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Fig. 1
Lepsius’
Canon

(Geometry in

Egyptian Art,

p. 17)

marking significant points on the human
body. In addition, two red dots established
the feet. Lepsius concluded that the length
of the foot was the basic unit which also
determined both the dimension of the
network of squares as well as the members
of the body. Interestingly enough, the
overall height of the figure was six foot
units; a ratio to later concur with Vitru-
vius® canon. An alternate interpretation,
based on other grids, is given by Erk
Iverson who claimed the module to be
either a cubit (1.e. the length from elbow to
finger tip) or a derivation thereof (i.e. the
fist or hand). Sigfried Giedion agrees with
both Lepsius and Iverson, contending that,
“Egyptian architecture is a projection of
the human body and limbs transposed into
a larger -- but still human -- scale. This is
especially true of the greal temples. Man
and man’s artifact were closely inter-
locked.™

Clearly a physical relationship was
established by the first Egyptians between
architecture and the human body. This is
quite understandable, being the first and
simplest of the three notions to perform.
What more appropriate unit of measure
could they find than one based on a
member of their own body? A Pharach
would have been honored if his temple or
lomb were established on his “royal”
cubit, hand or foot.

Classical Greeks, in contrast, were
more interested inan intellectual associa-
Lion between artifact and being, an appro-
priate next siep in the evolution of civili-
zation. They sought 1o understand the har-
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monic essence of creation by establishing
its nature in their minds. The Pythagorean
motto “All is number” is well known.
Simple numbers and their interrelations,
closely linked to musical consonances,
were believed to represent both the macro-
cosm and microcosm of nature, the uni-
verse, and the encompassing. To the
Greeks, simple ratios of 1:2, 2:3, 3:4 or
other derivations produced by musical
strings, provided the ears and eyes with the
same satisfaction; thus, their expression
was 1o be realized in all creations.

Plato expanded upon this Pythago-
rean insight to formulate a cosmological
order which would influence thinking for
some two thousand years, being most
firmly instilled in Renaissance doctrine. He
maintained that the beauty of creation re-
lied on it being good, ordered, perfect, and
whole. Plato first established the “Number
of World-Soul”. Beginning with the pro-
gressions 1,248 and 1,3,9,27, he created
tworhythmic sequences to embrace univer-
sal harmony. Plato went on to define the
four elements: earth, water, air, and fire,
together with the universal geometrical
figures, namely, the five Platonic solids
Through relations of numbers and figures,
Plato was satisfied he had re-established
what he called “the spirit of friendship”
that God had originally intended.

These relations proved significant in
classical aestheucs, which according to
Erwin Panofsky, “identified the principle
of beauty with the consonance of the parts
with each other and the whole™' While
Plato and his Pythagorean predecessors had
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sought to satisfy the objective mind, Pan-
ofsky has realized a desire by ancient
Greeks 10 also satisfy the subjective sight;
both needs are equally relevant within the
context of the intellectual relatienship be-
tween creator and creation. Although Pan-
ofsky found optical refinements in sculp-
ture, others such as John Pennethome and
Bannister Fletcher have revealed them in
architecture. Their purpose, in all cases,
was 1o account and adjust for any distor-
tions due to such factors as: perspective,
angle of sight, column thickness, heights of
elements, and backgrounds. These refine-
ments seem to suggest that, to the Greeks,
visually-pleasing compositions were as
much associated with a sense of perfection
as were harmonic numbers.

The discussion thus far has relied on
interpretations of either archaeological
findings or indirect literary sources. How-
ever, acomplete treatise on architecture has
survived from antiquity. specifically, Vit-
ruvius’ ten books De architectura . In this
work he deliberated at length upon the con-
nection between buildings and the human
body. Others before him had written about
the latter, but made no correlation with the
former; Plato, in contemplating the con-
stituents of the human body had declared
the head to be “the seat of our divinest and
holiest part... which serves all the rest”
while Polyclitus, in formulating classical
Greek anthropometry, held that the
beauty was based on the relation of its
members to each other and the whole.

Vitruvius, on the other hand. devel-
oped a more comprehensive aesthetic the-
ory centred on an analogy between the
design of a temple and a well shaped man.
“Since nature has designed the human
body so that its members are duly propor-
tioned to the frame as a whole™, claimed
Vitruvius, “in perfect buildin ¢ diff
ent members must be exact relations o th
whole general scheme™® He
vinced of perfection in the hur
following several brilliant in:

body, with arms and legs extended and with
navel as centre, produces a circular outline.
At the samie time, a square is derived as a
result of equality in measurement between
the height of @ man and the span of his
outstretched arms (Fig. 2). Furid
Vitruvius advised that the Doric ¢column
correspondstothe strength of a man and the
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lonic column to the slendermess of a
woman, a concept already utlized in the
caryantd porchof the Erechtheron in Athens

(Fig. 3). On a pracuical level. he developed

several proportional relatons spectfic 10
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the members of the human figure, thereby
recalling the canon of Polyclitusic with
substance. Having deduced these notions
and ratios from nature’s most perfect crea-
tion, Vitruvius proceeded to apply the prin-
ciples to temple designs 5o as to realize his
original analogous conception.

With the fall of the Roman Empire
and the rise of Christianity, emphasis
shifted towards a religious symbolism of
the human body on which the arts were iobe
realized. The concern was with the third
notion, the spiritual relation. In Byzantine
doctrine, which has survived through Cen-
nino Cennini, the face, beli é’\u‘ 0 be “the
seat of spiritual ex si n”, was laken as
the most significar d beautiful unit of
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measurement. The number three was then
assigned equal importance
reference Lo the trinity. In modules of three

, undoubtedly a

or fractions of thirds, the whole human
body was made accountable; for instance,
L‘“.C total height was nine face-lengths. Of
particular interest is the Byzantine “three-
circie scheme.™ (Fig. 4) In this case, the
face was expressed in terms of three con-

centric circles with 2 common centre at the
root of the nose. The first circle, with radius

of 1 nose-length, outlined the brow and
cheeks; the second, with radius of 2 nose-
lengths, determined the exterior limits of
the head and lower limit of the face; and the
third, with radius of 3 nose-lengths, passed
through the throat and formed a halo.

Spiritual symbolism continued
through the middle ages and combined with
a love of geometry to typify the Gothic
mind. The sketch-book of Villard de Hon-
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The ‘Three-
Circle
Scheme’
(Meaning in
the Visual
Arts, p. 79)

The Erechtheion - Caryatid Porch
(A _History of Architecture, p. 233)

1235,
reveals an obsession with geometry (Fig.
5). Everything from people to animals 0
buildings were expressed in terms of iri-
angles, squares, circles and stars; the mosl
prominent shape was the triangle, again in
reference 1o the religious importance of the
trinity. A illustration denoles 4
figure of Christ set within the ‘vesicapiscis’

necourt, from for example, clearly

notable

(a shape formed by developing arcs from
two adjoining equilateral triangles) SUg-
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Fig. 6
The ‘Vesica Piscls’

(Ihe Beautiful Necessity,
p. 69)

gesting the shape had divine importance
(Fig.6). By then applying the "vesica piscis'
to cathedral plans, the human figure was
symbolically represented. Besides its pres-
ence in arches, gables, traceries and vaults,
the triangle also played a major role in the
vertical dimension of the cathedral as was
evident ina conference of 1392, held to de-
liberate over the design of Milan Cathedral.
The discussion centred on whether to build
the cathedral in section according to the
square, ‘ad quadratum’, or the equilateral
triangle, ‘ad triangulum’. Given the reli-
gious fervour of the time, the latter was
chosen. Asaresult, one can experience and
share with the cathedral its aspiration to-
wards the heavens. In totality, this house of
God embodied the three notions stated at
the outset: the human body was physically
represented in plan, the Gothic mind was
satisfied with geometrical beauty, and the
spirit was in awe over the ambience of
symbaolic meaning.

The union of architecture and being
may be said 1o have culminated during the
Renaissance when all three notions were
purposely and simultaneously manifested.
Arustic belief was basically this: human
beings, regarding their existence as repre-
sentative of universal perfection, felt des-
tined to become the ideal model on which
all subsequent creations were to be con-
ceived. Since God had created man in his
image, the human body had been produced
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Fig. 5
Villard de
Honnecourt,
Page from
Sketchbook

(Architectural

Age of Human-
ism, p. 41b)

by divine will and therefore contained the
innermost secrets of nature . As such, its
essence was Lo be embraced and expressed
in all that was o be created so as to echo
universal harmony.

Once the purpose was envisioned,
Renaissance artists turned to a wealth of
precedent to discover and develop prin-
ciples upon which to mould their concep-
tions. By reconciling Pythagorean-Pla-
tonic, Vitruvian, and Christian doctrines,
this age of blossoming creative spirit real-
ized their ideal of co-existence and co-
creation within an all-pervading cosmic
order. They learned from these doctrines,
respectively, of the need to satisfy the mind
thre »gh numerical and geometrical order,
the body through an association of its
members and measure to a building, and the
spirit through a metaphysical interpretation
of the microcosm and macrocosm of human
existence.

So clear were Renaissance convic-
tions® that these notions, focused upon the
architecture-being reciprocal relation, per-
meated all artistic endeavors. While de-
scribing a facade, for instance, George
Hersey makes repeated reference 1o its per-
sonification: “a multistory columnar fa-
cade is a scala of slaves or servants, men,
matrons, virgins, and divinities. Such a
facadeis a population table, aracial history,
and a genealogy.” (Fig. 7) Indeed, the

‘age of humanism’ has bestowed upon civi-
lization the beauty, elegance and magnifi-
cence of the arts.

The two centurics following the Ren-
aissance saw an onslaught of criticism of
that period. The ‘new age of empiricism
and emotionalism’, as coined by Rudolf
Wittkower, discounted the body-building
analogy, objective perception, and the
symbolic essence of existence. Collective
intentions were gradually replaced by indi-
vidual infatuations, leaving no coherent
theory to speak of by the nineteenth cen-
tury. Feeling somewhat at a loss, several
theoreticians of the day sought to re-estab-
lish lost notions of being. Views were
understandably fragmented, given the divi-
sion between attitudes reflecting romantic
individualism evident in the literary move-
ment of the period and the scientific trends
of the century.

However divergent the views, there
remained the common thread of the human
body and its derivations. D.R. Hay, in the
mid-nineteenth century, retummed to the
Vitruvian analogy of the human figure as
the “most truly beautiful work of crea-
tion,” from which he proceeded to reveal
the numerable relations within this “spe-
cies of harmony™. Viollet-le-Duc shifted
from this physical interpretation of the
body and concentrated instead on the intel-
lectual notion. His contention was that since

Fig. 7

Francesco di Giorgio,
Human Figure and
Architecture
(Architectural Prin-
ciples in the Age of
Humanism, pl. 1a)

<
- - -~
- - A e — -
- -- - - \
. e Vo i gl ety By -
- 1 Ay

S ceovgy e (€. s g b i

L A e e i » -

Prmg bmeogw dhld cre B -—— - ’-‘.y' -~ -
I T oy Tawe L \q.“-—_ I-‘- * Sl :“
— L.,__‘,_-,_.r.. [*lru—..l—’u‘t. —
e et .

P o-e —— -




prar v capie: O IECORILEI, M O
S@cs 2 DGty Mmus ANPEE” COMmPICIE)
St 2 vace- fusor prt fori i COnCIPo-
nexe b sesep Tawni and Sty Cre
#o  Natletec-Livp. popecs M S0l & #
scns: , e aormmg avlethcxrRser sulle
s ssons satinos ety offcager ™ e
TPt Ak L NS Ty sEn oAl TN
- Mplactis]  SEIISRIENY (s YINT & i
FETGUISER o TISer crpchemial Pedk-
soe Toear Jabv. av aviiecs & e iy
coiecme, swnlkd commgere b v e
abiecs o Suut aut oamny 6Tt fivesse
e of M ooty b o W b
Sriuad seed of W nhpe B aSted
ey inet{ axveinmgoeter b the res-
showy of AT SenlETeTn v TS S
st Dabv elissed ha srovvag o he
=i Seragh sstisfaesian of he sy or sl
% of Fioe SgEificawe © @ Esheic
=oeriee.

Coxing dis cemme the wiews ave
nee ageally vaiaE Two ComcEhs mw-
scaie of he Tuman Yody ol 30 IhseSSOR
sali &= gokiem scion L Cotmser
combmed el @ oFcEr o osEhiich amesy-
IEg Dl DI OO 3 waoke sork Somid
S mmises Ss Modulor® proeded 3
sxik =aEe sui i o demone deh
e “mmnes” i “mEmsons  of
" Fg § Wnkowe careciy ames
S "9 Skoy mm m B Snerommenr
mseal of snverssis, & s Semoe et
Lz Co'meer wx ettt Som shsoine ©
igrve somoecs. Ss Mismiyr moes e
mespihvecy cammnees. "= Ths =
Sty oenite e Suo B [ 2> Cormaer
e st ns Twowie Toen 3 Fench oo

vanous dimensional conflicts wikco wuow
when adbenng 0 (e speaficty of tue
scale Tiis was undoubiedty the owuoee of
strenuous RUempis 4o Jusefy fie goldes
seclion 1 e huwas "':x.-.n ssieal o
genving @ utbversally “peroegrile” Dyure
from 1 as Vitnwaps Ged Sone

in atititon, the bawas figwe conld
w0 sscape fhe wivn of wesied facis, v e
g U v snplnues O wEice @ et
udiugy . W dad tezn cmsidered =

= r :t'-‘- E £ ?.: P
ud T [ :
”~ =¥/, o >
- 2SN rri

euirsc ez (bt m the shsiract and
sembeilc semse) for cemturies, the human
ey, mnbc:xmacmdmmmsof

mmﬂmm:&m 0 iis
Samemensi capacies (Fig. 9). In anempoing
Dachewe & “pitysacel fit” and consequently
srmny & body =0 2 semi-robot, most
mode Sidmgs heve f=led 0 provide

Raceorly some hopeful signs have
e 2 srhe regarding the relevance of

e oty T luoremios Propomens of thig
e beer Far T Wy e —n s '\-ccany
WRUES OU N3 TUURTILOT I hath archi
e aut wuar Gesgr He xs-rs‘.r.ztely
wpuws o @ scde Tatiumes 1 e sze of
S nutuRt YU Jut o1 e
LB =t e TR

% of behavi-
ot sEnkcnTy 9

Favng fwelt woen Tumerons higori.
“al meTrELnons of fie arThnecnre bemg
wRogy. 1 8 anw rastie © derive prin-
Cples 1 amsCaion IR 22 notions put
fors ax B outier. T =3 e premise
has been it Ter= g 3 ST rCiprocal
fEQporsny Terwesn atimectrre and ho-

fistic bemyg. The firee aooces, both inher-

3 of the bocdy, ..;;yd and

Seccessful arciusectire must satisfy

I The body must
correspond. Se m=xd mes comprehend
ietrace the complete

cnship with the

Cl;z—é"LET—" T TTaD
architectme. The tres prociples are sim-

ply: correspondernce. comprehension and

eved through
Ve presence
nons of its

of the body andor
members and m a2 building,
Comprehenso S O 3_. mmetry,
proporson, and oo s well as geo-

1cal | : v, celebration is
¢ through the
meaning of

c:pécs t2ke architecoze o herghis of beauty,

grace and nobx

'I‘n: value of &=
hes m i pracoca’ aoo

val zmpies will illus-
trate this more specifiozlly. These will ex-
tend w0 the moou—erzz (Villz Rotonda),
the vermaculsr (3 house facade 1n the small
{ s 3 the aultural

(the: Japanese hoose) Althouzh by mo

means cuhausnve. these snalvses will also

¢ to renforce the adea of these prin:
LY ;‘EC_\'

»'s Villa Ro-
messes the sdeals of architec:

2 mastermn
o reveal the

In exsmuruny Pu
oy, one w
ure as concened and el

full comerand of his ¥

panciples uoder  Siscussion w this

majestic adifice iy mpers st, the

exlenor Comrespondence on acade 15
Fifuy " magazrine



evident through a relative scale, on the one
hand, between the body and elements such
as doors, windows, niches, stairs, columns,
pediments, statues, etc., and, on the other
hand, between the body and the division of
the whole artifact as is apparent in the
clearly articulated tripartite division of
base, middle and top. Comprehension is
evident within the definite relationship of
the parts to each other and to the whole
through an underlying order, symmetry
and hierarchy, so that everything has its
“proper” place. Celebration is achicved

Fig. 12
Katsura
Palace,

Kyoto,

Japan

(Evolution of
the House,
p. 139)

with, once again, the tripartite divisions,
the elements, and the grandeur of the
temple fronted central block which acts as
the focus of the composition. Nexl, the
interior: here, correspondence is realized
through a relationship between the body
and the spaces. A notion of verticality is
present in the corridors, the central hall and
the lower rooms suggesting a correspon-
dence to a standing or siting figure. In
contrast, the horizontality of the upper
rooms suggests an association with a lying
position. Spaces are also relevant for Lhe
principle of comprehension as their width
o length to height is based either on a
numerical or geometrical relationship as
specified by Palladio in his seven ideal
shapes. There is also a definite hierarchical
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transition from large to mid-size to small
rooms. Lastly, celebration is visible in the
domed central hall which acts as the climax
of the interior. Furthermore, wall and ceil-
ing paintings depict the symbolic interpre-
tations of human existence of the day. In
short, this edifice of beauty, grace and
nobility is truly an “entire and complete”
work as intended by the Renaissance mas-
ter.

Turning to the vemacular example,
the following description is typical of a
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house facade in the small Spanish town of
Abrantes. A single-story house,it has at its
centre adoorway with a flanking window at
cach side located at the quarter points of the
facade. Both windows and door are framed
with either painted wood trim or simply a
panted border; the same frame continues
along the facade’s bottom, ends, and top. A
shallow roof crowns the whole. Now for the
principles: the physical body and house are
related via a corresponding measure and
scale. Nexl, the observer is comforted by
the overall balance, order and symmetry of
the facade, sausfying the principle of com

prehension.  Lastly, the individually
coloured frames celebrate an added dimen-
sion to this facade. The author of these
serene houses was unlikely the capital *A’

architect but rather human instinct, which
always strives to fully satisfy the self.

When considering the Japanese house,
the cultural belief of respect for and prox-
imity to nature plays a vital role between
being and building. As the house is in
concert with nature, so 100 is the body in
correspondence with the house. On the
exterior, the tripartite division of a raised
platform, living quarters, and steep over-
hung roof help to relate the house (o the
body’s proportions (Fig. 10). Moreover,

modular division derived from the Tatami
mal used inside further reduces the external
walls 10 a human scale. These three foot by

six foot mats also find s

where , Their number and arrangement nol

only determine the size and shape of

vidual rooms bhut also the ¢

the whole house; hence, ful

for comprehension. The interior, |
reveals the intentional comrespondence be
tween the human body and space as is

cvident by the use of low ceilings which are,

In turm, an outcome of a culture’s desire to
be in a seated or reclined position. As for

full and nan expression of both the

identity and value of each ms:
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clement. Furthermore, the symbolism of




self to nature pervades throughout, result-
ing in a simple and natural house at peace
with its context and in contemplation with
its inhabitants.

Although regrettably brief, these
three examples have been intended to illus-
mrate the application of the being-building
association, specifically, the principle of
correspondence, comprehension and cele-
bration. At the same time, a further argu-
ment has been implied. For any theory 0
enter the domain of truth, it must be sub-
stantiated regardless of architectural style,
type and place. Basically, if a work of
architecture is to be considered timeless, the
principles upon which it is manifested must
be universal. Perhaps an architecture of
body, mind and spirit is a means to an end.
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