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Abstract 
 

Hand-made arts and crafts are true artist's art. They come from the 

people and serve the people. Hand-made arts and crafts typically 

integrate practicality and aesthetics into one, with a duality 

between the materiality and the spirit. Folk arts and crafts are 

rooted in the history of the ordinary people of society, and are 

found across different regions and nations. They were a key part of 

popular culture in the past and have had a profound influence on 

contemporary cultures and arts. 

At present, most traditional handicrafts are lifelessly displayed in 

museums or sold as souvenirs. They have lost their original meaning 

and are out of touch with contemporary times. The kite is an 

important example of a traditional handicraft that is becoming 

undervalued. The kite is an important symbol of Weifang, and an 

important part of the intangible culture heritage of China and the 

world. In the era of a global economy, the kite should be more than 

a symbol. 

The role of architecture in this project is focused on addressing 

design objectives that have a direct link to solidifying the culture of 

Weifang. These objectives, economic, aesthetic and cultural, are 

explored through an analysis of the literature that has been 

gathered from national and international authors. Precedent studies 

of other successful projects that respond to similar issues of culture 

will also be considered. 

The design solution consists of a Kite Museum in Weifang. This 

project has been developed in three stages to re-establish the 

identity of Weifang, firstly, through reinstating an understanding 

and appreciation of the cultural heritage, and secondly, through 

communicating the heritage of Weifang. The last stage focuses on 

maintaining the authenticity of the site from any inaccurately 

represented future development. 
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Research Question 
 

How can architecture help traditional handicrafts regain their cultural value? 
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Introduction  
 

1.1 Background  

‘A Spatial solidarity will be undermined, not strengthened, by 

isolation. In a spatial solidarity, therefore, the weakening of the 

boundary is associated with a weaker structuring of the interior. 

Informality rather than ritual must prevail if the principles of the 

system are to be sustained. Thus the reversal of space that occurs 

naturally at the boundary of the primary cell generates a dualism in 

the principles of solidarity that can relate society to space… dualism 

reflects only the dual nature of the boundary which at one and the 

same time creates a category of space – the interior – and a form of 

control – the boundary itself.’1 

With the continuous development of science and technology, 

machines have increasingly reduced manual labour as a production 

tool. The ever-evolving electronic computer not only accurately 

performs mathematical operations, but also translates a language 

text into another language text, transforming people's mental work. 

The emergence of modern robots has not only replaced human 

hands in the operation of dangerous work or experiments, but also 

uses them to engage in artistic creation. Perhaps in the near future, 

all artworks hand-crafted by mankind will gradually be replaced by 

technological products such as computers. With the impact of 

                                                            
1 Hillier Bill and Julienne Hanson, Buildings and their Genotypes - the Social 
Logic of Space (Cambridge University Press, 1984), 75. 

modernization, traditional crafts are quietly disappearing from our 

lives. 

Weifang is a prefecture-level city in central Shandong province in 

the People’s Republic of China. Kite flying is a traditional custom 

among the people of Weifang in spring time. In 1984 the first kite 

festival was held in Weifang. Kites are an intangible cultural heritage; 

they should not be only displayed in museums or sold as souvenirs. 

1.2 Project Outline 

The research project aims to enhance public awareness and an 

understanding of traditional handicrafts through a building 

intervention. This is achieved through the introduction of the 

Weifang kite museum. The museum will create a connection 

between kites and citizens. The site is located in the urban area of 

Weifang, which is convenient for guiding people around to regain 

their enthusiasm for kites. 

1.3 Aims of the Project 

The purpose of the Kite Museum is to stimulate the public's 

knowledge of kite culture through the investigation, collection, 

preservation, and maintenance of kite culture, as well as the 

provision of research, collection, displays, and educational 

promotions. Various events, including exhibitions and seminars 

would also be organized. Interests and care, improve the Weifang 

kite industry and local image, promote modern ceramic art creation, 

and promote international exchanges. 
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1.4 Scope and limitations of the project 

The scope of this project explores the history and culture of the 

Kites of Weifang, which ranges from the Han Dynasty period to the 

21st century. 

This research project proposes a reinvigoration of kite culture in 

Weifang. The research, the literature and the analytical material are 

focused on this specific site, which creates limitations when 

applying the design to other sites. What is relevant to the issues in 

Weifang is not necessarily relevant to any other city in the world. 

This is the most significant limitation of this research project. At the 

same time, every handicraft has its own characteristics. If the kite 

museum is successful, maybe it can serve as a reference and not as 

a template. 

1.5 State of Knowledge  

How to treat traditional culture in the context of urban 

development is a subject that has been broadly researched by many 

architectural theorists and academics. It is an issue that affects (or 

could potentially affect) many cities that have lost their own cultural 

characteristics. In China, countless cities have abandoned their own 

unique traditional culture in the process of development; a process 

that has in turn informed the unique characteristics of 

contemporary Chinese cities. The state of knowledge on this topic is 

relevant to the problem in Weifang. 

The literature for this research includes many authors who have 

written specifically about the relationship between the cultural 

values of handicrafts and an architectural language. This includes 

Edward Burnett Tylor and his early book Primitive Culture (1871), 

which aimed to explain his insights about the stage and context of 

culture development. In the broadest sense, ethnography is the 

belief that culture or civilization is a complex whole that includes 

knowledge, beliefs, art, morality, law, customs, and all other 

abilities and habits of those who are members of society.2 This is a 

descriptive definition, but it shows that the content of culture, that 

is, what human beings create whether tangible or intangible, is the 

result of human civilization. Folk crafts are a result of human 

civilization. In the book Culture: A Critical Review of Concepts and 

Definitions, Kluckhohn Clyde cleaned and commented on more than 

160 definitions of culture in the West from 1871 to 1951. On this 

basis, he gave a comprehensive definition of culture: It consists of 

explicit and implicit behavioural patterns; it enables people to learn 

or impart knowledge through the use of symbols and it represents 

the remarkable achievements of the human community, including 

their embodiment in artifacts.3 At the core of culture (that is, the 

acquisition and selection of history) are traditional concepts, 

especially the value they bring. The cultural system can be seen as a 

product of activities on the one hand and as a decisive factor for 

further activities on the other. "External display refers to material 

culture, that is, a tangible entity that can be seen or touched. 

Implicit, refers to spiritual culture.”4 

                                                            
2 Tony Bennett, “Cultural Studies and the Culture Concept,” Taylor & 
Francis Online, January 26, 2015, accessed May 22, 2018, 
https://www.tandfonline.com/doi/full/10.1080/09502386.2014.1000605 
3 Clyde Kluckhom, and A. L. Kroeder, Culture: a Critical review of concepts 
and definitions (Cambridge, Massachusetts,USA, 1952), 23. 
4 Klucklom and Kroeder, Culture: a Critical review of concepts and 
definitions, 35. 
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This research also includes literature on the impact of museums on 

traditional handicrafts. As museum theorist Donald Preziosi asserts, 

museums are such a dominant feature of our cultural landscape 

that they frame our most basic assumptions about the past and 

about ourselves.5 New Museum Theory and Practice is an original 

collection of essays with a unique focus: the contested politics and 

ideologies of museum exhibition. It covers many projects and 

historical overviews to discuss the theories behind exhibitions. The 

projects range from art to anthropology, from music to history, as 

well as covering historical sites and commercial exhibitions. Authors 

come from the UK, Canada, the US, and Australia, and from a variety 

of fields that inform cultural studies. For example, Michaela 

Giebelhausen wrote the essay The Architecture is the Museum, in 

which she analyses the developments in and history of museums as 

a form of architecture, showing how ‘architecture is the museum,’. 

Another essay, The Critical Museum Visitor by Margaret Lindauer, 

an exhibition commentator, tells us how to see an exhibition and 

how to analyze the comments. Through an analysis of the Heard 

Museum in Phoenix, Lindauer shows how to be a critical consumer 

of a museum. 

Kenneth Frampton, in Towards a Critical Regionalism: Six Points for 

an Architecture of Resistance, describes modern buildings through 

their tendency towards standardization and facilitation, as the 

original landform has already been reduced to an empty flat grand. 

                                                            
5 Janet Marstine, New museum theory and practice: An Introduction. 

(Wiley-Blackwell, 2005), 1. 

 

Regional buildings need to take into account their geomorphological 

connection as they are each a “sole building” and each site is unique.  

International precedent studies are included within this state of 

knowledge as they provide a model for a building that responds to 

similar issues posed by this research project. The Xiangshan Central 

Campus of China Academy of Art by Wang Shu deals with the idea 

of utilizing traditional building techniques and vernacular materials 

to link the building with the culture from Zhejiang, China. In the 

Ningbo Museum, Wang Shu attempts to "reconstruct contemporary 

Chinese architecture" in large public buildings by used his unique 

architectural language. All of these studies will be applied to the 

design of the project in Weifang. 

1.6 Methodology 

This research project used several methods to obtain data for the 

design process. These consist of: 

Analysis of Weifang 

A historical, architectural and urban analysis of Weifang, 

important because it provides a foundation for how to link 

history, architecture and the urban environment to an 

interlinked architectural design. This includes 

interpretations of old maps and diagrammes, as well as a 

reading of Weifang's recent urban planning, which makes 

the selection of specific venues the best venue for new 

architectural design. The systematic system of Weifang's 

history is of great significance and provided important 

conclusions for the design and development of the next 

phase of the project.  
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An analysis of the kite.  

 

Analysing the history of the kite, its types and materials, led 

to a better understanding of the kite. Investigating 

handicrafts from the perspective of “intangible culture” 

means attention must be paid not only to the production 

process and the modelling of materials, but also to core 

skills, and to incorporating these into the social and cultural 

system. This is at the core of the non-material cultural 

perspective of folk craft research.  

 

Social life. 

 

On the one hand, the folk crafts design phenomenon can be 

examined in the context of a larger culture. Every 

constituent factor of social life is the object of this kind of 

research, and it is possible, in a certain sense, to influence 

folk crafts. On the other hand, it can be folk. The research 

on handicraft representation can be deepened to reveal the 

deep cultural roots and spiritual essence hidden behind the 

appearance of an art design, so as to more accurately 

evaluate folk handcrafted objects, restore the original 

features on a more essential and more realistic basis, and 

reveal the general law of the development of folk crafts. 

"From the perspective of intangible culture, we can see not 

only the craftsmanship, but also the designer's 

psychological state, cultural accumulation, way of thinking, 

social background, social customs, social organization 

structure and more.. 

 

Precedent studies. 

 

Precedent studies were explored to understand how 

international examples have used their site context and 

applied it within their building design. 

 

Documentation of design. 

 

The design process was documented and is presented in a 

systematic manner to clearly represent the steps taken to 

get to the final product. This indicates how the research was 

implemented in the design. The process included 3D digital 

modelling, 3D physical modelling, and sketches. 

In combination, these methods provided the necessary information 

to inform a design approach for the new building in Weifang. 

1.7 Results of Research 

All the research that was examined led to different stages of the 

design process. By following the project's approach, the problems, 

design strategies and possible outcomes are presented. Through 

reviewing the literature, the importance of connectedness, identity 

and truth is obvious. These documents deal directly with the 

problems of traditional revitalization, with international data from 

theorists and historians, and with precedents. They led to the 

programme and the site that was researched to fit this issue 

appropriately, resulting in a Kite Museum in the city of Weifang. 



17 
 

 

  



18 
 

 

  

Chapter 2. 
 

Figure 2: Map of Weifang with surrounding counties 
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Context 
 

2.1 Status of traditional handicrafts in China 

After the developments through ancient, modern and 

contemporary times, Chinese handicrafts are facing the test of 

transformation and regeneration. Metamorphosis does not mean 

demise, but regeneration in a new way. However, the process of 

metamorphosis is, after all, a transformation. The principle of 

survival of the fittest applies not only to nature but also to the 

cultural industry. In the 100 years of the 20th century, traditional 

handicrafts declined from a peak period to the lowest point by the 

end of the century. Over the same hundred years, our history, 

research, and cultural connotations around traditional handicrafts 

became more and more prosperous, reaching an unprecedented 

peak by the end of the century. The former observation is closely 

related to the transformation and reform of society, an objective 

fact that has already occurred, not a theoretical one. The latter is 

based on the improvement in the level of knowledge and 

understanding, the summary of history and the prediction of future 

trends, and the combination of theory and practice.6 

2.1.1 Modern: Potential Metamorphosis 

At the beginning of the 20th century, the most profound changes in 

China's political system and social environment took place, 

                                                            
6 Yiyi Xu, “Traditional Handicraft in Traditional Chinese Culture,” Jiangsu 
Social Sciences 05 (2011): 223-228. 

overthrowing the feudal system of the previous millennium and 

establishing the republic. The May 4th New Culture Movement 

shook up the old ideological system and old conventions, thus 

opening up a new era in the history of Chinese culture. However, in 

spite of the violent social shock, from the surface traditional 

handicrafts seemed to little change. They basically inherited the 

style and skills of the Qing Dynasty, so strong and weak continued 

for decades. However, due to handicrafts’ correlation with social 

form and lifestyle, the potential factors that would force them to 

undergo transformation can be seen. 

-Market is shrinking 

In ancient China, the use of handicrafts touched almost every aspect 

of society. In the natural and economic environment of "men 

farming and women weaving", handicrafts provided most of the 

social and living needs and ranged from Imperial dresses and rituals 

to civil wedding dresses and paper horses. However, the sudden 

change of government in the revolution of 1911 led to the overnight 

abolition of the dynastic pearls in floral feathers and the dragon 

robes, and handicrafts associated with feudal grade symbols 

immediately lost their value, just one example of the narrowing of 

the market. On the other hand, since the late Qing Dynasty, 

Western sources of daily necessities were imported into China, such 

as foreign cloth, oil lamps, foreign fires, socks, fans, electric lights, 

clocks and so on, gradually occupying the metropolitan market.7 

 

                                                            
7 Zhaojun Zhang, A Cultural History of Modern China (Zhonghua book 
company, 2012), 253. 
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-Deviation of the value of handicraft articles 

There are two main categories of traditional handicrafts. In the first 

category are high-grade products, those that have a history of 

appreciation and a collection value. This category has been 

popularized because of utilitarian products that directly serve 

people's lives. In feudal society, high-grade handicrafts were long 

the objects that a small number of people used to accumulate 

wealth. Antiquities were seen as "curio" collections. Despite the 

diminished market for practical handicrafts, the demand from rich 

merchants, landlords and new nobles for high-grade handicraft did 

not decrease in the slightest. The value placed on the handicraft 

therefore is obviously biased towards high-end, special crafts. The 

rise in economic and collection value makes the practical value 

seem insignificant. 

-The concept of handicraft creation is difficult to synchronize with 

the times. 

The creative concept of modern traditional handicrafts has 

remained in the style of the Qing Dynasty for a long time with few 

changes, for various reasons.8 The successive paths of inheritance 

between father and son, master and apprentice have made the 

skills and styles stylized and difficult to reverse. As Kao Gong Ji says, 

"a wise man creates a thing, a skillful person tells it."9 The second 

reason is the imbalance of modern cultural transformation, so that 

the traditional handicraft cannot quickly close to the times. At the 

                                                            
8 Fang Chen, “Analysis of the value of traditional handicrafts,” Zhejiang Arts 
& Crafts 03 (2002): 87-89. 
9 Renjun Wen, Book of Diverse Crafts (Zhonghua book company, 2008), 75. 

beginning of last century, when more suits appeared in the 

southeast and metropolitan areas, the outlying areas were still 

wrapped up in young girls’ feet. In society, with the rise of the 

phenomenon of mixing ancient and modern, Chinese and Western 

coexistence appeared. Traditional handicrafts seemed to be at a loss. 

2.1.2 Modernity: the inevitability of transformation 

In the second half of the twentieth century, China's economy 

developed enormously, but traditional handicrafts had big ups and 

downs, which inevitably leads us to ponder: What does such a 

"difference" mean? It means industrialized society, and traditional 

handicrafts are bound to undergo metamorphosis as an objective 

law. The factors contributing to this transformation are manifold. 

- Production mode that is not compatible with a market economy 

From the 1950s to the 1960s, traditional handicrafts experienced a 

rare revival period. Under the direct guidance of government 

departments at all levels, collective ownership replaced the 

decentralized individual workshops and trained successors in two 

ways. Arts and crafts colleges were set up to foster children's 

paternity. Many factories and societies are difficult to maintain or 

even close down in the process of economic transformation from an 

economic to a market system under the economic leverage of 

planned foreign trade. 

- Products divorced from lifestyle 

The direct reason for the decline of traditional handicrafts in 

modern times is its separation from the industrialized society's life 

style. From the 1950s to the 1970s, although it appeared that 
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Chinese people lived a simple life, they in fact had a serious 

tendency towards westernization. Monotonous Western clothing, 

simple western-style housing, non-changing bicycles, steam 

locomotives and much much more were imported. In addition to 

foreign exchange, traditional handicrafts are far from most people's 

lives. 

2.2 Status of traditional handicrafts in Japan 

Japan was arguably the first country in East Asia to realize the 

importance of traditional culture. South Korea and China still stand 

against tradition and incorporate traditional culture into a declining 

culture, while Japan attaches importance to its own traditions. 

Between 1930 and 1940, the famous Japanese scholar Soetsu 

Yanagi published a large number of articles and works on 

handicrafts. This work greatly diverted Japanese attention towards 

traditional cultural values.10 The Japanese government set up early 

certification work for traditional technology inheritors or groups of 

inheritors, and required complete records of those traditional 

technologies. The state also provided necessary financial support for 

the technology inheritors, to ensure a smooth transfer of cultural 

knowledge. As for explorations in traditional craft entering the 

market, Miyazaki Yoshifumi, vice president of Chiba University, 

Japan, has devoted herself to the study of the traditional craft 

industry and local industry revitalization since the 1960s. Taking 

community residents as the main body, intangible culture can be 

transmitted through the development of diversified, small-batch, 

high cultural value-added products. Bearing is lower than the 

                                                            
10 Yanagi Sowtsu, The Unknown Craftsman: A Japanese Insight into 
Beauty(Kodansha International, 2013) 

combination of economic and cultural development. His theory and 

practice has successfully guided the protection of traditional 

handicrafts in many places in Japan and Taiwan.11 

2.3 Conclusion 

The research on the inheritance and development of Japanese 

traditional handicrafts provides some useful experiences for the 

inheritance and development of Chinese traditional handicrafts. By 

studying the inheritance and development of traditional handicrafts, 

this research has examined several ways forward for the modern 

development of traditional handicrafts. What is useful is a respectful 

attitude, a modern management model, the introduction of modern 

design education, and, most importantly, a combination of dynamic 

and static museum displays. 

 

 

 

 

 

 

 

 

                                                            
11 Yoshifumi Miyazaki, Conspectus of Design (Hefei University of 
Technology Press, 2011) 
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Literature Review 
 

This research project reviewed a wide range of literature, ranging 

from the domestic to the international. The information gleaned can 

be separated into three main groups. The first contains research on 

the impact of museum development on traditional handicrafts.  The 

second group consists of books dealing with similar problems, which 

are theoretically analyzed by international architectural theorists 

and applied to different parts of the world. The Group III literature is 

systematized into two main subheadings, which are the theoretical 

principles derived from Group II. 

3.1 Group 1 Museums and Crafts 

When speaking of ‘museums and crafts’, people immediately face 

two definitions. What are museums and crafts? The definition of a 

museum may seem simple: it is a place to collect things of the past, 

where they are cared for and displayed, or at least a small part of 

them. The ICOM Statutes state that: A museum is a non-profit, 

permanent institution in the services of society and its development, 

open to the public, which acquires, conserves, researches, 

communicates and exhibits the tangible and intangible heritage of 

humanity and its environment for the purpose of education, study 

and enjoyment.12 

                                                            
12 “Museum Definition,” ICOM, accessed April 4, 2018, 
https://icom.museum/en/activities/standards-guidelines/museum-
definition/ 

The definition of handicrafts is very difficult. There was no definition 

of art as in Europe or parts of Asia. Where they were first made, for 

example, But now they are considered art.13 So, simply defined, it 

can be any type of work in which useful and decorative objects are 

made entirely by hand or with simple tools only, examples being 

kites and silk. 

3.1.1 History of Museums 

The word "museum" (Latin Museum, Greek Mouseion) originated in 

the Hellenistic period when the Muse temple existed. In the 4th 

century BC, Alexander the Great of Macedonia expedited eastward 

and westward, extending to Egypt, Asia Minor and other regions. 

The territory was very broad. However, after Alexander's death, the 

interior of the rapid division of several parties in open and secret 

struggle, eventually formed three independent kingdoms that 

occupied different regions. It was not until  about the first century 

AD that Rome was annexed. This period is known as the Hellenistic 

period. Ptolemy I Soter, one of the generals who followed Alexander 

the Great, occupied Egypt and built the Muse Temple in 

Alexander.14 

The tradition of building the temple of the Muse has a long history 

in ancient Greece. It was not only a sacred temple for the gods of 

literature and art, but also a place for philosophers to explore 

knowledge. The Muse temple in Alexandria was no exception. It was 

                                                            
13 Herbert Ganslmayr, “Museums and Crafts,” Museum, no. 157 (1988): 2. 
14 “A short history of Museums,” University Museum of Art, accessed April, 
10, 2018,  https://the-uma.org/short-story-museums/ 
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the centre of academic research at the time, where famous scholars 

such as Euclid, Archimedes and Apollonius of Perga gathered.15 

The Muse Temple is also famous for its rich collection of libraries, 

zoos and botanical gardens, and many exotic treasures collected 

from around the world, so it is considered the earliest prototype of 

the museum. Since then, scholars have frequently defined the 

museum as the place where the Muses dwell. More and more 

people began to use the term museum to refer to the place where 

they gather together their collections. Museums and other 

collection spaces gradually became equated with museums.16 

 

Figure 3: Artistic rendering of the library of Alexandria  

                                                            
15 Michaela Giebelhausen, “The Architecture is the Museum,”in New 
Museum Theory and Practice: An Introduction, ed. Marstine Janet(Wiley-
Blackwell, 2005), 42. 
16 Giebelhausen, “The Architecture is the Museum,”45. 

Since the 14th century, people have gradually recognized the charm 

of ancient Greek and Roman culture. Instead of focusing on obscure 

philosophical, literary and historical fields, they have surrendered to 

the scientific research of mathematics, physics, anatomy and 

astronomy. The value of nature and the human body has been 

recognized again. Thus, ancient animals and animal fossils, 

biological specimens, skeletons and other rare objects representing 

ancient Greek and Roman culture entered the collections of 

aristocrats and scholars. A space called a "cabinet of curiosities" was 

born.17 

 

Figure 4: Cabinet of Curiosities 

                                                            
17 John E. Simmons, Museum: A History, (Rowman & Littlefield Publishers, 
2016), 23. 
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The original collection in the famous British Museum was built on a 

cabinet of curiosities. Sir Hans Sloane travelled to Jamaica, collecting 

more than 800 specimens and bringing them back to Britain. He also 

bought exotic treasures from James Petiver, William Charlton and 

others to enrich his collection. After the death of the Jazz, these 

collections were donated to the state and became one of the main 

sources of collection for the British Museum.18 

From the Renaissance on, the collections of these nobles or scholars 

were obviously private. Around the first half of the 17th century, 

Britain's Tredescant family opened its doors to visitors who paid 

sixpence to enter the house and explore the mysterious collection, 

which destroyed the private nature of collections. Later, the family's 

collection went to Elias Ashmole, who donated it all to Oxford in 

1677, and the Ashmole Museum was born in 1683.19 It was the first 

truly open museum for the public. Oxford University, a public 

institution, was no longer owned by individuals, and independent 

buildings were no longer part of private palaces. 

3.1.2 Museums in developing countries 

The new socio-political orientation of museums in both 

industrialized and developing countries changed the 

museum’s priorities.20 Today, the debate over the role of 

museums in society is more or less over; its importance has 

been fully accepted, although its role will vary according to the 

different structures of the country concerned. Although some 

                                                            
18 Giebelhausen, “The Architecture is the Museum,”43. 
19 Simmons, Museums: A History, 32. 
20 Ganslmavr,”Museum and Crafts,”3. 

of the basic elements of a museum are much the same, 

museums in developing countries are different from those in 

developed countries.21 

In developing countries, museums have special tasks, or they 

only emphasize certain tasks. One of the most important is as 

part of the nation-building process - a way of presenting the 

cultural heritage of the people. 22 

As a result, museums have become something like databases, with 

many materials available for different types of research. This is 

where museums will become more and more important, especially 

in arts and crafts. In their storerooms and exhibition spaces, 

museums have material documents about a technology or workflow 

that are often forgotten. In addition to being part of the people's 

material culture, these documents can help a country or ethnic 

minority find a sense of identity. In addition to providing the 

necessary assistance to anyone who writes about social or cultural 

history, it is more important that they can play an important role in 

technical discussions.23 

In Europe, the purpose of establishing a museum is to record and 

preserve – to save endangered technologies and products. However, 

these museums are also used as "pattern books" to further develop 

handicrafts. In Germany for example, the Bremen Chamber of 

Commerce wrote to the city in 1870 complaining that non-Bremen 

                                                            
21 Ganslmavr,”Museum and Crafts,”4. 
22 Ganslmavr,”Museum and Crafts,”3. 
23 Jarno Peltonen, “The role of applied arts museums today,” Museum, no. 
157 (1988): 19. 
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products sold better than Bremen craftsmen's products and 

proposed the establishment of an institution to provide ideas and 

models for Bremen craftsmen. In 1873, the Technical Institute for 

Tradesmen was established. In 1884, the Applied Art Museum 

merged with the Pocke Museum in 1922 to become the Bremen 

State Museum for Art and Culture History.24 Its aim is to train 

craftsmen and designers who want to improve their skills. In 

addition, the organization aims to enhance the public's ability to 

form independent opinions and enhance its artistic taste by 

understanding styles, aesthetic rules and applied art issues. The 

German Textile Museum was also founded for similar reasons. Since 

the parts manufactured by craftsmen have been replaced by 

products manufactured by machines, there has been a movement 

to save and promote arts and crafts. These applied art museums 

and local historical and cultural museums are still collecting traces 

of the past to increase our understanding of past times and cultures. 

Being witnesses to the past not only helps people change their 

minds, but can also be used to train craftsmen, such as at the 

German Textile Museum.25 

The handicrafts produced today, whether practical, creative or 

artistic, can be displayed in museums. On the one hand, museums 

want to show the latest developments in art and craftsmanship; on 

the other hand, they want to draw visitors’ attention to the work of 

some craftsmen or artists and encourage them to buy. The 

promotion of arts and crafts can be supported by a series of 

activities related to the exhibition. Artists’ lectures and discussions 

                                                            
24 Ganslmavr,”Museum and Crafts,”5. 
25 Peltonen, “The role of applied arts museums today,” 21. 

help visitors become more familiar with the exhibition and the work. 

An ideal solution is to carry out exhibitions at artists' studios. By 

explaining certain artistic skills, this would help to arouse tourists’ 

interest in arts and crafts and teach them to distinguish quality.26 

3.1.3 Kites (Traditional Chinese Craft) 

Kite-making techniques, part of China's intangible cultural heritage, 

refers to the techniques and art of making kites using traditional 

Chinese kite materials (bamboo, paper and silk) and traditional 

handmade methods (paste, painting and flying). Traditional kite-

making techniques have a long history of more than 2000 years, 

meaning not only handicraft inheritance, but also cultural heritage. 

Chinese traditional kites are made of bamboo, silk and paper. In 

Chinese traditional culture, people are often compared to bamboo 

to praise their integrity. Bamboo is hollow, knuckle and straight. It is 

a symbol of modesty, dignity, purity. 

The kite originated in China. The earliest kite was made by the 

ancient philosopher, Mozhai. After the advent of kites, they were 

soon used to transmit information and other military needs. During 

the Tang and Song Dynasties the economy grew prosperous and the 

kite gradually became a recreational toy. The shape and decoration 

of kites changed. People not only made kites that looked like birds, 

but also added rich shapes such as butterflies, centipedes, beautiful 

designs and so on. These shapes and patterns are auspicious and 

beautiful and reflect people's beautiful aspiration and pursuit. 

Traditional kite designs use images of people, animals, flowers and 

                                                            
26 Kathy Borus, “Marketing crafts through museum shops,” Museum, no. 
157 (1988): 23. 
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birds, utensils, and auspicious characters. Folk proverbs, auspicious 

words and mythological stories are also used as themes. By means 

of metonymy, analogy, puns, symbols and homophonic expressions, 

kites are endowed with the special meaning of praying for 

happiness and staying away from painful diseases. 

3.1.4 Conclusion  

Museums should act as catalysts between artists and the public; 

they should be a driving force for artists to create by buying and 

commissioning their work directly, and regional museums can 

actively participate in promoting craftsmanship, especially in areas 

where only a few craftsmen work. But museums can also do things 

for artisans. Given the special social and economic environment in 

which they now exist, museums can also explain exhibitions to the 

public and discuss the changing role of craftsmen. 

Each handicraft has its own unique characteristics, and Group 2 will 

discuss how to embody the characteristics of kites in museum 

buildings. 

 

 

 

 

 

 

  

Figure 5, Chinese Traditional Kite            Figure 6, Chinese Traditional Kite 

        

Figure 7, Chinese Traditional Kite            Figure 8, Chinese Traditional Kite 

 

                

 

 



28 
 

3.2 Group 2 Architectural language and Handicrafts 

The literature that deals with architectural language and handicrafts 

is examined in the second group of this review. The authors whose 

Theoretical concepts are used in this group include Charles Jencks, 

Kenneth Frampton, Fred Scott and John Summerson. This group also 

includes an analysis of the specific elements of columns and how 

this element has influenced this project.  

3.2.1 Architectural language  

In the nineteenth century, a debate about the revival of classical 

and Gothic design, such as the "Renaissance torrent" and "brutal 

violence" lasted for decades, The Renaissance Garden design was 

widely used in the debate on style. 27 Although the struggle was full 

of strong moral and ethical jargon, it looked like a game compared 

to other scientific professions in the twentieth century, which were  

debating their own ethics. When physicists produce nuclear 

weapons, when medical circles revolved around moral issues such 

as abortion and euthanasia, all of these issues can cause heated 

debate in related fields and in society. 

The Language of Post Modern Architecture 28 by Charles Jencks, and 

The Classical Language of Architecture29 by John Summerson, are 

the two books that gradually developed the idea that architecture 

                                                            
27 Arthur Allen, “The Language of Architecture,” The Canadian Architect, 
Vol 26, No. 1 (1981). 
28 Charles Jencks, The Language of Post-Modern Architecture (Rozzoli, 
1991). 
29 John Summerson, The Classical Language of Architecture (The MIT Press, 
1966). 

needs to have its own non-verbal language. The two authors are 

devoted to explaining the view that architectural elements can be 

regarded as part of language. In the cognition of modern 

architecture and classical architecture, Jencks and Summerson 

contend that columns, beams and other building elements can be 

regarded as words in an architectural language. Phrases and 

sentences are further formed through different combinations of 

architectural elements, and architectural rules and aesthetic 

arrangements constitute the "grammar" of architecture.30 

3.2.2 Point, Line and Columns 

Sumerson contends that columns can be regarded as one word in 

the architectural language. Columns can be used as a form of 

bamboo, so the column will be the most important design element 

of this project. 

Bamboo is the most important part of the kite skeleton. From a top-

down perspective, bamboo can be abstracted as a point. The form 

of bamboo itself is very similar to the pillar in the building. 

Therefore, columns will become one of the most important design 

elements of this project. 

Since ancient times, columns have not only provided structural 

support for buildings but have also provided elegance and 

decoration. In fact, as we know today, the existence of pillars on 

buildings has defined architectural styles. Many magnificent 

historical sites are famous for their interesting columns. The huge 

simple pillars used at Stonehenge in England (2900-1400 B.C.) have 

                                                            
30 Allen, “The Language of Architecture,” 56. 
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fascinated generations. Although they do not seem to have any 

structural functionality, they provide a very early and very complex 

design pattern.31 

As Marx said, in Catholic churches the size of the image is shocking 

and astonishing. These giant creatures affect the human spirit by 

using a natural material. The spirit is depressed under the weight of 

matter, and the feeling of repression is the starting point of 

worship.32 The pillar Hall of the Ancient Egyptian Temple of KaRnak 

Amon is lined with columns 3.6 metres in diameter. It is intended to 

create mysterious and repressive effects with the denseness and 

robustness of the pillars, trying to render the greatness of God and 

the insignificance of man. The key to the formation of the classical 

column's aesthetic character is to deal with the ratio between the 

column diametre and the column height. If the ratio of column 

diameter to column height is 1:4 when the column height is fixed, 

the image of the column will be thick, pudgy and bulky. If the ratio is 

less than 1:10, the image of the column will be weak. When the 

ratio of column diameter to column height is greater than 1:3, the 

shape of the column line is no longer clear, and the column may 

look more like a partition or a wall. For example, in Western 

classical architecture, the most typical feature of Roman 

architecture is the use of unstructured columns, and ultimately, 

they will be all or part of the columns embedded in the wall, called 

wall columns or half-length columns, and some columns are flat 

shape. This is then called a wall column, with wall piers as the pillar. 

                                                            
31 Summerson, The Classical Language of Architecture, 13-16. 
32 Karl Marx and Engels Friedrich, Karl Marx and Frederick Engels: Collected 

Works Vol 5 （Intl Pub, 1989）, 140. 

So, by adjusting the ratio between the column diameter and the 

column height, the column becomes the focus of attention, which 

can also make it disappear in the line of sight. 

As well as directly changing the scale of the column, the size of the 

column can be visually changed by dividing the line. The Egyptian 

stone columns of the same diameter look more robust than the 

same sized Greek columns of the Ionic order. This is because the 

ancient Egyptian stone pillars are made of a number of huge stones, 

where the colour difference between each stone constitutes a 

horizontal line, and the joints between the stones are emphasized in 

a transverse sense. Horizontal lines lengthen the width of the object 

visually, while vertical lines can split the column, giving a slim feeling. 

On the basis of the ancient Egyptian column, the Greek column 

strengthens the light and shade difference of the column by using 

the vertical groove, thus reducing the volume of the column and 

appearing particularly beautiful.33  

The division of the modern architectural column is not only limited 

to the vertical groove of the column, but is also divided by the 

different materials that decorate the periphery of the column, 

where different materials or colours formed a visual vertical 

segmentation.34 The following are a few ways to deal with columns: 

 

 

                                                            
33 “Elements of classical columns,” IHBC, Accessed July 2, 2018, 
https://www.designingbuildings.co.uk/wiki/Elements_of_classical_column
s 
34 Summerson, The Classical Language of Architecture,29. 
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Material usage and colour matching 

The decoration of the column is mainly based on the contrast of the 

different materials and colours, the contrast of the shade and the 

colour. Because the colour has a sense of retreat, cold and warm, 

coloured and colourless, dark and light colours have different 

feelings for the scale. Light and colour are not separable, especially 

in interior design. Light and colour occupy an absolute weight. 

Colour temperature, weight, volume, distance, plus the auxiliary 

role of light can also change the image of the column. 

 

Figure 9, Classical columns 

The evolution of form 

In today's architectural space, dominated by square boxes, the most 

common form of pillars is vertical lines. Considering the economy of 

structure, material and construction, the feasibility of this form is 

currently the greatest. The columns of classical architecture 

however, are rich and beautiful in shape.  

The artists and designers in classical architecture devoted a lot of 

effort to the shape of their pillars. The following is about how the 

simple shape of the columns can attract more attention. The design 

techniques are worth learning.35 

-Use the prototype of nature  

Ancient Egyptians imitated the lotus flower to create a lotus style, 

which adopted the theme of this water lily then unique to Egypt. 

The upper end of the column is decorated with a bunch of bud-

bearing lotus flowers. The stigma resembles a bundle of four or six 

lotus stems. The upper part of the stem is bound by five links, and 

fine-stemmed flowers are inserted between the tightly banded 

stems. These columns, with the delicate lotus image, greatly 

enriched indoor spaces. 

-Change the character of the line  

Columns as vertical lines give a sense of upward movement, sublime, 

and tough, but the simplicity and regularity of the interior of the 

building inevitably makes space impersonal. Without affecting the 

                                                            
35 Xiaogang Xing and Zhang Hui, “Discussion on authentic fusion of modern 
architectural space and indoor design,” Shanxi Architecture no.33 
(2011):11. 
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structure, columns can be softened with too strong lines, such as 

the use of curves. Curves create different associations to those of 

straight lines. The helix has a sense of growth, and the arc is regular 

and stable, with a sense of centripetal force. There are more 

straight lines than curves in modern architecture. The active nature 

of curves can break the rigidity and give people a sense of humanity 

and kindness.36 

-With material camouflage 

The interior decoration of the Rococo building took the elegant 

aristocratic sentiment as its banner, and the stiff upright pillars were 

skillfully covered by panels or mirrors to avoid excessive stimulation 

to the fragile and sensitive mind. The invention of many modern 

building materials proved convenient for changing the shape of 

pillars. For example, a column on a human action line can be used as 

a sign, or a lamp can be mounted on the periphery or the head of 

the column, disguising it as a lighting tool; a mirror material can 

reflect objects, creating a virtual space, and a mirror material on the 

surface of the column can disguise the role of the column body. The 

pillars of the Johnson Wax Company office building are unusually 

shaped. They are mushroom-shaped and cylindrical,, large and small, 

giving the impression of being in the jungle. 

                                                            
36 Yan Li and Zhang Chunyan, “Discussion on the hand-painted wall art in 
interior design,” Shanxi Architecture no.7 (2010):221-220. 

 

Figure 10, Mushroom-shaped columns in Johnson Wax Company office 

Rhythm 

Rhythm is a simple form of repetition, formed on the basis of the 

uniform alternation of one or more elements. The performance of 

the column as a rhythmic structure in architecture is to arrange 

columns according to the law, when a certain law appears, the 

shape of the column itself is no longer important.  

Rhythm can also be a more complex repetition when it is 

accompanied by the alternation of some elements. This includes the 

regular transformation of some attributes of the components; that 

is, the increase or decrease of their quantity, form or size. For 

example, the eaves of some buildings with entrance porches, most 

of which are located in the middle of the eaves, make the pillars of 

the porches denser, like adding a high note to the smooth rhythm of 

the eaves, making the facade of the building more rhythmic. A 
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cross-section of the pillars in the Cathedral of Notre Dame de 

Chateau in Paris, France, shows both circular and octagonal forms. 

The four bundle pillars are arranged in a cross-symmetrical 

arrangement close to each other. The circular bundle pillars are 

surrounded by octagonal bundle pillars, and the circular bundle 

pillars are surrounded by octagonal bundle pillars. Such a regular 

pulsation leads to a subtle rhythm in the sensory potential. 

Using peripheral elements 

"Use of spatial elements" mainly refers to the use of elements 

around the column in the design that strengthen or weaken the 

shape of the column, so as to better serve the space. These 

peripheral elements include adjacent columns, decorations, ground, 

ceiling, doors, windows, walls, railings and so on. A kind of partition 

form called "railing cover" in Chinese classical interiors introduces 

the combination of outdoor railings and columns into the interior. It 

is still feasible to use this form to separate spaces in the large space 

of modern architecture. Besides ornaments and railings, there are 

many peripheral elements to choose from, such as ground splinters, 

smallpox modelling, doors, windows, walls and so on. 

 

3.3 Group III Kite Museum – Programme and Location 

Group III focuses on an analysis of the literature that helped define 

the programme for the project, the site selection, and the analysis 

of the selected site. In reviewing the literature, many objectives and 

principles were found to be directly applicable to the proposed 

design. 

3.3.1 Programme 

Research for this project was based on investigating the present 

state of Chinese traditional handicrafts and referring to the 

protection measures adopted by other countries for handicrafts to 

make design decisions. 

Ultimately it was decided to use the museum as a form of design on 

the basis of maximizing the use of handicraft features (kites for this 

project). To enhance public awareness of traditional cultural 

heritage through architecture, activities to be implemented within 

the project include: 

- The museum exhibition area will provide information panels, 

kites and historical information related to kites. 

- Working studios; a number of places for craftsmen to make 

kites and interact with tourists. 

- Education programmes; classes that offer education on kite 

making and other important aspects of traditional 

materiality. 

- Public lectures; classrooms and theatres will be spaces 

where the public can receive education on kite history and 

traditions. 

- Community activities will provide public exhibition spaces 

for local people's artistic / creative displays. 

- Continuous research, training, and evaluation of the past, 

present and future of kites. 

As Kevin Lynch mentioned in the book The Image of the City, the 

possibility is of creating a building that can provide multiple 

activities. By blurring the boundaries between indoors and outdoors, 
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the city can serve as a museum of customs for the entire society.37 

Lynch believes that cities provide a venue for gathering and 

organizing these meanings. This sense of place will enhance every 

human activity that takes place there and inspire the precipitation 

of memory traces.38 This project is dedicated to providing a cultural 

museum for the local people that offers the type of possibilities 

Lynch describes.39 The programme for this project is shown in Figure 

11&12; it will be called the Kite Museum of Weifang. 

 

 

 

 

 

 

 

 

 

 

                                                            
37 Kevin Lynch, The Image of the City (The MIT Press, 1960), 117. 
38 Lynch, The Image of the City, 125. 
39 Ivana Vaglenarova, “Finding the Forgotten: A project that invigorates the 
cultural identity of Macedonia through architecture,” in A research project 
submitted in partial fulfilement if the requirement for the degree of 
Master of Architecture Unitec Institute of Technology, 2017, 50. 
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Figure 11, Bubble diagramme showing relationships of functions within the 

building programme 

This diagramme shows the procedures and functions of the building. 

Bubble maps show the relationships between exhibition spaces, 

learning spaces, and work spaces, which are connected by tour 

routes. 

 

 

Figure 12, Conceptual mass diagramme showing relative sizes of functions 

within the building programme 

This diagramme shows the programme of the building and the 

dimensions dedicated to functions. This is very important because it 

shows the function of buildings. Exhibition spaces and work spaces 

are the largest in volume because they represent the most 

important cultural features of kite culture. 
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Figure 13: Proposed site of the project 
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3.3.2 Site 

Weifang is a prefecture-level city in central Shandong province in 

the People's Republic of China. Located in the middle of Shandong 

Peninsula, the climate is a warm, temperate, monsoon-type semi-

humid continental climate. The city’s landform runs from north to 

south, from low to high, forming several steps. As of 2016, 

jurisdiction was over four districts, six cities, and two counties. In 

2017, the total population was nine million, 363 thousand.  

Kite flying is a traditional custom of the people of Weifang. In 1984, 

the first International Kite Festival was held there. More than ten 

thousand kite fans attended the opening ceremony. People from 11 

different countries and regions, including the United States and 

Canada, took part in the kite festival. Since then, a kite festival has 

been held in Weifang every April.40 

The site of this research project is located in the present Weifang 

Kite Museum, which was built in 1987 close to Kite Square in the 

north and the Bailang River in the west. It is close to the main road 

and has a superior geographical position. There are two reasons for 

demolishing existing buildings. First of all, the relations between 

architectural parts and elements of the building are not 

proportional. Existing architectural modelling concepts chose the 

characteristics of the dragon-head centipede kite (Figure 14), which 

means the roof is shaped like a dragon, but the actual building is not 

so. The roof of the building is relatively small in proportion to the 

main body of the building. Although the style of the building 

                                                            
40 “Weifang,” Wikipedia, accessed August 27, 2018, 
https://en.wikipedia.org/wiki/Weifang 

imitates the traditional Chinese wooden palace, the distortion of 

the proportions makes the modelling worse. Secondly, the interior 

space is monotonous, and the space is divided symmetrically by a 

simple and rough reinforced concrete wall, which not only wastes 

space but also makes it difficult to rearrange space. According to 

China Cultural Heritage, the existing building does not belong to 

historic conservation buildings.41 

 

Figure 14: Existing Building elevation 

                                                            
41 “China Culture Heritage,: China Culture Heritage, accessed August 29, 
2018, 
https://web.archive.org/web/20100315033814/http://www.cchmi.com/ta
bid/75/MoreModuleID/426/MoreTabID/69/Default.aspx 
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Figure 15: Traditional Chinese wooden Palace 

 

Figure 16 shows the existing building’s floor plan. There is no 

streamlined organization or sense of space within the building, and 

the spaces are separated by the reinforced concrete wall, meaning 

the exhibition space cannot be adjusted. 

 

Figure 16: Existing building Floor Plan 
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All the following analyses have been influential for the design 

development of the kite museum project. 

Figure 17 shows how the new building will be able to respond to all 

the access points of the proposed location (the purple). 

Analysis of the site and the urban block around the proposed 

location of the building has taken into consideration the relationship 

between the proposed site and the main vehicle dominated roads. 

Through this analysis of the vehicle dominated roads, connections 

between the proposed site becomes evident. These connections are 

important to consider for this project, as they will be how people 

interact with the building site. It is vital to know where they will be 

entering from and what the major access points to the site are. 

 

 

 

 

 

 

 

 

 

 

Figure 17: Main vehicle-dominated roads around the proposed site 

 

Figure 18: Bailang River and green areas around the proposed site 
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Figure 19: Main viewpoints in relation to the city context and the proposed 

site 

 

Figure 20: 3D model of height relationship 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 19 shows the main viewpoints from the proposed site once 

the building has been designed. The main views are towards the 

river and Kite Square. The project will strive to provide the best 

views towards the city.  

The analysis of heights around the proposed building is important as 

it indicates the average height of structures within that city block. 

Figure 20&21 shows a hypothetical height, and there is no height 

limit for the base, so the only height relations that need to be 

considered are with surrounding buildings. 
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Figure 21: Heights of the buildings around proposed site 

 

 

 

Analysis of the heights of 

buildings around the proposed 

site of the research project shows 

that directly next to the site, the 

buildings are relatively high, 

ranging from 30m to 100m. The 

heights of the existing buildings 

will inform the height of the 

proposed building and will 

accommodate the programme 

and the functions. The proposed 

building will provide several 

volumes of different heights, 

ideally in accordance with 

existing buildings within the 

context of the site. This is so that 

the new building follows the 

characteristics around it. 
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Figure 23 shows the time and distance required to reach the 

museum from the bus stops around the proposed site. It takes less 

than 10 minutes to get to the site from the surrounding commercial 

districts (red circle area), so the project has the potential to be a 

gathering centre for people. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 22: Functions of contextual buildings around the 

proposed site 

 

Figure 24: Multiple possibilities along the water area 

 

 

 

 

 

Figure 23: Distance between bus stations and the proposed site 
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45 
 

Precedent studies 
 

The research precedents on this particular issue of architectural 

language and handicrafts is immense. For this precedent review the 

most characteristic projects have been chosen for analysis in detail. 

The following precedent studies are international examples of 

historical and cultural museums. All three studies are relatable to 

this project in different ways and provide valuable strategies on 

how this project could achieve similar results. 

 

4.1 Xiangshan Central Campus of China Academy of Art 

Architecture Firm: Amateur Architecture Studio 

Location: Hangzhou, Zhejiang Province, China 

Architect: Wang Shu 

Year: 2012 

This precedent is directly related to this project through the way 

that it utilizes traditional building techniques and vernacular 

materials that have been locally sourced. In Chinese tradition, soil, 

wood and other local materials have been widely used in ancient 

architecture because of their good mechanical properties and their 

additional spiritual and cultural attributes. However, with the 

developments in science and technology, such as concrete with 

better mechanical properties, modern materials such as steel have 

gradually replaced brick, wood and other local materials. Wang Shu 

has always emphasized the use of local materials. This chapter 

studies Wang Shu and the process of architectural creation through 

the use of local materials, and looks at how he has used local 

materials in modern architecture so they relate to the "Chinese 

tradition". 

In the construction of the first and second phases of Xiangshan 

Campus, Wang Shu synthesized a large number of design 

techniques. The first phase of the construction was relatively simple. 

The second phase was a combination of cities, like in the city of 

mystery.42 Here, he turns all the local material resources to good 

use.  Many come from the earth; the bricks and tiles are made of 

earth; wood and bamboo are grown in the soil. He rediscovered 

nature and let the building site return to a natural state, back to a 

forest, with flowers and landscapes composed from the original 

state of nature. Simple brick walls, stone walls, rammed earth walls, 

cement plastered natural walls, simple masonry  mixed with simple 

wood and a steel structure, reflects the long-term coexistence with 

the landscape, the development of a basic wisdom of facing nature. 

This prompted Wang Shu to make a choice not to impose any man-

made design ideas on this site, the site of pre-existing architectural 

principles, and these construction materials were selected as the 

first choice without preconditions, as they should be rooted in the 

land of Xiangshan.43 

 

                                                            
42 Shu Wang, “Design of the second phase of Xiangshan Campus of China 
Academy of Art,” Time Architecture no.03 (2008):85. 
43 Shu Wang, "Xiangshan Central Campus of China Academy of Art,” Journal 
of Architectural no.09 (2008):56 
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Figure 25: Xiangshan Central Campus of China Academy of Art 

 

Figure 26: Wall of Campus 

 

The buildings of the Xiangshan campus are basically supported by 

concrete structures. In addition to the supporting structures, 

traditional materials such as bamboo, wood, brick and tile are used 

to create rich facades. In the first phase of the Xiangshan campus, 

we can see the huge white house and the tiger skin stone wall that 

retreats into the distance. A one-sided, interior sloped tile roof, the 

form of four waters return to the hall, the south wall out of layers of 

thick eaves tiles, Dai wall grey tiles, Jiangnan residential features, 

but enlarged several times. The more than ten buildings are 

basically "L" shape blocks with"回" courtyards overlapping. The 

difference lies in the degree of opening and closing of the various 

buildings, the formation of the courtyard, sometimes dug deep into 

a sunken courtyard, a half green brick field, a half planted green 

forest. Sitting indoors and looking at the bamboo groves, there is a 

sense of going into a trance. The exterior walls of the house are 

painted white, and the corridor of the courtyard is enclosed by a 

whole piece of pristine wood. "The four-story elevation of pristine 

Chinese fir boards encloses the three-way courtyard of Xiangshan, 

which is simple when closed and diversified when opened.44 In front 

of this background, people naturally turn their eyes to the Elephant 

Hill outside the courtyard, the outline of the house becomes a huge 

scale frame, the building itself disappears, but it establishes a 

certain relationship between man and nature. 

                                                            
44 Shu Wang, “Zhuantang Campus of China Academy of Art,” World 
Architectural no.08 (2005):104-108 
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Figure 27: shape “L” and “回” 

In the construction of Xiangshan Campus, Wangshu did not ask the 

workers to exactly follow the design.45 Instead, he took the folk 

manual construction and materials as the benchmark, giving the 

craftsmen the space to play, allowing the design to be modified with 

the changes caused by the extensive use of manual construction. 

This was a collective labour centred on manual construction. 

                                                            
45 “From Heart to Hand. Wang Shu”. YouTube Video, 1:45:22, posted by 

“Harvard GSD”, July 2013. 

https://www.youtube.com/watch?v=kDBI_hQfkDg 

 

Because of the randomness of many brick walls, there are many 

unique artistic effects, which Wang Shu did not expect in the design: 

 

Figure 28: Randomly designed brick walls 

https://www.youtube.com/watch?v=kDBI_hQfkDg
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Figure 29: Xiangshan Campus 

- Retained original water 

- Trails linking buildings and landscapes 

- Natural memory 

- The pattern of the courtyard 

- The form of garden 

Under the façade of deliberately simplified processing, there are a 

variety of rich and varied teaching and communication spaces, such 

as underarms, caves, tunnels, sunken roof courtyards, roof terraces 

and under trees. 

The use of bricks on the campus is practical and interesting. In each 

compound, Wang Shu used a stone base to create many “sinking 

courtyards”, inspired by the traditional Chinese courtyard. 

  



49 
 

4.2 Ningbo Historic Museum 

Architecture Firm: Amateur Architecture Studio 

Location: Ningbo, Zhejiang Province, China 

Architect: Wang Shu 

Year: 2008 

Ningbo Museum is a comprehensive museum designed by the 

architect Wang Shu. It mainly displays humanities, history and art 

with regional characteristics. 

The architectural form of the Ningbo Museum is a simple geometry, 

a typically modern piece of architecture. However it is designed as 

an artificial mountain, with the main body of several layouts below 

the second floor, more than two buildings cracked, slightly inclined, 

evolved into an abstract mountain. On the second floor there is a 

public activity platform with an undulating highland, which is 

divided into five monomers, creating the atmosphere of the Ningbo 

historical and cultural block and integrating display, leisure and 

sightseeing. In this way it realizes the organic combination of 

museum culture and architectural culture.46 

In modern times, with the construction of mega-buildings and high-

rise buildings in China, the construction of complex urban transport 

systems and infrastructure, are unaffected by Western architecture. 

Through the construction of Ningbo Museum, Wang Shu attempts 

                                                            
46 Sharon Lam, “Spotlight: Wang Shu,” ArchDaily, November 4, 2017, 
accessed August 13, 2018, https://www.archdaily.com/798567/spotlight-
wang-shu 

to "reconstruct contemporary Chinese architecture" in large public 

buildings. Wang Shu tries his best to use local materials and 

traditional construction techniques in his architecture while at the 

same time conforming to modern life. He has a sense of the times: 

he builds a sense of time and space, achieving a higher level of 

harmony in the environment, eventually forming a mixed East-West, 

longing for traditional Jiangnan architecture. 

 

Figure 30: Ningbo Historic Museum 

Figures 31-35 are form analyses of Ningbo museum, to test possible 

future design strategies for the research project of the kite museum. 
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Figure 31：Form of the Museum 

 

 

  

Concise rectangular 

centralized layout 

 

 

 

 

 

 

Figure 32: Form of the 

Museum 

It is divided into five 

monomers and uses 

modern design techniques 

to create the experience 

of landscape architecture. 

 

 

 

Figure 33: Form of the 

museum 

figure 

The northern part of the 

building is immersed in 

water, which relates to 

the history of Ningbo’s 

development from ferry 

crossing to port. 

 

 

 

Figure 34: Form of the 

museum 
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Figure 35: Circulation of Ningbo Museum 
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The results of previous precedent analysis have been examined 

for my proposed site in China and for my programme for the kite 

museum to test possible design strategies for the research 

project. 

4.3 Windshape 

Design Team: Eric Bunge, Mimi Hoang (Partners); Daniela Zimmer 

(Project Architect), Kazuya Katagiri, Takuya Shinoda, Shuji Suzumori 

/ Fabrication by nARCHITECTS and SCAD (Jim Bischoff, Michael 

Gunter, Cindy Hartness, Michael Porten, Ryan Townsend, Troy 

Wandzel, with Natalie Bray and Sarah Walko). 

Location: Lacoste, 64270 Léren, France 

Architect: nArchitects 

Year: 2006 

Windshape was an ephemeral structure commissioned by the 

Savannah College of Art & Design (SCAD) as a venue and gathering 

space near their Provence campus in Lacoste, France. Built by 

nARCHITECTS and a team of SCAD students over a period of five 

weeks, Windshape became the small town's main public meeting 

space, and hosted concerts, exhibitions, and ceremonies throughout 

the summer of 2006.47  

Windshape was conceived as two eight-metre-high pavilions that 

dynamically changed with the Provençale wind.48 It can respond to 

                                                            
47 “Windshape/nArchitects,” ArchDaily, August 12, 2008, accessed August 
31, 2018, https://www.archdaily.com/4608/windshape-narchitects 
48 ArchDaily, “Windshape/nArchitects.” 

different intensities by changing the tension of the strings. In this 

way, the local winds and Windshape gave shape to constantly 

mutating structures. This is a design element that the kite project 

will strive to perfect, as materiality is one of the main drivers of this 

building design. 

 

Figure 36: Windshape 
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4.4 Shiroi Koibito Park -Tokyo 

This park is a tourist attraction that has been converted from a 

factory building. It includes parks, museums and biscuit factories. 

The park not only introduces the history and manufacturing 

methods of biscuits, but also treasures the history of tea sets 

and chocolate posters from different countries. It also provides 

visitors with their own learning experience in biscuit making 

and has large-scale performances every day. 

This form of combining factories and exhibitions has important 

reference value for the kite museum programme. 

 

  

 

Figure 37: Facilities at Shiroi Koibito Park 
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4.5 Summary of Precedent Studies 

The following is a summary of the basic design principles related to 

theory in precedent studies. These have become the basis of this 

research project’s design tools and have been interpreted in the 

final design. 

4.5.1 Primary Element 

“All pictorial form begins with the points that sets itself in motion… 

The point moves… and the line comes into being, the first dimension. 

If the line shifts to form a plane, we obtain a two dimensional 

element. In the movement from plane to spaces, the clash of planes 

gives rise to body (three dimensional) “.49 

Point - The point in the building is relative, and its size depends on 

contrast, which includes the contrast with the surface and the 

contrast with the surrounding environment. The formation of the 

midpoint of a building needs to be dependent on the materials, 

often manifested as structural elements such as the joints of doors, 

windows, beams and columns. 

Line - The line contains the elements of the shape and the volume in 

the architectural form. The continuity and directionality of the line 

in the construction of the building is not only on the plane, but also 

in the space. The directions of lines in space are various. By 

changing the directions and positions of lines, the continuity of lines 

can be used to form a variety of new spatial forms. 

                                                            
49 Paul Klee, The Thinking Eye: The Notebooks of Paul Kell (George 
Wittenborn, 1961), 153. 

4.5.2 Form 

Architectural form is the final result of architectural presentation, 

but architectural modeling is not limited to the entity of the building 

space. The gray space around the building is also of great value. This 

part of the space is often overlooked. Although there is no actual 

construction there, it is also very important in the real space 

experience. 

4.5.3 Space 

In his book Architecture as Space, Bruno Zevi clearly points out that 

architecture should not be regarded as similar to sculpture or 

painting. It is important to evaluate the particularity of architecture, 

that is, the distinction between architecture and sculpture and 

painting, which are the "unique essential characteristics of 

architecture". The unique feature that distinguishes architecture 

from other arts is space, the empty three-dimensional part in which 

people can enter and move.50 

4.5.4 Organization of Form and Space 

According to analysis of precedents, relationship between form and 
space can be organised in four ways: 
1. Space within a space. With a big open plan, it might be interesting 
to think about the interior architecture of the room and create a 
space within a space. There are numerous advantages to such a 
concept. Obviously, it helps to clearly divide the room for different 
functions. It can also provide a focal point and add interest to an 
open space. 

                                                            
50 Brunp Zevi, Architecture as Space: How to Look at Architecture (Horizon 
Press, 1974), 4-6. 
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2. Interlocking space. Interlocking space allowed assembling stable, 
self-aligning structures, without any use of mortar or additional 
joints. 
3. Adjacent space. From within a space, we can see only the surface 
of a wall. It is this layer of material that forms the vertical boundary 
of the space. No spatial or visual continuity is possible within 
adjacent spaces without openings in the enclosing planes of a 
spatial field. For example, windows allow daylight to penetrate the 
space and illuminate the surfaces of a room, offer views to the 
exterior, establish a relationship with adjacent spaces, and provide 
for natural ventilation. 
4. Spaces linked by a common space.  
  

4.4.5 Courtyard 

Taking the courtyard space as an intermediary to coordinate the 

relationship between architecture and the natural environment is 

mainly manifested in the state of "natural growth" produced by the 

courtyard layout. Utilizing the natural attributes of a courtyard 

space, it is connected to the surrounding natural environment, so 

the architecture can also be integrated into the natural environment. 

The space attribute of a courtyard means it has an obvious 

advantage in expressing an artistic concept, which is mainly 

embodied by: 

- The courtyard space is in direct contact with nature because of its 

open top, which is conducive to the expression of the view of the 

universe and nature. 

- The introversion of a courtyard space makes it easy to create a 

quiet atmosphere, which can provide a good place for people to 

meditate and feel. 

- The landscape design in the courtyard space shows great flexibility 

and provides a relatively free stage for designers to develop their 

imagination and creativity. 

4.5.6 Proportion and Scale 

Architectural scale refers to the relationship between the overall or 

partial impression of a building and its true size, which is caused by 

the feeling of the whole and its components in different spatial 

ranges. It includes the length and width, the proportion between 

the whole and the part, the proportion between the part and the 

part, and the psychological influence on the main body of behaviour 

- humans. 

4.5.7 Materials 

The materiality and building techniques illustrated in Wang Shu’s 

projects has shown how locally sourced materials embedded into 

the architecture can reinstate a connection with the people. 

 

 

 

 

 



56 
 

 

 

 

 

 

 

 

 

 

 

  



57 
 

 

 

 

 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 

Chapter 5. 
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Design Stage I 
 

5.1 Design Objectives 

Through all the research and literature review, there have been 

certain issues that stand out from the rest. These can be organized 

into three categories; culture, romance and aesthetic. 

 Culture  

Traditional handicrafts have been handed down so far which is one 

of the inheritance of culture. Therefore, it is the most effective way 

to stimulate people's cultural activities through the intervention of a 

building when the traditional handicraft is declining, so as to 

promote the recovery of handicraft. 

Romance  

Architecture should not be merciless. Architecture should be a unity 

of reason and romance. Architecture has not only material function 

but also spiritual function. Designers and users hope to place their 

romantic ideal on it. It is precisely because of this that architecture 

is different from structure or structure. Only a romantic building can 

fully arouse people's childlike interests, and thus maximize their 

spiritual functions.51 

Aesthetic 

                                                            
51 Yan Zheng, “Rationality and Romance in Architecture,” Journal of 
Architectural no.21(2007): 34-37 

The style of the building can easily be controversial among different 

groups of people, just as I am dissatisfied with the existing buildings 

on the proposed site. In order to increase people's attention to 

traditional handicrafts, the construction of aesthetics is urgent. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 38: Design Objectives 

 

 

Culture 

Romance Aesthetic 
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Chapter 6. 
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Design Stage II 
 

6.1 Concept 

This project design is guided by the basic design principles that are 

mentioned in 4.5. Based on site analysis and case studies, this 

project is designed through the following aspects: 

- Three architecture elements, point, line and plane 

- Characteristics of Kite 

- Texture of Weifang 

- Courtyard 

- One day tour as stream organization 

6.1.1 Kite Trajectory 

The concept comes from the trajectory of a kite flying. 

 

Figure 39: “8” shape kite trajectory 

 

 

 

 

 

 

 

 

Figure 40: Möbiusband 

 

 

The block is developed from the kite track and the 

Mobius strip. Two sets of mirror images show the 

relationship between the main building and the 

nearby river, the relationship between the main 

building and the square, and the influence of 

different orientations on the entrance. 
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Figure 41: Blocks from kite trajectory 

 

 

 

 

 

 

 

 

6.1.2 Point and Line 

The axis of the site in relation to the context of the city is a major 

driver of this design. This concept comes from the urban grid. 

 

Figure 42: urban grid  
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Figure 43: concept 2 

 

 

 

 

 

Random architectural design techniques, precise design and 

unexpected landscapes. Using this method can also achieve 

accurate design. Complex building functions can be realized by 

smartly moving small combination units. The plane of the building is 

flexible because it is random. Although the space inside the building 

was designed by architect, it did not seem to have been designed 

but grown by itself. It is vague, unpredictable and full of amazing 

factors. 
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6.1.3 Courtyard  

This concept comes from the courtyard. The role of courtyard space 

in the transition between architecture and city is a transformation 

from public to private from the perspective of spatial behavior, to 

meet people's needs for privacy and security, and to provide people 

with freedom to choose to live alone or coexist, and to make people 

fully prepared for entering and leaving buildings. 

 

Figure 44: “回”shape 

 

 

Figure 45, Form concept 

 

Figure 46: Blocks 

Figure 45, 46 show exploration 

of different building shapes by 

the courtyard as central. 
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6.2  

The last concept was as a last iteration in the previous presented 

design progress. Kite trajectories are streamlined, and the process 

of making a kite determines the function of the museum. The one-

day tour of combining motion and motion serves as a connection 

between the first two in series. 

6.2.1 Kite movement  

Figure 47 shows the concept of the kite track and the direction of 

the two main urban roads. 

 

Figure 47: Circulation diagram 

 

 

6.2.2 Progress of Kite making  

Figure 48 shows the abstraction of the production process of kite to 

architectural elements, point, line, plant and volume. 

 

Figure 48: Progress of Kite making 
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Figure 49: sketches  

In one phase of the design development and prelimenary 

exploration of the shape of the building, the negative space 

becomes isolated and has the possibility of becoming the outdoor 

spaces of the site. By removing the larger masses, it is possible to 

see the location of the access points coming together in the centre 

of the site. This could drive the central core of the new building. 
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Figure 50: sketches 

Sketches in the Figure 50 show exploration of different building 

shapes that can accommodate the access points created by the axis 

that was explained in 6.1. 
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Figure 51: sketches 

Sketches in the Figure 51 show exploration of circulations and the 

connection between each part.  
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Figure 52: sketches 

Sketches in the Figure 52 show the connection between buildings 

and surround environment.  First, pass the river greening to 

reach the entrance. Then through a corridor which surrounded by 

bamboo grove to enter the exhibition space and working studios 

related to kite and kite making. 
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Figure 53: models 

Figure 53 show the connection between building and river greenery. 

And the relationship of building and plaza. 
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Figure 54: models 
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Chapter 7. 
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Conclusion 
 

Overall, this project provokes discussion on three main aspects that 

relate to how to help traditional handicrafts regain their value. 

Particularity of handicrafts 

Handicrafts record and display the development and progress of 

human society. As a heritage in the spiritual field, there is much 

originality in its emergence, development and inheritance, but it 

also shows the traces of development over time. Handicrafts are 

produced by a certain purposefulness, so it is usually an economic 

behaviour, and a certain material and cultural interaction. At the 

same time, handicrafts are also a cultural phenomenon. 

The necessity of protecting traditional handicrafts 

Traditional handicrafts are the expression of world cognition, the 

practice of various social traditions and customs, and an important 

part of national traditional cultures. Handicrafts are the cultural 

creation of a certain group of people in a particular period and 

environment. Different handicrafts have their own characteristics. 

Protecting traditional handicrafts also promotes the diversity of 

world culture. 

The importance of museum architecture to the protection of 

handicrafts 

The museum needs two-way thinking in the process of protecting 

traditional handicrafts. On the one hand, it can give meaning to 

cultural heritage, and museums can also take various forms to adapt 

to the requirements of handicraft protection. The essence of the 

museum includes two meanings. One is to adapt to the protection 

of the museum under the existing system through the changes in 

handicrafts; the other is to increase the form of the museum and 

protect the opponent's handicrafts through the evolution of the 

museum protection concept. The first meaning applies to the 

protection of handicrafts that have been extinct or cannot be 

rescued. It relies on the function of traditional museums in 

collections; the second meaning adapts to the existing handicrafts, 

and the main role played in this process is the modern museum. 

Protection through museums is a temporary way for handicrafts to 

get rid of a cultural crisis and prolong their life. How to achieve self-

reliance still needs a solution, which should come from the 

environment and the culture. 

Finally, there are two main reasons for museums to participate in 

the protection of all kinds of handicrafts. First, the function of 

museums and the changes in society can only promote the 

continuous participation of museums in social development. The 

New Museum Movement and the emerging variety of museums 

require participation in social and community development and a 

respect for cultural diversity. Second, as a traditional cultural 

heritage protection institution, museums have accumulated rich 

experience in long-term material and cultural collection, collation, 

protection and research. Museums should give full play to their own 

advantages, thus promoting the protection, inheritance and 

dissemination of various handicrafts. 
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The final design of the project strives to meet expectations by 

helping traditional crafts with architectural language, but the 

function of the building makes it suitable for multiple uses while 

maintaining its integrity. Each era is acknowledged for its 

contribution, not only to the building itself, but also as a record of 

what took place in history that could stimulate momentum for 

change in cultural revitalization. 
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