
1

GSAPP 
PORTFOLIO

2023-2024

Jinyue Han
M.S. Advanced Architecture Design



2 3

01 Digital.lab
 Adv Arch Design Studio

02 Town Hall
 Adv Arch Design Studio V

03 Captioned City
 Adv Arch Design Studio VI

04 Focusing Mode
 METATOOL

05 Web Design
 Coding For Spacial Practices

06 DualGrav
 Virtual Architecture

07 Spacial AI
 Spacial AI

08 Building the New Nature
 Arguments

09 Transscalarities Case Studies
 Transscalarities

10 See Through Space And Time
 The History Of Arch Theory

04

14

24

46

56

62

68

84

88

92

Contents



4 5

Adv Arch Design Studio
Summer 2023

Type : Digital Architecture Design
Instructor : Michiel Helbig/Corneel Cannaerts

Role : Group Work
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In the rapidly evolving landscape of today’s world, the significance of the digital realm has reached unprecedented heights, per-
meating various industries and transforming the way we perceive and interact with our surroundings. The realm of architecture, once 
bound by traditional practices, has now become a canvas for cutting-edge technologies, pushing the boundaries of creativity and 
innovation. Embracing this transformative trend, our group embarks on a visionary project that presents a groundbreaking architec-
ture office with three captivating zones: Cloud, Click, and Craft. Each zone embodies a distinct facet of the architectural world, weav-
ing together the wonders of digital technology, the craftsmanship of human ingenuity, and the power of collaborative storytelling 
through media.

Our project embodies the convergence of the Cloud, where digital technology reshapes the landscape of architecture, the Craft, 
where inspiration and craftsmanship thrive, and the Click, where the architects’ narratives come alive in the captivating realm of me-
dia. This extraordinary fusion is not just a testament to the industry’s remarkable evolution, but a reflection of our unwavering com-
mitment to excellence, creativity, and collaboration in an ever-evolving architectural landscape. Our studio tower stands tall, radiating 
innovation, inspiration, and a celebration of the human spirit’s ingenuity, beckoning architects and enthusiasts alike to embark on a 
captivating journey into the boundless world of architectural dreams.
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This project creates the studio tower for an architecture firm that purely pursues the digital 
perspective of architecture, especially architecture that only exists as images, models and sys-
tems. The application of digital tools and techniques varies widely, from expensive NFTs to sur-
realistic architecture arts, to holographic projection for visualization, to construction games like 
minecraft. These projects explore the boundaries between reality and virtuality, challenging or 
becoming part of the conventional stereotypes associated with architecture. At the heart of this 
digital world are algorithms, which reshape our way of thinking and offer innovative options for 
the future development of architecture. Not everything has to be confined to reality or entirely 
fictional. Embracing these technological advancements allows architects to envision novel solu-
tions and create spaces that were previously unimaginable.
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These back spaces of rooms are showing spaces are designed and 
calculated by algorithm, run by data, powered by servers, as  the role 
of traditional designers being replaced. They're scenes and back stage 
behind the images that they produced. These drawings reveal many 
perspectives that involves speculation by hedging digital architecture 
using new technologies such as. They're attempting to picture the 
vision of the extreme situation if the society and industry pursue and 
see AI and technologies as solution of space designs.

All  images used in this 
drawing, except the model, 

were generated by AI.
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Adv Arch Design Studio V
Fall 2023

Type : Recording Museum Design
Instructor : Marina Teresa Otero Verzier/Farah Alkhoury

Role : Group Work

02 Town Hall
For Recording Intangible Heritage
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Our clinic’s collective goal is to inspect Tuvalu’s government announcement 
of its plans to create a digital twin of its submerging nation by digitizing its 
tangible material. Tuvalu’s ambition to upload themselves to the metaverse 
follows the preservation of its memories and sovereignty. Our project 
explores this complex terrain by considering how to preserve Tuvalu’s 
heritage beyond what’s tangible, which is its intangible cultural heritage. 
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The project  goal  is  to  respond to Tuvalu’s  government 
announcement of its plans to create a digital twin of its 
submerging nation by digitizing its tangible material. We propose a 
digital archive as a collective practice and form of governance over 
a community's memory. The Town Hall for recording intangible 
heritage is concerned not only with the tangible translation of data, 
but also the gathering of the people and the sense of community 
and belonging which cannot be fully captured through recording 

devices. It is an embodied and communal archive.
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Adv Arch Design Studio VI
Spring 2024

Type : Disabled Artist Community Design
Instructor : Irina Verona/Jennifer Carpenter

Role : Group Work

03 Captioned City
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Case Study
Christine Sun Kim-Closed Captions

As a deaf individual, Christine found it 
challenging to comprehend captions in 
movies, especially when they included 
descriptions of music. In response, she 
created a series of artworks featuring 
captions, ranging from her daily morning 
routine to scenes of urban spaces. Despite 
being born deaf, her descriptions often 
include sounds that don't actually exist 
or produce audible noise. However, this 
unique perspective results in descriptions 
that offer more detail and inspiration 
than those typically imagined or noticed 
by hearing individuals.imagined and 
noticed. 
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Disabled spaces are designed 
to be inclusive and accessible 
to all individuals, regardless of 
their abilities or disabilities, by 
creating environments that can be 
experienced and appreciated by 
everyone. This inclusivity is achieved 
through mult i-sensory design 
strategies that cater to a diverse 
range of sensory experiences. 

Since we respect disabled people’s different preferences in feeling 
comfortable in spaces and atmospheres, rather than categorizing spaces 
based on traditional functions, such as 'reading room' or 'workspace,' we 
advocate for an approach that encourages artists to explore and engage with 
spaces based on their unique body characteristics and qualities. By naming 
spaces according to these characteristics, we aim to create an environment 
that is welcoming and comfortable for all. These public rooms serve as 
gathering spaces for artists, fostering interdisciplinary communication and 
inspiration, while trying to form a sense of community and belonging.
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Tactile Model

Captioned Model
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METATOOL
Fall 2023

Type : Spatial Programming Language Design
Instructor : Dan Taeyoung

Role : Individual Work

04 Focusing Mode
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In my study of a specific space and people's behavior within it, the typical focus is often on visible elements, 
such as detouring circulations caused by blocking shelves or high preferences over one seat due to having bet-
ter daylight. However, a space isn't solely defined by its tangible components; it's also imbued with the psycho-
logical aspects of its users.
Exploring these psychological influences involves investigating invisible communication, understanding how 
it shapes and responds to behaviors, and the reciprocal impact on each other. I designed prototypes aimed at 
examining how agreements and the level of commitment to them influence people's behavior in a given space. 
The core of this psyche design will definitely be human’s personal choices. The design, run by willpower, re-
volves around personal choices, user commitments, and the use of technology to facilitate and reinforce those 
choices that users agree to when they enter the space. The design will be a medium that creates conveniences 
when needed or a medium that makes sure that users will stick to the commitment without secretly violating 
it. It aligns with the principles of behavior design and habit formation. By focusing on user commitments and 
providing a convenient and supportive digital environment, psyche design can empower individuals to make 
positive choices and reinforce their commitment to those choices.
The process of feedback is significant as well. It helps the users raise awareness of the commitment and be-
havior and helps the design continuously learn from user behavior and feedback to improve its effectiveness 
in helping users stick to their commitments. It's a powerful approach to leveraging technology for personal 
growth and self-improvement. Three prototypes were developed under this theme, with a particular focus on 
enhancing commitment to fostering concentration. 



50 51

M
ETA

TO
O

L
04 Focusing M

od
e

50 51



52 53

M
ETA

TO
O

L
04 Focusing M

od
e

52 53



54 55

M
ETA

TO
O

L
04 Focusing M

od
e



56 57

Coding For Spacial Practices
Fall 2023

Type : Web Design
Instructor : Celeste Layne

Role : Individual Work
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Today, many artists have discovered technology as a new medium not only to create 
art, but to transform traditional artworks into innovative, immersive events. Digital art 
makes art more accessible to new audiences — offering experiences that allow almost 
anyone to participate.   These experiences also have a deeper impact on audiences 
through allowing personalized expression and the creation of memorable, poetic, and 
immersive experiences.
In this project, I filter the installations through the elements it’s using(images, colors, 
sounds…), how it’s interacting(trigger by movement, emotions, sounds…), the type of 
interaction(imitate other elements, artificial nature…)and other perspectives.

100 Digital Interaction Installation
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Virtual Architecture
Spring 2024

Type : Game Design
Instructor : Nitzan Bartov

Role : Group Work
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Spatial manipulation
eg. Portal

Inspiration

Proposal

Gravity change
eg. Gravity Rush

Visual and thematic contrast
eg. Bioshock Infinite's Columbia and 

Rapture

The game is set in an enigmatic universe comprising two distinct but interconnected worlds. Each 
world is visually unique and operates under its own gravity laws. Players control a character who 
can switch between these worlds at certain points and grab objects from the two worlds to pass 

the challenges.
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Gravity Switching
Player can switch between the worlds where gravity is different. This mechanic is cen-
tral to the game's puzzles and navigation.
Environmental Interaction
Objects affected by gravity must be used strategically to solve puzzles. For example, a 
box dropped in one world might rise in the other, activating switches or creating new 
paths.
Dual-World Puzzles
Puzzles require actions in both worlds to solve. For instance, opening a path in one 
world might require positioning objects in the other.
Visual Difference 
Different worlds have their own visual schemes.
Switch Triggers
The distinctly designed and placed triggers allow the player to switch between worlds, 
also serves as a gameplay clue.
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Spacial AI
Fall 2023

Type : AI Project Design
Instructor : William Martin

Role : Individual&Group Work

07 Spacial AI
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Project 1
Introverted Architecture Student

MAKE SURE ALL STUDENTS SPEND THEIR DAY WITHOUT 
MEETING EACH OTHER OUTSIDE THE STUDIO
Machine used: ChatGPT 3.5

-Students
-Homes
-Studio
-Cafeteria
-Coffee shop

-Students walking between places

-Distance between students’ home and studio
-Number of students
-Resting time

-Coffee shop is 1 block away from the studio
-Cafeteria is 2 blocks away from the studio

-Walk between home, studio, cafeteria, coffee shop
-Working in the studio
-Having meals in the cafeteria.
-Rest

Now there are 5 students living in the grid and the studio is located 
at (5, 4). Calculate how 5 students perform in time and place 
so that they can meet the rules mentioned above. List out the 
locations of the cafeteria and the resting place could be, where 
these 5 students' homes are and how they move in a day.

Studio: (5, 4)
Cafeteria: (3, 4)
Coffee shop: (6, 4)
S1 home:  (1, 1)
S2 home: (1, 10)
S3 home: (10, 1)
S4 home: (10, 10)
S5 home: (5, 1)

1.Calculate the total time needed between locations
2.Arrange their time
3.Set the exact location of home/coffee/cafeteria
4.Make sure routes don’t overlap

0.All actions are located in a 10*10 square grid. Every move, from any location to any location, students walk 
at the speed of 10 minutes per block to the aiming location. Students can only walk horizontally or vertically in a 
block. For example, from (4, 1) to (5, 4) it will 4*10=40 min. Route: (4, 1) -> (4, 2) -> (4, 3) -> (5, 3) -> (5, 4). Each -> 
means 10 minutes. The calculation logic: |4-5|+|1-4|=4, 4*10=40 min

1.Students can’t meet each other outside the studio, which means their routes on the grid can’t overlap with 
each other at any time. For example, student1 and student2 can’t be at (3, 5) or at the cafeteria at the same time 
or in the same period.

2.Students must WORK 8 hours in the studio in a day, which means they should at least work in the studio for 
4 times in a day. Resting in the studio or walking to the studio doesn’t count as working.

3.Students can only work 2 hours or less in a row. One must rest for 10 minutes after 2 hours of working. 
4.Students should at least walk to the cafeteria to get meals from the cafeteria ONCE a day, and have at least 

4 hours between two meals. They should walk to the cafeteria, have lunch/dinner for 15 minutes and then walk 
back to their studio or go home. 

5.Studio only opens from 9am to 9pm. And students will get up after 8am.
6.Students should try their best to rest in the resting area, otherwise they can rest in the studio. But they 

should at least rest in the resting area once a day. For the resting area, they will walk there, take a rest for at least 
10 minutes and then walk back. 

7.Students’ homes should be at least 4 blocks away from each other, which means, it should at least take 
4*10=40 min from one home to another.

GAME INFO

WHAT'S NEEDED

RULES

ENTITIES RELATIONSHIPS

ATTRIBUTES CONTEXT

LOCATIONS

ACTIONS TASK
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STATEMENT CHECK

HOW CHATGPT IS UNDERSTANDING THE GAME

AI FEEDBACK

Grid Layout: The game is played on a 10x10 square grid. Students can move horizontally or vertically between 
blocks, and each move takes 10 minutes per block.

Locations:
Homes: Students start at their respective homes.
Studio: Students must work 8 hours in the studio each day, in sessions of 2 hours or less, with breaks in 

between.
Cafeteria: Students must go to the cafeteria to eat at least once a day, with at least 4 hours between meals.
Coffee Shop: Students should rest in the coffee shop at least once a day.

Movements:
Students cannot meet outside the studio.
Students should try their best to rest in the resting area.
Students' homes should be at least 5 blocks away from each other.
The resting area is 1 block away from the studio, and the cafeteria is 2 blocks away from the studio.

Daily Schedule:
Students wake up after 8 am.
Studio opens from 9 am to 9 pm.
Students must have at least 4 hours between two meals.
Each student should visit the resting area at least once a day.

Actions:
Walk between home, studio, cafeteria, and coffee shop.
Work in the studio.
Have meals in the cafeteria.
Rest in the coffee shop or studio.

Restrictions:
Students can only work 2 hours or less in a row.
Students cannot overlap in their routes on the grid.
These rules govern the movements, actions, and interactions of the students in the game, requiring players to 

plan their schedules carefully to meet all requirements and restrictions.
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Project 2
Spatiality & Semantic Model Function Call
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ARRANGE THE FURNITURE

AI FEEDBACK
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Project 3
Design an Intelligent Environment

Space: Lerner Hall 1st floor
Why needs improvement: Many student club and activities 

take place at this place. It also serves as supporting space for 
events held in the Roone Auditorium. Therefore, sometimes if 
user want to use this place, he want to know if there’s still space 
for him to fit in.

We want to create a system that could monitor the space, 
providing live data including number of students that are using 
the space, number of groups, and if it’s possible for the user to 
come and use it.

Chat:
+ Vertex AI(Multi-turn prompt design)
+ Funkify
+ ChatGPT Plus

Single-turn:
+ Vertex AI(Prompt design)

Image recognition:
+ Hugging Face(Image Segmentation)
+ Hugging Face(Image to Text)

AI METHODS
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We're trying to improve a certain space in a student activity building. Sometimes I want to use this space for 
rehearsal but it's already too crowded. So I want to know each time I give you a photo, you should recognize the 
number of people in this area and tell me. 

First, tell me how many people you recognize. Then reply as follows: 
    If there are no people, tell me"It's vacant! Be my guest!"; 
    If there are fewer than 5 people, tell me"Some are already here! Come and take the rest of the space!"; 
    If there are less than 10 people, tell me"Come and ask them if they wanna share the space!"; 
    If there are less than 20 people, tell me"Probably too many people, but you can try to fit in here if you must"; 
    If there are more than 20 people, tell me"It's already too crowded! You may wanna find another space for 

rehearsal:("
Additionally, if you can, tell me the percentage of space is taken and recognize how many groups or clusters 

are there in the photo, and tell me what they're doing. If there are more than 3 groups, tell me the place where I 
can add some movable walls to divide this space, making sure some groups have their private space.

What's the situation now? /image

PROMPT
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VISION

HOW IT DEALS WITH VIDEO
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Arguments
Summer 2023

Type : Arguments Paper
Instructor : Gabrielle Printz

Role : Individual Work

08 Building the 
new nature

Analysis of Ishigami’s designs
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Nowadays, architects and urban societies are engaged in this ongoing discussion about how 
our living spaces can better align with the natural world. But what defines the relationship between 
architecture and the environment provided in nature? Sociologist Bruno Latour (2012) argues that 
we have to recognize that we live in an environment characterized by a profound blurring of the 
distinction between the natural and the artificial, but at the same time using technology in nature 
still used to be perceived as interference by man. As Picon says, maybe the man is adapting the 
concept of nature to cope with the challenges we face, especially in the urban context (Picon, 2015, p. 
257). However, while some architects are treating modern architecture as an invasive element that’s 
the opposite of nature, Ishigami is seeing architecture as nature itself and even trying to rebuild 
it. Depicting a book inside a book, Ishigami writes in Plants & Architecture: “While the formulation 
architecture-and-landscape typically suggests buildings within a larger encompassing environment, 
I have chosen to consider them both the same level…Instead of regarding lakes and rivers and hills 
and forests and fields as far from the built environment, I am seeking ways to design so that nature 
comes close enough to be indistinguishable from architecture” (Ishigami, 2008, p. 101). As a result, I 
will be discussing three key features employed in Ishigami’s designs: shape, texture, and time.

Mimicking shapes can offer a straightforward approach to help architecture blend into its 
surroundings. In contrast to the way of combining biophilic elements together like others, Ishigami's 
approach stands out as he doesn’t confine himself to replicating individual elements but sees 
the entire forest as an inspiration, which he then translates into the arrangement of architectural 
components. In KAIT Workshop, his successful move of using seemingly randomly arranged 
columns in different scales and covering the columns with a flat ceiling definitely contribute to the 
realization of his concept of mimicking a forest when the design reflection extends to the project 
and its surroundings (Liotta, 2018). By reframing architecture as an integrated one, Ishigami 
captures the essence of a forest and reinterprets it within the built environment. This vision 
disrupts the conventional notions of architectural composition and instead, highlights the organic 
irregularity of nature. It is through this holistic approach, he evokes the sense of wandering through 
a natural grove, where the randomness of the columns mirrors the organic diversity of trees in a 
forest.

Besides shape, texture also plays an irreplaceable role in the process of imitating landscape. A 
representative instance of this dynamic can be observed in the Serpentine Pavilion project. Here 
textures have heightened significance, particularly evident in the unconventional choice of materials 
and their arrangement. The innovative use of stone panels on the rooftop challenges conventional 
design norms, defying the expectation of lighter materials dominating the uppermost portions of 
a structure. By simulating the gentle outline of a hill, the Serpentine Pavilion conceals its expansive 
interior space under a natural camouflage. This strategic use of curve lines and textured stone 
panels works in unison to evoke the notion of a seamless transition from architectural creation to 
the enveloping landscape while the tactile roughness of stone panels and the organic curvature of 
the rooftop collectively serve as a homage to nature's intricate textures and forms.

Beyond the conventional architectural attributes, the often-overlooked dimension of time stands as a significant 
component in the transformation of architecture into a natural entity. This often-neglected factor, in my perspective, 
holds the key to completing the transition from constructed form to an organic extension. The essence of time has many 
dimensions, spanning from the historical journey a site has traversed to the potential future it might unfold. In the project 
of House & Restaurant, it is not only the shape and texture that matters. The intention of this architecture with a sense of 
enduring existence—"as if it has been there and will continue to be there for the longest time"—highlights the essence 
of time in design (Ishigami, 2014). The incorporation of soil and dirt onto the architecture's surface transcends being a 
mere texture; it becomes a representation of time's passage. Each particle carries the weight of history and the entirety 
of nature's evolution. It serves as a tangible embodiment of the timeline that these elements have witnessed, telling the 
narrative of nature's journey through countless centuries. Another example is the Water Garden. By moving trees from a 
surrounding site and rebuilding a new home for them, Ishigami is continuing the timelines of these plants and lives after 
being cut down for a new hotel to be built (Komrsová, 2021). In this way, the garden intermingles different time spaces: 
a presence of former, existing, and future layers of landscapes (Kajita, 2019). For this project to seamlessly integrate into 
the natural continuum, it must exhibit resilience in the face of the natural elements. Rain, sun, changing seasons, and 
lives passing through its spaces collectively contribute to the gradual entwining of time into its very existence and the 
Water Garden has proved its success through all these transitions after years of changes. 

In summary, Ishigami's approach challenges the conventional distinction between constructed spaces and the natural 
world. Rather than considering nature and architecture as disparate entities, he advocates for their fusion, creating an 
environment where the boundary between the two becomes imperceptible. Ishigami's philosophy underscores that 
architecture, when seamlessly integrated with nature, not only coexists but also enhances the natural environment. This 
approach encourages a holistic reimagining of architectural design, fostering a coalescence that encapsulates the ethos 
of nature within the constructed realm.

By dissolving the boundaries between architecture and nature, we’re starting a transformation. Architecture ceases 
to exist in isolation; it becomes an agent of connection and harmony. As the line blurs between the man-made and 
the organic, architecture has the capacity to evoke a perception of our environment. In essence, the integration of 
architecture and nature shows a future that is both timeless and forward-looking. It celebrates the unity of all living 
beings and underscores the necessity of harmonious coexistence. As we navigate the complexities of this rapidly 
changing world, this transition offers us a more sustainable and balanced future—a future where architecture is more 
than just shelter. 

Ishigami, J. (2008). Small Images. Inax Publishing. 
Ishigami, J. (2014). House and Restaurant. GA. Global architecture: Houses, (136), 90-93.
Kajita, M., & Majgaard Krarup, J. (2019). Expert Report on Botanical Farm Garden Art Biotop “Water Garden” by Junya Ishigami + 

Associates for the Obel Award (Henrik Frode Obel Architecture Award) 2019.
Komrsová, R. (2021). Moist, Mist and the In-between (Master's thesis, The Oslo School of Architecture and Design).
Latour, B. (2012). We have never been modern. Harvard university press.
Liotta, S. J. (2018). Junya Ishigami in Paris: freeing architecture, structures, contexts. Domus.
Picon, A. (2015). Constructing Landscape by Engineering Water. In A. Berrizbeitia (Ed.), Urban Landscape: Critical Concepts in the 

Built Environment (Vol. 1, pp. 257-266). London: Routledge.
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Transscalarities
Summer 2023

Type : Case Study Paper
Instructor : Iván-Nicholas Cisneros-Rangel

Role : Individual Work

09 Transscalarities 
Case Studies

Analysis of Rebirth Bricks and Zhuhai 
Huafa Contemporary Art Museum
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In the era of globalization, there is a growing interest in appreciation for embracing the locals. One notable example 
of this approach is the Zhuhai Huafa Contemporary Art Museum, designed by Ábalos + Sentkiewicz. The museum not 
only exemplifies the recognition of the locals but also responds to it on a larger scale. 

During its design phase, the concept of the Cultural Maritime Silk Road was first purposed and Zhuhai was 
recognized as the starting point to enhance the connection between local and foreign cultures, which encourages 
the architects to make the museum as a result of the desire to harmonize physical space and purpose by blending the 
traditional enclosed atmosphere typically associated with museums with a vibrant and celebratory ambiance in the 
open air . 

The highlight section is the tree-shaped column in the courtyard that originated from local people's customs of 
forming a group in circles under a tree shadow . Beyond its cultural significance, this form also holds political relevance. 
The policies declared the entire city area as the Special Economic Zones in 2010 encouraging more businessmen to start 
their business here. As a result, with additional response to tourism, the patio under canopies protected by surrounding 
buildings with a magnificent panoramic lookout on the rooftop is considered to form a comfortable and shielding space 
for gatherings, representing the situation of Zhuhai at that time. However, there are some debates surrounding certain 
territorial aspects. The architects' attempt to incorporate elements from local traditional residential architecture, known 
as Wok Ear House , raises questions about the effective translation of local forms into their design, highlighting the 
challenges foreign architects may encounter designing in foreign regions .

Apart from the visual character that forms of these tree structures, it is important to interrogate how their design 
incorporates climate and building coding through a thermodynamics approach to design, the intentional control of the 
local climate also significantly shapes the final outcome of a project and this museum serves as a remarkable example of 
how it addresses multiple aspects in response to its environment. In addition to providing protection from intense and 
uncomfortable solar radiation, especially during the summertime, with skillfully managed dappled daylight, it also plays 
a vital role in the building's ventilation and cooling system . The design, meticulously crafted in a thermodynamically 
calculated shape, cleverly directs the cool northeast night breeze from the canopy to the courtyard level through the 
hollow branches, effectively utilizing the radiative cooling effect on the canopy surface and refreshing the courtyard. For 
shiny daytime, the warm air naturally rises due to the lower pressure above, further enhancing the building's ventilation 
system.

What’s more, the column is a part of the water collection as well. The climate of Zhuhai allows for the canopy surface 
to cool below the dew point temperature at night, leading to the condensation of water vapor into dew droplets that 
gather and flow down the hollow branches, generating up to half a liter of dew per square meter each night. Moreover, 
during rainfall, the canopy directs rainwater down the hollow branches into the trunk to the patio where water will be 
pumped into the deposits . However, concerns remain about potential flooding in extreme weather conditions, such as 
typhoons, with substantial rainfall in a relatively short time.

In conclusion, the design of the Zhuhai Huafa Contemporary Art Museum speaks volumes as a prime example 
of engaging with its context while also contributing to the broader global architectural conversation. Its forms and 
techniques showcase an innovative approach to creating a space that naturally interacts with its environment.

Everything substantial is quantitatively conserved, including materials. However, there will come a day when 
materials are depleted, and all that remains is garbage. Consequently, as one of the most polluted industries worldwide, 
architecture and construction are striving to recycle materials from different perspectives and the rebirth brick by Jiakun 
Liu is among them.

Using broken bricks from the ruins as aggregates mixed with wheat branches, the rebirth brick was first created 
as a response to the devastating earthquake in Wenchuan in 2008. Besides being considered as a substance produced 
under emergency circumstances, the invention that rebirth bricks experimented has consistency with the evolution of 
construction materials in China around 2010 in view of low-carbon and environmental protection. Due to the severe 
environmental degradation, China has made a commitment internationally on reducing carbon emissions which 
triggers the evolution politically. Red bricks are previously the most conventional material for houses but actions were 
taken years before the regulations banning the use of red bricks were officially implemented in 2018 when professionals 
highlighted the damaging effects of coal-fired brick production on air quality. It was during this transition that the 
rebirth brick emerged, providing a solution for repurposing existing red bricks, serving as decorations and symbols in 
the architecture to continue the traditional style of Chinese buildings. Jiakun especially responded to this in the West 
Village Courtyard by laying the rebirth bricks on the rooftop utilizing the hollow as flowerpots for plants. Arguments 
are around the energy put into the remake of decorations compared to simply decay. However, when considering the 
carbon cost of brick firing and the necessity for ornaments and separate walls in in roughhousing, it becomes imperative 
to reconsider how this durable material can and should be reused and repurposed to maximize its useful life while 
minimizing waste carbon.

Besides the political and environmental reasons that provoked the appearance of rebirth bricks, there are also 
territory factors that lie under their non-replicable patterns and texture of them. Nowadays, China is constructing over 2 
billion square meters of architecture annually primarily composed of concrete, steel, and glass curtain walls transported 
across the nation, while the rebirth bricks use local broken bricks and wheat branches delivered to the regional factory 
from fields nearby the entrance of this rural area. That’s when bricks became a material that’s both personal and vintage 
for villagers. Therefore, with the aim of preserving patterns and memories, rebirth bricks evoke a sense of reminiscence 
and nostalgia among the elderly who currently living in concrete-surrounded buildings. They allow the continuation 
of what once existed, adding organic elements such as wheat branches and straws, aligning with the concept of 
"rebirth." Concerns about the unrefinement of the texture of newly-built structures may arise, but personal preferences, 
particularly among local elder residents, can result in unique and non-identical outcomes.

The life of the architecture is in the expanse of time and space. It is within this expanse that descendants find a place 
to live and create their own stories. By utilizing recycled materials like rebirth bricks, we not only extend the lifespan of a 
brick or a piece of wood, but also weave together the timelines, memories, and stories of Earth and each individual who 
walks upon it.
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In the 1950s, a cohort of young individuals congregated at the Texas School of Architecture in the United States, under the 
leadership of Bernhard Hoesli and Colin Rowe. Driven by skepticism towards functionalism and the prevailing "International 
Style," they embarked on the exploration of alternative teaching methods for modern architecture that challenged the 
mainstream.

The theoretical concept of transparency emerged during Colin Rowe and Robert Slutsky's tenure at the Texas School of 
Architecture and was subsequently detailed in a book bearing the same name. This classic issue in architectural theoretical 
research has garnered widespread attention and study among architectural scholars. The journey of formulating and 
publishing this theory was demanding and intricate. It underwent a developmental trajectory, transitioning from the realm 
of painting to that of architecture, from theory to method, and from teaching to practical application. Despite its challenging 
inception, the concept of Transparency continues to exude robust vitality, maintaining its relevance in contemporary 
architectural discourse. Therefore, this article is trying to analyze aspects that influenced and shaped the article Transparency: 
Literal and Phenomenal, which later was commented by other critics and became the main article of the book Transparency, 
and how it was conceived by the industry while became a huge influential theory in the study of architectural orderings.

As an architectural concept, transparency has roots surprisingly in the world of modern painting, initially as an artistic 
quality that eventually evolved into a distinctive perspective on architectural form. Its origins are closely related with 
the Cubist movement in the art industry, which emerged as a response to the artistic developments of the 19th century, 
particularly the work of Cézanne, as artists who’s popular for seeking new ways to represent the volume of objects.

As Cubism developed, it broke the limitation of the stereotypical traditional practice of depicting objects from a fixed 
viewpoint and then confining them to a two-dimensional painting plane. Instead, it began to restrict depth and compress 
the compositional space toward the picture surface. Various techniques were employed to eliminate the illusion of three-
dimensional space, and the use of opaque, contrasting colors intensified the sense of spatial depth and projection. This 
compression of depth space gave rise to a novel visual attribute: the significance of the position of graphic elements 
took on a dual meaning. The intersection, overlapping, interlocking, and construction of ever-changing and larger forms 
provided the groundwork for diverse interpretations within the realm of Cubism.

The argument on "Transparency" draws on analogy as it positions itself in contrast to Cubism. Three sets of paintings 
were specifically chosen for comparative analysis: Picasso's "The Clarinet Player" and Braque's "The Portuguese," both 
depicting figures in the Cubist style and abstract form. The objective is to scrutinize and contrast distinctions based 
on a shared expression form. Moving to a different facet, Robert Delaunay's "Synchronic Window" and Juan Gris' 
"Still Life" show distinctions in composition and color, prompting a detailed comparative exploration within the same 
expression form. In the third grouping, Moholy Nagy's "La Sarraz" and Fernand De Léger's "Three Faces" delve into the 
differentiation between physical transparency and phenomenal transparency. 

The author defined La Sarraz as literal transparency for it conveys a more intuitive expression. As for phenomenal 
transparency, the author chose Léger's artwork "Three Faces" as a noteworthy example. The composition consists of 
flat color blocks and evocative image fragments. Léger adeptly employs techniques such as the strategic overlap and 
interweaving of diverse color blocks, the incorporation of multi-level grids, the subtle suggestion of spatial interfaces, 
and the dynamic interplay of shifting viewpoints, and the nuanced modulation of the relationships between these 
color blocks. These compositional choices and dynamic shifts work in harmony to create a visual experience rich in 
transparency and depth, allowing viewers to perceive intricate and far-reaching spatial dimensions within the artwork.

“While Moholy seems to have flung open a window on to some private version of outer space, Leger, working within 
an almost two dimensional scheme, achieves a maximum clarity of both 'negative' and 'positive' forms. By means of 
restriction, Leger's picture be- comes charged with an equivocal depth reading, with a value singularly reminiscent of 
that to which Moholy was so sensitive in the writings of Joyce, and which, in spite of the positive physical transparency of 
his paint, Moholy himself has been un- able to achieve.” 

Hence, the author contends that a prerequisite for delving into the concept of transparency is a grasp of fundamental 
distinctions. One pertains to the characteristics of tangible materials, exemplified by elements like glass curtain walls, 
while the other involves organizational attributes. Consequently, the author introduces the concepts of physical 
transparency and phenomenal transparency. In interpreting the author's research foundation, one could posit an 
interpretation of the transparency concept, speculating whether the author implies that architecture need not depend 
solely on the existence of physical materials but can convey its essence through an abstract form, detached from reliance 
on pure modeling.

Moholy-Nagy said his "transparent paintings' became completely freed from all elements reminiscent of nature, 
and the author quoted him directly: "I see today that this was the logical result of the cubist paintings I had admiringly 
studied"  This progression is intricately linked to Le Corbusier’s subsequent discussions on architectural spatial expression.

ORIGIN 

FROM ART TO ARCHITECTURE
To illustrate the potential impact of transparent organizational principles, Rowe drew comparisons between Cubism and 

other painting styles. He argued that artworks featuring transparent organization offer a more intricate visual experience, 
open up multiple avenues for interpretation, and lay the groundwork for the subsequent integration of these principles 
into the field of architecture. After recognizing transparency in the art industry, Rowe and Slutzky believed that this kind of 
characteristic also exists in architecture. In this situation, transparency inspired by Cubism, evolved from a quality found in 
painting to a unique perspective on architectural form. This transformation allowed architects to explore new dimensions 
and possibilities in their work, mirroring the innovative and multidimensional aspects of Cubist art.

After establishing the art definitions of literal and phenomenal transparency, Rowe extended these concepts to the realm 
of architecture. In architectural contexts, literal transparency is centered on materials, light, and the depth of space, while 
phenomenal transparency shifts the focus to structure, hierarchy, and the shallower dimensions of space. And he pointed 
out that what they are really interested in is the transparency of phenomena aligning with human perceptual laws. Gropius's 
Bauhaus as a comparison with Le Corbusier's villa at Gachet are cited as examples. 

One of the most distinctive features of Bauhaus architecture lies in its prominent use of glass curtain walls, facilitating 
with abundant natural light. Emphasizing the modern functional perspective advocated by the modernist architectural 
school during that era, the interiors of Gropius's designs stand in sharp contrast to traditional European buildings, which 
often had limited sunlight and darker interiors rooms. Gropius's houses incorporate larger windows, prioritize natural lighting 
and ventilation in their layout, and endorse a row-oriented arrangement. As depicted in the image, the transparent glass 
curtain wall intuitively reveals the internal structure of the building space, achieving a sense of physical transparency.

This kind of spatial liberation praised by Sigfried Giedion is regarded by Colin Rowe and Slutsky as a mere manifestation 
of physical transparency, which is caused by the effect is caused by the material properties of glass rather than through 
careful design, and the achievement of the transparency of the phenomenon they admire does not necessarily require glass, 
which often appears in Corbusier's works. 

Though using the same material, glass, Corbusier's emphasis on the use of material properties differed from Gropius's 
approach. Gropius concentrated on the transparent qualities of glass in his design, employing large-area glass curtain 
walls to segment horizontal interface floors into vertical layers. Conversely, Corbusier placed greater importance on the 
flat properties of glass. This directional approach to material selection and utilization highlights the intricacies involved in 
achieving phenomenal transparency. Le Corbusier's five points of architecture serve as the foundational framework for 
realizing this concept.

From the comparison above, we can infer that the Bauhaus's construction relies on the visual attributes arising from 
material and special structure choices, with minimal consideration for structural features and complex spatial order. In 
contrast, for Corbusier, architecture is the designer's expression of the profound structure of the world and the times. 
The experience of architecture involves understanding this deep structure inherent in architecture. This deep structure 
corresponds to "spatial order," resembling the definition of phenomenal transparency.

The article emphasizes Villa Gachet’s success especially in working in all axes: “Corbusier had indeed succeeded in 
alienating architecture from its necessary three-dimensional existence. ” Personally, I agree with the perspective of 
appreciating Villa Gachet from the authors' point of view. However, I question whether the perceived shortcomings and 
disadvantages are as severe as Bauhaus has been judged. The Bauhaus leans towards expressing a transparent or translucent 
picture effect reminiscent of Cubist paintings. However, within the three-dimensional system, the presence of the Z-axis 
allows for a clear separation of originally contiguous spaces. Additionally, the extensive use of glass eliminates the need for 
imaginative spatial relationships that were present in the picture, removing the "half-covered" effect. This straightforward 
presentation may be too direct for the audience, subsequently reducing the tension within the space. Nevertheless, when 
examining the Bauhaus without the demand for phenomenal transparency, such concerns cease to exist.

The choosing of Le Corbusier's work as the representation of phenomenal transparency is not random or arbitrary, but 
its reason could be dated back to Rowe’s personal background. Rowe contends that European architecture has undergone a 
process where its original ideological and sociological content has been entirely stripped away, transforming into a universal 
mode of living. This adaptation is often seen as the optimal form suited for the collective activities of civilized capitalism. 
While superficial style explanations may appear capable of capturing the formal principles of modern architecture, Rowe 
argues that they lack the depth needed for thorough architectural analysis and research. 
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According to Rowe, relying solely on stylistic descriptions without delving into the underlying 
ideologies is insufficient for a nuanced understanding of architecture. This approach falls short, 
particularly when attempting to provide a precise and comprehensive introduction to the 
works of architects like Le Corbusier, as it overlooks the essential ideological and sociological 
dimensions that shape their creations. Rowe aimed to transform the prevalent superficial 
atmosphere within the architectural world through his innovative exploration of the works of 
the modernist master, Le Corbusier. Both being representative figures in modern architecture, 
Le Corbusier's works hold distinct advantages and possesses unique qualities that contribute 
to their charm. Colin Rowe sought to analyze and explain these qualities, striving to create a 
method of understanding the beauty inherent in Le Corbusier's works that goes beyond verbal 
expression. Le Corbusier's architectural strengths lie in various aspects. His ability to seamlessly 
blend form and function, his economical use of space, thoughtful consideration of materials, and 
innovative structural approaches are some of the key advantages. What sets Le Corbusier apart 
is the harmonious integration of these elements into a cohesive and aesthetically pleasing whole. 
In Colin Rowe's focused study, he deliberately suspended considerations of function, economy, 
materials, and structure, choosing to concentrate solely on the examination of form. This 
meticulous attention to form may be seen as the foundational intent of transparency theory—an 
effort to articulate and understand the intrinsic beauty found in the logical and rational language 
of architectural expression. 

Therefore, it can be argued that the entire theory of transparency is rooted in the appreciation 
of Le Corbusier's works and forms. Acknowledging the objective distinctions between the 
two, I find the analogy employed in the comparison somewhat inappropriate. Analogies entail 
reasoning where two objects, with certain identical or similar properties, are inferred to be 
similar in other aspects. This form of reasoning is subjective and may lack the robustness of truth. 
Therefore, stringent logical argumentation is essential to validate any conjecture.

Strictly speaking, Bauhaus architecture and Villa Gachet have different functions, designed 
to meet distinct functional requirements as well. For Villa, it has its main principle of providing 
a more comfortable living space, which makes it can be seen as living space and supporting 
space. Conversely, there is no apparent order in Bauhaus’ principles of composition. All functional 
distributions appear to hold an equally significant position, with the size of the occupied area 
determined by their respective functions, like classrooms and studios. This composition principle 
makes it challenging to apply phenomenal transparency effectively. Their differences extend to 
the interior layout, exterior facade shape, and overall building orientation. Consequently, I believe 
the analysis of these examples lacks the precision evident in the earlier selection of paintings.

Moreover, I propose that a more suitable comparison could be drawn between Gropius House 
and Villa Gachet. Gropius's deliberate use of transparent glass in his design reveals a thoughtful 
consideration of the structure, aesthetic function, and spatial interface of the house. This 
comparison might also extend to Villa Gachet.

The book throughout shows it’s influenced by several philosophical minds. For example, while “literal transparency” 
could be understood easily by its text meaning, the use of “phenomenal” is influenced by Edmund Husserl. In traditional 
philosophy, particularly in the Kantian tradition, there is a distinction between the way things appear (phenomena) and the 
way things are in themselves (noumena). Kant argued that we can only know phenomena, as our knowledge is limited to our 
perceptions and experiences. Husserl, in contrast, sought to redirect philosophical attention to the phenomena themselves.

Edmund Husserl's definition of phenomena is central to his phenomenological philosophy. In the context of 
phenomenology, a "phenomenon" refers to any object or event as it appears to consciousness. Husserl's approach involves a 
systematic examination of the structures of consciousness and the way phenomena present themselves to the experiencing 
subject.

He suggested that we must get rid of the intuitive and common sense view that we believe every day, because perception 
cannot integrate reality into fragments. The correct method is to concentrate on the specific phenomenon and intuitively 
understand its essence. Everything can be achieved by observing it quietly. This method is "phenomenological reduction", 
returning from sensory experience to pure phenomena. 

In the 1930s, the foundation of phenomenological philosophy laid the groundwork for the "Transparency" concept we 
recognize today, making a crucial distinction between "literal" and "phenomenal" transparency. The term "phenomenon" 
can be traced back to Hulsey's phenomenological philosophy. In 1941, Siegfried Gideon explored the relationship between 
painting and architecture in his book "The Architecture of Time and Space." He analyzed how the Bauhaus school building, 
with its glass corners, possessed a quality of "transparency." By 1944, George Keeps employed Gestalt psychology principles 
to articulate the original definition of transparency in "Visual Language." In 1955, Colin Rowe and Slutsky completed 
"Transparency 1," a work where they dialectically developed the concept of transparency based on the theoretical 
foundations of their predecessors. Le Corbusier's strong association with Cubist painting, later evolving into Purism, 
positioned his architectural works as a key practical support for subsequent transparency theories.

Besides the exact word used for naming and definition, the form of transparency theory was strongly influenced by 
Gestalt psychology developed and flourished at that time. Gestalt psychology was born in 1912. In view of the connection 
between transparency and Gestalt psychology, here is a brief explanation of visual principles from Chapter 5 of "Gestalt 
Psychology". The classic principles of the gestalt theory of visual perception include similarity, continuation, closure, 
proximity, figure and ground, and symmetry and order (also known as prägnanz). For space to produce the effect of 
transparency, we should first assume and acknowledge the existence of Gestalt psychology - that is, when we see multiple 
fragments of something, we will automatically imagine and complete its whole; when we see multiple sets of information, 
the complete image of each set of information is automatically recognized and imagined separately. Transparency is to use 
the limitations of this observation method to make the information on an observation surface as rich as possible and conflict 
with each other, allowing people to imagine different spatial images.

When it comes to writing methods, the writing of "Transparency" was probably influenced by Sir E. H. Gombrich as 
well. Gombrich's "what they knew and what they saw", "what they saw" is "as it is", accurately presented, and "knowing" is a 
cognitive diagram of rationality combined with experience. The writing approach in "Transparency" mirrors that of Gombrich 
in two significant ways. Firstly, it avoids talking about cultural symbols and maintains a distance from structuralism. 
Secondly, it perceives art as the "formalization of perception," with no emotional attachment. In a manner similar to the way 
of discussing "genealogy," the writing assumes an academic stance.

CONNECTIONS IN PHILOSOPHY
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The book not only invented the theory and brought the transparency theory to the public 
discussion, but also marked the beginning of this legendary while dramatic teaching activity. 
The article "Transparency 1" was completed in 1955 but was not published until 1964. Upon 
release, it immediately encountered fierce criticism from fellow scholars and architects, sparking 
an intense debate on transparency theory. Its sequel, "Transparency 2," published only once in 
1971, experienced neglect, excluded even from Rowe's own anthology. It is understandable and 
expected in a way that the publication of "Transparency 1" challenged the dominance of the 
Bauhaus school in the United States, led by one of the most influential architects, Gropius. Rowe's 
comments on Gropius in the book were excessively harsh and critical, aiming to underscore the 
"superiority" of Cubism while also disparaging Constructivism paintings. The article's language 
affects readers, making it challenging to objectively assess the significance and contributions of 
different architectural schools and styles within the classification. Besides the extremely harsh 
language, the limitations of the transparency theory itself are also often attacked. One is because 
of the limitations of the analysis perspective. When analyzing Le Corbusier's architecture, 
viewpoint limitation has "frontality". In addition to geometric features, the real architectural 
experience also has time and space relationships. And a single perspective interpretation will 
undoubtedly restrict the rich spatial qualities of the building. Another contentious aspect lies in 
the critique of hierarchical limitations within the theory. When the author analyzes Le Corbusier's 
architecture, in order to facilitate the reflection of transparency, the author conducts analysis 
from the facade and plane respectively, rather than a three-dimensional interpretation, which 
is a one-sided interpretation of the geometric characteristics of the real architectural space. 
Personally, I see some of these critics reasonable; not only logically, but also judge it when taking 
the high popularity of Gropius’ work and proposition at that time.

INFLUENCE & CONTROVERSY

Regarding the transparency theory, in addition to proposing a new way of interpreting 
modern architecture, it is also a new perspective for observing architecture, a way of viewing 
architecture that transcends history and modernity. Transparency theory can be used to explain 
both modern architecture and classical architecture. This shows that transparency is one of the 
basic theories of architecture. Transparency is not a lofty utopian theory, but involves specific and 
practical discussions on function and form. It is a natural concept that comes from the field of 
architecture.

As it is said in the conclusion of the book: " It is not intended to suggest that phenomenal 
transparency (for all its cubist descent) is a necessary constituent of modern architecture, 
nor that its presence might be used like a piece of litmus paper for the test of architectural 
orthodoxy. It is intended simply to give a characterization of species and also to warn against the 
confusion of species."  In reality, the "ambition" of the two authors, distinct from the controversy 
and revolution it ignited, extends beyond a mere distinction in the definition of transparency. 
Their broader objectives are to distinguish modernist architecture, reflect on modernist 
architecture and modern architectural teaching, and develop their own architectural design and 
teaching systems. The controversy surrounding transparency theory serves as a catalyst for a 
more profound reevaluation and restructuring of broader aspects within the field of modern 
architecture. If transparency is defined as allowing people to perceive a series of different spatial 
locations at the same time, compressing the depth of space, and creating visual phenomena that 
penetrate each other and can be interpreted in multiple ways, then physical transparency and 
phenomenon transparency are not actually completely different. The distinction, the transparent 
interface is actually very helpful in creating the hierarchy and ambiguity of the space.

 For architecture and architectural design, the presence of a particular architectural theory 
should never mark the end of a discussion, but rather the inception of a fresh round of discourse. 
Instead, the true value of a theory lies in its endurance in academic debates, its continuous 
generation of novel concepts, and its practical application in architectural design. What is more 
important for a theory is to persist in its academic discussion, constantly introduce new ideas, 
and apply it to architectural design practice. As an artistic state extracted from Cubist painting, 
transparency will inevitably be narrowed into a visual design technique dominated by rationality 
after the technique matures. Even so, in the process of theoretical research, the academic status 
of physical design methodology has been consolidated. From this perspective, these explorations 
still have extremely important positive significance. Rowe and his followers thus created a new 
method of exploring modern architectural forms, and formed a questioning spirit and pursuit 
of formal meaning in design courses. After analyzing the origins and how transparency evolves 
throughout the time in different history periods, including the critical thinking and arguments 
around it, we’re having the capacity to see its undoubted influence and the adjustment it 
performed to fit in the social and territory background, which empowers us to establish a clearer, 
more transparent path for future architectural designs.

CONCLUSION
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