of
roots directly. Start by constructing a square, using the method from
the exercise for Card 20. Using the straightedge, extend two opposite

sides of the square out in the same direction, as shown in Diagram E-

24; make sure you extend the lines at least far enough to allow you to
draw in another square. For the sake of clariry we'll label the corners of
the square on the side where the lines don't extend as points A and B,

and the corners where the lines start their extension as points C and D.



Now put the metal point of the compass on point A, and set the

compass width so that the pencil point reaches to point C at the op-

posite corner of the square, across the diagonal. Draw an arc down

from C until it crosses the extended line; mark point E here. Then

move the metal point to B, set the pencil point at D, and draw an arc

up from D to the extended line. Mark point F where arc and line

cross. Draw a line from E to F to complete rectangle ABFE, which is a

tl2 rectangle-that is, a rectangle where the length relates to the width
(or vice versa) in the ratio 1:r/2.

Now put the metal point of the compass back on A, set the width to
the distance from A to R and swing an arc down from F to the extend-

ed line, marking point G where arc meets line. Move the metal point
to B and repeat the process, swinging an arc from E to the line, mark-

ing point H. Draw a line from G to H to complete rectangle ABHG,

which is a r/: rectangle. (If you want to doublecheck this, construct a

vesica piscis with the distance from A to B as the radius of the two cir-
cles; the length of the vesica's major axis will be the same as the length

of rectangle ABHG's long side.)

Now repeat the process, setting the compass width to the distance

from A to H and drawing arcs from H and G to the extended lines,

marking points I and J. If you've followed the instructions carefully,

rectangle ABJI will be a double square. Check this by setting the com-

pass width to AB, putting the metal point at D, and drawing a semicir-

cle from A through C to I, showing that lines AB, AD, CD, and DI are

all the same length.

If you wish, you can extend this further, creating r/5, 
^/6, 

{7, and

higher rectangles. These saw little use in traditional sacred geometry,

but they have some interesting properties and may be worth further
exploration.

Meditotion lor Cord 24

After the usual opening process, imagine a square. Exactly as in the ex-

ercise for this card, imagine the square unfolding into a {2 rectangle,

a {3 rectangle, and a double square with its diagonal. Then turn your
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attention to the topic of this meditation, which is the way these three

factors proceed from one another. Think about the different meanings

we've discussed for these three root-relationships, and try to see how

generation gives rise to relation, and relation to regeneration. (You

may find it useful to read back over the material for Cards 7,20, and

23beforeyou start.)

As before, consider the topic in a general way for a time, then take

one train of thought and follow it out to its end. Finish the meditation

in the usual way.

152 153

z5: Discontinuous Proportion

The theory of proportions is among the important mental tools of the

traditional sacred geometer. What is a proportion? Geometers draw

an important distinction between ratios, which are relationships be-

tween two measures, and proportions, which are common relahon-

ships linking two or more different ratios. Let's see how this works.

Imagine that you have two numbers-for instance, I and2. The rela-

tionship between them is a ratio: the ratio of I to 2,or l;2 in mathe-

matical shorthand.



Nowlet's sayyou have four numbers-l ,2,3,and 6-paired up in
some way, so that I is paired with 2 and 3 with 6. (Perhaps they are the

lengths of lines in a drawing, or parts of a building.) You know that

the first pair relate to each other in a l:2 ratio.If you examine the sec-

ond pair, you notice that they relate to each other in the same way-6
is twice as large as 3, just as 2 is twice as large as 1. In the language of
proportions, 1 is to 2 as 3 is to 6, or in shorthand l:2::3:6.

This relationship is known as a discontinuous proportion. (It's"dis-

continuous" because there doesn't have to be any particular relation-

ship between the two pairs of numbers-the second pair could as well

be II,624:23,248,and the proportion would still hold.) Sacred geome-

ters use proportions of this sort to make sure that different patterns,

even on very different scales, all relate to the same meaningful ratios.

Upright Meoning: Relotion

WupN rr AppEARs upRrGHT rN A READTNc, Discontinuous Propor-

tion suggests that the patterns before you are connected to others,

which you may or may not see just now. Between the lines and

forms that you've drawn and these others, there may be any num-

ber of different kinds of connections, but the link is there and can

be followed up if you give attention to it.

IN pnecrrce L DrvrNATrorv, this card upright means that the situa-

tion facing you right now has connections to other forces or fac-

tors that aren't so obvious. This may be a good time to open your

eyes and ears wide, and pay attention to the things going on

around you, even if they don't seem to be related to the situation

that concerns you most. VVhen Discontinuous Proportion appears

upright, it often means that something apparently small and

unimportant is actually the key to the entire ptzzle.

154 25: Discontinuous Prooortion

Reversed Meoning: Dependence

WnrN rr AIIEARS REvERsED rN A READINc, Discontinuous Propor-

tion suggests that you have drawn the design before you in such a

way that someone else is going to have to complete it for you. You

have made your patterns dependent on someone else's contribu-
tion, and now you will have to see if that is going to come your
way-or not.

IN pn,q.cr-rca L DrvrNArroN, this card reversed usually means that you

are depending on someone else for something that, under other

circumstances, you might just as well have done yourself. In sorre
ways, this card reversed is the opposite of Card 18, which points

toward situations in which you actually need help. Here and now,

you are waiting for someone else to do your work or carry your
burden for you, and as a result you will have to deal with the very
mixed benefits of dependency.

Exercise for Cord 25

As the exercise for this card, we'll be exploring a process that was once

among the most common and useful tools of the practicing sacred

geometer. It's called "finding the fourth proportional," and not all that
long ago it used to be part of a basic education in math all over the

Western world.

\{hat is a fourth proportional? Imagine for a moment that you

only had three of the numbers in the example we used earlier in this

section. You have I and2, and you know that the first term of the sec-

ond pair of numbers is 3 . . . but you don't have the last number. That

number is called the fourth proportional.
Working out the fourth proportional in numbers can be done, but

it's not always the best approach. If the measurements that you're

using happen to be in whole numbers, as in the example just given,

you're in luck; you can solve problems like this easily by using simple
algebra. If the measurements work out to complicated fractions or,

worse still, to irrational numbers like r/2, you have a lot more work



ahead of you. If you use geometry, on the other hand, the process rs

simple no matter how difficult the numbers may be.

For this exercise you'll want to use graph paper, as it lets you get

past the details of construction into the actual process more quickly,

and it also allows you to check your work by arithmetic if you want to.

(If you've mastered the constructions used in the cards we've covered

up to this point, you can do it on unlined paper; give it a shot if you're

feeling confident.) Your geometer's tools are the only other things

you ll need.

Start by drawing three lines, all of different lengths, over by one

side of the paper. These are your three measurements. Mark them

with the letters W, X, and Y. The fourth proportional, the measure-

ment you are trying to find, will be Z.

Now draw another line, at least as long as lines W and Y put togeth-

er, along the middle of the paper. Use your straightedge, and line it up

with one of the lines of the graph paper for convenience. Then mark
three points, A, B, and C, on the line. A can go anpvhere convenient,

but should be close to one end of the line. The other two points are

placed by measuring: the distance between A and B is the same as the

length of line W and the distance between B and C is the same as the

Iength of line Y. (You can do this by setting the width of the compass

points equal to the length of the line, putting the metal point on a

point you've already established, and drawing a small arc across the

line to show where the other point belongs.)

Then draw a second line, at right angles to the first one, up from
point A. (You can construct a right angle geometrically if you wish, or
you can simply follow the graph lines.) On this second line, mark
point D, so that the distance from A to D is equal to the length of line

X. You now have all three of your measurements mapped onto the

construction (see Diagram E-25).

At this point, all you have to do is draw another line at right angles

to the first line, starting at point C and going the other direction.
Then line up the straightedge on points D and B, and draw a line
from D through B to intersect the third line. Mark point E where
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these two lines intersect. The distance from C to E is the length of the

fourth proportional,Iine Z,which is related to Y in the same ratio as

XistoW.

Meditotion for Cord 25

After the usual opening process' imagine any simple geometric figure

you wish. Build it up solidly in your mind's eye' Then imagine it be-

coming first larger, then smaller, in such a way that it keeps exactly the

same shape, and every part stays in the same relationship to every

other part.

Once you have imagined this clearly, turn to the topic of the medi-

tation, which is the relation between change and stability. see what the

image has to say to the experiences you ve had in life of things that

change, and of things that don't seem to change' As before' consider

the topic in a general way for a time, then take one train of thought

and follow it out to its end. Finish the meditation in the usual way'
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z6: Continuous Proportion

Card25, Discontinuous Proportion, introduced the basic idea of pro-
portion and explored it through examples and exercises. As you may

remember, a proportion is a relationship linking tlvo or more differ-
ent ratios-for example, the double proportion found in ratios such

as l:2,3:6, and 121,874:243,748.|n a discontinuous proportion, the

measurements making up the different ratios have no particular con-

nection with each other besides the proportion itself.

In a continuous proportion, things are a little different. Here, the

second measurement of the first ratio is the same as the first measurement



of the second rqtio. Put another way, a continuous proportion involves

not four terms, like a discontinuous one, but three; the first term relates

to the second in the same way that the second relates to the third. For

example, the numbers 1, 2, and 4 form a continuous proportion' Two

is the double of one, and four is the double of two; in shorthand,

l:2::2:4,"one is to two as two is to four."

Continuous proportions are among the most useful of all the tools

in the sacred geometer's kit. The relation that binds together 1,2, and

4 can be extended further, of course, including 8, 16,32, and so on'

The same is true of subtler, more complex continuous proportions.

These appear constantly in architecture and design based on the prin-

ciples of sacred geometry, and create apowerful sense of internal har-

mony and balance. In a building planned and built according to such

proportions, everything corresponds to everything else, forming a

harmony of the eye as beautiful as any music. This experience is relat-

ed to the ancient concept of correspondence-the idea that everything

in the universe is connected to everything else, that "thou canst not

touch a flower without troubling of a star."

Upright Meoning: Correspondence

WnnN rr AppEARs ]PR\GHT rN A READTNc, Continuous Proportion

suggests that the lines and forms in the design before you are

linked by exact patterns of correspondence. Each change you

make in the design, even in its smallest part, will have influences

all across the tracing board. This calls for caution, but it also

opens up extraordinary possibilities'

I1l pnecrrce L DrvtNArtoN, this card upright means that the situation

is very delicately balanced' and any action you take' any change you

make, will affect everything else. The patterns you set in motion

aren't random or capricious; they will be precise reflections of what

you do, howyou do it, and what your motives are. This has obvious

links to the concept of karma-the idea that what you get out of

life depends on what you give-and issues of karma may be more

than usually important in your life at this time.
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Reversed Meoning: Necessity

WnnN n AppEARs REvERSED rN A READTNc, Continuous Proportron

suggests that the lines and forms on the tracing board are linked
solidly together by relationships that are beyond your power to

change. Like it or not, what you see is what you ge! the patterns

before you will continue to unfold with all the relentless precision

of a mathematical equation, and there isn't much you can do

about it at this point.

IN pntcrtc.e,L DrvrNATrov, this card reversed means that the situa-

tion is what it is, and for the time being, at least, you will have to
live with it. Not everything in life is open to negotiation or
change! In many cases, this card is a warning that you dort't have

as much influence as you think, or that you're expecting the world
to conform to your ideas, rather than developing your ideas on

the basis of your experience of the world. This can be a recipe for
disaster; you can convince yourself that cars don't exist, and learn

not to notice them when they drive by but if you go for a walk

across the freeway you can still be run over by what you don't see.

Exercise {ror Cord 26

The method of finding the fourth proportional, which was taught in
the exercise for Card 25, is one of several useful geometric skills that
used to be common knowledge among most people with a basic edu-

cation. The subject of this exercise is another. It's a method of finding
the geometrical mean, and it once saw constant use by artists, archi-

tects, designers, and other practitioners of sacred geometry.

What is a geometrical mean? The word mean means "middle," and

a mean between two numbers is simply a middle number that relates

the two together in some meaningful way. There are various kinds of
means. The geometrical mean is another way of talking about the

middle term in a continuous proportion where the ratio between the

first two terms is the same as that between the last two. In our exam-

ple above, l:2::2:4,2 is the middle term of the proportion, and it can

also be described as the seometrical mean between I and 4.

26: Continuous Proporlion



This is an easy example, since it involves nothing but whole num-
bers and a simple proportion. Things can get much more complex

when you're working with relationships like {3 or the Golden Propor-

tion. Trying to deal with these by way of numbers is difficult at best.

Again, though, geometry offers an easier way.

For this exercise, graph paper is recommended; the exercise can be

done on unlined paper, but graph paper will make it easier for you to

check your work. Start by drawing, along one side, two lines of any

length you like; for the sake ofconvenience, one should be a good deal

larger than the other, and each one should be an exact number of
graph-paper squares in length. (It can be any number of squares you

like-l4, 9,33, or whatever-but it shouldn't be 15 and part of a six-

teenth, for instance.) Mark the lines as line I and line 2.

Now draw a line across the middle of the paper, lining up your
straightedge on the grid lines of the graph paper. Mark three points
on this line-A, B, and C. The distance from point A to point B

should be equal to the length of line 1, and the distance from B to C
should be the length of line 2. (Use your compass to measure the dis-

tance exactly.) Now from point B, draw another line at right angles to

the original line, and extend it until it's as long as the longer of your
two lines.

The next step is to find the center of the whole distance from A to

C. You can do this with the construction from the exercise for Card

10, or simply "cheat" by counting graph-paper squares. Once you've

found and marked the center, put the metal point of the compass

there, set the compass width so that the pencil point comes to A, and

draw a semicircle around to C, cutting through the other line (the one

at right angles to AC) in the process.

Where the semicircle cuts the other line, mark point D (see Dia-

gram E-26). Line BD will be the geometrical mean between line AB

and line BC, so that AB, BD, and BC form a continuous proportion.
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Meditotion for Cord 26

After the usual opening, imagine a simple geometrical shape-a

square, a triangle, a circle, or what have you. Build it up solidly in your

mind's eye. Then imagine yourself moving closer to it, and discover-

ing that it is made up of smaller versions of the same shape, clustering

together. You come closer and closer, and the smaller shapes prove to

be made of even smaller ones, themselves made of still smaller ones'

and so on, as far as your imagination will reach.

Turn to the topic of the meditation, which is the concept of interre-

lation. A common theme of spiritual teachings from around the world

is that all things are interconnected. Think about this, and in particu-

lar about situations in your own life where interconnections show

themselves. As before, consider the topic in a general way for a time,

then take one train of thought and follow it out to its end. Finish the

meditation in the usual way.
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z7: The Golden Proporfion

The idea of proportion-a relationship linking two or more different
ratios-has been introduced and discussed earlier in our exploration
of the oracle. The two kinds of proportion we've examined, though,
don't exhaust the possibilities that this branch of sacred geometry has
to offer. Along with discontinuous proportions and continuous pro-
portions is a third, very special kind of proportion, which might be
called a hypercontinuous proportion. This is the precious jewel of sa-
cred geometry, the Golden Section, or Golden proportion.



As you've already learned, a discontinuous proportion is a rela-

tion between four different measures' which we can label a, b, c, and

d, such that a:b::c:d. A continuous proPortion relates three mea-

sures, a, b, and c, such that a:b::b:c. How can this be taken any fur-

ther? Simply by making c equal to the sum of a plus b. Then we have

a:b::b:(a+b).

Now it so happens that there's only one ratio in all the universe that

will make this equation work, and it involves yet another irrational

number. This number is signified by the Greek letter phi, O. In ap-

proximate numbers' it works out to around 1.61803398875 ' . ' (and

so on for an infinite number of digits) but-like n or the square roots

of 2,3,and 5-it can't be expressed exactly by any fraction or decimal

number. On the other hand, like these others, it canbe expressed ex-

actly by geometry.

O is a number with astonishing properties' Not only does it make

the special "hypercontinuous" proportion' or Golden Proportion-

1:O::@:(1+O) works out exactly-but adding I to <D gives you O', and

subtracting 1 from it gives you the fraction /o! Entire books have been

written about the ways that O dances around itself in mathematical

terms. and books have also been written about the ways that O and

the Golden Proportion appear over and over again in the natural

world. The spiral of seeds in the head of a sunflower is based on the

Golden Proportion; so are the curves of a nautilus shell, the lengths of

the bones in your fingers, and many other relationships.

Researchers have found that of all shapes, those based on the Gold-

en Proportion seem most balanced and beautiful to the human eye'

Clearly, <D is a geometrical symbol of harmony and beauty, but the

deep internal harmony of the Golden Proportion has its more chal-

lenging side as well.

Upright Meoning: Hormony

I4lrrrN rr AppEARs ITPRIGHT rN A READTNc, The Golden Proportion

suggests that the design you have drawn has achieved the rare

quality of inner harmony. It relates to itself, and to the world
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around it, with harmony, consistency, and beauty. This is a time to
sit back and contemplate a job well done.

IN pnecrtct'L DrvrNATroM this card upright means success, pure
and simple, with no drawbacks or limitations whatsoever. This is
one of the best omens in the Oracle; it means that you have done,
are doing' or are planning to do the right thing at the right time in
the right situation, and the results will unfold from that in perfect
harmony.

Reversed Meoning: Justice

wnnN rrAp,,EARs RE'ERSED rNA READTNc, The Golden proportion
suggests that the designs you have drawn on your tracing board
have been weighed in the balance and found wanting. perhaps

you haven't paid attention to the materials that were to be used, or
the purpose for which they were meant, or the rules of design or
building; in any case, theret no helping it, and you will need to
start over from the beginning.

IN pn,ocrtc'e.L DrvrNATrolv, this card reversed means that you, and
no one else, have made the situation exactly what it is. What is
happening to you is not the fault of circumstances, other people,
or random chance; itt the precise and mathematical result of
your own thoughts, words, and deeds, and you will have to live
with it. The concept of karma is relevant here. This may not be
much consolation, but if you pay attention to the lessons in-
volved, you may be able to avoid going through the same thing
again in the future.

Exercise for Cord 27
This exercise will teach another basic construction that was once com-
mon knowledge among educated people. The basic Golden Rectangle,
with short sides equal to I and long sides equar to o, is an essential
part of the old traditions of design using sacred geometry. Like the
other irrational numbers used in the traditional lore, it's surprisingly
easy to construct.

27 : The Golden Proportion



Start by drawing a square, using either of the two constructions rn-

troduced so far (in the exercises for Cards 13 and 20). The next step is

to divide it in half. One easy way to do this is to construct a vesica,

using the two ends of one side of the square as the centers of the cir-

cles, and the length of the side as the circles' radius; line up the

straightedge on the points of the vesica, and draw the major axis of
the vesica, extending it as needed so that it goes through both sides of
the square. Mark points A and B where the line intersects the sides of
the square.

You now have a square divided into two long rectangles' and if
you're paying attention, you've noticed that each of these rectangles is

a double square. (Their long sides, after all, are twice the length of
their short ones.) Next, put the metal point of the compass on point A

and adjust the width until the pencil point is on the opposite corner

of one of the rectangles; swing an arc upwards through a quarter-

circle or so. Move the metal point to B, and swing a second arc up in

the same way.

Line the straightedge up on the sides of the original square, and ex-

tend the sides up until they intersect the arcs. Where the arcs and lines

cross, mark points C and D. Draw in line CD to complete a new rec-

tangle above the square (see Diagram E-27).

This new rectangle is a Golden Rectangle . . . and so is the rectangle

formed by adding the new rectangle to the square! These two rectan-

gles relate to each othet furthermore, by the Golden Proportion; the

ratio between the short side of the new rectangle to the side of the

square is 1:O, and so is the ratio between the side of the square and

the side of the combined rectangle, which is made by adding the rec-

tangle's short side to the side of the square-again, a:b::b:(a+b).

If you add another,larger square, with a side equal to the side of the

original square plus the short side of the new rectangle, the much larg-

er rectangle formed by the two squares and the rectangle will also be a

Golden Rectangle. Similarly, if you take the new rectangle and cut it
into a square as wide as the rectangle's short side and another, leftover

rectangle, the leftover rectangle will be another Golden Rectangle.

168 Diogrom E-27



Once you have the basic ratio in place, it's possible to keep on turning

out an endless sequence of Golden Rectangles, all of them in perfect

proportion to each other, by simply adding or subtracting squares. The

Golden Proportion is like that.

Meditotion Qor Cord 27

After the usual opening process, imagine the Golden Rectangle shown

on the card; leave out the lines and arc inside the rectangle, and just try
to pay attention to the overall shape. Consider it, turning it over in

your mind and trying to feel how the sides relate to one another. When

this is clearly built up in your imagination, turn to the topic of the

meditation, which is the idea of beauty. What is beauty? What do we

mean when we say that something is beautiful? Is beauty just a matter

of perception by the senses, or is there something else involved?

As before, consider the topic in a general way for a time, then take

one train of thought and follow it out to its end. Finish the meditation

in the usual way.
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zB: The Pentagram

From the Golden Proportion unfolds one of the most important and

most controversial symbols in traditional sacred geometry. The penta-

gram is one of the same family of geometrical patterns as the hexa-

gram, the octagram, and the dodecagram, all of which we've already

examined. Unlike these others, it has developed a very strange reputa-
tion. The emblem of wizards, pagans, and mystics of a wide array of
traditions, the pentagram is feared by some people, revered by others,

and ignored by very few.



One factor in the pentagram's meaning that is not often recognized

is its connection to the Golden Proportion. Ratios and continuous

proportions based on O run all through the pentagram's geometries.

Consider Diagram A-28. The ratio between the lengths of line BC and

line AB is Q; so is the ratio between AB and AC; so is the ratio between

AC andAD.
Caught up in the pentagram's interwoven lines, as well, is the entire

question of magic-the ancient art of using the subtle powers of con-

sciousness to reshape the universe of human experience. Though it's

had a very checkered reputation in recent centuries, there's nothing

especially spooky or evil about magic; it's simply a part of human po-

tential. In what we patronizingly call "primitive" societies, it's an

everyday part of life, woven into every moment of every day. It's only
in more "advanced" cultures that people get far enough from their
own experience to lose track of the dance of magical forces all around

them.

Magic is the primal form of power, and all other kinds of power-
political, economic, social, spiritual-echo the imagery and myths of
magic in one way or another. (Think about the way that people in
modern America treat money; is it any different from the way that
people in tribal societies treat magical amulets?) For our present pur-

poses, the pentagram can stand for all forms of power, and challenges

the sacred geometer to face the ancient questions of ability and re-

sponsibility that power always invokes.

Upright Meoning: Power

WnpN rr AppEARs IzRIGHT rN A REeDrNc, The Pentagram suggests

that the drawing you have made on the tracing board is, in some

sense, a magical talisman. It has the capacity to summon power of
one kind or another. If you take the time to learn how to make it
work and to direct the power it evokes, countless possibilities

open up before you.

IN pnecrtctL DrvrNATrorv, this card upright means that power is

available to you in the situation, if you choose to make use of it.
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This is very often a positive sign, for it means that you have the

power you need to achieve what you want. It also implies, howev-

er, that if the situation needs fixing, you're the one who is in a po-

sition to fix it; this is not a good time to wait for someone else's

help!

Reversed Meoning: Responsibility

WnnN rr AIeEARS REvERSED rN A READTNG, The Pentagram suggests

that you need to remember that no one else's hand is holding the

pen upon your tracing board, nor will anyone else be responsible

for the patterns you draw there. Those patterns may not be as ab-

stract or as playful as you assume; you may end up having to live

with the results of your designs, and so may other people.

IN pnecrrctL DrvrNATroN, this card reversed means that you need to

keep in mind that power brings responsibility with it, and your
actions may have consequences and implications for which you

will be held responsible, one way or another, further on down the

road. At its harshest, The Pentagram reversed can have some of
the same quality of implacable justice as The Golden Proportion
reversed, but more often it simply reminds you that what you do

is important, and not just in the present moment.

Exercise for Cord 28

For this exercise, the construction of a regular pentagram, start with
the method for the quadrature of the circle given in the exercise for
Card 11. You'll only need to use three of the four points where the

cross intersects the circle's circumference-the two ends of the hori-
zontal line, and the upper end of the vertical one. For our present pur-
poses, we'll call the first two points A and B, and the last point C.

Now set the compass to the same setting it was at when you drew

the original circle; put the metal point on B, and draw an arc through

the center of the circle, swinging it out until it crosses the circumfer-

ence on both ends and forms a vesica piscis (see Diagram E-28). At
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the ends of the vesica's major axis, where the arc and the circle inter-
sect, mark points D and E. Line up the straightedge on these points

and draw line DE. Where DE intersects line AB, mark point F.

Put the metal point of the compass on point F and change the
compass width until the pencil point comes exactly to point C, up at

the top of the circle. From C, draw an arc down until it crosses line
AB, and mark point G at the intersection.

Next, move the metal point of the compass to point C, and change

the compass width to the distance from C to G. Swing an arc out to ei-

ther side to the circumference, and mark points H and I. With the
metal point on H and the compass setting the same, mark point | fur-
ther down the circumference; with the metal point on I, do the same

thing, marking point K.

Finally, draw in lines CJ, JI, IH, HK, and KC to complete your
pentagram.

Meditotion for Cord 28

After the usual opening process, imagine a circle. Then, tracing one

line at a time, imagine a pentagram taking shape inside the circle.

When this image has been built up solidly in your mind's eye, go on to
the topic of the meditation, which is the idea of power. Explore what
power means to you, what you would do if you had it . . . and why it is
that you think that yott don'thave it.

As before, consider the topic in a general way for a time, then take

one train of thought and follow it out to its end. Finish the meditation
in the usual way.
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z9: The Dodecahedron

The dodecahedron is the last of the five Platonic solids. Made of pen-

tagons, it shares the same pattern of Golden Proportion relationships
we saw in the last card, The Pentagram. Like the other Platonic solids,

it relates to one of the elements of ancient science, philosophy, and

magic. The tetrahedron, octahedron, icosahedron, and cube connect

to the four material elements-fire, air, water, and earth, respective-

ly-but the dodecahedron corresponds to the fifth element, the ele-

ment of spirit.



There's a lot of confusion over the concept of spirit these days-not
surprising, really, in a culture based on ways of thinking that deny that
spirit exists at all! The word originally meant "breath," and comes
from a root that also shows up in words like "respiration." From the
idea of breath, it came to be used for the subtle life-energies that are

related to breath, and then for a whole range of realities that go be-
yond the purely physical. Since most people in the Western world
know very little about the nonphysical levels of being, it's no wonder
that it's come to be used rather loosely.

For our present purposes, the complex geography of the realms of
spirit isn't crucial. The one point that needs to be kept in mind, and
gets forgotten far too often, is that spirit isn't simply a vague, formless
"something" onto which we can project our own desires and fantasies.
According to the seers and mystics of all times and cultures, it's the
world of matter that's comparatively formless and vague, and the
world of spirit that's intricate, powerful, and structured. To borrow a

metaphor from C. S. Lewis, we tend to think of the spiritual side of re-
ality as some vague mist steaming upward, when a better image might
be strong, skilled hands reaching down from above to shape and
transform.

Upright Meoning: Tronscendence

WrBN rr AppEARs upRrGHT rNA READTNc, The Dodecahedron sug-
gests that the design on your tracing board has become a frame-
work for energies descending from the spiritual levels of being. In
ancient thought, a temple was understood as a vessel for spiritual
presences; in this sense, the plan you have drawn outlines a tem-
ple, and subtle powers are beginning to set the curtains shimmer-
ing and the incense aswirl.

IN pnAcrtc,c,L DrvrNATrorv, this card upright means that the situa-
tion is being shaped by spiritual influences. Where Card 28 up-
right is like a magical talisman, The Dodecahedron suggests a

temple or a shrine, one in which the divinity is very much present
and active! Whether you understand what is happening or not,

t7B 29: The Dodecohedron

this is a good time to try to move along with it, rather than trying
to pursue your own idea of what should happen.

Reversed Meon ing : Tro nsmutotion

wnpN n e'ppEARs REVERSED rNA R.EADTNG, The Dodecahedron sug-
gests that the design you have drawn is an image of yourself, and
as that design changes, you must change along with it. It may be
that spiritual powers are guiding your pen, or that you yourself
are beginning to recognize the ways in which you need to bring
greater balance, harmonS and creativity to bear in the lines and
forms of your own self.

Ilv pnecrrca L DrvrNArrorv, this card reversed means that what the
situation is demanding of you is inner change. This is perhaps
the most frightening part of any spiritual journey, and it,s an im_
portant reason why so many people either ignore the spiritual al-
together or put up some comfortable imitation in its place. The
tangle of compromises, evasions, and half-truths that makes up
the ordinary human personality has to give way to something
stronger, clearer, and more honest before it can open itself to the
spiritual realm-or, really, to any aspect of life. This is the work
ahead of you at this time.

Exercise for Cord 29
This exercise, like those for the other platonic solids, will require a
craft knife or a good pair of scissors as well as the usual geometer's
tools, and it's useful to do it on heavier paper than usual; you'll need
two sheets this time, as well. This is the most difficult construction
you'll be given in this book, but if you follow it step by step you
shouldn't have any trouble.

The first step in this construction is to draw a regular pentagon,
which you can do by following the instructions for the exercise for
card28, except for the last step of drawing in the pentagram itself. As
you start, make sure that the original circle is small enough that you



can fit another circle of the same size next to it without running off
the edge of the paper. Instead of the final step, draw in lines CH, Hf,

JK, KI, and IC to form the pentagon (see Diagram E-29). You may

find it useful to make these lines darker than usual, so that they stand

out among the others.

Then set the compass to the radius that you used to make the orig-

inal circle. Put the metal point on each of the five corners of the pen-

tagon in turn, and draw a circle around each corner. Ignore the part of
the circle inside the pentagon. (In fact, you don't even have to draw

it.) On the outside, the circles intersect at five points. Mark these as

points L, M, N, O, and P. Now without changing the compass setting

at all, draw five more circles with the five points you've just marked as

the centers. These five new circles will become the framework for five

new pentagons.

Next, set the compass to the distance between points C and H-
that is, to the length of the side of your original pentagon. Put the

metal point of the compass on each of the corners of the pentagon,

and draw short arcs to mark in the corners of the new pentagons. (I
won't give letters to each of these new points, since we'd quickly run
out of alphabet! Simply mark these in the same way you did in the ex-

ercise for Card 28.) Draw in lines to create the five pentagons around

the original one.

\Arhen you've done all that, you're halfiuay there. What you have to

do next is to repeat the same process exactly, with the same measure-

ments, on another piece of paper. Once you have two clusters of six

pentagons each, cut the clusters out-cut along four sides of each of
the outside pentagons, but don't cut them apart from the central one,

or you'll have wasted all that effort-bend the outside pentagons up

until their edges meet, and tape them together. Finally, join the two

halves of the dodecahedron together-the points on each half go into
the spaces between the points on the other-and tape. Take the time
to studyyour dodecahedron from various angles, and see the patterns

it forms.
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Meditotion for Cord 29

Start with the usual opening process, and then imagine a pentagon.

Once you have it solidly built up in the mind's eye, add another, and

another and another, until you have formed the same sort of rosette of
six pentagons you made in the exercise. Then imagine the outer pen-

tagons folding back, away from you, to meet and form a half-dodeca-

hedron. All at once. become aware that there is another half behind it.
unseen, completing the dodecahedron.

Once this imagery is solidly established, go on to the topic of the

meditation, which is the idea of spirit. Think of what this means to
you, how it relates to the world of your experience, and how it relates

to the patterns of the four elements-the patterns you explored in
your meditations on Cards 16, 17, 18, and 19. As before, consider the

topic in a general way for a time, then take one train of thought and

follow it out to its end. Finish the meditation in the usual way.
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3o: Unify of Primary Roots

As we continue the process of spiralling back in toward the unity that

underlies all the patterns of sacred geometry, new relationships be-

come apparent. In examining Card 24, Progression of Roots, we dis-

covered one of the ways in which the three central root relationships

of the art-the r/2, r/3, and {S ratios-unfold out of a single process.

In this card, in turn, we'll be seeing how it's possible to start from any

of the three and unfold the other two, in perfect proportion.
The lesson that this construction has to teach isn't limited to the

realm of sacred gcouretry. It's a common turn of phrase that opposites

r85



attract, and you may have seen this (or experienced it yourself) in
human relationships, or in other aspects of life. The truth underlying
the clichd is that every pair of opposites is part of a greater unity. Hot
and cold are simply different kinds of temperature, male and female

different expressions of a common humanity life and death different
stages in a single process.

This recognition of the underlying unity in all oppositions can

bridge the gap that seems to open up so often in ordinary life, where

opposites sometimes seem to hedge us around on all sides. At the

same time, it's a door into paradox, into realms that we may not be

able to understand within the limits of our ordinary habits of think-
ing and experiencing.

Upright Meoning : Reconciliotion

WunN 1r AppEARs IJaRTGHT rN A READTNc, Unity of Primary Roots

suggests that even though there appears to be conflict and opposi-

tion among the patterns on your tracing board, you will be able to

draw the different lines and forms back together again into unity.

Subtle connections link together even those things that seem most

at odds with one another, and if you can find these or sense them,
you can use them to reconcile the different factors of your design.

In pntcrtceL DrvrNArrorv, this card upright means that conflict, di-
vision, or disagreement in the situation can be resolved in a con-

structive way. It often means that different factions or individuals,

who seem to be moving in opposite directions, are actually carry-
ing out different parts ofa larger pattern, and can be brought to-
gether in a constructive way if this is done gently and perceptively.

It can also mean that no conflict will arise in the first place.

186 30: Unity of Primory Roots

Reversed Meoning: Porodox

WapN 1T AppEARs REvERsED rN A READTNc, Unity of Primary Roots

suggests that the design on your tracing board has taken shape ac-

cording to principles that may not make sense to you. Lines and

forms are combining and interacting in ways you hadn't expected

and can't predict, and the overall design seems to be turning into
something other than what you had in mind.

1N pRacrrce L DrvrNATtorl, this card reversed usually means that the

situation is taking shape in ways that seem paradoxical or confus-

ing. Things you thought were going one way turn out to be headed

in a completely different direction, and your actions produce re-

sults you didn't anticipate. This can be a difficult experience, espe-

cially for those who like their lives predictable, but it's important to

remember that finite minds facing an infinite universe are going to

find themselves in this sort of situation now and asain,

Exercise for Cord 30

The exercise for this card involves a simple construction that allows

any one of the three fundamental root relationships to unfold into the

other two. The resulting diagram is an important one, for it sums up

many of the principles of traditional sacred geometry in a single

image. You'll need your ordinary geometer's tools, and several sheets

of unlined paper.

There are three ways to start-with a square, with two circles form-
ing a vesica piscis, or with a double square. We'll take these one at a

time.

To start from a square, begin by constructing a slluare, using either

of the constructions we've studied so far (the exercises for Cards 13

and 20 give these). Draw in the diagonal of the square. Choose one

side of the square, and label the two corners on that side points A and

B; the two on the opposite side are points C and D.



Set the compass to the distance from A to B, and draw two circles,

one with A as center, the other as B, creating the vesica piscis. Draw a

line between the two points where the circles cross, dividing line AB in
half at point E.

Next, draw a line from point C through point E, and extend it up
until it crosses the circumference of one of the circles at point F. Draw
another from D through E, and extend it to cross the circumference of
the other circle at point G. Draw lines AR FG, and GB to create the

second square ABGR completing the figure (see page 189).

To start from a vesica piscis,begin by drawing a vesica according to
the construction given in the exercise for Card 7. Make the centers of
the two circles points A and B. Draw in the major and minor axes of
the vesica, and mark point C where they cross. Now put the metal
point of the compass on point C, and set the compass width to the
distance from C to A. Draw a circle around C, which should pass

through both A and B. Where the circle cuts the major axis of the vesi-

ca, mark points D and E.

Then draw four lines-from A to D, from A to E, from B to D, and

from B to E-extending each of these out to intersect the circumfer-
ence of one or the other of the two circles. Mark points F, G, H, and I
where these lines cross the circles. Draw in lines FG, GH, HI, and IF to
create both the square and the double square, and draw in line FH to
complete the diagram.

To start from a double square, start by constructing a double square

as shown in the exercise for Card 23. Then simply draw in the diago-
nal of the lower of the two squares, to give you the {2 relationship,
and draw in two circles with their centers at the midpoints of the two
long sides, and the compass set to the length of the short side, to give

you the r/3. Dru* in the major axis of the vesica piscis to complete the

diagram (see page 191).
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Meditotion for Cord 30
After the usual opening process, build up, in your mind's eye, the dia-

gram shown on the card. Try to imagine it as clearly and exactly as

possible, and see how the square, the vesica, and the double square in-
teract. When you ve established this pattern of imagery firmly in your

imagination, turn your attention to the topic of the meditation, which

is the links among the three root relationships-{2, {3, and lS-and
the three corresponding principles of generation, relation, and regen-

eration.

As before, consider the topic in a general way for a time, then take

one train of thought and follow it out to its end. Finish the meditation

in the usual way.
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3r: The Sphere

Along with the five Platonic solids discussed earlier-the tetrahedron

of fire, the octahedron of air, the icosahedron of water, the cube of
earth, and the dodecahedron of spirit-a sixth figure has long played

an important part in the traditions of sacred geometry, and of the

other ancient sciences of number. This is the sphere, the projection of
the circle into three dimensions.

The geometry of the sphere is relatively complicated, and spherical

constructions were among the last things added to the symbolic

r93



toolkit of traditional sacred geometry. (This is why domes-which
can't be designed without a mastery of spherical geometry-didn't
come into common use in the ancient world until Roman times.) Still,

even in far more ancient times, the sphere and its properties were

studied by wise people, for it was clear even then that the sphere was

the dominant shape in the universe surrounding the Earth.

There's a common modern notion that claims no one knew that
the Earth was round until the mariners of the Age of Exploration
sailed around it, but this just shows how little people actually know
about the life of the mind in ancient times. The correct shape of the
Earth was certainly known to the ancient Greeks by the fourth centu-

ry B.c.E., and there's good reason to think it may have been figured

out much earlier. The philosopher Eratosthenes of Cyrene even calcu-

lated the Earth's size in the third century B.c.E., and came within a few

percent of the modern figure. As for the contemporaries of Colum-
bus, the textbook of astronomy used in university courses all over Eu-

rope in 1492-lohn of Sacrobosco's On The Sphere-starts out with a

set of good logical proofs that the Earth is round. (The debates be-

tween Columbus and his critics had to do with the size of the Earth,
not its shape. His opponents argued that the distance from Spain to
the Indies was farther than any fifteenth-century ship could travel-
and they were right! It's just that no one imagined there might be two
unknown continents in the way.)

With the sphere, then, we are dealing with the symbolic image of
the cosmos itself. The sun, the moon, the planets, and the Earth itself
are spheres, and this led philosophers of an earlier age to suggest that
the universe itself might be shaped the same way. This ancient idea

has received startling modern support from Einstein's theory of rela-

tivity, which holds that space itself is curved and that the entire uni-
verse is spherical.

Upright Meoning: Infinity

WruBN IT AaaEARS upRrGHT rN A READTNc, The Sphere suggests that
the design you have drawn on your tracing board leads out end-
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lessly in all directions, like a map with edges that border on the

unknown. The possibilities that are open to you right now are

limitless, for all practical purposes, although it's worth remember-

ing that the longest journey around the surface of a sphere is the

one that eventually leads you home again.

IN pn,rcrrca L DrvrNATrorv, this card upright means that the possibil-

ities before you are greater than you have any way of imagining.

This is often an extremely positive sign in divination, although it
can mean that you're getting into something much bigger than

you think. In some ways, the message of The Sphere upright is like

that of Card 1, The Unmarked Card, for there's a common theme

of limitlessness. Where The Unmarked Card is simply undefined,

though, The Sphere leads out into limitless realities that have al-

ready taken shape, and only wait for your arrival.

Reversed Meoning: Unknowobility

WnnN ru teeEARs REvERsED rNA READTNc, The Sphere suggests that

the design on your tracing board has passed beyond your under-

standing. The lines and forms you have traced interact with oth-

ers you can't see at all, producing patterns and relationships you

can't predict and may not even see, and the final shape of the de-

sign you're drawing is completely hidden from you.

1iv pn,qcrrce L DrvrNATrorv, this card reversed usually means that one

or more of the major factors at work in the situation are com-

pletely outside your picture of the matter. In some ways, this card

is a more intense form of Card 30 reversed, but what you re up

against here is not simply a matter of paradox-it's a complete

failure to grasp what's going On. It may be that you don't have the

knowledge or the experience to figure out what is happening, it
may be that your basic assumptions are so far off the mark that
you don't have a clue about the actual factors at work, or it may

simply be that the situation is so complex and delicate that its
outcome can't be predicted at all.



Exercise for Cord 3l
The Sphere is the one card in the Sacred Geometry Oracle for which
theret no practical geometrical exercise. The reason for this is simple:

there is no way to construct a sphere, or even a really close approxi-
mation to one, using the tools of the sacred geometer and a sheet of
paper. A sphere can have no angles and no flat surfaces; only a pattern
with an infinite number of infinitely small sides would do the job-
and this is a little hard to carry out in practice!

To explore the sphere, it's necessary to stray out of the boundaries
of sacred geometry itself just a little, and venture into another branch
of the ancient quadrivium-the fourth branch, astronomy. One good

way to do this is to go outside on a clear evening just after sunset,

when the moon is in its first quarter and one or more planets will be

visible. (You can look this up in any good almanac.) Find a grassy

slope with a good view of the western sky, and lie down on your back,

looking out into infinite space. Though the sun is below the horizon,
you can see its rays streaming upwards from the west, and the crescent

of the moon shows that those same rays are illuminating one face of
our sister world. If Venus or Mercury are visible, be aware of the sun's

rays lighting them also.

As you gaze into the sky, then, try to become aware-not just as an

intellectual idea, but as an actual experience-that you are on a sphere

yourself, spinning through the same heavens as the sun and its other
planets. Tiy to realize, with your whole being, that you are looking out
rather than up-that the Earth is not a flat surface beneath you but a
sphere among spheres, sweeping through space as it turns on its
axis-that the sun and moon are not setting, but rather that the part
of the Earth you're on is turningaway from them.

It's a dizzyine experience, and you may not want to try to drive im-
mediately afterwards.
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Meditotion for Cord 3l
After the usual opening process, imagine a sphere taking shape around

you, extending perhaps ayard or so out from you. Tiy to build up the

image of the sphere surrounding you as solidly as possible in your

mind's eye. When you've done this, imagine the sphere getting slowly

bigger, expanding to surround the room, your home, your neighbor-

hood, your state or province, your country your continent, your plan-

et. Allow it to keep getting steadily bigger, until it contains the whole

universe. Then release the image.

At this point, turn your attention to the topic of this meditation,

which is the idea of the universe itself. The word "universe" comes

from the Latin universrs, "that which turns as one." Think about this,

and about the things you know or believe about the universe that sur-

rounds you. As before, consider the topic in a general way for a time,

then take one train of thought and follow it out to its end. Finish the

meditation in the usual wav.



3z: Squaring the Circle

The magnum opus of sacred geometry, the supreme goal of countless

generations of effort, was the process known as "squaring the circle"-
that is, producing a square and a circle that had either exactly the

same area, or exactly the same distance around the outer edge. This

Inay seem trivial at first glance, but it actually deals with issues that go

.straight to the core of traditional sacred geometry.

The square is a very easy figure to calculate with. If you want to
l<now thc clistancc rrround its outer perimeter, all you have to do is
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measure one side and multiply by four; if you want to know its area,

you simply need to measure one side and multiply the measurement

by itself-that is, square it. There's no ambiguity or difficulty involved.

The circle, by contrast, is a very difficult figure indeed to calculate

with, because the ratio between the diameter of a circle and its cir-
cumference is ru, pi, the most famous of all irrational numbers. Since n

can never be expressed precisely by numbers, you can know exactly ei-

ther the diameter or the circumference of a circle. but never both-
and this raises a barrier to squaring the circle that no amount of inge-

nuity can breach.

In fact, mathematicians proved long ago that there is no way to
square the circle exactly by geometrical methods. It simply can't be

done. This doesn't mean, however, that the attempt is not worth mak-

ing. Many of the classic methods for carrying out an approximate

squaring of the circle are accurate to within a tiny fraction of the total
measurements involved, and they also have lessons of their own to
teach.

In traditional sacred geometry, the circle is often used as a symbol

of the realm of spirit, while the square represents the world of our
everyday lives as perceived by our five ordinary senses. To try to rec-

oncile these two, to bring spirit down into matter or to raise matter up

into spirit, is the central work of mystical and magical traditions
worldwide.

Upright Meoni ng : Attoi nmenl

WnnN n AIaEARS upRrGHT rN A READTNc, Squaring the Circle sug-

gests that the diagram on your tracing board has achieved its

goals as completely as anything can. You have squared the circle,

brought heaven and earth into harmony, and achieved as much

perfection as it is possible to manage in the world of human expe-

rience. At the same time, the diagram is finished, and your task

now is to set it aside and move on.

r00

/N pnacrrceL DNrNATrorv, this card upright means success, prlre
and simple. There is no better sign in the Oracle. Whatever thc
situation may be, and whatever the obstacles may have been, the
goals you have been seeking and the dreams you have tried to
make real are on your doorstep. It's time to celebrate-but it's also

time to prepare for the next phase of your life.

Reversed Meoning: lmpossibility

WanN rr AppEARs REvERsED rN A READTNc, Squaring the Circle sug-

gests that the design you are trying to draw on your tracing board
simply can't be done, and that is that. Despite all your efforts and
skill, you are not going to achieve what you want to achieve. Like
it or not, it's time to take a deep breath, wipe the tracing board
clean, and start again from the beginning.

IN pnecrtc,q.L DrvrNATrorv, this card reversed means that your goals

and dreams in this situation are not within your reach. No mat-
ter how hard you try, no matter how clever you are, no matter
how much you think you deserve to get what you want, it's not
going to happen, and you need to deal with that fact. Courage
and persistence are valuable traits, but it's also worth keeping in
mind that pounding your head against a brick wall hurts you and
doesn't do anything to the wall.

Exercise for Cord 32
There are various traditional methods for squaring the circle to with-
in a few percent of the exact value. The method we'll be using here is

among the simpler, and it also has the useful feature of starting on
ground we've already covered several times. This particular construc-
tion is an ancient one, and has been explored in detail by the modern
sacred geometer fohn Michell.

Begin by marking a point, point A, and drawing a circle of any
convenient size around it. Choose a second point, point B, on the cir-
cumference of the circle, and draw a circle of the same size around it,

32: Squoring the Circle



creating a yesica piscis. Then draw a line from A to B, extending it out
to both sides to touch the circumferences of the circles on either side.

Mark points C and D where the circles cross, and points E and F
where line AB touches the circumferences.

Next, put the metal point of the compass on E, set the width to the

distance from E to R and draw an arc up and down from point F

through at least a third of a circle. Move the metal point to R and

swing an identical arc up and down from E to intersect with the first
arc, forming a larger vesica. Mark points G and H where the two arcs

cross.

Then draw lines from E and F to H. Where these two lines cross the

original circles, mark points I and J. Lining up the straightedge on

points I, D, and J, draw a line across the larger vesica out to the arcs on

either side. Where this new line touches the arcs, mark points K and L.

If you now construct a square with line KL as its base, using the

construction from the exercise for Card 2O,and draw a circle with C as

center and the distance from C to D as radius, you've accomplished

one form of squaring the circle-the perimeter of the square will be

nearly equal to the circumference of the circle. This diagram has an-

other mystery to reveal, though. If you draw lines from point C to
points K and L, the resulting triangle has exactly the same proportions

and angles as a vertical section through the Great Pyramid of Giza
(see Diagram E-32). Several modern students of sacred geometryhave

suggested that this, in fact, is one ofthe secrets hidden the structure of
the enigmatic Egyptian monument.

Meditotion for Cord 32

After the usual opening process, imagine a circle in the midst of end-

less space. Once this is built up solidly in your mind's eye, imagine a

square below it. The square and the circle are the same relative sizes as

the ones in the card. After a time, imagine the square rising and the

circle lowering, until they overlap exactly.

Then turn your attention to the topic of the meditation, which is
the relation between spirit and matter. fust as many different forms
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and functions i used in different methods ofsquaring the cir e material we,ve covered else_where in this bo
As before, consider the topic in a general way for a time, then takeone train of thought and fo'ow it out to its end. Finish the meditationin the usual way.

31 lhe Hurnan Canon
The teachings of sacred geometry may seem very abstract at firstglance' and indeed itt traJitiont a f.lr*, them in an abstract wayto beginners in the art' points and lines, circres and squares, and theunfolding of the basir
onethatseems.",,.'ffi ::il:J:ilri"l'ffi :.lilil::,:H;ty we encounter in the rest of our lives.

Still' the separation between geometry and everyday rearity is an illu-sion. On an obvious level, of .orrr", ,n" fur,..n, of sacred geometry
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tlittliliorrrrlly took slrirpt' irr tlrt' lrcirrrlilirl rrrrtl rttovirrg str ttt lttt'cs ol ittt
cicnt irrclritccturc, just irs thc lilclcss gconrctlics ol plrlit itlttl cl'licicrrcy

produce the ugliness of so much in tlre way ol'rtroclcrrt clcsigrr atrcl cott-

struction.

But the connection between geometry and the universe of our cx-

perience goes a good deal deeper. Our own bodies, the instruments

through which we experience the world, are structured by geometricarl

principles. If you fall close to the human ayerage, the distance fror-r-r

your head to your navel relates to the distance from your navel to the

floor in the Golden Proportion, and the distance from your navel to

the floor relates to your total height in the same ratio. Many similar
proportions and ratios structure eyery part of the human body.

Equally, as countless experiments have shown, people find shapes

based on the Golden Proportion more attractive than any other, and

they find shapes based on any meaningful geometrical pattern more

attractive than those simply put together at random. \A/hat this shows

is that geometry is as deeply rooted in our minds as it is in our bodies.

In ancient times, considerations like these led the masters of sacred

geometry to build their art around what is called the human canon.

(The word "canon" is an old term for "standard" or "rule.") This was

simply the principle that the measures, relationships, and patterns

used in sacred geometry were drawn from the human body itself.

From ancient times through the Renaissance, the same proportions

that relate the fingers to the hand and the limbs to the body also relat-

ed the parts of a building to the whole shape of the structure, and the

structure itself to the surrounding landscape. The result was a built
environment that was not only stunningly beautiful, but that also

made it easier for the people living in and around them to live lives of
the same sort of proportion and balance. All these are things that

would be well worth reviving in the present world.

Upright Meoning: Unil.y

WrtpN rrAppEARs upRrGHT rNA READTNc, The Human Canon sug-

gests that the design you have sketched out on your tracing board

206 33: The Humon Conon

is, trllirrrirlt'ly, rr picttrrc ol'yorrrscll. All thc plopoltions irrrd l'elrr

tiorrslrips y()u'vc usccl havc unlillclccl f'ronr within yotr, and tlrc
ur-rity that governs the whole pattern is clne that you yourscll'havc
put there, whether you realize it or not.

IN pnecrrctL DrvrNATrolv, this card upright means that there is a
fundamental unity at work in the situation, and it derives from
you. If you are encountering the same kind of situation over and

over again, you may want to try to figure out how you yourself
might be causing it-and if you don't like it, you may want to
think about ways of changing yourself so that you don't call it into
being again. More broadly, this card upright is a reminder that
you are the most powerful force shaping the universe of your own
experience, and you need to seek in yourself the means of reshap-

ing that universe closer to your heart's desire.

Reversed Meoning: Diversity

WnnN n eppEARs REvERsED rNA READTNG, The Human Canon sug-

gests that the design on your tracing board contains more factors

and patterns than you have imagined, and more potentials for
new creation than anyone can ever grasp. No matter how simple
the design is, or how complex it has become, the possibility always

exists that you will come up with something that no one has ever

drawn before.

lrv pnecrrcaL DrvrNATrorv, this card reversed means that you may

not be paying enough attention to the real diversities that are pre-

sent in the situation. While it may look just the same as other sit-
uations you've seen in the past, it has features of its own that
you re not noticing. This card reversed serves as a reminder that
the universe is more complex and diverse than any of our belief
systems or mental models can really grasp, and that it's always

possible for things to happen that have never happened before.



Exercise lor Cord 33

lior this cxcrcisc, you'll rtcccl the orclirrary sct ttl'g,cottrclr'r's lo<tls, scv-

eral sheets of paper, and one other thing-your own bocly. (You nray

also find a mirror useful at some points.) There isn't a specific cor-t

struction involved; rather, your goal is to explore some of the geome-

tries ofyourself.
The hand and the face are perhaps the easiest parts of the body to

work with, since they are around the same size as the geometrical dia-

grams with which you ve been working. Start by drawing four lines, to

represent the fingers, and using the compass to mark off distances

equal to the length of the different joints of your fingers. See how the

different measures relate to one another. Try making different con-

structions with one or another measurement as basis-triangles, vesi-

cas, squares with their diagonals, Golden Proportion rectangles, and

so on.

Now do the same thing with your face, using a mirror to guide your

hand, and being especially careful near the eyes. When your eyes are

open to their normal width, how close do they come to perfect vesi-

cas? What are the proportions of your nose, your mouth, your fore-

head, the line of your jaw? Take these explorations as far as you wish,

and be aware that this sort of measurement and calculation was an

important part of the training of a sacred geometer in ancient times.

Meditotion for Cord 33

After the usual opening process, imagine a circle and a square, as in
the last exercise, but already overlapping, as in the artwork on Card

33. When this image has been built up solidly in your mind's eye,

imagine yourself in the center of the diagram. You should picture

yourself naked, and try to make the image as exact as possible. If you

don't have a very good idea of what you look like with your clothes

off, a few minutes of privacy before the meditation in a room with a

full-length mirror should solve the problem.

When this whole pattern of imagery is firmly established, turn your

attention to the topic of the meditation, which is-yourself! Think
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about who lrtcl wltlt y()u arc; try to g,et past sirnplc vcrbirl lirltcls
"l am a woman,""l am a man,""I am thin,""l arn fat,""l arn (fill irr tlrc
blank)"-toward something deeper and less arbitrary, founded not on

words but on experience. Who are you? What are you? Let the ques-

tions turn over in your mind, and seek a sense of your own nature. Go

on as long as it seems productive, then finish the meditation in the

usual way.



Reading the 0racle

The thirty-three cards of the Sacred Geometry Oracle form an alpha-

bet of symbols that can be used for divination, as well as for other

purposes, such as meditation or study. An alphabet, though, is only
the first step of the way we form and communicate meaning. In ordi-
nary language, we put letters of the alphabet together to form words,

sentences, and entire texts. In the subtle language of divination, simi-

larly, we put one or more cards together with a diviner, a querent-the
person for whom the divination is done, who may or may not be the

same person as the diviner-and a question or situation on which the

reading will shed light.

There are many different ways to approach the process of divina-
tion. One useful way divides it into three different stages: first, prepa-

ration; second, casting the reading; and third, interpretation. We'll

take these one at a time.

Preporing for the Reoding

Different people approach the process of divination in different ways.

Some people prefer a formal, ritualized process to help them enter

into the state of heightened awareness and intuition that makes div-
ination possible. Others find that such things simply get in the way,

and prefer to plunge straight into the divining process. One way or
another, though, it's important to still the ordinary chatter of the

mind, and to focus your awareness on the work you are about to do.

Divination isn't a game, and it should be treated with a certain de-

gree of seriousness. As the word itself suggests, it's a matter of raising

the awareness up above the everyday human level, and coming into
closer contact with the divine consciousness that shapes all things.
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WIrilc bcirrg lx)nll)()us or plck'rrliorrs irlrotrl it is lrlrltlly pr'otltrtlivc, il's

rusclirl to sct llrc pr()ccss ol'divirrirtion a littlc rrgrirlt lrrrrrr thc itctivilics

and concerns of ordinary lif'e.

It's also important to prepare for the reading in other ways. Otrc ol'

these is to formulate the questions to be answered or the situation to

be clarified in a way that will help the divination make sense. Thc

other is to make sure that the cards themselves are ready to respond to

the questions. Each of these has its own requirements.

P r e p ar in g the Qu e stio n s

In many systems of divination, the standard approach is to have the

querent (and sometimes the diviner as well) choose a single question

that the reading will answer. It's entirely possible to approach the Sa-

cred Geometry Oracle in this way, and if you've previously used any

other card-based divination system you will have little trouble in fig-

uring out how this can be done. The specific focus of this Oracle,

though, is on a somewhat different approach-one that's often more

flexible and more informative than the usual, more highly structured

approach.

We'll cover the details of this method a little further on, when we

discuss casting and interpreting the reading. In preparing for this

method, though, it's important to be sure you understand the ques-

tion or situation that the divination is going to explore. If you're doing

a reading for another person, you'll need to work with the querent to

open up the different issues and factors involved, asking questions ancl

encouraging the querent to talk about his or her concerns, hopes,

fears, and needs in the situation. If you're doing a reading for yoursell,

the same process will need to go on inside your own head.

This part of the divination process has much in common with thc

sort ofwork that counselors and clergy do. Patience, tact, and the abil

ity to listen are of central importance here. Particularly crucial is tlrc

habit of keeping an open mind, and avoiding any judgment in atl

vance of the divination process itself. See what the cards have to say

before you jump to any conclusions about what is going on!
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lrr tlrt'(()ttls('ol t'xplot'irrg lltc rlttt'stiott ol silrrirlion, yorr sltoultl
l<ccp rr rttcttlitl list ol'tlrc irttpot'taltt pcoplc, lilrccs, ruttl litctors thirt urt'

iuvolvccl; lccl lL'cc to cliscuss thc list with the cluerent, ancl rlal<c surc

that yor-r agree about what the important factors are. You'll need to
have these in mind when it comes to the actual divination process.

Three to eight factors will give you a good place to start; more than
that can be difficult to keep straight in the first stage of divination, al-

though they can be added in later.

Preparingthe Cards

Once you have finished exploring the question, you need to prepare

the cards. This is done by clearing the deck, a simple process that re-

arranges all the cards and makes sure that they don't stick together
during shuffling. It's done by dealing the cards out one at a time, face-

down, into three piles: the first card to the first pile, the second to the

second pile, the third to the third pile, the fourth to the first pile, and

so on. When all the cards in the deck have been dealt out into the
three piles, put the first pile on top of the second one, then the com-
bined pile on top of the third, forming a single pack to be cut, shuf-
fled, and dealt in the divining process itself.

Preparing Yourself

There is also the matter of readying yourself for the divination, and

entering into a state of consciousness that will foster the divining
process instead of interfering with it. One simple ceremonial method
that helps to do this, and falls somewhere in the middle of the ex-

tremes mentioned above, goes as follows.

First, spend a moment or two stilling your mind, and then take

your cards out of the box and hold the deck in your hands, facedown,

so that the diagram on the back is visible.

Second, imagine the diagram expanding out from the back of the

topmost card until you (and the querent, if you're divining for some-

one else) are sitting in the center, surrounded by a triangle, square,

and circle formed of lines of pure light. Hold this image, allowing it to
build up solidly in your mind's eye.



'lltit'tl, siry, t'itlrcl orrt krrrtl ol silcrrtly irr yorrl rrrintl, rlrc lirllowirrg
worcls:

Let the circle oJ'spirit and the square ol mattcr comc into har-
mony here and now; let wisdom take shape and knowledge be

shown, and the form of hidden things be revealed.

This concludes the ceremonlt and the process of preparation. At
this point, you're ready to begin the divination itself.

Costing the Reoding

One of the reasons that card-based divination systems have become so

popular in recent years is that the process of casting the reading is so

much simpler with cards than with most other methods. Astrology de-
mands either a solid knowledge of mathematics or a certain amount of
skill with computer programs; geomancy, though much simpler, still
requires the diviner to learn the precise set of steps needed to unfold a
geomantic chart from sixteen lines of points; even the I Ching, done in
the traditionalway with yarrow stalks, needs a fair amount of practice
to get the somewhat complicated process to come out right.

By contrast, anyone who knows how to play solitaire already has all
the necessary skills to cast a reading using a card-based system. All
that's necessary is that the deck be shuffled thoroughly while the di-
viner thinks intently of the question to be answered. The deck is then
cut, and the cards uncovered by the cut are dealt off, one at a time,
and read.

In many card-based divination systems, it's standard to have a set of
fixed spreads, with different positions that have specific meanings in
the context of the reading as a whole. As mentioned above, it's entire-
ly possible to do this with the Sacred Geometry Oracle. Still, our focus
here will be on a different way of doing readings, one that has more in
common with the way that geometrical patterns themselves unfold in
practice.

Once you're ready to begin the divination, then, shuffle the cards
thoroughly, cut the deck, and deal out one card for each of the impor-
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titttt pcoplc, lirrccs, ittttl lrte tors irr thc sittratiort itlxrrrl wlritlr you tt'tli
virring. Stlrt with ir carcl lor thc qucrcr)t lrirnscll'ol hcrscll, irrrrl thcn

deal out the others one at a time, saying aloud what each carcl rcprc-

sents. You can place them in a straight line if you wish, or arrtrngc

them around the working surface in ways that help represent their
meanmg to you.

At this point, begin interpreting the cards, following the guidelines

given in the next section. This doesn't mark the end of the shuffling

and dealing process, though! By the time you've finished interpreting
this first phase of the reading, either you or the querent (or both) may

well have questions about some other aspect of the situation. Shuffle

what remains of the pack, cut, and deal out another card as a response

to each question. Interpret those, and go on. The process ends only
when you run out of questions; if you run out of cards and there's still
obviously more to learn, you can make notes on what's already been

revealed, gather up the cards, shuffle them thoroughly, and keep going.

lnterpreting the Reoding

Once you've laid out the first set of cards, the focus of the divination
process shifts from the mechanics of shuffling and dealing to the sub-

tler realm of meanings, interpretations, and intuitions-the realm

where divination stops being a mechanical process and turns into a

source of insight and realization. For many people, this is the difficult
part of divination. Still, it doesn't have to be that way!

Very often, the great obstacle in the way of effective divination is

the idea that each symbol in the divinatory alphabet has one and only
one meaning. In fact, the symbols of a divination system are (or at

least should be) as many-faceted as the images of dreams. The key-

words and commentaries given for each of the cards of the Sacred

Geometry Oracle should be treated as a starting point for your own

intuitive awareness, not as a cage around the card's possibilities of
meaning.

If you're comfortable with your own intuitive abilities, you should

have little trouble taking the cards of the Oracle as a springboard for



y()tlt'()wll [)cl'ccPti()tls. ll'yott'vc allsolllctl loo rrrtrclr ol orrr errlltrrc's
clistrust ol'the intuitivc, on thc othcr hrucl, it rlay tal<c you ir littlc
tirne and practice to learn how to do this. lt often lrelps to look at thc
card you're trying to understand, and simply ask yourself, "What does

this make me think of? lvVhat does this bring to mind?" Listen to the
answers that surface; don't dismiss any of them out of hand. Try to see

or feel how the concept expressed by the keyword might relate to the
factor that the card is representing.

Much of this stage of the divination can be done as a sort of dia-
logue in which you, the querent (if you're doing the reading for an-
other person), and the cards all play a role. The more open you are to
questions and suggestions from the querent, and hints and responses

from the cards, the better the results are likely to be.
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Sample Readings

Two sample readings may help show how this process is carried out.

Somple Reoding I

The querent is an office worker who is dissatisfied with her job. One of
her coworkers has approached her about a business opportunity that,

he claims, will allow her to double her income within six months. He

has given her a packet of literature about the program, and invited her

to attend a meeting where she can ask questions and learn more about

the opportunity. It sounds tempting, but the literature makes vague

references to some sort of payment the querent will be expected to

make up front, and she has her doubts.

In the course of discussing the situation before the reading, these

are the most important factors in the querent's view of the situation:

1. Herself;

2. The coworker who made the offer:

3. The offer;

4. 'vVhat she stands to gain by taking up the offer;

5. What she stands to lose by taking up the offer;

6. What she stands to lose by not taking up the offer;

7. Her best response to the offer.



'l'lrc cirrtls rcsporrtl l<l cirrlr ol lhcsc irs lirllows:

l. (l.rrtl l-1,'l'lrc Squrrc rcvcrsccl: Irrcrtia.'l'his carcl suggcsts tlrirt
she has stopped moving under her own power, ancl nray bc

waiting for someone else to solve her problems for her.

2. Card 1, The Unmarked Card reversed: Hiddenness. This sug-

gests that the coworker may have information he is not shar-
ing with the querent, or hidden motives in the situation.

3. Card 22, Nternation: Approach. This card suggests that the
opportunity is moving in the right direction, but may not be

exactly what she wants.

4. Card 20, Square and Diagonal reversed: Consequences. This
card suggests that what the querent may gain from the offer
may not be what she has in mind.

5. Card 16, The Tetrahedron: Energy. This card suggests that
whatever energy she puts into the offer may well turn out to
be wasted effort.

6. Card 23,The Double Square reversed: Risk. This suggests that
there are risks involved, which can be avoided by not taking
up the offer.

7. Card 3, The Line: Extension. This suggests that the querent's

best response to the situation may be to build on skills and
connections she has already established-possibly by looking
for another position in the same line of work she already does,

possibly by exploring other fields that use many of the same

skills she's developed by way of her current work.

In the course of discussing the cards, the querent admits that she'd

heard rumors that the coworker who made the offer was involved in
various shady marketing schemes, and had wondered why he didn't
seem to be as rich as the flyers implied he ought to be! She is more in-
terested, though, in following up some of the cards'other suggestions.

Two more factors emerge from the discussion:
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It. 'l'hc oppoltrrrritics t() l)c lourrtl irr ltcr currcrrt lint'ol wor'l<;

9. 'l'hc opportunities to be founcl in relatecl prolessi<lns.

The cards respond to these as follows:

8. Card 8, The Equilateral Triangle reversed: Limitation. This

card suggests that there are very few possibilities open to her

in the specific line of work the querent is in, and that looking
for another position in this area might be overly limiting.

9. Card 21, Gnomonic Expansion: Expansion. This card suggests

that a broader approach would be more productive, and hints
that the querent shouldn't be afraid to think big, and to try for
what seem like unlikely possibilities.

The querent has no more questions. After a little more discussion

and a cup of herbal tea, she leaves in search of a copy of the Sunday

help-wanted ads.

Somple Reoding 2

The querent is a young man worried about his future. He has applied

to a prestigious Ivy League university for graduate school, but isn't

sure his grades and test scores will get him in, and he can't see any

other options ahead of him if he fails to win admission. He badly

wants to be told that he'll be accepted, and doesn't want to hear about

any other issues involved.

These are the most important factors in the querent's view of the

situation:

1. The querent himself;

2. The university;

3. The university's response to his application.

The cards respond to these as follows:

1 Card 4, The Circle reversed: Repetition. This card suggests

that the querent is going around in circles, repeating a pattern
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llrirt ltt"s lollowt'tl nriuly tinrcs irr llrt'prrsl,;rrrtl llrirl il's rrrrlil<t'ly

Io gct lrirrr irrrywlrcre ncw.

2. Card 15, Thc Dodecagrernr: C)onrplctcncss. 'l'his cirrcl is olicrr

an indication of success, and here it suggests that thc qLtcrcnt

sees the university as a symbol of success, as something that

will bring him completeness or fill what he lacks.

3. Card 32, Squaring the Circle reversed: Impossibility. This card

suggests very forcefully that the querent's application will not
be successful.

The querent responds to all this by becoming angry and defensive,

and then suddenly bursting into tears. The diviner gets him a box of
tissues and then, by a series of gentle questions, elicits a long story of
family expectations, failed rebellions, and self-defeating behaviors

founded on extreme perfectionism. After the querent has finished

blowing his nose and getting a little more perspective on the situatron,

the conversation turns to the wider situation surrounding the quer-

ent's graduate-school hopes, and new questions emerge.

At this point, another set of factors seems central to the querent:

4. His family's reaction to the failed application;

5. How he can deal effectively with this;

6. Other possibilities that are open to him;

7. How he should pursue these.

The cards are shuffled and dealt, and respond as follows:

4. Card 10, The Cross reversed: Dissension. This card suggests

that different members of his family will have different reac-

tions, and there may be a fair amount of quarreling and dis-

agreement among them.

5. Card 3, The Line reversed: Separation. This suggests that the

best way for him to deal with this is to put some distance be-
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twcctt Iritttscll irrrtl lris lirrrrily t'tttotiottitl ittttl psyrlrologirrrl

tlistiurcc, ccrtirirrly, lltrt possi[rly irlso plrysicirl tlistirrrct'its wt'll.

6. Card 23,Tb,e Double Scluare: Regeleration.'l'his carcl suggcsts

that the querent stands at a crossroads, facing the possibility

of a life that goes beyond his previous habits and expectations,

and that he may find it useful to think long and hard about

who he is and what he actually wants out of life.

7. Card 1, The Unmarked Card: Potentiality. This suggests that,

ultimately, the choices are his to make. It also suggests that by

making his own choices-rather than allowing them to be

made for him by his familp or his own assumptions, or the

baggage he's carried along with him from his past-he will
best be able to respond to the present situation.

The querent considers these, and then asks another question: How

can he avoid falling into the same sort of perfectionism that has made

his life unhappy in the past? The cards respond as follows:

8. Card 33, The Human Canon reversed: Diversity. This card

suggests that the querent needs to pay attention to the ways in
which every person differs from every other person, and in
particular, to the ways that his needs, interests, desires, and

values are different from those of the people around him.
Rather than trying to judge everyone (including himself) by a

single standard, he may find it more useful to recognize that
each person has a unique role to play in the universe.

The querent comments that the reading has given him a lot to
think about. After a little further conversation, he leaves, saying that
he'll call to let the diviner know how things turn out.



A Sacred Geometry Bibliography

Sacred geometry is one of the most neglected branches of the Western

inner traditions, as mentioned earlier, and the total number of worth-

while books on the subject in English today would fit on a very small

shelf. Fortunately, some of the books on that shelf count as classics by

any definition. Those books I would recommend to the beginning or

intermediate student of sacred geometry are included here.

The following works form a basic library on the subject, one that

can take the attentive student far beyond the elementary material cov-

ered in this book. Those who are interested in learning more about sa-

cred geometry will find them to be useful guides.

Critchlow, Keith. Order in Space (London: Thames & Hudson, 1969).

Time Stands Sril/ (London: Gordon Fraser, 1979).

Doczi, Gyirgi. The Power of Limits: Proportional Harmonies in Nature,

Art, and Architecture (Boston, Mass.: Shambhala, 1981).

Ghyka, Matila. The Geometry of Art and Life (New York, N.Y.: Dover,

1977).

Hambidge, lay. The Elements of Dynamic Symmetry (New York, N.Y.:

Dover, 1967).

Lawlor, Robert. Sacred Geometry: Principles and Practice (London:

Thames & Hudson, 1982).

Michell, lohn. The Dimensions of Paradise (San Francisco: Harper &

Row 1988).

The New View Over Atlantis (New York, N.Y.: Thames &

Hudson,l983).
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'liaclitiorrs I rttcruatiottitl, | 9u3).

The Temple of Man (Rochester, Vt.: lnner ltaditions Internar-

tional, 1999).

Vitruvius Pollio, Marcus. The Ten Books on Architecture (New York,

N.Y.: Dover, 1960).
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Glossary

Air: one of the five elements of ancient philosophy, science, and magic,

related to the gaseous state of matter/energy.

Alternation: a traditional process of approximating irrational num-
bers, which functions by creating ratios that are successively above

and below the irrational number by an ever-diminishing amount.

Arc: a portion of a circle.

Circle: a set of points, all of which are the same distance from a com-

mon point (which is called the center).

Circumference: the outer edge of a circle.

Continuous Proportion: a proportion relating three measures, in
which the first measure relates to the second as the second relates

to the third, a:b::b:c.

Diameter: any straight line that passes through the center of a circle

and touches the circumference of the circle on each end.

Discontinuous Proportion: a proportion relating three measures, in

which the first relates to the second as the second relates to the

third, a:b::c;d.

Earth: one of the five elements of ancient philosophy, science, and

magic, related to the solid state of matter/energy.

Element: in ancient science, philosophy, and magic, one of five basic

principles of existence.

Equilateral Tiiangle: a triangle with three sides of identical length.



r'rrc: ()r'rc ()t lllc lrvc clcn)cnts ()l iu)cicnl philosoplry, scicrrcc, lntl
r.r-tirgic, rclatecl to the radiant state <lf rrrattcr/energy.

Gnomon: a shape that, when added to some other shape, makes a
third of the same form but a larger size.

Golden Section: see Golden Proportion.

Golden Proportion: a continuous proportion in which the first mea-
sure is to the second as the second is to the sum of both,
a:b::b:(a+b), which can only be achieved with the irrational num-
ber o. The Golden Proportion is also known as the Golden section.

Irrational Number: a number that cannot be expressed exactly as a
fraction or a decimal expression.

lsosceles Triangle: a triangle with two sides of the same length, and
one side of a different length.

Line: pure length, without any width.

Line Segment: the part of a line between two defined points.

Major Axis: in a vesica piscis, the line connecting the two points
formed by the crossing of the circles making up the vesica.

Minor Axis: in a vesica piscis, the line connecting the centers of the
two circles making up the vesica.

Perimeter: the outer edge of a shape made up of straight lines.

Pi: a number, approximately 3.14159, represented by the figure n,
which is the ratio between the circumference and diameter of a
circle; an important irrational number in sacred geometry.

Platonic solids: the five regular three-dimensional figures-tetrahe-
dron, octahedron, icosahedron, square, and dodecahedron-used
in traditional sacred geometry.

Point pure location, without any divisible parts.

Proportion: a relationship between two or more ratios.
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t'rttc; rrlso, rr lirre witlr ir lcrrgtlr ct;rrirl lo llrirt tlislirrrrr,.

l{atio: it rclirtionslrip lrctwcclr tw() t]lcasrtrcs.

Regular: having all sides and angles equal.

Right Triangle: a triangle in which one of the three anglcs is a riglrr

angle, that is, an angle ofninety degrees.

Sacred Geometry: the ancient tradition of geometry as a way of spiri-
tual insight.

Scalene Triangle: a triangle in which all three sides are of different
lengths.

Spirit: one of the five elements of ancient philosophy, science, and
magic, related to the space-time continuum in which matter/ en-
ergy exists.

Squaring the Circle: the "great work" of traditional sacred geometry,

which consists of constructing a square and a circle that have ei-

ther identical perimeters or identical areas.

Vesica Piscis: (Latin, "vessel of the fish") a geometrical diagram made

from two circles, each one with its center on the other's circum-
ference.

Water: one of the five elements of ancient philosophy, science, and

magic, related to the liquid state of matter/energy.
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From the time of Stonehenge and the Pyramicis, through the
mystical teachings of Fythagoras, to the cutting edge of advanced

scierrce-the tradition of sacrecl geometry bridges past and

future. 5s\4,, for the first time, vou can put the insights of sacred

geornetry to r,vork in your own life with the Sacred Geometry
Oracle.

The Oracle contains thirty-three cards' each repl'esenting a

basic figure or process in sacred geometry, and each one relating
to one of the basic pattelns of the universe-patierns that form
the hiciden structure of our everyday iives" Uprigitt and reversed

meanings show how these patterns take shape in boih the com-

forta-ble and challenging aspects of our world and ourselves"

Teclniques far Gearrcfric Tra;tsformatior; exploe"es, in cletail,

the meanings of each of the Cracie's thiril-thl'ee cards, and

teacties you holv to cast and interpret readings. trt presents mecli-

tations ancl exercises tbr each cirrd, atriorving foll to deepen

awareness of 1'our connection to fhe cosmos.

|ohn Michael Greer (Seattle) has been a student of Hermetic magic
and Western esoteric spiritualitl. since 1975. He is the author of sev-

eral articles on Western raagical tractritions, and six books, including:
Circles of Power; Paths of Wisdam; Encyclopedia of Natut al Magic;
Inside a Magical Lodge; Monsters; anel The liew Erccyclopedia oi the

{)crult. He is an initiated Druid of the Order of Bards Ovates and

Druids, a student of geomancy and sacred €ieometr% a Certified
Tarot Master, and an actire member of two rnagical lodges.
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