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UNIT ONE

Text What a Building Is

(1! A building does not express its mean:ng in the same way as a picture or a sculpture,
because it is by nature much more complex. It demands a prior effort of analysis. In the
first place, we never sce a building in its totality: 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. “It is impossi-
ble simply to indulge the pleasure of the eve: one 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
simultaneously about exterior and interior, the whole and the part. 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. @It is therefore neces-
sary, before anything else,to learn to read a plan and to familiarize oneself in a general way
with the various means of graphic expression used in architecture (cross section, elevation,
axonometric plan) .

[2] The transformations to which buildings are subject constitute a second difficulty. ®
Very often we can no longer see today what the builders would have wished: projects are
abandoned or modified before completion, 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
effect on architecture is more noticeable because the construction of a major building takes
a long time, and because buildings—always intended for use-must be adapted to the chang-
ing needs of men. We should not, therefore, look at a building completed at one stretch and
still more or less intact, such as Salisbury Cathedral, in the same way as we regard an in-
complete chateau, such as Brissac, or a building that has been continuously altered, such
as Versailles. In the first unusual case, we are immediately in a position to appreciate 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 « single architect what was the product of sev-
eral building campaigns. #

_3)  Finally, it should never be forgotten that even the most magnificent buildings were
never intended simply as works of art,and that they are incomprehensible if one is unaware
of their purpose. whether utilitarian or symbolic. The particular forms of religious build-
ings , houses and palaces ., are always a reflection of the demands of religious cult, of every-
day life, or of the exercise of power in any given society. 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 he uwes each commis-
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<ion. 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 s but also confer on architecture an important social significance ; buildings are
. unique embodiment, the most durable, the most manifest--of the needs and dreams of
men.

1]  We take an interest in a building to the degree to which we see in it “effects” of vol-
e, space, rhvthm and colour that please us. In certain cases—an urban dwelling or rural
architecture, for example-—-these effects are verv simple and result above all from harmony
between a building and its environment. In other cases—the most interesting —these effects
are extremely complex and can be attributed to one or more creative individuals who have
deliberately contrived them. Between these two extremes-architecture withcut architects
and the architecture of great masters—there are numerous degrees, but it would be point-
less to distinguish them. It is more worthwhile to identify the various means of expression
available to architecture: only in this way can we enrich our perception of the buildings we
encounter.

5]  This perception should not be equated with aesthetic appreciation, but it is a neces-
sary precondition. Without it. spontaneous judgments which appear to be expressions of
personal opinion do no more than repeat preconceived ideas —on the “bareness” of the Ro-
manesque, the “excesses” of the Baroque, the “frigidity” of classical churches+:-. Thus we
could not recommend to the reader too strongly to forget such prejudices and to look with
i fresh eye and open mind in order to appreciate the objectives peculiar to each style.

(6| All these observations lead to the same conclusion: a work of architecture is too
complex to be understood at first glance: one has simultaneously to be aware of all its ele-
ments, to imagine its successive states (including those that were never completed), and
to know what it signified to those who built it. This initial analysis must precede aesthetic
appreciation. It enables one to form a clear picture of the building and to differentiate be-
tween what is due to constraints (structural necessity, existing buildings, stylistic conven-
tions , demands of the client), and what is the product of purely artistic creation, the play

of forms. @

New Words and Expressions

sculpture ['skalpt[a] n.  HEZR|, B

totality [tou'taeliti] no  BIK, Bk

indulge [in'dald3] v. WE. V¥

plan [plaen] n.  FHEHA

composite " [ 'kompaozit ] a.  HFHK, BEN

graphic ['graefik ] a. B U8 B, ABRERN

¢levation [eli'veifan ]
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axonometric | aksana'metrik |

RAEEi's 4: 0!

demolish [di'molif] ve RS, HER
intact © [in"taekt ] a.  SERM. KEZEDHH
Salisbury Cathedral KRB E F 8
chateau [fa:tou ] n. Lik! Mg
Palais de Versailles HWREE
incomprehensible [in,komprithensabl ] 2. RAHER . AEHSR
utilitarian [,ju:tilitearion | - DR 3 s KRR
symbolic [sim'bolik ] . BIEF XK
cult {kalt] . fEM. E£FE
constraint” [ ken'streint | 1. PR, ZH
confer [kon'fa:} By
manifest ['meenifest ] a HWE. HAag
contrive [kan'traiv ] AW, it
aesthetic [1:s'fetik | a-  EEH, FEM
differentiate * [difo'ren/ieit | o KR X9
stylistic [stai'listik | a- RAEH, ERE
perception [pa'sepfon ] e HRR (H)
precondition ['prikan'difon] ».  BIHRE. e
preconceive ['pritkan'siiv ] AR . HWiscEsR
Romanesque [ ,rouma'nesk e FOHAE@ENR
Baroque [ba'rauk ] r. BERAHENR
frigidity [fri'dzditi ] ne RIRIER, Bk
to hand Fil
cross section &) 1 P
axonometric plan ZaRER
1t one stretch R, H5EH
confer sth. on sb RGFEANEY)
Notes

DA 4] that M aJH 05 4] Bl relate sth.  (what-— BA)) to sth.  (what— pA4i])

2) a1 15 it $5R 1 0 R the plan, 32 6] 284 4589 4 give sth. in abstract form, g
TEEsth. o kKEE.

3ibe subject to sth. B 3FF«- .o B,

Lattribute to the invention--several building campaigns g4 5% % atiribute A to B, “¥%
AT B . HEREERM A What was the product of several building campaigns. i F
KEKmER.
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) A 4] 25 ¥4 Tt enables one to from++and to differentiate between A (what— M %)) and B
(what - MA]). hjEH the play of forms % purely artistic creation i [&){\1E .

Exercises

Reading Compre hension

. - Say whether the following statements true (T) or false (F) according to the text.
l. To understand a building in its totality, one must learn to read a plan and other vari-
ous means of graphic expression used in architecture. . ¢
2. Though time alters all works of art. the graphic expressions can be transformed to
buildings without much difficulty. ¢ )
3. Buildings are special works of art, and ore can not understand them without the real-
ization of their purpose. (G
4. Some buildings are results of the demands of the clients while some are products of
purely artistic creation. )

. In order to appreciate the objectives peculiar to each style,one should forget the preju-

[

dices but keep in mind the ideas concerned with each style. ¢ )

- Read the text carefully and then complete each of the following statements with your
own words.

l- and ____ give in abstract form a composite image of the building.

Q]

- To appreciate such a building as Versailles, one should not  the product of sev-
eral building compaigns to a sing architect.
3. The architect’s powers of creation are confined within defined by the society
and his client.
4. Architecture is of an important social significance in that it is a ___ of the needs
and dreams of men.

5. or _ bears the pleasing  that result from the harmony between a

building and its environment.
6. We should not look at a building completed in the way as we regard an incom-
plete chateau or a building that has been continuously altered.

7. Buildings are if one is unaware of their purpose.
Vocabulary

J . Match the words in Column A with their corresponding definitions in Column B.
Column A Column B
1. cross section a.of an system of literature or art which uses a sign,shape or ob-

ject to represent a person, idea, value, etc.



2. elevation b.a graphic expression formed by a plane cutting through an ob-
ject. usually at right angles 10 an axis.

3. symbolic c-a flat uprigh: side of & building

1. Romanesque G.an artstic style current in about 1350 1700, marked by mas
sive forms and elalorate decoration.

3. Baroque e. the stvle of builcing with round arches and thick pillars. com-
mon in Western Evrope in about 11th century.

6. sculpture f. the art (or the work by this art) of shaping solid figures out of
stone. wood. clav, metal, cte.

I. Fill in the blanks with words or expressions given below . changing the form where
I‘I('C(‘sziry.

confer

[ aesthetic  indulge composite \
1
|

l contrive constraini  manifest preconceive

1. A building which has undergone successive alterations could. have been by
more than one architect.

2. The initial analysis can not take the place of appreciation but it is a necessary
precondition.

3. If one intends to understand a building in i1s totality, it is impossible simpiy to
the pleasure of the eye.

1. An architect is different from other artists in that he has to perform his creative work

under various .

5. The author of the passage has  three difficulties in the understanding of an ar-
chitecture.

6. A building may be a __ result of various social and environmental considerations

as well as of the efforts of many people.
- A building should be a __ expression of human needs; otherwise it would be sim-

ply a play of forms.

8. It is not only aesthetic value but also practical purpose that is L onto architec-
ture.
Writing Selecting the Key Words

Key words are informative words that can give the information about what a piece of
writing is mainly talking about. They are often nouns and verbs, etc.

For example .

Read the following text and find out the kev words

With the rapid industrialization of the States. air pollution is posing a prob-
iem. Fertilizer and steel plants. cement industr es . thermal power plants and paper mills are

~mong the units which cause an air pollution



Automobiles also cause air pollution as they emit smoke which contains such pollutant
as hvdro carbon nitrous oxide and carbon. monoxide.

The Air Act was passed in Congress 1982 and came into effect in 1983.

Key words :

Air pollution. Pollutant. Air Act

Directions: Read the text of this Uit and find out five to six key words.

Reading Material A

Facades

No architectural volume, except for a pyramid, has completely smooth and “blind™
surfaces. Facades are always animated by openings, by recessed or projecting features, or
by contrasts of colour. The elements which are thus brought together can be of many
tvpes ., but it is possible to divide them into three groups- -relating to the wali, to the struc-

ture. and to decoration.
Solids and voids

The number, shape and distribution of openings to a large degree determines the char-
acter of a facade. Italian Palazzi appear massive because their windows are relatively small.
whereas houses in northern Europe are more open, and appear lighter. ® At the Hotel
Matignon, for example, the architect has incorporated a great number of windows whose
tall, narrow proportions contrast happily with the horizontality of the mass of the build-
ing; by slightly modifying their spacing he has varied the rhythm and given greater
“weight” to the lateral pavilions that terminate the facade. ®

The solid areas themselves appear more or less weighty depending on the physical sur-
face of the wall: smooth, shiny or colored surfaces lighten a building whereas rusticated
surfaces (roughened and marked by sunk joints) give an effect of solidity. ®Rustication is
often used on the ground floor to form a base, or in the form of quoins, to emphasize the
corners. Modern architects are also aware of the effects that can be obtained through mate-
rials alone—or, rather, through their appearance ; rough concrete and faceted claddings em-
phasize the strength of a wall, while glass walls give buildings an insubstantial character—

an effect well known to Gothic architects.
Lines of force

Most facades are articulated by some kind of membering. standing out either in relief



cr in color, to provide accents and set up rhythms. Members are generally horizontal or
vertical; they can even be free--standing and independent when the wall becomes simply «
row of supporis (in a colonnade, for instance ) . The facades of cathedrals clearly show the
importance of membering ; Reims Cathedral appears taller,more slender and more rhythmic
than Notre—-Dame, Paris. because its vertical members are thinner, more numerous and
et closer together .and because they rise uninzerrupted to the top of the towers. ®Architec
ture in antiquity and the Renaissance had no sense of this dynamic linearity : classical build-
ings emphasize the horizontal mouldings dividing the storeys and the topmost cornice—a
sharply projecting feature that clearly defines the uppes limit of the volume. ®The two tra-
ditions . Gothic and classical, came into conflict when Italian forms penetrated northwards
in the 16th century: such hybrid features as windows cut through the main entablature and
extending into the roof created a new, animated effect.

By adjusting the horizontal and vertical members (especially secondary ones, since the
primary members are always more or less bound by the storeys). by moving them closer
together or further apart, by giving them different emphasis, interesting and varied
rhythms can be obtained. Architects from the Renaissance onwards have systematically ex-
plored these possibilities. using the classical system of pilasters, columns and entablatures
in all manner of combinations. developing numerous kinds of bay unit and interpenetrating
the Orders. @

Members can also be accentuated or atienuated in relief. Gothic architects used pro-
gressively finer and more ductile mouldings which seemed endowed with a life of their own
on the surface of the wall. while Renaissanee and later architects employed heavier. fuller
members whlich were integral with the wall and were able to express its internal strength
and tensions. Somerset House in London or the example of the Louvre indicate the varying

cffects that can be produced by slight alterations of relief or rhythm. @
Ornament

Ornament can be natural or geometric, coloured or in relief. consisting in mouldings
ir developed across a flat surface., contfined within a trame or freely disposed. Formed of
amall - -scale and disparate elements, ornament sets up a subtle play of light and shade, or
»f colour, very different from the bolder architectural effects. When it reproduces animal .,
vegetable, or human forms, it also brings a lireral animation into the abstract world of ar-
hitecture. ®It plays very different roles, in different times and places: it can proliferate,
obscure the structure or underline it. In all cases it creates its own effects which reinforce .,

»laborate or oppose the strictly architectural effects.

~



Notes

DPalazzi [BKF] KRS,

2Hotel Matignon SRMEMWHFIE: pavilion ». fRE. HlM, SREBCHEHBRRAIMACE
TRENES, HBE XEWHASBRAYEEN/KPREER 7 FIEX . Eid
M BB R b T S, (0 T IE ST T B A% DU e SR E SRR

DFUFHFRBRBHBEERRTHREREALAE. E. ZARAO HREFERNBHL
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DReims Cathedral 2 Hi £ #(3%; Notre—Dame, Paris B8 X /. KEEMIFETEHER
RAMEFNEENE., M ESELVERRXERER, E8K, EATER, BRE
MEEWGES, BEEL, REEEE. MHELH TFXEmEF -gmE, HikEW.

Smoulding n. CEHE) £4k: cornice n. MLl

Bentablature n. (KR H)) HE; bay n. [ajE. ZBH]; order n. &#RX (A &H Mg Ordine)

DSomerset House ‘KB ERF K JE Louvre SR E.

Bliteral a. LHFR) (5 L abstract FHX])

Reading Material B

Internal Space

Volumes and facades determine the external appearance of a building. It remains to
discover what is enclosed behind those walls, that “reverse space” which is unique to archi-
tecture: “in giving definitive form to this spatial void architecture is in truth creating its
own world” (Henri Focillon) . *No, photograph, unfortunately, can reproduce the impres-
sion made by a space that completely envelops the spectator and which he discovers gradu-
ally as he moves around and explores a building.

Anyone who has entered a great Gothic church has experienced the dynamic quality of
its space—the predominance of vertical members, the virtual disappearance of walls, the
lightness of the vaults, the rapid succession of bays; all these direct our gaze both upwards
and towards the apse without any intervening obstruction. ®This taste for dynamic space
recurred in another form in the domed churches of the Renaissance and the Baroque (in
contrast with the internal space of the Pantheon in Rome, which is strictly static) . At
St. Peter’s in Rome the immense space becomes ever more vast as one moves up the nave,
and the broadening out at the crossing (achieved by the use of cut-away piers) and the
prodigious volume of the dome (made to seem still larger by the handling of light) are
gradually revealed. “ Far from weighing down on its supports, the dome appears suspend-
edy held up by an irresistible force. The sense of movement is not the product of uninter-

&



rupted lines, but of the skillful coordination of increasingly large spaces.

The forms of St. Peter’s are perfectly clear. with the result that the spaces. however
vast, are always exactly defined. In Germar. Baroque churches, on the other hand, space
appears elusive and subject to continuous movement : the walls lose all solidity, articulation
disappears, lines undulate, and an all —pervasive light sets stucco and paintings aglow: we
are transported into an insubstantial, animated. vibrant world. with undefined limits. ©

Thus each major style has its own spatial qualities that can stimulate sensations be-
vond those of everyday experience. In the West, the most important examples are in reli
gicus architecture because it commandeered the largest spaces . but spatial effects were also
created in secular architecture-—by successions of rooms of different shapes and by the e-
laboration of staircases. What an extraordinary sequence of this kind is afforded by the
Paris Opera! After passing through two relatively low entrance foyers . the visitor suddenly
finds himself in the immense space of the staircase,open to further space on three sides. As
he climbs the steps and follows the staircase round, he is made aware of all that is around
him, and he perceives more and more clearly rhe secondary spaces that extend the principal
space beyond the screen of columns: before he has even entered the auditorium, he is al-

ready in the magic world of theater.
External space

Streets and squares are open —air spaces enclosed by architecture in much the samc
way as internal spaces. In some cases—once rare, now common-——an architect uses the ele
ments of a city to credte an urban compositior : he calculates his effects, places the elements
in relation to-one another and, if he is capable of it, contrives surprises—in compositions
of this type the danger is always monotony and overstatement. In older cities, on the other
hand., the layout is generally the product of many years of history. Made up of small —scale
clements and disposed in a very haphazard fashion, the streets and squares give rise to a
constant succession of spatial experiences —quite independent of the interest of the build-
ings that border them. Rather than impose an artificial regularity on such spaces, architects
have often drawn inspiration from them; they have kept the site and existing buildings in
mind when building anew. In this way the most interesting urban compositions have been

built up gradually over the centuries—for example, the Piazza and Piazzetta of Venice, per

)

()]
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fectly disposed around the campanile.
Notes
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