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A building docs not express its meaning in the same way as 4 picture or a sculpture.

because it 1s by nature much more complex. It demands a prior effort of analysis. In the
first placc. we never see a building in its totality: we can never obtain more than partial
vicws both of the exterior and interior. with the result that we are always obliged to
rclate what we can sce to what we cannot sce to form a clear picture of the whole. It is
impossible simply to indulge the pleasure of the cye: once has to think as well as look. To
help us in this intellectual exercise we have an important tool to hand. the plan. which
informs us simultancously about exterior and interior. the whole and the part. Together
with the cross section. which reveals the structure. it gives in abstract form a compositc
image of the building which photographs in whatever number—could never give. Tt is
therefore necessary. before anything clse. to learn to read a plan and to familiarize
onceself in a gencral way with the various means of graphic expression used in architecturc
(cross scction. elevation. axonometric plan).

The transformations to which buildings arc subject constitute a second difficulty.
Very often we can no longer sce today what the builders would have wished: projects are
abandoned or modified before complection; parts that were complete are demolished;
others. added later. are of a different character. Time. it is true. alters all works of art,
but its cffect on architecture is more noticcable because the construction of a major
building takes a long time. and because buildings—always intended for use—must be
adapted to the changing neceds of men. We should not. therefore, look at a building
completed at one streteh and still more or less intact, such as Salisbury Cathedral, in the
same way as we regard an incomplete chateau. such as Brissac, or a building that has
been continuously altered. such as Versailles. In the first unusual case. we are
immecdiately in a position to appreciatc the work of the builders;in the second. we have
to imagine what was intended;and in the third case. we have to discover the successive
stages of building to interpret correctly what we see. and not attribute to the intention of
a single architect what win the product of several building campaigns.

Finally, it should ncver be forgotten that even the most magnificent buildings were
never intended simply as works of art. and that they arc incomprehensible if one is
unaware of their purposes, whether utilitarian or symbolic. The particular forms of
rcligious buildings. houses and palaces. are always a reflection of the demands of

religious cult. of everyday life. or of the cxercise of powcer in any given society. Less

2.



independent than other artists. the architect exercises his powers of invention within a

framcwork strictly defined by the socicty to which he belongs and the individuals to
whom be owed cach commission. Such constraints. compelling to a degree dependent on
the particular age and social level (the Greck temple. the urban dwelling. are highly
standardized types). impose limits on invention. but also confer on architecturc an
important social significance: buildings arc a unique embodiment. the most durable. the
most manifest- of the nceds and dreams of man.

W take an interest in a building to the degree to which we sec in it “effects” of
volume. space, rhythm and color that please us. In certain cases— an urban dwelhing or
rural architecture. for example —these effects are very simple and result above all from
harmony between a building and i1ts environments. In other cases— the most interesting—
these cffects are extremely complex and can be attributed to one or more creative
individuals who have deliberately contrived them. Between thesc two extremes
architecturc without architects and the architecture of grecat masters-- therc are numerous
degrees. but it would be pointless to distinguish them. 1t is more worthwhile to identify
the various means of expression available to architecture: only in this way can we enrich
our pereeption of the buildings we ¢ncounter.

This pcrception should not be equated with acsthetic appreciation. but 1t is a
necessary precondition.  Without it. spontancous judgments which appear to be
expressions of personal opinions do no more than repcat preconceived idcas—on the
“barencss” of the Romanesque. the “excesses” of the Baroque. the “frigidity” of classical
churches. Thus we could not recommend to thc reader too strongly to forget such
prcjudices and to look with a fresh cyc and open mind in order to appreciate the
objcctives peculiar to each style.

All these observations lcad to the same conclusion: a work of architecture is too
complex to be understood at first glance: one has simultancously to be aware of all its
clements. to imagine its successive states (including those that were never completed) .
and to know what it significd to thosc who built it. This initial analysis must precede
acsthetic appreciation. It enables onc to form a clear picture of the building and to
differentiate between what is due to constraints (structural nccessity. existing buildings.
stylistic conventions, demands of the client). and what is the product of purely artistic

creation. the play of forms.

Words and Expressions

1. Salisbury Cathedral 2 /R 2510 L K # i 5. Baroque 7% 5w = 5 U
2. chateau [ b
3. Palais de Versailles FLA<3€%0 6. plan . i
4. Romanesque % 3045 7. clevation n. [F¥LE
8. axonometric a. = ja &Y



9. intact a. FEEEM, AZHMY 16. stylistic a. PUREEY, SUIAH)
10. utilitarian a. R0 300, 6T
11. symbolic a. k3 XH)

12. cult n. {E{0 . 25

13. contrive v. &M . #if

14. acsthetic/esthetic a. FE0Y, WY
15. frigidity n. #RILIK. BIR

17. to hand Fih

18. cross section i [ [¥

19. axonometric plan = [ # i &
20. at one stretch — 14, 4L H
21. confer on sb. sth. £ 73 A K4

Notes

B ... we can never obtain more than partial views both of the exterior and interior, with
the result that we are always obliged to relate what we can see to what we cannot see
to form a clear picture of the whole.

B FAARERTARNASERAASG RSP R EBR AMNERZRR RGN A2
b5 E AP R A A Bl 0GBk AL ko 4 ﬁﬁﬁ%%ﬁ@tﬁ%ﬁﬂ
R - A 47 that A& P &, 4 4 & relate sth. (what-A 4]) to sth. (what-2L#]) ),

B 1t is impossible simply to indulge the pleasurc of the eye. ..
B ARARIRIR T R F R AT

Together with the cross section. which reveals the structure, it gives in abstract form
a composite image of the building which photographs in whatever number--could
never give.
FX: TEELSRAFHEAAREHNIOE - OAMEHBXHR -SSR GEHNE. X
RS S RREN AR AL,

B The transformations to which building are subject constitute a second difficulty.

FX: WEFOEREHHLT BT HAR,

... wc have to discover the successive stages of building to interpret correctly what we
see. and not attribute to the intention of a single architect what win the product of
scveral building campaigns.

BT RMNAHFELXNELGELN R AR EMB BN AR ARG MR LR
MEHMERPE T AT B,

fE #7 : attribute to the invention. .. several building campaigns & 4] 8] & 34 attribute A
to B, &A% AR T B”, 4k E 5% A 9 "what was the product of several building
campaigns” i T A K ®mEH.

Finally. it should never be forgotten that even the most magnificent buildings were
never intended simply as works of art. and that they are incomprechensible if one is
unaware of thecir purposcs. whether utilitarian or symbolic.

B R A ZER.WEREASETALERALZANAERSRE, wWRRE
TE L) B R R R R 6 IER R AR E S Y SRR R AL A R A,
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Such constraints. compelling to a degree dependent on the particular age and social

level (the Greek temple. the urban dwelling. are highly standardized types), impose
limits on invention. but also confer on architecturc an important social significancc:
buildings are a unique ¢mbodiment. the most durable. the most manifest—of the
needs and drcams of man.

VEX: XA B TROM AR 4 A F R Ao AL 2K P A B AY B Fo R T 12 AR R N ARG £
ADMERAIFH I EAFERRRBEGRA 2R LR TFEALERA-NMELHHLE
AR HIFHGERADX  RAXZETREFARFAZRANGRAAT X,

B We take an interest in a building to the degree to which we see in it “cffects” of
volume. spacc. rhythm and color that plcase us.
B AN EAESB. . BaA T RNAFHNARMNT OB A KR . E2H.F 4
LRI DR TN

El Without it. spontancous judgments which appear to be expressions of personal
opinions do no more than repeat preconccived ideas—on the “barcness” of the
Romanesque, the “c¢xcesses” of the Baroque, the “frigidity” of classical churches.
i%B‘C- BRI EH. RN ARG FREMNAREGETHRARTEE LA U

FLXERGTRA”. E iii%zﬁléﬁ"%ﬁkﬁf” FHBEEALG T LRSS,

Thus we could not recommend to the reader too strongly to forget such prejudices and
to look with a fresh eye and open mind in order to appreciate the objectives peculiar to
cach style.

EI: B &Gk A R — B R o B AP 2R R L L SR VAT 8 IR Ao AU 6 5
Fi e LAR AR R W A A RAE P45 A 09 2 5078 X,
fBHMr....could not... to; - Rid 4 s AR AT,

[t cnables onc to form a clear picture of the building and to differentiate between what is duc
to constraints (structural necessity, existing buildings. stylistic conventions. demands of the
client), and what is the product of purely artistic creation. the play of forms.

B ETABANR —RBAEANFTH S B HRERANESHBRANEH(EHTE AEE
AR LR FPHOERF)IERNERPAB IR LN ER . LAY EE
EJH

fEHT: X 41 48 # It enables one to from. .. and to differentiate between A(what-4k 4] )
and B (what-2A 4) }; 6] £ 49 the play of forms 3 purely artistic crcation &4 ] L%,

Exercises

I. Questions on Text A

1. If we want to understand the meaning the building expresses. it needs a prior effort of

analysis. why?



Though time alters all works of art. the graphic expressions can be transformed to

buildings without much difficulty. is that right? Why?
What constrains the architeet’s powers of invention?

How can we enrich our perception of the building?
Match the descriptions in Column B with the terms in Column A

Column A Column B

building a. something that has been cut in half so that you can look at
the inside. or a drawing of this

cross section b. a structurc such as a housc. church. or factory that has a
roof and walls

clevation ¢. a method of drawing a plan view with a third dimension. It
is used by interior designers. architects and landscape
gardeners

axonometric d. an upright sidc of a building. as shown in a drawing done
by an architect

plan ¢. a drawing of a building, room, or a machinc as it would be
seen from above. showing the shape measurements position

of the walls etc.

Ill. Blank Filling

Part A Fill in the blanks with the information words that you can find in Text A

1.

We usually perceive the building in such a way: in the first unusual case. we are

immediately in a position to 1 the work of the builders:in the second, we
haveto 2 what was intended:and in the third case. we have to 3 the

4 stages of building to 5 correctly what we sec. and not attribute to
the intention of a single 6 what win the product of scveral building
campaigns.

In certain cases- an urban dwelling or rural architecture, for example—thesc cffects
are very simple and result above all from 1 between a 2 and its

3 . In other cases— the most interesting—these effects are extremely complex
and can be attributed to one or more 4 individuals who have deliberately

5 them. Between these two extremes —architecture without 6 and
the architecture of great 7 — there arc numerous degrees. but it would be
pointless to 3 them. It is more worthwhile to 9 the various mcans of
expression available to architccture: only in this way can we enrich our 10 of

the buildings we encounter.

Part B Fill in the blanks with proper function words

Very often we can no longer sce today what the builders would have wished: projects



arc abandoned 1 modificd before completion. parts that were complete are

dcemolished. others. added later. are Z a different character. Time. it is true.

alters all works of art. but its effect 3 architecture 1s more noticcable because

the construction of a major building takes a long timc. and because buildings—always

intended for usc— must be adapted 4 the changing needs of men. We should
not. thercfore. look at a butlding completed 5 one stretch and still more or less
intact. such as Salisbury Cathedral. in the same way 6 we regard an incomplete

chateau. such as Brissac. or a building that has been continuously altered. such as

Versailles.
IV. Put the following long sentences into Chinese

1. 1t is therefore necessary. before anything else. to learn to rcad a plan and to
familiarize oneself in a general way with the various means of graphic expression used
in architecture (cross scction, ¢levation. axonomcetric plan).

2. The particular forms of religious buildings, houscs and palaces, are always a reflection
of the demands of religious cult. of everyday life. or of the exercise of power in any
given socicty.

3. Less independent than other artists. the architect exercises his powers of invention
within a framework strictly defined by the society to which he belongs and the
individuals to whom bc owed cach commission.

4. In other cases—the most interesting—these cffects arc extremely complex and can be
attributed to onc or morce creative individuals who have deliberately contrived them.

9. All these observations lcad to the same conclusion: a work of architecture is too
complex to be understood at first glance: onc has simultancously to be awarc of all its
clements. to imagine its successive states (including those that were never

completed) . and to know what it signified to those who built it.
V. Put the following sentences into English

L AEDL T A1 LTI BUE I 55005 22 RO 600 89
KRR TR CEE R R 2F) g i v

2. B RERAT USSR Y i o 3 B N 28 AR TE B BT sk b
.

3. HAT-B G mas it am e B SR g5 30 3 A i e A R Y BT U A s
SR X ) R

A, R LIS T HEVFSAFHN LR, BT A AT SR 0 T3, 4R
LA R I = NN T =i B T U I T 5" N N L S IR 6 R 1 B R S R 2 VAR A
.

5. M TR RN A SRS A AR B0 ST . A B T AR S A T SR AT S A
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