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Abstract

Through a series of image operations revealing
relationship between painting and architecture,
this book aims to demonstrate space combination
existed in the two, in order to reconstruct interaction,
establish new value for modern art, and at the
meantime, provide new horizon and inspirations
for architecture design. This book is for archi-
tecture, design, and art researchers, also serves for
architecture and art lovers.
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Not until 19th century, religious stories had long been the principle object of painting. Speaking
of relationship, painting is regarded as architecture decorations - painted or hung on interior
or exterior walls of buildings, to visually assist architecture showcasing some view or religious
implications. Although the famous painter Courbet vowed to never paint angels on building
ceilings in latter phase of classical painting, his style was merely changed from religious to
practical themes, such as farmers. Painting per-se, is still some kind of drawing or depiction
of certain subjects. Cubism was born in 20th Century, especially since Kandinsky discovered
the pure color-form combination is principle of beauty in a painting, instead of the concrete
form and meaning. Therefore, geometry painting and concrete subject painting began to share
equal value in the art field. For the exact same reason, architecture, which is closely related
to geometry, should be able to connect with painting at this point. Thus, we started to relate
painting to architecture once again. Through a series of research experiments expecting to
recover combination between Painting and Architecture, and regain painting’'s own value. And
to be precise, it's the value of which modern painting itself can rebuild relevance with modern
architecture. | think, the value of relevance will not only lie in the concrete and decoration level of
classical painting and architecture, but more to expect, in the spatial and corporal level.
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Painting and architecture both use dots, lines, and planes as expression approaches

ZHE: M GHRBRNETREE> L@ =EEamE
Left: Spatial composition diagram extracted from Oval Composition with Light Colors
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As for painting, relations among dots, lines, and planes, may be operated oniy as a pattern formation. Yet in the realm
of architecture, dots, lines, and planes are a series of signs constituting space. When architects face the pattern
design seemingly made up of dots, lines, and planes, they actually read a series of contents with space and function
meanings, and also building indication. For example, "dots” may refers to pillars, “lines” refers to walls, and "planes”
refers to roof... Therefore, when architects face the "patterns” made up of dots, lines, and planes, they instantly extend
three-dimensional understanding. To be exact, dots, lines, and planes in a plan are space world and figure enabling
depth to architects, while the two-dimensional plan is merely a transition to three-dimensional world cognition.

From architects’ point of view, the “form” in the painting has a presence in multiple meanings. At the meantime, the
plan is not like the traditional painting featured with perspective depth either (derived from perspective rules since
Renaissance). Yet, these plain plans can actually be regarded as three-dimensional patterns with spatial and physical
significance. Following similar thinking approach, it's not hard to find that painting’s frame is in fact the crop of “world”.
What's defined by the frame, is a window opening towards another “world”. As for painting, quadrangular frame also
defines the worlds’ realm and territory of “objective object” (classical painting), “non-objective object”, and “subjective
object” (modern painting). This “framed view” in painting is just like buildings framing views in nature to define
“architecture site”. Along this understanding, we then selected 35 modern painting samples in the 20th Century. Based
on the viewpoint that painting “framing view" corresponds with architecture defining site, we intend to seek correlation
between painting and architecture at space level.

EE: «ERERNEFHER LENTEXRE
Left: Oval Composition with Light Colors’ spatial diagram
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Thoughts on correlation between painting and architecture
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The world presented by painting is an ideological space in painter's head. When architects do the graphic
design, they also go through the similar space devision process based on ideological space. Whether starting
off with plan or facade, painting and architecture are basically using relation between the lines to indicate space
combination. Actually painting and architecture have achieved unity in nature.
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Correlation between painting and architecture spaces
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The reason why we mention the topic of “Painting and
Architecture”, is because they’re closely linked in essence.
Before architects learn architecture design, they usually
conduct painting exercises such as sketches and so on,
very much the same as painting learning process. Having
acquired traditional painting sketches skills, architecture
students are required to do horizontal and vertical lines
drawing practice, which is for spatial expression. From this

time on, architecture seems to depart from painting.

Traditional painting is more likely to simply describe and
render objective objects including “views” and concrete
objects, while architects’ exercise is drawing dots, lines,
and planes. Although both are painting, they're significantly
different. As in architecture design, the sketches by
architects are actually line drawings, one line, two lines,
and so on... Nevertheless, these lines have different
meanings than in traditional paintings. For example,
sketches in traditional paintings themed “objective
objects”, are to present a series of “concrete forms”; yet
every line drawn by architects contains space meanings
corresponding to the sense of space in architects’ minds.
For another example, relationship between the lines by
architects may echo with spaces between a few walls.

A horizontal line and two vertical lines in a plan can be
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seen as space partitions, and also can present the space

formed by roof, floors and ground in facade or section.

Thus, drawing by architects and painting by traditional
landscape painters are fundamentally different. And this
difference also exist between classical architecture and
modern architecture. Although classical architecture
provides plentiful space meeting functional requirements,

its rich decorative characters are more critical.

Entering into 20th Century, along with new Physics
discoveries, Relativity theory and so-called time-space
theories, especially invention and popularisation of
photography, the significance of freezing the specific
moment by painting is completely lost. Cameras can
instantly shoot and record some scenario, so people begin

to question what painting should present in the new era.

During this period, Cubism was born. It's closely related
to architecture’s new concept development, meanwhile
playing an important role in modern painting advancement.
Its artistic practice aims to explore the possibility of adding

time element into painting.

Early Cubism was derived from Paul Cézanne’s art

3
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concept. Paul Cézanne didn't give concrete depiction of
the landscape, instead, he thought the world is made up
of geometrical forms, such as the tree is cone or triangle,
and the whole world can be presented by a number of
geometrical blocks. On the basis of Paul Cézanne's
achievement, Cubism did geometrical transition on the
objective objects. However, in that era, there were still
some deviations in some painters’ understanding of
concrete-to-abstract transition. Some sought after mineral
form for the abstract object after conversion. In Georges
Braque's Painting Still Life with Metronome, its shows a
combination of ore-like state, which went with the trend of
many artists in the early 20th Century depicting objects

such as ores, vegetation, and withered trunks.

There is another rule in Cubism works - “synchronic" is
emphasised. Painters didn’t only observe the object from
one fixed angle, but also presented the different angles in
one painting. Picasso’s face drawings are well known for
using Gestalt psychology, playing a visual and perceptive

game with faces from various perspectives.

There are three stages of Cubism development. First
stage is early Cubism, relatively concrete and agitated. In

other words, audience can still tell the figure or object’s
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form from the painting. Second stage is mid-Cubism, more
regular compared with last stage, but still some slashes;
the shape of figure or object is not that recognisable. As
for the third stage, post-Cubism is actually Purism claimed
by Ozenfant and Le Corbusier. The image becomes very

geometric, object’s proportionAis depicted by calculation.

Speaking of numbers, it seems all Cubism paintings
are not pure enough, even the third stage post-Cubism.
Because no matter from which level, those Cubism
paintings were still able to show the "image" and

transformed "image".

The purist painting is undoubtedly by Russian painter
Kasimier Severinovich Malevich. His suprematism works
turn all “images” into pure geometric blocks like cube,
sphere, etc.. He even announces “non-object” painting

» oW

is namely the start of “non-objective object”, “subjective
object” (modern painting) by erasing the figures in
“‘ikon” painting. Although he ideologically extends Paul
Cézanne's ideas, the declaration of painting “non-objective
object” makes a breakthrough of “object transformation”

territory that even Paul Cézanne couldn't achieve.

Dutch De Stijl artists Mondrian and Doesburg can be
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