E35E

W/AS)
iX




A SE-ENGN
/'Q*\\\\ CQS“’\

Y EROL:

\ e S~
~— ® ,'/
N VTK\IQ.é

# e

Bk Y 1 He
Btk e WA A PR A R X # 5 & a2



EHEm%EE (C | P ) i

B AZIMERY. T K. SATE. RUFA T S0 DUSERt iR /
AL 2 — U BEVE AR SEA I RRAE,2017.5

4 [ B AL AR AR A

ISBN 678-7-5368-3287-9

[. D% 1. O - M. OEFIE - L mEE A - &5FEK% -
Hobt -0, # V. DTU204.11 \

b [ AR [ 548 CTP R A% 7201 7) 550128595

2EREERBRERBESRFR
EiEk® BHEKF BEFAY XEKRE IIAZ BRHEIXZ
LEREERBENERBBERES
*F & BET
H F OEEE BXE E K ¥ @
BE IREZ B £ Ke9
MBHL  BREEF
RIERE 5RF
RERX BB B
HE&IT F0K

2EBEERBMNERKE - BRBITRS

FHXE BEE—ENMNKEN R

g & SRR
o A ZEBE

AT BREr BTt UL AR A
BEVE AR X #F % 0k 42
% W OHERE

o b FEEHACKRE1475

e 4 710003

Bl R PR EERA PR

i A 889mm x 1194mm  1/12

£ gk 17

¥ B 450TF

KR K 20174ESHEIRR 2017457 H 58 1K ENR
Bl %% 1-2000

4 2 ISBN 978-7-5368-3287-9

E M 145.000T

KATHIE  029-87262491 fEH . 029-87265112

R A - B RA B HIE AR - EE 5T



HERR A

T B S E AL o WrRMF (Geffrey Scott) (K (AL X&) —15. X EMb{EE A
B TAEIRAT 88, T 1914 . FRAG (P IE 19994 (I FER . MBIRR B TERR, 28105 T B4R 1 X
FRARIZ B 0ot tH ST 3 S R R 7 (1) 7 T 3 S B AR SC 28 D A1) A 5 AL G ) S KR S
BRI, fludtesn] C 1oL iE IR A SO s, BIAR KA 2 R AR 8. B MR &G Ty
X Haizg), sRrNE T CHRNES) , BEORZEEHFI TS, AR i KR PoE K &
RNTERE. BT ARE, TURSFREAEREFIE. BAT]HIN, K20 ERMER,
EIXAN 21 b, @A IO, A i

XAEE AR S, ALFRIRAS B AR L Bkl &5 MR 2 Ko ] DL R SC 258 0 4
R R E AR B T ROk, R T ARSI . BRI RE. A KL Mk B
RS R R O T RN, (HIX e SR T S MR IR S T4 KIS . A R AR & i
fEFIEEARE /DS, BBRECE, MAHEZXOBEEAR, MEBUE, 80U Mt LA it
3o WG BATI AR .

Aok 56 LEIRAR 3 SCRR S008I 1 D Rk sl o s ok i . K LIk — H AN H @ 3 A iE . T
bk #eahAEE, A CATRREERIT MW AISE R, IRECREAIE, FOEM TR £
L M HEMEREELSE AW,

AR E SCRESAA SRR ZE R — 1, HHEBEMIcHPE. BORYE, 2 VERDhRerE T HE,
I3F R AR CRERERAC T SO B Py — 1 0l A e 2 AR Ao o g o 380 B 1) 5 1
ST 2 AR XA, AR AT SO —— X A4S 2 5 B A AT T — i ? A3
SERTMIE, ARMPEOE “BACTEL” ! HEPEGRSN BT <R
(P15 R n] Re A RIRITT 46, XA FR VRS & . (BTSN D HEHRTR, frhiZ s
FRREAEME . B TIESCT LW B SCAR . TR D> i o ok, A 1RIEA
AW —B0 ORFFIESE. DAL AR B B o B XA

20165 THBRST



Foreword to the Second Edition

My latest reading found The Humanism of Architecture, written by British writer Geffrey Scott. It
was published in 1914 for the first time, following his trip and working in Italy. The edition I read was
published in 1999, after a tremendous change of urbanization in the world accompanied by modernism
ideology in Architecture. Based on the studies of documents and observations of Italian Architecture of
Renaissance, he criticize a few Architectural fallacies prevailing in the late 19th century. He found the
great buildings were not outcomes of religious, science, material, construction, social movements, or
big clients, such as Pops, no matter how influential of these factors. The determinate factor of the great
buildings is humanism esthetic. What esthetic is, remains for debating of different interests. Nevertheless,
esthetic paves the ground shared with art—Architecture is never alone or has to be pragmatic.

The buildings of Italian Renaissance, including large amount of conventional buildings, urban structure
and open spaces, are largely preserved as human heritage together with the paintings and sculptures of
the time. The original purposes and functions of the buildings have changed many times. The clients,
occupants, residents faded in the history. However, these buildings and urban spaces continue serve
the needs of current society. Lingering around the streets, palaces and churches building built in this
period, the tourists from all over the world are attracted by the beauty of Architecture, without much
understanding of the technology, materials and construction belong to that society which is long forgotten.

Apparently, the esthetic can last longer than any function or construction technology. the dogma of
Modernism in Architecture. I have been engaging in research and design of technical flexibility, Open
Building, passive low energy buildings and sustainable development. I tend to believe the truly sustainable
buildings are the beautiful buildings bonding within art.

The esthetic component of the Modern Movement in Architecture is hidden in the shadow of
pragmatism, technocratic, social ideology and Functionalism. The publication of Architectonics of
Modernism 13 years ago. was a critic to the ill minded Architecture critics prevailing at the time.
However [ was still hesitated to ask if the book was really useful, whenever a young established architect
told me he read the book when he was a student. China has changed a lot in last 13 years. However
the transition from quantity orientated design in Architecture to quality orientate design may have just
started. Therefore this second edition of the book may still have its significance. Confined by the personal
capability and the day, there might be some hidden bias in this book to be corrected by the audience.
However, this edition is largely the same as the first edition, except a new layout, correction obvious typo,
and the adjustment of a few illustrations in student exercises. I hope the massage of the book can still be
detected in a distance of time.

Jia Beisi
Spring 2016 at the University of Hong Kong
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Introduction

It is not to be despised if, after gazing at a spot on the wall, at the coals in the grate, at the clouds,
or at a flowing stream ... If the painter looks at them carefully, he will discover some admirable
inventions of which his intelligence may take full advantage to compose battles of animals and men,
of landscapes or monsters, of devils and other fantasic thing that bring him honor and fortune.

Leonardo da Vinci, 1452—1519

The camera is a tool for idlers, who use a machine to do their seeing for them.To draw oneself,
to trace the lines handle the volumes, organize the surface...all this means first to look, and then
to observe and finally perhaps to discover...and it is then that inspiration may come. Inventing,
creating, one's whole being is drawn into action, and it's the action which counts.Others stood
indifferent—but you saw!

Le Corbusier:My Work, 1960

When 1 was invited by Prof.Eric K-C Lye to come to the University of Hong Kong in early 1996 to
teach, [ told him that I want teach Architectonics. As the Chair Professor and Head of the Department of
Architecture,he considered my proposal for a while.Then he agreed and granted me a completely free
hand in its arrangement and content.This course later aroused tremendous interest from students and many
friends both inside and outside the Department. Eric then retired from the Head position a year later,
followed by his subsequent retirement from his parallel Chair position three years after. It was no surprise
that this course was cancelled in his absence.

I had a wonderful time with my students. After the experience 1 felt I had something to say, so I
decided to write a book about it. It took longer than I expected. However it has been always in my plan
that Eric could enjoy a preview and write a preface if possible.But my timing was perversely unlucky. Just
after | finished the book and started to write this introduction, he passed away. So 1 feel this book is best
dedicated to him. I believe my students, whose works are illustrated here,feel the same way. Of course
this can not release me from the deep sorrow—and gratitude—1I feel towards him,which will probably
accompany with me for the rest of my life.

In my teaching work.the relation between discursive procedures—language—based activities—and
nonverbal creative thinking gradually evolved and finally become central to this book. Research was
done both within the domain of theory as well as in reference to educational practice. These two research



undertakings established the basic framework of an experiment completed in collaboration with the
students in my Architectonics studio. Those unfamiliar to architectural training will be surprised to learn
that architectural practice and architectural education are two very different things. Yet this dichotomy has
existed for more than 200 years. A belief behind all my work here is that the former—professional practice
and it accepted norms and expectations—belong to the past, and the latter-architectural education, in its
deepest(and misunderstood) aspects—belongs to the future.

Architectural pedagogue and instructors have become shy or afraid of concerned about being
perceived or labeled as“academics™who allegedly lose touch with the day-to-day realties of professional
architectural practice. At the same time, it is also true to say that many schools are merely lazy: they are
content to stand still, recycle their thoughts and repeat the same actions that have produced competent
professionals in the past. This situation should be changed. Academia provides a situation that potentially
allows the discipline of architecture to be pursued with a thoroughness that is impossible to achieve
in conventional professional practice.The schools bear the heaviest responsibility to advance pure
architectural thought.

True architecture cannot be separated from art; or more aptly, from hyped dimensional art. Of course,
mere functional buildings can be totally artless. And such buildings are all too common! The relationship
of art to architecture is important, but not simply because it might give a building its “shape”. Art injects
into an otherwise lifeless building a creative soul. To the sensitive observer, this aesthetic quality is felt
at least as much as it is seen, and sometimes most strongly felt. This quality is highly elusive. Identifying
or locating “artistic”elements in pure architectural terms is impossible, unless we could artificially
separate these from the physical building, yet somehow preserve the original coherent whole which we
call Architecture. The problem here is similar to that of tearing off the skin of a musical drum in hope of
finding from where the sound comes, only to be disappointed finding that “nothing™ is inside the drum—
and worse, now the even drum itself has been destroyed! In this mysterious sense, just as the drum sound
belongs neither to the drum skin nor to the drum cavity, art in architecture belongs to neither “building”
nor “fine art”. I call this elusive aesthetic effect architectonics, although the term has different meanings




in different contexts.

This book consists of three parts: Theory. Exercise and Composition Principles.They are interrelated.
Theory lays a foundation for the course and exercises.Part of it was delivered to students in my lecture
series.Theory is also divided into two sessions:art training in history of architectural education,and art
thinking in current architectural movement.This work reveals,with evidence,that many educational issues
have been studied and/or implemented a long time ago.It also points out that new challenges imposed
by our own 215! century—to which architectural history fails to give appropriate answers—has been
neglected in current architectural education.The future lies in the darkness waiting for creative minds
to explore and discover.Documented exercises,issue in this book.The practice section includes topic
coverage, requirement, method and student work illustrations. The educational content of the book can’t
be understand without these illustrations.Organization of these exercises aims to help students progress
into increasingly complex and deep modes of thought and work.Although the same composition principles
are frequently used through out the world of design and art,here they are represented in architectonic
ways.

I remain grateful to all the students who participated in the course,especially those who contributed
illustrations to the book. In working through the book,I received generous support from several
remarkable research assistants in the Department of Architecture.To Amy Oi Wah Sit,Man Ching Ho and
Paul Chan.I owe a special debt of gratitude.My thanks also go to Jessica Junyan He.Francis Frick.and
Yunyan Jia who converted my scrawl into a polished manuscript.I wish to thank to Joanne Weigiong
Wang for her selfless support.She offered far more patience and forbearance than I deserved during my
overtime work in the office.

Jia Beisi
Department of Architecture
The University of HongKong
164, October, 2003



B R % 3 R 2
= YR A 2518
%3— X5a
G- Bk a
HA= S

~3 = =

1.2 E B AYEE I LR

A VAE 3¢
A-1 91— 12
A-2  Auif 13
1.2 A E AR 14 A3 RIS e
A—4 EH foE S 15
A-5 HEA 16
A—6 N 17
A-T H## 18
A-8 M 20
A-9 % f2 0 21
A-10 %tk 22
1.4 M &3 24
A-11 G—ttth 31
A-12 1y 33

B. AN TS
B-1 = 33
1.6 %K - PRI
B-2 % 37
B-3 H 39
%W ARk mERRE 40
GAR FARFAYERK S A 42
G ZFREBEEWIET 44
1.7 /A% RERGH 46 B-4 Sk B i
B-5 WMHEMK 49
B-6 72N 50
B-7 % 51
1.8 HFw iz msik B-8 % PR € % [A] 52
B-9 5 = | 33
B-10  JLfTH 36
B-11 HAHLF 57
1.9 Ak - BROME T AR 58 B-12 itk 28
B-13  #MZE [ EM 61

1.10 FU My 64

C. 7 X A
C-1 A 65



o

1.12 45 - BE

2HMENRSER

2.1 JLE AR ZE

2.2 sERIFuEA 100

F 5 6 16 W A0 o B T 37

%L AKTHE
$IAN  H. REatufl
BN MERR R

%3+ HEmdR: BARS
%3 +— REMER. I EE

%3 t+= FRAEA
43+= MHAER
43+m fERAT A

76
78
79
81
82

110
112
116

-7

|
— | o oo

C-11
=12
C=13
C-14

(5]
|
—
(N

721212 TITE T T TITIT B
—t =t = (O (00 [~ O (N[B[0 [ —
N =

D-13
D-14
D-15
D-16
D-17
D-18
D-19
D-20
D-21
D-22

44 b 7

st

B 1A
HE 22 W A%
A

A ] gr A
8 A ]
SR = At H’

g

S EN
it R R

&7

xR EA RIS
WA
1%

i %

i Fa

RS
17 FBUH 3 Ik
£ L
EN

67

69
71

79
[ 3

84

88

L)l
94
98

102
106
107
108

118

122
126
128
129
130
131
132
134
135
137
138
139
140
141
142
143
144
146
148
149
150
151



U 53 i =

D-23 & ih 152

D-24 #z 154

D-25 B 155

D-26 4+8 156

D-27 4L 157
3 3 L WA 158
& Xk 164
xR 174
ik 178

HA+TEHE MAWFI 184
HATN BEWRE 186
G+t EHEBE 190



Contents

Theories

1.Art Taught in Architectural School

I3

1.6

1.8

1.10

A Confusion of Beaux Art

Time for Modernism

Modern Artistic Ideology

The Bauhaus
Johannes Itten

Josef Albers

Walter Gropius

Texas School of Architecture

Colin Rowe and His Artists

The Theory of Transparency

11

—
hn

[USYN S
tn

p—

(OS]
~

47

N
(98]

Exercises

Architectonics:

Exercises 1.
Exercises 2.

Exercises 3.

COURSE INTRODUCTION 1
BLACK-AND-WHITE 1
COLOR FUNDAMENTALS -
REGULARITY AND
DIVERSITY: A PAPER-CUT
IRAPHIC 7
SPACE AND VOLUME:

Exercises 4.

Exercises 5.

Exercises 6.

ADDITION AND SUBTRACTION 4()
DIVIDING SPACE WITH

STICKS AND PANELS 42
‘A MONDRIAN BOX 44

Principles

A.  Aesthetic Principles of Form
A-1  Unity
A-2  Harmony
A-3  Simplicity
A-4  Dominance and Emphasis
A-5 Closure
A6 Identity
A-7 Balance
A-8 Association
A-9 Familiarity
A-10 Contrast

A-11 United Contrast
A-12 Variation

B. Basic Properties of Form
B-1 Point

B-2 Line
B-3 Plane

B-4 Solid Volume: Form

B-5 Properties of Form
B-6  Shape

B-7 Space

B-8 Form Defining Space

B-9 Form and Space
B-10 Geometric Forms
B-11 Organic Forms
B-12 Texture

B-13 Properties of Architectural Space

C. Composition Principles of Form

[ N N
W — o o - o

Ll NI

Y2 |t

To R Ve
= lio o)

46

49
50

L | n
(S

A | A
[~ NS i S SN

h | thn

(=)
—



Principles
C-1  Similarity 66
C-2 Proximity 68
1.11 Bernhard Hoesli 69
C-3  Repetition 70
C-4  Compositions with Repetition 72
C-5 Centralization 74
Exercises 7. SPACE WITHIN
: HORIZONTAL FIELDS 76
Exercises 8. SHAPE, DIMENSION AND
. PROPORTION 78
Exercises 9. MATERIAL AND TEXTURE 79
Exercises 10. RYHTHM AND MOTION: A
o wakway 8l
Exercises 11. INTERPRETATION AND
TRANSFORMATION: A SCULPTURE 82
1.12  Peter Jenny 85 C-6 Linear 85
C-7 Radiation 89
mation
2.1  Geometry and Beyond Geometry 91 C-8 Cluster Organizations 91
C-9  Structural Grid 95
C-10 Gradation 98
2.2 Transformation and Deformation 101
C-11 Concentration 103
C-12 Rotation 106
C-13 Reflection 107
C-14 Continuation 108
Exercises 12. FINDING AND DISCOVERY 110 -
Exercises 13. LOOKING AND SHAPING 112
Exercises 14. PRODUCTS AIiDiTiOOLS 116
2.3 Form as a Metaphor 119 C-15 Symmetry 119
D. Design as Transformation 120
D-1  Transformation 122
2.4  Metaphors of the Universe and
Global Market 127 D-2  Surface Articulation 127
D-3  Internal Change 128
D-4  Linking 129
D-5 Formal Collisions 130
D-6 Superi]nposilion 131
D-7  Space within a Space 132
D-8  Overlapping 134
2.5  Materials, Formation and
_Information 135
D-9 Interlocking 136
D-10 Addition 137
D-11 Subtraction 138
D-12 Extension 139
D-13 Compression 140
D-14 Projection 141
D-15 Pcrsﬁecti\c 142

2.6 Advanced Technology and the
Indeterminate Program 143 D-16 Progression 143



2.7 Concluding Remarks: Creativity

English Descriptions of Illustrations in
the Main Text

References
[1lustration and Photo Sources
Notes

149

158

164
174
178

Exercises 15.

Exercises 16.

Exercises 17.

LEARNING FROM MASTERS 184
PROCESS AND OPERATION 186

STRUCTURE AND FORM

190

Principles

D-17 Anomaly 145
D-18 Splitting 146
D-19 Cutting and Removing Parts of Shape 148
D-20 Dislocation 149
D-21 Injection 150
D-22 Curving or Bending 151
D-23 Curling 152
D-24 Twisting 154
D-25 Weaving 155
D-26 Creasing 156
D-27 Transfiguration 157



=R R 15 9

Architectonics: COURSE INTRODUCTION

S HEM R E SRR, Wik, BAR. K/, . @
Mo R BB GRS E G R F AL R RN 2
MR =R A . = HER B 25 15 76 248 22 (] BE T rh M R AS TR 5 4
o

B HREFIOTE,  EAEAE TG AR (A4 R B s F s A 6
Wk, W RIET . XA R, I R B A HE LA
DU o —NET S, 30l Dhak. HRA—BME RS E.
i B AR KRR E b T, @R EREN ARG E,
SRR LR TE . XA =Y S ZR R IR E R BLE 1] T
WA, B H R A ROTE R S AR SR S A B AR
F R R S J5 T

ERIRER), WA T AR 7). 474k, BKAEfTa]
RIMIARTE . R E R BOAMDRR R RUR, RS, AR, A A4,
BREz . B S AR OUAAM R SE . BATER A T, AR

o

=

FATE — RSN GR SRIT R ANE f 2E AE = HE T AR AN g . 3847
SRR A ] SEREE . RSP RIRBE . ATl 2 A 0 g it
REfR AR RB R BAIX T THRIEZRR S, POVER B MR
WRILHFE A

HAMTom A TAR R RE, FORT M AP I TR, 8 S Lk PP A
BT W A TR OE Y TAR AR . SRR, il I 8URA H AR
TogF. A B FORGE, A 7T LT ha S0 = 4E 4 ORRE R f A«

#3— B5H

Architectonics is defined as the basic study of the composition of,
and the relationship between, various properties of forms, shape, size,
texture, color, mass, volume, light and shadow in three dimensions. An
architectural form is a three-dimensional entity. Architectonics deal
with the fundamentals of spatial design.

When we say that a form is well designed, it also means that
principles of composition in form and space have been creatively
applied and clearly expressed. For a beginner in architecture,
however, these principles are difficult to discern because other aspects
of architecture such as history, culture, function and technology come
into play, adding complexity to the building form. Furthermore,
since compromises often have to be made and requirements are often
revised—especially in professional practice—design principles
become ever more obscure. In this Architectonics course, we will
concentrate on the basic principles and skills of form composition in
purely aesthetic and abstract ways.

For this course, we will use scissors, cutters, hammers, glues and
found objects as tools for the various exercises. We will also use
wood rods, wood veneers, corrugated paper, metals, glass, all kinds of
fabrics as a few of several possible materials. We “make” things in this
course—not simply draw them.

We are encouraged to expose and develop our sensitivity to
architectural form through a series of design exercises. We are
encouraged to see forms and space, light and shadow, dimension
and scale. We are encouraged to understand space and materials by
touching and feeling. Equally important is the appreciation of the
qualities of handwork and handcraft, which embody a free and poetic
expressiveness.

We are encouraged to work quickly; in fact more quickly than
we can think. By suspending judgement and saving evaluation for
later, we can more easily maintain a creative flow. Trying something
new—having fun—is the most important attitude in this extended
study. When we place fewer critical demands upon ourselves, we
begin to enjoy the process of Architectonics.

Exercise 1. BIACK-AND-WHITE

HE:

KANBEERES, LEAA K. RE G EE ot ik ik o & & T
THAR, RNBEEEZYEI G, A+ A2, FRAZAZAWRE
B, A%t A R ARMBER SRR EAMES, N%R
UEES SRR SEe-2 0N

Objective:

The sun gives the world light. With light we see things. We see
things differently with different degrees of brightness and contrasts
of light. We can distinguish white from black, black from white, and
many intermediate tones between white and black. This first exercise
trains our eye to distinguish different tones and our hands to produce
them.



