SE =2y
R R M




B R HM
TN RIE
B 5 ALK

B

10

wE&M EXE EX
k8% ¥ % WER &
KX B %

¥ 61 5 5k & ki



R

i S S R

(B HHEF 035 S

EBREEFAEMEN (KEIACURERBUFERER) &
BT LREEH . AMOERABS. RRLN. WHHRILE. &
WIS, EWERSHEE. ERBIREEN. RES KRi. %
AERER. TGRS W . TR R AR I
3, BRERAKIER. BHEX. BALK. ABETHIXERS
3 ST S LKA EEEH . FENAXTRERARB¥EEL
KA

BEERE A
BHA LT WHKIF
BRFEHIRTT AR
B
BE®E THKE B ]
®EH K # BER W
KXME )
B A T sk AR R LRI E T )
FERIEBERKERGTIRST
Jb B T SCE AR BT EN R LR
FrA, 787X1092 ZEX 1/16 Epdk: 133 F¥: 334 TF
1997 4E 6 B —B 1997 4 6 B85 — WK EHIRI
¥ 1—5, 000 A EHr: 11.40 7T

ISBN7-112-03027-7
TU « 2317 (8143)

[RIE WMEPLR

AR RAE, 7 FFLRHR
(B4 B 100037)




A% O
oK
HH*H
H # =

=

RS

L (@EAEVEE REERS

Bk
B E R

(UHKEX N )

IRE
A th

B8
AR

I 4% 9

(AR ERI AP

EAR
W
WM
KA
1] il U
e 4 AR

E¥3%
#9%
P
GPe
%55

B F AR i
kWA WK
REH EED
KHTH BT
wEL FER

a1



2]

T

S JLHERERE. IMEBERTFE AN, ITREB/MNERFN FEEH, NKE:
CHEARBHRASMEX TR, @ HELZRRENSAEE LA XHRHEER.” XEE
RENMNBRATEFAHH S EXNEURTE, HWRELHIRMG T IABRIMER T
KRB EE. FX L, BPRPOMEEBEEERS “RR” OBEEES, mxdEs
HEREARA “— 8" ER. mEXNMER.

KFEARBH — R WIMNEBENERNER. REBERE, ITHBREREEY
]I 2400 A CRER. “FHEMRE 10 M RIED . 1 L #EM B E &4/ 1600 1
B, AR B AR A B IR R 4000 A, {UER 4000 1447, SEEFEE L

RCFHE? AR, WY, %48 4000 B, BIEE— A SCRHE SCHR, AR 1A B K

HorkEd, BMPFHEHFEANMER. EXEAHMIE. BN EREERIN, £7
B SKHLUT, ARE AR AL, B i B3, et al LUES T OB R AR NRI A4 )
ok, B4 BARARRIE 6 WA RBRIKE 3K TR AR, BFEiL¥EMm—%
iR

MR, EEMNE D RiE? BB —sesiEr i RREN, B8 -1
W HEHECOR . ARV BEHRBERERAREILEDN. i AEfE e EE B
M BRI, B, R0 %R 1000 BIRGIERE . 7E% My B B D, & b3 p il 5
KEBIE, ¥R 1000 4~ 5AL BIA XOBRIET, 0] DZES XD A hEiRss
b AHBCEREY H

FENTERTH. BRBRERBIMNEHERARSRALGE 7 £ (LABRRE

IR AT 312 BRI =, . IREHM S LR
¥

MBI R ERE S FEMMERBUTRBRR . B, RIESNHER, BESHTH
B SBME (1000 1@E50 . CRESSREENEN. M. EEIETBATHEFHA
MRALF HIEBA MR WEIRNLRAEZE, AREBELHLFREE T4
FIEHIDA R AR BITEEE - MR TR ANER, RS T —E (ERRELEE

(EHRLUHE) RREERHBMAMN (KEEEE LIS RBEEEATR) &
s

ST LI . REREARGRAFEENE IR S URIORE. F S0
KB BFFSBARRY: FHRITR WY SEARID: BKHASHERE: BiE.
SHERT BREBSM S 2t B0% XSRS M-S LIS ERIEEA, %
KGR B T RANR KEE. EEAEE LY VRSN BER. G2

PRTME SBEME G B, EEMEX SR AN EERNS. S
WARBER, Tk BT RE EE R, BT HOR A Y &S A SRR KR



CARFIGE CERNATRT B 4000 MEEDLENS . BN A B 1000~
200 MEEAR W LT ERNITC. XM EIWESTHEEIISG. REXRE. BENSEE
SE AR IE DARIAE CREEFETUNIEMBRHFAREARETR TR ENHFEER: “E8d
15 G A R T K% i SE3E 45 R SORR - (3 £ T T3E 25 48 o B S A AR i R R A BE T
HREABEIE N TR E AR AMEA.”

CERFREZE G 16 Mt BDF LIRS (TEXT) . M BIE L (Read-
g Material A&B) . AN 770 £ 2000 AN, I 48 NEIE, S E AR, MY
FRERB=HL£H. EHEREROMIEESD, E+HFMES0H,. BEBYER. IRs
WIRBUBTESS XL L2, F¥EER 2 A O L%E THE NSRRI
i L. AT LIRENSET. BEEYAEF - BN W EIERHE R, S HE
HEWRKF T, SRR EIFRIERE S, THRBZ%.

FEMACERTERYE. W TFAERB SV EREEIWBRTUKERT
BEARAR, HE—EEAW H¥HM.

BEBAFHF S ARALNTEERBEFH ST XESM RS AR TLLTX
FRXFF FPEBATLHEEELREEEIRS 25MHNEREFRIAFHES I
BOWEERXY ATRIVESHY: ERELEP, S2RFIBHEXLEINFEER. &
B HREER. FXWHFEHRE T LRI EHBOH.

(BRAREWKIE) RRIBME X DLW BIEEM N —KER, B THREEKTRE
BER, HHFARZAENER, BF KiEEMITEEE.

(RAXEM HIED
WEERS



Contents

UNIT ONE

Text Insights into Archtecture (Part Omne)

Reading Material A &. B Insights into Architecture (Part Two)
UNIT TWO

Text Taste

Reading Material A The Eye Is Not Innocent  «ccesveerecccinanieni

Reading Material B The Sphere and the Rose
UNIT THREE
Text The Program
Reading Material A Primary Considerations about Qur House
Reading Material B Brief Description of Plans
UNIT FOUR

Text Design in Process

Reading Material A Proportion Is a Matter of Judgment «seeerecseriiienian.

Reading Material B Sensibility, Perception and Endurance
UNIT FIVE

Text Structural Concepts

Reading Material A Anthropomorphism and Architecture

Reading Material B Structural Stability

esesscrrrerres

UNIT SIX
Text Structural BehaViOr D P
Reading Material A Firc Control «eseccseeececiciiannnn,

Reading Material B Environmental Factors =estressrrssorennseeanns
UNIT SEVEN

Text Lighting Design sestecseeesseresieanomennmnnnennenn.

Rceading Material A Technical Knowledge for Lighting Design

Rcading Material B Architectural nghtmg Sosessasraseeessstcrsaste it ecacronssennsessneesses

UNIT EIGHT

Text Sound Behaviour

Reading Material A Diamond Is for Everybody rseesesecressrocann
Reading Material B Metal Roofing Basics +ssettessstenssssnisaninns

UNIT NINE

- 14
- 21
- 23

+ 33

+ 36
- 42
+ 43

cernaniees 45

+ 52
+ 54
+ 57
+ 683

- 64

¢ 67

Text The Nature of Materials Paseraecentatts et rts tentcanannsecnnacenasaras

Reading Material A The Use of Construction Materials in Architectural Design

76

sese 78

- 84
+ 86



Reading Material B Architectural Decoration or Works of Art? -eeeecccevesnencniis 96
UNIT TEN
Text The “Simple” Approach in Interior Design e ewesessrsersrrossiriiisimnisniie 99
Reading Material A The Line and Form Elements in Interior L.andscape Design «+++-+
DR R S N S T T N N LR LT TRy ey 106
Reading Material B The Texture and Colour Elements in Interior Landscape Design
UNIT ELEVEN
Text The Principle of Harmony in Interior Design s+ esserseeeerainiiianieacnniainns 110
Reading Material A The Principle of Proportion in Interior Design «««sseesraseses 116
Reading Material B The Principle of Balance in Interior Design = ++++seseresecrecscnns 118
UNIT TWELVE
Text Landscape Design (1) eoreseerteriuiiciimiimanmiiiie i sssseeennns 120
Reading Material A Landscape Design (§ ) «csersereresrersrenmerniosenismisenneesennns 126
Reading Material B Psychological Need: a Factor Causing the Green Revolution
L D T T T TN terscttacsiiiinsesiseniaes ]28
UNIT THIRTEEN
Text The Planning Process cseecestosrtteciotattiieniiotatiectniatsitiicanscrsstarinsssnsenes 130
Reading Material A Planning Tools (1) ——Models s=+eserrerrvsnamerreninenesiens 135
Reading Material B Planning Tools (1) ——-Alternative selection  «sssesseseeasen 137
UNIT FOURTEEN
Text The Crucial Elements of Metropolitan Form «ssesesesceertviniiiiiiiininccees 140
Reading Material A Planning Standards—-—Density Contro (1) t-esecssermierenes 147
Reading Material B Planning Standards — --Density Control (I ) s«:ereseesssvecnes 149
UNIT FIFTEEN
Text Urban Transportation Planning L T )
Reading Material A Reduce the Need to Travel through Planning ++++seeeesessescee 159
Reading Material B Minimisation of the Need for Infrastructure ss++esesessecsseseaes 161
UNIT SIXTEEN
Text Site Plarming LR T L )
Reading Material A  Site Analysis (1) LR LI TT P E R TP R TP P PP PEP PRSP PPPTPPPPE -3
Reading Material B Site Analysis (1)  teeerereemmmnisisicineiiiiniiecssens 170
,Z\ppendix 1 Vocabulary R T T TP /&<
Appendix I Translation for Reference —ssssteseererieniimiiiiniiiiiniiimininm s 18]

A\ppendix bitd Key to Exercises Terestesrersesscineanersrcatiates it asitettotatticrisiintetesinisnses 203



UNIT ONE

Text Insights into Architecture (Part One)
1. Forces
] In his study of place. Genius Leci, Towards a Phenomenology of Architecture,

Christian Norberg Schulz explains the basic act of architecture as being “to understand the
vocation of the place. ” He describes the need “to concretise the genius loci**by means of
buildings which gather the properties of the place and bring them close to man. ” Through-
out the book Norberg Schulz draws out those features of topography and landscape which
give a special character to places and shows how architecture can respond by creating a
meaningful environment.

[2} In his discussion Norberg Schulz constantly refers to man-made and natural forces
as—— when he describes the siting of Prague as comprising—— “all the main natural
forces, undulating plain, rocky hills and water”, explaining how the architecture in the city
manages to embody this.

[3]  Inthe study, Norberg Schulz first identifies the characteristics of the region, show-
ing how the city became a nodal point where a road from Ucrania and Poland which crossed
the Vitava into Germany met the road frem Austria in the south to Saxony and Prussia. ©
He describes how Prague is situated on an extended hill which rises at the curve of the riv-

er, the hill and the river being “opposed but complementary forces” . @
I . Nature

[4] In an essay discussing the relationship between art and nature, art and the
world. John Berger argues that “Nature is energy and struggle. It is what exists without
any promise---as an arena, a setting, it has to be hought of as one which lends itself as
much to evil as to good. Its energy is fearsomely indifferent” . He goes on to argue that we
sense beauty because it is such a contrast to our struggle against nature.

I's] It is within this bleak natural context that beauty is encountered, and the encounter
is by its nature sudden and unpredictable. The gale blows itself out e« Under the fallen
boulder of an avalanche a flower grows ---beauty is always an exception, always despite
of. This is why it moves us.

(6] Berger asserts that the kind of aesthefic emotion we feel before a man-made object
derives from the emotion we feel before nature.

(71 All the languages of art have been developed as an attempt to transform the instan-

1



1zneous into the permanent. Art supposes that beauty is not an exception——is not despite
! but is the basis for an order.
Art is an organized response 1o what nature allows us to glimpse occasionally. Art sets

out 10 transform the potential recognition an increasing one.
Im. Art

In his discussion Berger refates his argument to a white wooden bird , hung by peas-
. in their kitchens in certain regions of Czechoslovakia, Russia and the Baltic coun-
tries. These birds somehow manage to act as “mediators” between man and nature.

9 As Berger explains . their figurative form. that of a dove, makes a direct reference
t> the world of nature. Being located indoors (where birds are not usually found) renders
the cbject symbolic. Then there is respect for the way the material, wood, has been fash-
ioned. There is also unity and economy in the object, a richness resulting from its de-
=zt Finally there is wonder as to how the object is made. This sense of mystery, the fine
crattsmanship, provoke an aesthetic emotion. Thus does man “transform” nature into a
work of art.

Lot In a discussion of the cave paintings in Spain and southern France, Dr Jacob
Eronowskt suggests that these works by early man “act as a kind of telescope tube of the
magination; they direct the mind from what has been seen to what can be inferred or con-
jectured. ”

[ 11]  He explains how art and science are both human actions derving from the ability to
visualise the future, playing a vital part in cultural evolution, which he describes as “a con-

stant growing and widening of the human imagination” .
IV. Art as Symbol

L The link between art and man’s emotions has been pursued by Susanne *+ K «
Linger, who has given her own definition of art; “Art is the creation of forms symbolic of
human feeling” . She explains the importance of the term “creation” because it is the cre-
arive act that produces the work of art. Merely to produce something is not enough; to
er=2t a house is a mechanical act which is not the same as creating a work of architecture.
[ 137 Discussing the content of forms Langer argues that what matters is their import so
that they become “logically expressive or significant forms. They are symbols for the artic-
alazion of feeling and convey the elusive and yet familiar pattern of sentience. ” The sym-
bolie «lement is of the greatest importance because Langer asserts that art is always a sym-
5ol "In an articulate symbol, the symbolic import permeates the whole structure, because
every articulation of that structure is an articulation of the idea it conveys. ”

!

Y Langer insists that in order to create significant form with an appropriate symbolic



content an intellectual dimension is necessary. “Works of art are made of sensuous ele-
ments, but not all sensuous elements will do. ” They must be capable of assemblage in the
right kind of combinations;as symbols, works of art must communicate directly and imrme-
diately. “An articulate form must be clearly given and understood before it can convey any
import,” and “the congruence of the symbolic form and the form of some vital experience
must be directly perceived by the force of the Q_e_s}il_t_@ alone. Hence the paramount impor-

tance of abstracting the form banning all irrelevancies that might obscure its logic, and es-

pecially divesting it of its usual meanings sc it may be open to new ones. ”®

New Words and Expressions

genius loci ['dzimjoss'lousai ] n. SFM, (E#) MK, 8
phenomenology [fi,nomi'nolad3i] n. BR¥

vocation [vou'keifon ] n.  KHE, {#y
concretise ['konkritaiz | v.  B&fl

undulating ['andjuleitin] a.  WEHHERHK
¢mbody * [im'bodi] v FIBR, &H
nodal * ['naudal] a. i, &8
complementary ['komplimantari] a.  FFEH. HEHH
arena [a'rina] n.  FHEY, BEHGET
unpredictable ['anpri'diktabl] a- LEWTEH

bleak [blik] a.  FelRay

boulder ['baulds] n. BA, BH
avalanche ['evala:nf] n. BB, B%

assert [a'so:t ] ve  ETH, By
instantaneous [inston'teinjos | a. BPZIRy. BREH
mediator ['mi:dieita] n. fREE

dove [dav] n. T

figurative ['figjurativ] a. WK, EEN
symbolic [sim'bolik ] . RIEW, FEH
craftsmanship ['kra:ftsmanfip] n. (LEM) 7
conjecture [kon'dzekt[o] v.  HEW, 5B
logically ['lodzikeli] ad. HERi
articulation [a:tikju'leifon] n.  HHKMERH

elusive [i'lju:siv] a.  [N#EK, TAEHEY
sentience [ 'senfons ] n. BBEH, HE
articulate [a'tikjulit ] a BTH, RFEMH
permeate ['pa:mieit] v BA, wiB
mntellectual [inti'lektjual’ a. BN, BEH



n. HiBR4ST

sensuous [ 'sensjuas | @ BREH, HEEEX
assemblage [a'semblid3 ] n. A (s BEd
congruence [ 'kongruans | no EE, —H
paramount ['paeromaunt | « BEH, BEY
ban [baen] oo BEE, EREE
irrelevancey [i'relivonsi] ne  ANEY, FHETF
cbscure [ab'skjua] vt SRR, [EXEFRR
w  BREEM. RWEEM. RHAEH

divest [dai'vest ] ve. R3F, B

Notes

D4 “where a road::-to Saxony and Prussia” 58 M A}, X “a nodal point” {BR &
W HEENEREES AR “met”,

2)++«the hill and the river being “opposed but complementary forces” A ia ik ST g5 4,
YERIE, HH “how Prague is situated” f%: 5.

BGestalt ZIAIBIK, BIKKEKLR,
REHAE OEE (Gestalt psychology), AXHHBETE AN R BB, 2K, Tk
HEH A BRFBSERNES.

DZEBE JIESNAE, RE 1418415 (the paramount importance of abstracting the
form), JGHE W RIS (banning-- Fl divesting=-) EEiE; %AH 24 F Hence

comes the paramount importance:-,

Exercises
Reading Comprehension

I . Global Tasks
1. Each of the following sentences is a statement that sums up the major idea for one or
two paragraphs. Skim the text and identify the paragraph (s) for each idea by filling
in the bracket with the corresponding paragraph number (s) .
1) Architecture should embody the properties of the place so as to create a meaningful
environment. (G
2) Prague fits in with its place nicely. «
3) Nature is neither good nor bad and only beauty is what makes nature different.

(G

4) Art is man’s systematic effort to find beauty. « )



5) A work of art arouses an aesthetic emotion in man with its sense of mystery, fine

craftsmanship and a symbolic meaning.

6) Art is always a symbol.

¢
(G

2. The text is divided into four parts ( [ . 1, ¥ and N) in which three authors express

their ideas about art and architecture. Complete the following table by identifying the

authors and their ideas expressed. Part I ir. the table has already been done for you.

I . Detailed Tasks

Directions: Choose the ONE answer to each of the following multiple-choice ques-

tions.

1. When Norberg Schulz mentions “the vocation of the place”, he is probably referring

to .

Part | Authors Ideas Expressed

Major Details

The basic act of architecture is to
I C » Norberg Schulz
understand _

An example . the siting of

I John Berger Beauty is always

The encounter of _is sudden

and unpredictable.

Man can transform nature into a

X A white
work of ar:. T
1) symbols for human feelings
N Art is symbolic. 2) the symbolic import of art

3) the need to the form

A. the call of the god of the place
B. a special character of the place
C. a meaningful environment

D. the buildings of the place

2. By man-made and natural forces Norberg Schulz means the siting of Prague, the un-

dulating plain, rocky hills and water. So we should understand the word “force” in the

sense of .

A. situation and environment
B. association and connection
C. relationship and influence

D. characteristics and properties

3. In paragraph 5, John Berger says that beauty is always “despite of. ” This means

A. beauty always occurs unexpectedly

B. beauty can be recognized without meeting with difficulties

C. beauty can be found where no flower grows

D. beauty moves us because of the bleak environment



All the following statements. though in different words, express the same meaning of
“our struggle against nature” except
A. art supposes that beauty is not an exception

B. art sets out to increase our appreciation of beauty

C. art tries to make a systematic effor: to discover beauty in nature

[). art is based on the promise of nature

According to John Berger (paragraphs 8— 9). the aesthetic emotion we feel before a
man-made object is related to all the following elements except e

A.a symbolic form B. the particula: material

C. a sense of mystery D. the fine c1aftsmanship

- Single out the topic statement for paragraph 14 from among the following choices.

A. An intellectual dimension is needed in creating a work of art.
B. It is of vital importance to abstract the form.
C. A work of art should communicate directly and immediately.

D. The Gestalt force enables us to look at a work of art as a whole.

Yocabulary

i
oy

i

Match the words in Column A with their corresponding definitions or descriptions in

Column B.
A B
1. concretise 1. the quality and <kill as shown in something made
2. a nodal point b. to make something into material form
3. articulate c. able to express clearly and meaningfully
4. topography d. a point at which lines (such as roads) meet or cross
5. craftsmanship e. the detailed description of natural and man-made features

of a place
Complete the following sentences with the words given below, changing their forms

where necessary.

] visualize undulating complementary sensuous provoke ]

Analysis of information is a meaningful prerequisite (BB &) for design and may

____the designer’s creativity.

The siting of Prague comprises all the main natural forces plain, rocky hills
and water.
- Study models are invaluable aids in helping the architect __and maximize three-

dimensional potentials during the design process.

- Baroque (B% 5i) was an emofional, _ ____ architecture, a reaction against the

strict aesthetic rules imposed by the Renaissance.

Working with architects expands my perspective because their sensibility tends to be



_ to that of the landscape architects.

Translation RN %R (Selection of Meanings)

BAKESD, AL XHBRBEE. MR, &E-E8 LT, ZERLHEL

AR . Pit, e, EEMEEE REER. £ -2 ETXP, HHERE

FarRpiads (B, shiae--- Y BEHLVAEE L REEEENTAIBEEDIER~ET
IR L E%E.
#4 1. This phase involves laying out material in order to inventory all problems.

# 2.

il 3.

FESCPN B URIRBTA # R LUE 51 B A (0] B AG 78 2
(7% %) . inventory {E4f)iA] ]
Passing by the entirely south elevation. one may view the house from below the wa-
terfall.
REGIBEVEG, AMITUARG T HIREXES T KA.
[elevation M ab RN BITH “HRE" R “wE”]
Beauty is always an exception, always “despite of” .
EpRM, SR “HEV.
(despite of JH A, (HitsbERER]
Directions : Translate the following sentences into Chinese, paying special attention to

the correct selection of meanings of the underlined words or phrases.

. When one first approaches Falling Water, the impression is that of a series of pale

yellow-colored horizontal planes hovering above ground at varying heights within a

forest.

2. Four square garden courts front the mausoleum at one end of Taj Mahal () .

3. In his discussion of form,Le Corbusier is at pains to point out that the geometric laws

of any particular form should be the basis for subsequent action.

- Forms assume a greater authority when their construction remains simple.

- Chinese architecture focused on man, on the square of man and the circle of na-

ture. While the circle represented heaven,the square expressed man’s territory,his in-

tellect, his order, his house or his city.

- Subjects whose age is under ten seem most sensitive to an optical complexity situated

somewhere between simplicity to maximal complexity.



Reading Material A &. B

Insights into Architecture (Part Two)
I . Architecture and Culture

A culture is made up.factually ,of the activities of human being;it is a system of inter-
ocking and intersecting actions, a continuous functional pattern. As such it is, of course,
ntangible and invisible. It has physical ingredients——— artefacts; also physical symp-
soms - -~ the ethnic effects that are stamped on the human face, known as its
“expression”, and the influence of social conditions on the development, posture and move-
ment of the human body. But all such items are fragments that “mean” the total pattern of
tfe only to those who are aquainted with it and may be reminded of it. They are ingredients
n a culture, not its image.

The architect creates its image ; a physically present human environment that express-
s the characteristic rhvthmic functional patterns which constitute a culture. Such patterns
are the alternation of sleep and waking, venture and safety, emotion and calm, austerity
and abandon; the tempo. and the smoothness or abruptness of life; the simple forms of
¢nildhood and the complexities of full moral stature, the sacramental and the capricious
moods that mark a social order,and that are repeated, though with characteristic selection,

by every personal life springing from that order. ¢
I . Tension and Harmony

The emotions we experience throughout our “life of feeling” are translated by the
artist to harness the energy of the life situation. As such, the dynamic aspects of life, its
drama and excitement combine with those other experiences of peace, sadness, suffering or
exhilaration to become part of the artist’s expressive palette. @

The fact that life does indeed consist largely of Langer’s “tensions and resolutions”
tneans that this is central to existence. The pattern of life has much to do with striving to
sttain goals or accomplish tasks resulting in a feeling of satisfaction and fulfilment. The de-
sire and conditions which are created in order to reach such goals produce a certain ten-
sion. Once achieved there is a feeling of contentment.

These energies receive artistic expression in the major themes of tension and harmo-
ov. If tension and harmony are major forces in life and art they are supported by secondary
forces also everpresent in each, the rhythms of night and day, the rhythmic flow of blood
i< 1t is pumped around the body. the rhythm of the seasons. ®Such rhythms are also inter-

3



preted by the artist or composer in ways appropriate to whatever medium is employed.
If the overall statement of the Greek temple is one of harmony and unity. this is

achieved primarily in the balance in the bi-laterally symmetrical plan (Fig. 1-1) .

« gl

i

pediment
-
entablature

edumn

PLAN

Fig.1-1 The Thesiom Athems 149-444 B.C.

This unity has within it the opposing tension between the vertical column and horizon-
tal entablature. ®The composition relies on a powerful rhythmic component with the major
columnar rhythm supported by the secondary rhythms of triglyphs, and metopes.

The inclined planes of the roof conclude at each end with the pediments,whose oblique
planes and triangular formation suggest another kind of energy. As Maurice de Sausmarez
has explained, “diagonals introduce powerful directional impulses,a dynamism which is the
outcome of unresolved tendencies towards vertical and horizontal which are held in bal-
anced suspension. " Although somewhat muted in the shallow angle of the temple pedi-
ment . this form is as necessary to terminate the COmMPOSItion ai its upper extremity as is the

9



