
91

'ƌĂĚŝĞŶƚƐ

tŚŝůĞ�ŐƌĂĚŝĞŶƚƐ�ǁŝƚŚŝŶ�ƚŚĞ�ĂƌĐŚŝƚĞĐƚƵƌĂů�ĚŝƐĐŝƉůŝŶĞ�ŚĂǀĞ�ďĞĞŶ�ĂŶ�ĞƐƚĂďůŝƐŚĞĚ�ŝŶƐƚƌƵŵĞŶƚ�ƵƐĞĚ�ŝŶ�ĐŽŶ-

ũƵŶĐƟŽŶ�ǁŝƚŚ�ƐƵƌĨĂĐĞƐ͕�ĨĂĐĂĚĞƐ͕�ĂŶĚ�ƉůĂŶĂƌ�ŐĞŽŵĞƚƌŝĞƐ͕�ŝƚ�ŚĂƐ�ůŽŶŐ�ƌƵŶ�ŝƚƐ�ĐĂƵƐĞ�ĂƐ�Ă�ĚĞĐŽƌĂƟŽŶ�ƚŽŽů͘�

^ŽŵĞ�ŽĨ�ƚŚĞ�ŵŽƐƚ�ǀĂůƵĂďůĞ�ŐƌĂĚŝĞŶƚƐ�ĂƌĞ�ƚŚĞƌĞĨŽƌ�ďĂƐĞĚ�ŽŶ�ǀŽůƵŵĞƐ�ƌĂƚŚĞƌ�ƚŚĂŶ�ƐƵƌĨĂĐĞƐ͘�'ƌĂĚŝĞŶƚƐ�

ǁŝƚŚŝŶ�ƚŚĞ�ƐƵƌĨĂĐĞ�ƌĞĂůŵ�ƌĞůǇ�ŽŶ�ǀĂƌŝĂďůĞ�ƉĂƌĂŵĞƚĞƌƐ�;ŐĞŽŵĞƚƌǇ͕�ůŝŶĞ�ĚĞŶƐŝƚǇ͕�ůŝŶĞ�ƚǇƉĞ͕�ůŝŶĞ�ǁĞŝŐŚƚ͕�

ůŝŶĞ�ĐŽůŽƌ͕ �ďĂĐŬŐƌŽƵŶĚ�ĐŽůŽƌͿ�ĂŶĚ�ŐƌĂĚŝĞŶƚ�ŽƌŐĂŶŝǌĂƟŽŶƐ͘�

dŚĞ�ĞīĞĐƚ�ƉƌŽĚƵĐĞĚ�ŽŶ�ƐƵƌĨĂĐĞƐ�ƌĂŶŐĞƐ�ĨƌŽŵ�ďƌĞĂŬŝŶŐ�ƵƉ�ƐĐĂůĞƐ͕�ŽƌŐĂŶŝǌŝŶŐ�ĐŽŵƉŽŶĞŶƚƐ�ĚŝƐƚŽƌƚ-

ŝŶŐ�ĮĞůĚƐ͕�ŽƉƟĐĂů�ŝůůƵƐŝŽŶƐ͕�ƚŽ�Ă�ƌĞͲƌĞĂĚŝŶŐ�ŽĨ�ƐƵƌĨĂĐĞ�ŝƚƐĞůĨ͘�&ŝǆĂƚĞĚ�ŽŶ�ƉŝǆĞů͕�ƉĂƩĞƌŶ�ĂŶĚ�ĐŽŵƉŽŶĞŶƚ�

ĐŽŵƉŽƐŝƟŽŶƐ͕�ŐƌĂĚŝĞŶƚƐ�ƌĞƋƵŝƌĞ�Ă�ƉĂƌĂĚŝŐŵ�ƐŚŝŌ�ƚŽ�ŽƚŚĞƌ�ŐĞŽŵĞƚƌŝĐ�ĂƉƉůŝĐĂƟŽŶƐ͘

dŚŝƐ�ƌĞƐĞĂƌĐŚ�ƉƌŽũĞĐƚ�ƉƌŽƉŽƐĂů�ǁŝůů�ĨŽĐƵƐ�ŽŶ�ƚŚĞ�ŝĚĞĂ�ŽĨ�ƚǇƉŽůŽŐŝĐĂů�ŐƌĂĚŝĞŶƚ͘�dŚĞƐĞ�ŝŶƐƚĂŶĐĞƐ�ĂƌĞ�

ĚĞǀĞůŽƉĞĚ�ĂƐ�Ă�ŐĞŶĞƌĂƚŝǀĞ�ĚĞƐŝŐŶ�ƚŽŽů�ƚŽ�ƐŚŝĨƚ�ĨƌŽŵ�ƐƵƌĨĂĐĞ�ƚŽ�ǀŽůƵŵĞƚƌŝĐ�ŐƌĂĚŝĞŶƚƐ�ƚŚƌŽƵŐŚ�ƚŚĞ�

ŵĞĂŶƐ�ŽĨ�ǀĞĐƚŽƌ�ĚĂƚĂ͘�tĞ�ĂƌĞ�ƌĞƐƵƐĐŝƚĂƟŶŐ�ƚŚĞ�ǀĞĐƚŽƌ͕ �ǁŚŝĐŚ�ŝƐ�ĐŽŵŵŽŶůǇ�ƵƐĞĚ�ǁŝƚŚŝŶ�ŐƌĂĚŝĞŶƚƐ͕�ĂƐ�

Ă�ǀĞƐƐĞů�ĨŽƌ�ƌĞƉƌĞƐĞŶƚĂƟŽŶ͘

tĞ�ǁŝůů�ĂŶĂůǇǌĞ�ĂŶĚ�ĚĞĮŶĞ�ŐƌĂĚŝĞŶƚ�ƉƌŽƉĞƌƟĞƐ�ĂŶĚ�ŝŵƉůĞŵĞŶƚ�ƚŚĞƐĞ�ƚŚƌŽƵŐŚ�ƚǇƉŽůŽŐŝĐĂů�ƐƚƵĚŝĞƐ�

ƐƉĞĐŝĮĐ�ƚŽǁĞƌ�ƉƌŽũĞĐƚ�ƉƌŽƉŽƐĂůƐ͘�dŚĞ�ǁŽƌŬ�ĂŶĚ�ƌĞƐĞĂƌĐŚ�ƐŚŽǁŶ�ŝŶ�ƚŚŝƐ�ƐƵďŵŝƐƐŝŽŶ�ǁĂƐ�ĚĞǀĞůŽƉĞĚ�ďǇ�

ƐƚƵĚĞŶƚƐ�ŽĨ�ƚŚĞ�'ƌĂĚŝĞŶƚ�dŽǁĞƌ�^ƚƵĚŝŽ�ŝŶ�ƐƉƌŝŶŐ�ϮϬϭϯ͘

hŶĚĞƌƐƚĂŶĚŝŶŐ�ŐƌĂĚŝĞŶƚƐ�ƌĞůĂƚĞƐ�ƚŽ�ƚŚĞ�ƉƌŽĚƵĐƟŽŶ�ŽĨ�ĞŵĞƌŐĞŶƚ�ĐŚĂƌĂĐƚĞƌŝƐƟĐƐ�ĂŶĚ�ŵƵůƟƉůĞ�ƌĞĂĚ-

ŝŶŐƐ͕�ǁŚŝĐŚ�ĐĂŶ�ďĞ�ĚĞĮŶĞĚ�ĂƐ�Ă�ƚƌĂŶƐŝƟŽŶĂů�ƐĞƋƵĞŶĐĞ�ďĞƚǁĞĞŶ�ƚǁŽ�Žƌ�ŵŽƌĞ�ŝŶƉƵƚƐ͘��ůů�ƉĂƌĂŵĞƚĞƌƐ�

ŽĨ�ƚŚĞƐĞ�ŝŶƉƵƚƐ�ĂƌĞ�ŝŶƚĞƌĐŚĂŶŐĞĂďůĞ�ĂŶĚ�ŚĞŶĐĞ�ƌĞƐƵůƚ�ĂƐ�Ă�ǀĂƐƚ�ĂŵŽƵŶƚ�ŽĨ�ŐƌĂĚŝĞŶƚ�ǀĂƌŝĂƟŽŶƐ͘�tŝƚŚŝŶ�

ƚŚŝƐ�ǌŽŶĞ�ŽĨ�ŐƌĂĚŝĞŶĐĞ�ǁĞ�ĞŶĐŽƵŶƚĞƌ�ƉƌŽƉĞƌƟĞƐ�ŽĨ�ĞŵĞƌŐĞŶĐĞ͕�ǀĂƌŝĂƟŽŶ͕�ƚƌĂŶƐŝƟŽŶ͕�ƌĞŽƌĚĞƌ͕ �ƌĞůĂ-

ƟŽŶƐŚŝƉƐ�ĂŶĚ�ƐǇŶƚŚĞƐŝƐ͘�/Ŷ�ŽƌĚĞƌ�ƚŽ�ƐƚƵĚǇ�ŐƌĂĚŝĞŶƚƐ�ĂƐ�Ă�ŐĞŶĞƌĂƟǀĞ�ĚĞƐŝŐŶ�ƚŽŽů͕�ǁĞ�ǁŝůů�ƚĂŬĞ�ĂĚǀĂŶ-

ƚĂŐĞ�ŽĨ�ƚŚĞƐĞ�ĞŵĞƌŐĞŶƚ�ĐŚĂƌĂĐƚĞƌŝƐƟĐƐ�ĂŶĚ�ĨŽĐƵƐ�ŽŶ�Ă�ƐŚŝŌ�ĨƌŽŵ�ƐƵƌĨĂĐĞ�ƚŽ�ǀŽůƵŵĞ�ŝŶ�ĂƌĐŚŝƚĞĐƚƵƌĞ͘

Gradient Volume to Typology
dǇƉŽůŽŐŝĐĂů�ŐƌĂĚŝĞŶƚƐ�ƐƚĂƌƚ�ƚŽ�ĐŚĂůůĞŶŐĞ�ĨĂŵŝůŝĂƌ�ĂƌĐŚĞƚǇƉĞƐ�;Ğ͘Ő͘�ďůŽĐŬ͕�ƚŽǁĞƌ͕ �ďĂƌͿ�ďǇ�ŝŶǀĞƐƟŐĂƟŶŐ�

ŝƚƐ�ĞīĞĐƚ�ŽŶ�ǀŽůƵŵĞ�ƌĂƚŚĞƌ�ƚŚĂŶ�ƐƵƌĨĂĐĞ͘�dŚĞƐĞ�ϯͲĚŝŵĞŶƐŝŽŶĂů�ŐƌĂĚŝĞŶƚƐ�ĂƌĞ�ĐĂƚĞŐŽƌŝǌĞĚ�ĂƐ�ŐĞŽŵĞƚƌŝ-

ĐĂů�ŽƉĞƌĂƟŽŶƐ�ƐƵĐŚ�ĂƐ�ŵŽƌƉŚŝŶŐ�;WŽůǇŐŽŶͿ͕�ďůĞŶĚŝŶŐ͕�Žƌ�ůŽŌŝŶŐ�;EhZ�^Ϳ͘�tŝƚŚŝŶ�ƚŚĞ�ĨŽůůŽǁŝŶŐ�ŐƌĂĚŝ-

ĞŶƚ�ƐƚƵĚŝĞƐ�ǁĞ�ǁŝůů�ĂŶĂůǇǌĞ�ĂŶĚ�ĂƉƉůǇ�ƚŚĞƐĞ�ƚĞĐŚŶŝƋƵĞƐ�ƚŽ�ƚǇƉĞƐ�ŝŶ�ŽƌĚĞƌ�ƚŽ�ƉƵƌƐƵĞ�ŶĞǁ�ĨŽƌŵ͘�tŝƚŚŝŶ�

ƚŚĞƐĞ�ŐƌĂĚŝĞŶƚ�ƐƚƵĚŝĞƐ�ĂŶĚ�ŝŶĐůƵĚĞĚ�ƉƌŽũĞĐƚƐ�ǁĞ�ǁŝůů�ĂůƐŽ�ŶĞŐŽƟĂƚĞ�ƌĞůĂƟŽŶƐŚŝƉƐ�ŽĨ�ŽďũĞĐƚ�ĂŶĚ�ĮĞůĚͬ

ŐƌŽƵŶĚ͘�dŚĞ�ƚƌĂĚŝƟŽŶĂů�ƚĞĐƚŽŶŝĐ�ƐǇƐƚĞŵ�ƉůĂĐĞƐ�ƚŚĞ�ŽďũĞĐƚ�ǁŝƚŚŝŶ�ƚŚĞ�ĮĞůĚ�ǁŝƚŚ�ŵŝŶŽƌ�ĂƐƉĞĐƚƐ�ŽĨ�ƐǇŶ-

ƚŚĞƐŝƐ͕�ĐŽŵƉŽƐŝƟŽŶ͕�Žƌ�ŝŶĨŽƌŵĂƟǀĞ�ĨĞĞĚďĂĐŬ͘�dǇƉŽůŽŐŝĐĂů�ŐƌĂĚŝĞŶƚ�ŽƉĞƌĂƟŽŶƐ�ŚĂǀĞ�ƚŚĞ�ƉŽƚĞŶƟĂů�ƚŽ�

ƚƌĂŶƐŝƟŽŶ͕�ďůĞŶĚ͕�ĂŶĚ�ĐŽƌƌĞƐƉŽŶĚ�ǁŝƚŚŝŶ�ƚŚĞƐĞ�ŵƵůƟͲ�ŝŶĨŽƌŵĂƟǀĞ�ĐŽŵƉŽŶĞŶƚƐ͘�dŚĞ�ĐŽŵƉŽƐŝƟŽŶĂů�

ŽƌŐĂŶŝǌĂƟŽŶ�ŝŵƉůŝĞƐ�ƚŚĞ�ƉůĂǇ�ďĞƚǁĞĞŶ�ŵƵůƟͲ�ĚŝƌĞĐƟŽŶĂů�ĂŶĚ�ŽŵŶŝͲĐŽŵƉŽŶĞŶƚ�ŐƌĂĚŝĞŶƚƐ͘

'ƌĂĚŝĞŶƚƐ�ŽīĞƌ�ƌŝĐŚ�ĂŶĚ�ǀĂƌŝĂďůĞ�ƚǇƉŽůŽŐŝĐĂů�ŽƵƚƉƵƚƐ�ĨŽƌ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ǁŝƚŚ�ƚŚĞ�ƉŽƚĞŶƟĂů�ƚŽ�ƉƌŽĚƵĐĞ�

ĞǆĐĞƉƟŽŶĂů�ĐŽŵƉůĞǆŝƚǇ͕�ŶĞǁ�ƚĞƌƌŝƚŽƌǇ͕�ĂŶĚ�ŽƉƉŽƌƚƵŶŝƚǇ͘

sŽůŬĂŶ��ůŬĂŶŽŐůƵ
'ĞŽƌŐŝĂ�/ŶƐƟƚƵƚĞ�ŽĨ�dĞĐŚŶŽůŽŐǇ



DĞĚŝĂ�/ŶǀĞƐƟŐĂƟŽŶƐ
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method:  shape to line to shape

A.

C.

A.  100% 0, 0, 0, 0,  0.5 pt, continuous, 120
B.  100% 0, 0, 0, 100, 0.75 pt, continuous, 120
C.  100% 100, 0, 0, 0, 0.25 pt, continuous, 120

D.  100% 0, 0, 0, 0,  0.1 pt, continuous, 120
E.  100% 100, 0, 0, 0, 0.25 pt, continuous, 120
F.  100% 0, 0, 0, 0, 0.1 pt, continuous, 120

D.

F.

A. 

C. 

A.  100% 0, 0, 0, 0, 0.1 pt, continuous, 120
B.   100% 0, 0, 0, 0, 0.1 pt, continuous, 120
C.  100% 0, 100, 0, 0, 0.1 pt, continuous, 120

D.  100% 0, 0, 0, 0, 0.1 pt, continuous, 120
E.   100% 0, 0, 0, 100, 0.1 pt, continuous, 120
F.  100% 0, 0, 0, 100, 0.1 pt, continuous, 120

G.  100% 0, 0, 0, 0, 0.25 pt, continuous, 80
H.   100% 0, 0, 0, 100, 0.5 pt, continuous, 80

I.  100% 0, 0, 0, 100, 0.25 pt, continuous, 120
J.   100% 0, 100, 0, 0, 0.25 pt, continuous, 120
K.  100% 0, 0, 0, 100, fill, 0, 0, 0, 0, 0.25 pt, continuous, 120

D. 

F. 

G. 

H. 

I. 

K. 

method:  shape to line to shape

A.

C.

A.  100% 0, 0, 0, 0,  0.5 pt, continuous, 120
B.  100% 0, 0, 0, 100, 0.75 pt, continuous, 120
C.  100% 100, 0, 0, 0, 0.25 pt, continuous, 120

D.  100% 0, 0, 0, 0,  0.1 pt, continuous, 120
E.  100% 100, 0, 0, 0, 0.25 pt, continuous, 120
F.  100% 0, 0, 0, 0, 0.1 pt, continuous, 120

D.

F.

A. 

C. 

A.  100% 0, 0, 0, 0, 0.1 pt, continuous, 120
B.   100% 0, 0, 0, 0, 0.1 pt, continuous, 120
C.  100% 0, 100, 0, 0, 0.1 pt, continuous, 120

D.  100% 0, 0, 0, 0, 0.1 pt, continuous, 120
E.   100% 0, 0, 0, 100, 0.1 pt, continuous, 120
F.  100% 0, 0, 0, 100, 0.1 pt, continuous, 120

G.  100% 0, 0, 0, 0, 0.25 pt, continuous, 80
H.   100% 0, 0, 0, 100, 0.5 pt, continuous, 80

I.  100% 0, 0, 0, 100, 0.25 pt, continuous, 120
J.   100% 0, 100, 0, 0, 0.25 pt, continuous, 120
K.  100% 0, 0, 0, 100, fill, 0, 0, 0, 0, 0.25 pt, continuous, 120

D. 

F. 

G. 

H. 

I. 

K. 

method:  line to open shape to line

A.

C.

A.  100% 0, 0, 0, 100,  0.5 pt, continuous, 160
B.  100% 0, 0, 0, 0, 0.75 pt, continuous, 160
C.  100% 0, 0, 0, 0, 0.75 pt, continuous, 160

D.  100% 0, 0, 0, 0, 0.5 pt, continuous , 80
E.  100% 0, 100, 0, 0, 1 pt, continuous, 80

F.  100% 0, 0, 0, 0, 0.75 pt, continuous, 160
G. 100% 0, 0, 0, 0, 0.75 pt, continuous, 160
H. 100% 0, 0, 0, 100,  0.5 pt, continuous, 160

D.

E.

F.

H.

56th Street elevation             scale | 1/32” - 1’-0”
8’ 16’ 32’ 48’

section              scale | 1/32” - 1’-0”
8’ 16’ 32’ 48’

Park Avenue elevation              scale | 1/32” - 1’-0”
8’ 16’ 32’ 48’

section              scale | 1/32” - 1’-0”
8’ 16’ 32’ 48’

DISCIPLINARY GRADIENTS

Gradients have long been implemented 
within the history of creative endeavour. 
This paragraph examplifi es its use in the 
following disciplines:

I. PAINTING / Pixel Gradients

The idea of ‘Gradient’ in painting was 
infl uencial in the Renaissance period. 
Sfumato is one of the four canonical 
painting modes of the Renaissance which 
implements ‘Gradient’ as a technique. 
The other three techniques are Cangiante 
(hue changes), Chiaroscuro (contrast), 
and Unione (outline).The most prominent 
practitioner of ‘Sfumato’ was Leonardo da 
Vinci. His painting of the Mona Lisa ex-
hibits the pixel based technique in its full 
spectrum. Da Vinci described sfumato as 
“without lines or borders, in the manner of 
smoke or beyond the focus plane.”

Mona Lisa, Leonardo da Vinci, 
Oil on  poplar, c. 1503-1506

Unknown Artist, Gorilla to 
human, digital print, 2009

M.C. Escher, Development 1, 
woodcut,  1937

DISCIPLINARY GRADIENTS
Gradients PRECEDENTS

Pixel Pattern Volumetric

A: white, solid, radial
B: black, solid, radial
C: white , solid, radial
D: black.,solid, radial

A: back, solid, radial
B: white, transparent, radial
C: black , solid, radial
D: white, transparent, radial
E: black , solid, radial

A: back, solid, radial
B: white, solid, radial
C: black , solid, radial
D: white, solid, radial
E: black , solid, radial

A: back, solid, radial, line
B: white, solid, radial, line
C: black , solid, radial, line
D: white, solid, radial, line
E: black , solid, radial, line

A: black to white, solid, radial
B: black to white, solid, radial

A: black to white, solid, radial
B: black to white, solid, radial
C: black to white, solid, radial

A: black to white, solid, radial
B: black to white, solid, radial
C: white to black, solid, radial
D: black to white, solid, radial

A: black to white, solid, radial
B: black to white, solid, radial

A: white, solid, centered
B: black, solid, centered

A: white, solid, centered
B: black, solid, centered
C: white, solid, centered

A: black, solid, centered
B: white, solid, centered
C: black, solid, centered
D: white, solid, centered
E: black, solid, centered

A: black, solid, centered
B: white, solid, centered
C: black, solid, centered
D: white, solid, centered
E: grey, solid, centered
F: black, solid, centered

Pixel Gradient Studies

In thinking Sfumato literally means 
“gone up in smoke”. Hence the term 
“Sfumato” was used by Michael J. Gelb 
on his book How to Think Like Leonardo 
da Vinci to describe one of da Vinci’s 
mental abilities, namely the ability to 
hold two paradoxical ideas in one’s 
mind without diffi culty. He also points 
out that it is an important component 
of open-mindedness as it allows one to 
hold different perspectives as the same 
time and therefore avoid hindsight bias. 
Sfumato opens up new dimensions for 
problem-solving, inspiration seeking, 
and seeing new patterns while thinking 
about ambiguity, paradoxical ideas and 
systems thinking.

II. GRAPHIC DESIGN / Pattern Gradients

III. ANIMATION / Volumetric Gradients

Central Directional Compositional

GRADIENT ORGANIZATION

Gradients produce emergent 
characteristics and can be defi ned as 
a transitional sequence between two 
or more inputs. All parameters of these 
inputs (A,B) are interchangable and 
hence result as a vast amount of gradient 
variations. Within this zone of gradience 
we encounter properties of emergence, 
variation, transition, reorder, relationships 
and synthesis. 

The systematic approach to produce 
emergent effects relies on three main 
gradient organizations which determine a 
specifi c geometrical order. 

The following techniques are studies of 
gradient effects produced with variable 
parameters (geometry, line density, line 
type, line weight, line color, background 
color) and gradient organizations. 

AA B C D E F G

I. II. III. IV. V. VI. VII.

GradientInput

Parameters Parameters

Geometry

Input

A

I.

Density II.

Type III.

Weight IV.

Color V.

Background VI.

GeometryI.

DensityII.

TypeIII.

WeightIV.

ColorV.

BackgroundVI.

B{ }

TECHNIQUE
2D Gradient Studies Gradient Organization

I. Central
A central organization is based around 
a joint midpoint for all input data. 
The effects produced are a reading of 
new geometries within the overlapping 
qualities and merging operations. 

II. Directional
Directional organizations have start and 
end points, but can include additional 
inputs within its orientation. This study 
specifi es directional gradients within a 
euclidean boundary and non-boundary 
condition.

III. Compositional 
The compositional organization implies 
the play between multi- directional and 
omni- component gradients. Due to its 
rich and variable inputs, it offers potential 
to produce exceptional complexity within 
this investigation. 
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 SEMI-TOWER : dwelling placeI. 07

T

F

S

 A category of buildings that have a moderately large number of stories, 
usually between ve to ten, and equipped with elevators. It is also called as 
mid-rises buildings.   

 TOWER : heightI. 18
T

F

S

a circular, square, or octagonal vertical 
structure higher than the surrounding 
structures that is usually part of an existing 
building and is created either for extra 
defense or for another specific purpose such 
as a clock tower or a bell tower. 
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I. II.Surface Gradients

ColorPattern Contour Morph Blend

Typological Gradients
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Surface vs. Typological Gradients. 

The use of gradients within architectural 
surface is very common. We frequently 
discover gradients within facades, 
walls, fl oors, or other planar geometries. 
Traditional components range from 
simple graphic patterning, to colour 
shading or contouring. With the 
introduction of algorithmic computation 
within recent years, these variations now 
seem almost ad infi nitum. 

Typological gradients start to challenge 
familiar archetypes (e.g. block, tower, 
bar) by investigating its effect on volume 
rather then surface. These 3-dimensional 
gradients are categorized as geometrical 
operations such as morphing (Polygon), 
blending, or lofting (NURBS). Within the 

TYPOLOGY
3D Gradient Studies Introduction

A

B

Additional Transitional

Object

Ground

A BObject / Ground

following 3D gradient studies we will 
apply these techniques to types as found 
in the above taxonomy and start blending 
/ lofting those archetypes in order to 
pursue new form/types.

Transitional Operations

Within these gradient studies and 
included projects we will also negotiate 
relationships of object and fi eld/ground. 
The traditional tectonic system places the 
object within the fi eld with minor aspects 
of synthesis, composition, or informative 
feedback. Typological gradient 
operations have the potential to transition, 
blend, and correspond within these multi- 
informative components. 


