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Preface

The CA²RE conference, the 
Conference for Artistic and 
Architectural (Doctoral) Research, 
represents an open and inclusive 
follow-up of the ADAPT-r project 
(Architecture, Design and Art 
Practice Training-research / EU 
ITN). ‘Open’ means an open call 
for participation and ‘inclusive’ 
indicates that it is not limited 
to a single research approach 
(practice based exclusively, or 
by/though design exclusively….
or theory focused exclusively). It 
embraces all the contemporary 
hybridity of research in arts, 
design and architecture. Urban 
design, environmental design, 
landscape architecture, interior 
design, product design, fine 
arts, music, performing arts, 
textile design… are all welcome. 
On the other hand it seeks for 
what is in the core of artistic and 
architectural research. Zooming 
in and out is not as simple as it 
seems – it needs a direction. The 
CA²RE conference provides an 
international discussion platform 
of where we want to go with this 
zooming and how can we CARE 
for each other in our endeavours. 
The aim of this platform is not 
only to support early-career 
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researchers but also to provide 
a discussion interface of their 
supervisors and evaluators. Thus 
the CA²RE event develops into a 
visible European trigger of the third 
level educational developments. 
The CA²RE event builds on 
the rich heritage of the last 
decades… It links several local 
and international networks. That’s 
why it is found relevant for and is 
organized in association with the 
Architectural Research European 
Network Association (ARENA), 
the European Association for 
Architectural Education (EAAE) 
and the European League of 
Institutes of the Arts (ELIA).  It is 
enriched by the research training 
traditions and experiences of 
all the incoming institutions 
and networks. The (research) 
quality criteria are the starting 
points for many discussions 
about disciplinary autonomy as 
well as about the impact in the 
communities of the research 
relevance. 
The Ljubljana CA²RE is hosted 
in early-September 2017 at the 
University of Ljubljana, Faculty of 
Architecture. It is the second in 
the CA²RE series, following the 
Ghent early-April 2017 initiative 

of the KU Leuven, Faculty of 
Architecture, organized by our 
enthusiastic promoter of practice 
based research and research 
by design, Johan Verbeke, who 
left as alone a month before the 
Ljubljana event. 
Further CA²RE events will be 
organized in other European cities. 
The Aarhus School of Architecture 
is planning to host one in March/
April 2018. The Technical 
University of Berlin is hosting the 
one in September/October 2018. 
The March/April 2019 event will 
be hosted by the University of 
Lisbon, Faculty of Architecture. 
In September/October 2019 we 
move back to Ghent. In March/
April 2020 our host is the Glasgow 
School of Art. 
CA²RE enables senior staff 
and early-career researchers to 
improve research quality through 
intensive and carefull peer 
reviewing at key intermediate 
research (training) stages. During 
the CA²RE weekend, the selected 
participants present their PhD (or 
postdoctoral / practice) research 
for 30 minutes each, discussed 
by an international panel and the 
audience for another 30 minutes. 
This format enables people to 

immerse into the presenter’s work 
and offers the time needed to shift 
to the reflection thinking mode. 
The panel is composed of senior 
researchers and post-docs. The 
composition of the panels offers 
both, the insider’s view and the 
fresh eyes’ perspective, as well 
as some intermediate positions. 
The presentations include a wide 
variety of formats, for example 
exhibitions, performances, 
etc. The weekend includes the 
Friday evening keynote and the 
Monday morning discussion 
session on research approaches/
methods and assessment for 
PhDs and supervisors/evaluators. 
The conference is framed as a 
collective experience of shared, 
gentle supervision and careful 
assessment. This is a joint 
learning experience for all the 
participants, showing that we 
CARE for each other when we 
need to embrace uncertainty, 
chance and instability in the 
creation of new knowledge! 
I would like to thank you all for 
our togetherness in fighting for 
research freedom! 
Welcome to Aarhus in April 2018!

Tadeja Zupančič
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In memoriam: Johan Verbeke (1962-2017)

The Ljubljana CA²RE event is shocked by a sudden loss of the CA²RE protagonist, Johan Verbeke. During our 
fifteen years of collaboration he convinced me it is worth starting and restarting a ‘mission impossible’ in research.  

He demonstrated how to shift it into the ‘possible’: through respectful listening to people, workoholic life-style, 
fighting for the freedom of thought - together. 

Tadeja Zupančič

I am deeply saddened that we will no longer be meeting Johan Verbeke in Gent, Brussels, Ljubljana, London or 
Aarhus. Always eager to share the experience from a recently held conference, or busy preparing for an important 

board meeting. Few understood the importance of international exchange to develop the still young field of 
research in the creative disciplines like Johan. I am forever grateful for what I learned from collaborating with him 

in ADAPT-r, at the Aarhus School of Architecture and more recently CA²RE. Let us carry on the exchange with 
curiosity, respect and engagement in his spirit!

Claus Peder Pedersen



10



11

Programme

Friday 8 September 2017

Plečnik’s Auditorium

18.00-19.00 Conference opening
Intro, Welcome
Tadeja Zupančič (CA2RE chair), Peter Gabrijelčič (Dean/FA)

In Memoriam: Johan Verbeke and the Links with ARENA, EAAE and ELIA

Jo Van Den Berghe (KU Leuven), Claus Peder Pedersen (AAA), Murray Fraser (ARENA), Tadeja 
Zupančič (EAAE-RA), Boštjan Botas Kenda (ELIA)

19.00-20.00 Opening Lecture: What is the Point of our Interest
Research through Design in the Practice of SADAR+VUGA 

Boštjan Vuga

20.00 Drinks



12

Saturday 9 September 2017

Plečnik’s Auditorium

9.15-9.30 Introduction to presentations
Tadeja Zupančič 

Fabiani’s Room Gallery Vurnik’s Room
9.30-10.30 Riet Eeckhout Hanne Van Reusel

10.30-11.30 Dimitri Vangrunderbeek Petra Marguč

11.30-12.30 Jana Fečkaninová Marie Joja Natasa Christou

12.30-13.30 Lunch
13.30-14.30 Dorotea Ottaviani & Cecilia 

De Marinis
Ana Kreč

14.30-15.30 Cecilia De Marinis Alicia Velázquez

15.30-16.00 Break
16.00-17.00 Michel Wildmann Gitte Juul Guiseppe Tupputi

17.00-18.00 Alisa Korolova Andrea Leitmannová

Plečnik’s room - No. 39

18.00-19.00 (Meeting of past-present-future organizers)

20.00 Dinner 



13

Sunday 10 September 2017

Fabiani’s Room Vurnik’s Room/Gallery
9.30-10.30 John McLaughlin Celia Gomes

10.30-11.30 Ricardo Mendes Correia

11.30-12.30 Miha Čebulj Filipe Brandão

12.30-13.30 Lunch
13.30-14.30 Nica Junker Aileen Iverson

14.30-15.30 Federico Del Vecchio

15.30-16.00 Break
16.00-17.00 Viktorija Bogdanova Ahmet Gün

17.00-18.00 Aleksa Korolija Marie Boltenstern

Plečnik’s Auditorium

18.00-19.00 Plenary Session & Drinks
Matej Blenkuš (Dean-Elect/FA), all participants invited to discuss

Monday 11 September 2017

Plečnik’s room - No. 39
10.00-12.00 Research Methods Training, Supervisory and Evaluators’ Training

12.00-12.30 Conference Reflection Summary

12.30-13.30 Lunch



Scientific Committee
Johan Verbeke (+), KU Leuven, Faculty of Architecture, Belgium 
Murray Fraser, UCL, The Bartlett School of Architecture, United Kingdom
Jo Van Den Berghe, KU Leuven, Faculty of Architecture, Belgium
Arnaud Hendrickx, KU Leuven, Faculty of Architecture, Belgium
Claus Peder Pedersen, Aarhus School of Architecture, Denmark
Oya Atalay Franck, ZHAW School of Architecture, Design and Civil Engineering, Swiss
Roberto Cavallo, TU Delft, Department of Architecture, The Netherlands
Andrea Braidt, Academy of Fine Arts Vienna, Austria
Joao Barbosa Sequeira, University of Lisbon, Faculty of Architecture, Portugal
Tadeja Zupančič, University of Ljubljana, Faculty of Architecture, Slovenia
Eli Støa, NTNU, Department of Architecture and Planning, Norway
Filipa Roseta Vaz Monteiro, University of Lisbon, Faculty of Architecture, Portugal
Jürgen Weidinger, TU Berlin, School VI Planning Building Environment, Germany
Sally Stewart, Glasgow School of Art, Mackintosh School of Architecture, UK
Alessandro Rocca, ‘Politecnico di Milano’, Department of Architecture and Urban Studies, Italy
Edite Rosa, University Lusófona of Oporto, Department of Architecture, Portugal
Debora Domingo Calabuig, Technical University of València, Faculty of Architecture, Spain
Dimitri Vangrunderbeek, KU Leuven, Faculty of Architecture, Belgium
Aulikki Herneoja, University of Oulu, Oulu School of Architecture, Finland
Gunnar Parelius, NTNU, Department of Architecture and Planning, Norway
Susanne Komossa, TU Delft, Department of Architecture, The Netherlands
Irena Fialova, CTU, Faculty of Architecture, Czech Republic
Matevž Juvančič, University of Ljubljana, Faculty of Architecture, Slovenia
Špela Verovšek, University of Ljubljana, Faculty of Architecture, Slovenia

Organizing Committee 
Tadeja Zupančič, Špela Verovšek, Ana Kreč, Anja Jutraž, University of Ljubljana, Faculty of Architecture, 
Slovenia

Editor/ Conference Chair  
Tadeja Zupančič, University of Ljubljana, Faculty of Architecture, Slovenia

ProceeDings Web Editor 
Gabriel Wurzer, ‘TU Wien’, Department of Digital Architecture and Planning, Austria

Layout Designer 
Anja Jutraž, University of Ljubljana, Faculty of Architecture, Slovenia



15

Panel Members
Matej Blenkuš, University of Ljubljana, Faculty of Architecture, Slovenia
Boštjan Botas Kenda, University of Ljubljana, Academy of Fine Arts and Design, Slovenia
Roberto Cavallo, TU Delft, Department of Architecture, The Netherlands
Petra Černe Oven, University of Ljubljana, Academy of Fine Arts and Design, Slovenia
Cecilia De Marinis, RMIT University, Australia
Riet Eeckhout, KU Leuven, Faculty of Architecture, Belgium
Irena Fialova, CTU, Faculty of Architecture, Czech Republic
Murray Fraser, UCL, The Bartlett School of Architecture, United Kingdom
Peter Gabrijelčič, University of Ljubljana, Faculty of Architecture, Slovenia
Matthias Graf von Ballestrem, TU Berlin, Institute for Architecture, Germany
Arnaud Hendrickx, KU Leuven, Faculty of Architecture, Belgium
Špela Hudnik, University of Ljubljana, Faculty of Architecture, Slovenia
Anja Jutraž, University of Ljubljana, Faculty of Architecture, Slovenia
Matevž Juvančič, University of Ljubljana, Faculty of Architecture, Slovenia
Nataša Koselj, University of Ljubljana, Faculty of Architecture, Slovenia
Peter Marolt, University of Ljubljana, Faculty of Architecture, Slovenia
Tomaž Novljan, University of Ljubljana, Faculty of Architecture, Slovenia
Dorotea Ottaviani, ‘Università degli Studi Guglielmo Marconi’, Italy
Claus Peder Pedersen, Aarhus School of Architecture, Denmark
Paul Robinson, University of Ljubljana, Faculty of Architecture, Slovenia
Alessandro Rocca, ‘Politecnico di Milano’, Department of Architecture and Urban Studies, Italy
Edite Rosa, University Lusófona of Oporto, Department of Architecture, Portugal
Eli Støa, NTNU, Department of Architecture and Planning, Norway
Jo Van Den Berghe, KU Leuven, Faculty of Architecture, Belgium
Dimitri Vangrunderbeek, KU Leuven, Faculty of Architecture, Belgium
Špela Verovšek, University of Ljubljana, Faculty of Architecture, Slovenia
Boštjan Vuga, Sadar+Vuga, Slovenia
Gabriel Wurzer, ‘TU Wien’, Department of Digital Architecture and Planning, Austria
Tadeja Zupančič, University of Ljubljana, Faculty of Architecture, Slovenia



16

Table of Contents

Riet Eeckhout PLACE IN ITS MOMENTARY STATUS; DURATIONAL UNFOLDING

Dimitri Vangrunderbeek LANDSCAPE TABLES: Reflections on an artistic working 
method

Jana Fečkaninová SCHOOLS OF ARCHITECTURE AND EXPERIMENTS IN INNOVATIVE 
ARCHITECTURAL EDUCATION 

Hanne Van Reusel COMMONPLACE ARCHITECTURE: Vlogging as a way of reflection 
on the performative design practice

Petra Marguč LEARNING FROM LIMITS IN TRANSVERSAL DESIGN: The stakes of 
mutual understanding within the project for the Deportation Station in Bobigny

Marie Joja POP-UP - TREND OR A NEW DIRECTION?

Natasa Christou REBOOTING ARCHITECTURAL PRACTI C/S E

Dorotea Ottaviani and Cecilia De Marinis PRACTICE-BASED PHD AS AN 
EXPLORATIVE JOURNEY THROUGH TACIT KNOWLEDGE

Cecilia De Marinis PEDAGOGICAL PERSPECTIVES IN CREATIVE PRACTICE 
RESEARCH: PhD as a training for studio teaching

Ana Kreč IN PURSUE OF IMPROVEMENT: The ‘loaded nooks’ of SVET VMES 
architectural practice

Alicia Velázquez A TEMPORARY PLACE CALLED HOME: Building, entering and leaving 
a scaffold for emotions

Michael Wildmann DEVELOPMENT IMPETUS THROUGH INTER- AND TRANS-
DISCIPLINARY DESIGN PROCESSES

Gitte Juul CONSIDERATIONS FOR IMPROVISATION, PARTICIPATION AND THE 
COMMONS IN A DANISH CONTEXT: Acting in-situ and drawing retrospectively

Alisa Korolova IMPLEMENTATION OF TEMPORARY URBANISM FOR REVITALIZATION 
OF RESIDENTIAL OUTDOOR SPACES

21

29

41

51

71

87

97

109

119

129

141

153

163

169



17

Giuseppe Tupputi AGOSTINO RENNA: From territorial forms to urban project

Andrea Leitmanová CREATIVE SPACES: The reuse of empty urban spaces by the 
creative industry

John McLaughlin PAVILIONS AND POSITIONS

Miha Čebulj UNDERSTANDING RESPONSIVE ARCHITECTURAL ENVELOPE: Towards 
design of responsive elements as integral parts of architecture

Celia Gomes ATELIER CONCEIÇÃO SILVA IN PORTUGAL: Creating as a process

Ricardo Mendes Correia TRANSDISCIPLINARY VIEW OF DIGITAL ARCHITECTURE

Filipe Brandão CORK RE-WALL: Computational methods of automatic generation and 
digital fabrication of partition walls for building renovation

Nica Junker THE BEAUTY OF THE LINGERING WHITE

Federico Del Vecchio THE UNCERTAINTY OF SPACE-TIME: A constellation of parallel 
worlds through the obsession of collecting

Aileen Iverson RABBITHOLE RESEARCH (RBT_H0L): Towards a hybrid modeling 
technique in architecture

Viktorija Bogdanova and Tadeja Zupančič ESTRANGEMENT THROUGH POEM-
DRAWING: Interpretative methodology of spatial re-thinking

Aleksa Korolija BY FEATHER AND STONE: The memorial architecture by Bogdan 
Bogdanović

Ahmet Gün and Yüksel Demir ICT BASED PARTICIPATORY MODEL FOR URBAN 
INTERVENTIONS IN TURKEY

Marie Boltenstern DESIGN STRATEGIES FOR DIRECT PRECIOUS METAL 3D 
PRINTING

179

191

203

215

227

239

249

259

271

279

293

305

315

327



18



19

Index of Authors

BOGDANOVA Viktorija

BOLTENSTERN Marie

BRANDÃO Filipe

CHRISTOU Natasa

ČEBULJ Miha

DE MARINIS Cecilia

DE MARINIS Cecilia

DEMIR Yüksel

DEL VECCHIO Federico

EECKHOUT Riet 

FEČKANINOVÁ Jana

GOMES Celia

GÜN Ahmet

IVERSON Aileen

JOJA Marie

JUNKER Nica

JUUL Gitte 

KOROLIJA Aleksa

KOROLOVA Alisa

KREČ Ana

LEITMANNOVÁ Andrea

293

327

249

97

215

109

119

315

271

21

41

227

315

279

87

259

163

305

169

129

191

MARGUČ Petra

MCLAUGHLIN John

MENDES CORREIA Ricardo

OTTAVIANI Dorotea

TUPPUTI Giuseppe

VANGRUNDERBEEK Dimitri

VAN REUSEL Hanne

VELÁZQUEZ Alicia

WILDMANN Michael

ZUPANČIČ Tadeja

71

203

239

109

179

29

51

141

153

293



20



21

Riet Eeckhout 
PLACE IN ITS MOMENTARY STATUS; 
DURATIONAL UNFOLDING

KEYWORDS
Drawing, durational unfolding.

ABSTRACT
This writing aims to annotate a research by drawing and elaborate on the 
techniques used to observe and respond to spatial transitional situations. 
The drawing - both as act and artefact - is referred to as a principle source 
for knowledge; a place for dialogue between mind and paper. In this drawn 
research, the world of objects is replaced by a world of events. It is the utter-
ance of the world, a viewing of the world with the immanent collapse of an 
object-subject viewpoint. This looking at an event through experience and 
re-experience, enabled by the ‘play’ and ‘re-play’ capacities of the digital 
medium seem to drive a productive paradox; allowing high levels of perceived 
precision combined with the perpetual change of that what is perceived. This 
paper comments on and terms the method of drawing -understanding a sit-
uation from what is observed by re-composing and selective tracing of video 
recordings, frame by frame, collapsing multiple points of view into a drawing 
- as ‘Durational Unfolding’.

AUTHOR
Postdoc, KU Leuven, 

riet.eeckhout@kuleuven.be 
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This paper describes methods and modes through which drawings are con-
structed in order to experience and express tectonic qualities of being in time. 
The drawing - both as act and artefact - is referred to as a principle source 
for knowledge; a place for dialogue between mind and paper. The drawing 
hand serves as an instrument through which technique (drawing) and past 
experience play an important role in the acquisition of knowledge. As such 
the person drawing is allowed to look at the world as a perpetually changing 
reality. A term to describe this as a research instrument is ‘auto-ethnography’, 
the study of ‘the self’ for us to come to understand more about architectural 
production techniques and the quality these techniques produce.

The following chapters comment on a set of pencil drawings merging ob-
servation with speculation as a means to allow for an ongoing renewing of a 
relationship with the world and renewing of the understanding of its spatial 
performativity. To do so, the drawing attempts to engage with an all-encom-
passing reality, gently merging ‘the world of things (objects)’ with ‘the world 
of event and experience’. In other words, the drawing allows for a looking 
at the world from the standpoint of the object (Orthographic projection). At 
the same time the drawing allows for a looking at such objects from the per-
spective of the subject thus reflecting upon the correspondence between the 
world of thoughts and the world of things.

Figure 1: The Space Between His Head 
and His Two Hands, 690 x 75 cm; detail.
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Form, in this instance, is not merely used in reference to unambiguous ge-
ometric spatial quantities (the world of objects), often described through 
means of orthographic projection (referred to as the standpoint of the object). 
As drawing is understood as a being in time sanctioning a looking at the 
world from multiple vantage points, form can be looked at as perpetual am-
biguous permutations: as I walk around and look at the world, I see an end-
lessly shifting iteration of the spatial composition and formal presentation of 
the object and its relationship to the particular context; a different disposition 
presents itself with every changed point of view.

The drawings start with understanding the situation from what is observed 
by drawing selective tracings of video recordings to obtain an awareness 
implicit to what is observed as representation converts into experience. One 
could term this a ‘practical-critical activity’ where drawing dwells in-between 
modes of observation and responsiveness. The act of drawing lingers in the 
streaming light of the projector as the drafter occupies the space between 
representation and presentation.

What is obtained is an awareness implicit to the observed complexities as 
representation ramifies into autonomous drawings by means of this sensing 
line, a mode of drawing that dwells in-between observation, responsiveness 
and speculation.  Drawing, as a practice, is thus based upon this simulta-
neous performance for every line engages with the delineation of empirical 
objective qualities and the expression of more elusive qualities. It is an utter-
ance of the world, a viewing of the world with the immanent collapse of an 
object-subject viewpoint. Here, the world of objects is replaced by a world 
of events.

Figure 2: The Space Between His Head 
and His Two Hands, 690 x 75 cm; detail.
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What does it entail; this manoeuvring between the figurative and the figu-
ral, between object and the event it stages, between measurability and the 
subject’s perspective; urging multiple points of view poised by repetition and 
iteration implying constant change.

Digital representation (such as film and photography) allows for capaci-
ties of precision, using actions of re-play, slow-motion and frame by frame 
viewing. The digital medium also allows for levels of productive imprecision, 
a breakdown of scale for each frame can be enlarged until one reaches the 
pixelated limits of the medium, zooming in on video footage to the point of the 
representational collapse of the image and therefore part-erasing its assumed 
meaning. Each of these capacities allow for a certain distancing by the author 
from the assumed meaning each of these images hold. Such a removal of as-
sociated or enculturated meaning from visual appearance helps with shifting 
the focus from the absolute form of things to a study of form between things.  
This is much in line with Stan Allen’s concept of ‘field operations’ where form 
is explored as part of an interconnected matrix of field conditions. Such com-
positional arrangements oppose the study of objects through overarching 
geometrical schemas. Instead, they engage with the visualisation of intricate 
relations between objects instilling the idea of individual form to be the prod-
uct of multiple local connections forming a dynamic whole in which individual 
form plays a corresponding role to all other. (Allen, 1999)

By taking the idea of form out of a static hierarchical structure, its rep-
resentational status has shifted away from a Cartesian objective to allow a 
making visible of that what is not merely visible . To obtain such dual rendering 
of the visible a disposition of orthographic projection techniques is implied. 
The compositional field of the drawing is provided by a vertically placed draw-
ing board onto which selected video recordings are projected. The term ‘field’ 
refers to the non-hierarchical nature of the ‘practical-critical activity’ of ob-
serving (drawing) selected video recordings. In this moment, images become 
perpetual ambiguous permutations of both objective and subjective engage-
ments with what is observed. This ‘vertical field’ allows a certain viewing of 
the world. A view where a digital feed of the world allows for dynamic per-
spectival arrangements under constant scrutiny and reevaluation for the form 
of things is revealed through circumstances observed and experienced while 
transcending the traditional stance of a central figure in view. This strategi-
cally constructed field is thus the place where object-subject points of view 
collapse and become drawing. Such drawings complement a vocabulary of 
measurable geometries and orthogonal bodies with dynamic perspectival ar-
rangements. As the drawing gathers these points of view it seems to serve a 
productive paradox; allowing high levels of perceived precision yet combining 
this with the perpetual change of that what is perceived. This coalition of 
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Figure 3: Marconi Drawing #3, 133 x 57 
cm; detail.

concepts delineates the space of the drawing in which modes of observation 
and responsiveness can be combined.

This paper terms the method of drawing -understanding a situation from 
what is observed by re-composing and selective tracing of video recordings, 
frame by frame, collapsing multiple points of view into a drawing - as ‘Dura-
tional Unfolding’

Let us imagine, walking around a sculpture in a large room, observing its 
stance, gradually experiencing its occupancy in the surrounding space. As 
we walk around this sculpture, an unfolding takes place of various impres-
sions in time through which we construct an understanding of the sculpture 
in the room. The more time we spend in the room, obtaining various points 
of view, the more we are allowed to form an understanding of the spatial re-
lationship between the sculpture and the room.

The implied change of viewpoints allowing for the congruence between 
observation and responsiveness is what characterises the drawings present-
ed in this paper. The drawing construct or compositional field allows for this 
‘Durational Unfolding’ to take place within the drawing. This is somewhat 
different from a Cartesian attitude -through which fixed objects are studied 
by means orthographic projection. Such technique also deploys the registra-
tion of multiple viewpoints however always within a fixed frame of projected 
plans, sections and elevations. The technique of ‘Durational Unfolding’ in-
deed breaks this static hierarchical structure to study objects and/or figures 
within the dynamic field of the drawing for that what is studied is described 
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through the idea of transitions. Transitions occur in time by tracing selected 
video recordings frame by frame. Transitions occur in space for each video 
recording obtains various viewpoints, much like us walking around a sculp-
ture in a room. All this to allow for the observer to construct new relationships 
between matter (object) and matter of fact (associated meaning).

That what is studied in the drawings is described as ‘Figures’ (architec-
tonic figures). The surrounding in which these figures exist is described as 
‘Ground’. When the figure and the ground offer each other resistance, a tran-
sitional situation presents itself. The drawing engages with Figure/Ground 
studies, where the figure ranges from a building to a plane, to a human being. 
The studied situation as part of the drawing process favour confrontation 
and various forms of transition between figure and ground. Such transition-
al moments are moments of change.  They release cultural information on 
how we handle matter and how situations are culturally conceptualised. The 
drawings as research, focus on the information embedded in the ‘stance’ of 
a situation, which includes the visual information collected on site but also an 
understanding of the dialectics surrounding the subject.

One could look at these drawings as traces of compositional tectonic 
qualities of released underlaying understandings on architecture as its rep-
resentations are put under pressure. Case studies chosen range from look-
ing at plane crashes, building demolitions and the formation of man made 
landscapes. The figures in these instances always seem to be in the process 
of moving away from their standing as one thing to become something else 
without a clear knowing of what they will become.

In these moments of free fall, drawing is subjected to a sense of critical 
surrender through which the drawn subject (the figure in the field) can free 
itself from political discourse, functional disposition or sustainable narrative 
and thus can thrive as formal disposition. The figures in these instances exist 
as entrances through which a wider context is observed and responded to. 
As gateways into a larger operational field, these figures exist between a fig-
urative state (expressive of connoted value, social myth and cultural categori-
sation) and a figural state (a non abstract yet non-figurative state established 
through the above mentioned techniques of projection, shifting point of view 
and re-play). The drawing as such is in constant negotiation with mediat-
ing elements of an observed figurative nature and elements of de-figuration 
towards the figural. The instance when the drawing succeeds in shedding 
its representational qualities in favour of its figural potential, the drawing is 
allowed to perform as a speculative instrument. This moment negotiates a 
threshold in the drawing process, very much as in Heidegger’s reference to 
poisis as a ‘bringing-forth’ when something moves away from its standing as 
one thing to become something else.
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THE COMPLEXITY OF THE SPECIFIC
Observing these unstable transitional realities (and of course all realities are in-
evitably unstable) through drawing underlines the basic premise of ‘Durational 
Unfolding’ for it does not tolerate projected outcomes or pre-set vocabular-
ies. Architectonic qualities are drawn out of obsessive observations avoiding 
common routes of reduction through which instantaneous summaries and 
galvanising abstractions are often constructed. The drawing becomes an 
expanding notational field distancing itself from the assumed performativity 
of representation.  Instead, a form of augmentation is deployed to allow the 
drawing hand to cultivate an awareness implicit to the complexity of that 
what is observed. The persistent simultaneity of ‘life feeds’ projected onto the 
drawing board removes the importance of unambiguous form and geomet-
rical clarity. Such drawing technique implies an architecture not investing in 
stability or certainty but an architecture that leaves space for the uncertainty 
of the real. (Allen, 2009)

Figure 4: Marconi Drawing #1, 164 x 57 
cm; detail.
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ABSTRACT
Troughout my artistic practice I have been making large table constructions 
that are used in the setting up of artistic installations where a notion of land-
scape is present. Here the notion of the landscape can be understood as 
pictorial surreal landscapes. To me the concept of landscape table is an en-
vironment that can facilitate creativity and inventiveness in the creation of au-
tonomous artistic works. Over the years this mechanism has developed into 
working and creation methods, allowing for a range of different applications. 
In this paper, I want to elaborate on how I apply the concept of the landscape 
table in the creation of artistic installations where an interplay is present be-
tween ideas about order, framing and composition on the one hand, and on 
the other hand ideas about openness, bodily experience, fragility, temporality. 
I will reflect on how my artistic landscape tables are about the exploration 
of spacial qualities and how they also serve a concern for preservation of 
(ordinary) objects.
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Figure 1: Dealing with Ordinary Form. mixed 
media, Netwerk, centre for contemporary 
art, Aalst, Belgium, 2015.

THE TABLE AS LANDSCAPE
One of the things that particularly interests me about the table is the way it is 
perceived in space. A tabletop is held up in space at a height of approximate-
ly 70 cm, and when looking at a table we are usually presented with a nice 
overview of the tabletop. To me this overview is like having a bird’s-eye view 
of a landscape. In this way, I read the tabletop as ground level, with the pos-
sibility to dig and carve into it and construct on top of it. The tabletop, to me, 
generates the possibility to create things that have to do with the relationship 
between the two- and three-dimensional and between the horizontal and the 
vertical. This notion of the table as landscape has also inspired to make tables 
in particular scales and from materials, so that a new poetic meaning of the 
table as a mental landscape can be experienced (fig.1).

THE LANDSCAPE TABLE AS A METHOD TO INVESTIGATE 
INTERACTION OF FORM AND SPACE
By means of the landscape tables I can create interactions between form and 
space. I consider the tabletop as the surface of a miniature landscape that I 
can cut and dig in, and where I can construct and build, or lay and position 
things on. In most cases I intervene on the tabletop according to specific 
form of second-hand ordinary objects. By intervening in and on the tabletop 
I create an interaction between the space up, under and around the instal-
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Figure 2: Project Table, 300 x 150 x 82cm, 
mixed-media, 1993.

lation. Because of the specific table height and because of the scale of the 
installations there are different visual and physical ways of experiencing the 
landscape tables. In the work Project Table (fig. 2) a range of sculptural ideas 
are incorporated on a large trestle table. The trestle table has a dominant and 
monumental spatial appearance; it defines place and offers the possibility to 
create a poetic reading of my sculptural ideas. The table establishes the con-
ditions according to which I can act with the ordinary objects.

Connecting Form and Space (fig. 3) investigates the spatial possibilities of 
a particular drawing method. The drawing method under examination con-
sists of a series of physical interventions. Fragments of old mirror and glass 
from second-hand table tops - often large, heavy and fragile - were carefully 
placed on drawing paper and subsequently traced with a pencil. The over-
lapping of the tracings resulted in new formal relations, but it was not always 
possible to anticipate what the impact of the new form would be on the 
previous tracings.

A research project was set up in which a ten-metre-long drawing of partly 
overlapping tracings was used to connect to the space of my studio. It was 
laid out on worktables across the three rooms of my studio on a structure of 
hardboard sheets (fig. 4).

When cutting across the paper and the hardboard, hints of the surfaces of 
the supporting worktables became visible along with glimpses of the studio 
floor. The connection to space occurred through the formal qualities of the 
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Figure 3: Collage with fragments of different 
projects, i.a. Connecting Form and Space, 
2013.

Figure 4: Connecting Form and Space, 
studio setup, 2014.
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drawing itself. The holes functioned as frames, in the sense that there was a 
graphical quality in the perception of these fragments. A selection of tables, 
objects and sculptures present in my studio was used to compose the views 
of the different holes in the drawing, with the intention of accentuating the 
essences of their spatial and material qualities. It is again the construction of 
a landscape table that gives me the possibility to create interactions of form 
and space. The critical quality of the landscape table triggered creativity and 
inventiveness.

COMPOSITION
The landscape table concept is subject to carefully made compositions. The 
surreal artistic and abstracted landscape quality is established from there. 
The search for a specific composition takes most of the effort of making a 
landscape table, even to the degree that this search ends up in the creation of 
methods. Be it a construction method, a drawing method, a cutting method, 
a handling or a performing method. For example, the installation Dealing with 
Ordinary Form, 2015 (fig. 1 and 5). I created a setting with five landscape 
tables. The composition of the installation was achieved following a long pro-
cess of carefully looking for interesting positions by placing and re-placing the 
objects in the search for visual play between form and matter.

Figure 5: Dealing with Ordinary Form. mixed 
media installation, Netwerk, centre for 

contemporary art, Aalst, Belgium, 2015.
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TEMPORAL ENVIRONMENTS FOR CLOSE OBSERVATION
With the concept of landscape tables I create environments that invite for 
close observation. I do this by installing large-scale settings and often using 
a particular materiality for the table top and by making specific interventions 
in and on the table. Next to that I decide on specific heights of the landscape 
tables as to direct the way of looking at the table top. I want to create a glance 
over the surface of the landscape table. The landscape tables don’t function 
like ordinary plinths or stages, but function like theatre settings where specific 
visual qualities are looked for, to the point that there is a visual play going on.

FRAMING
I am interested in how constructions with planes and boards can be used 
as frames, and particularly in ‘framing’ fragments of ordinary objects in the 
search for specific qualities of form and materiality. By the act of framing I can 
create abstraction. By doing so an openness can be installed where materi-
als and objects interact in such a way that the notion of a landscape can be 
imagined.

Figure 6: Extension of Gallery Table, 
Polyspan, wood, gallery table, Brussels, 
1996. (Photo: Manfred Jade).
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Figure 7: Horizontal Cuts, mixed-media, 
67,5 x 420 x 270 cm, 1994.

I use large scale planes to frame and thus occupy space. As in the installation 
Extension of Gallery Table, (fig. 6) in which a table is placed under a large table 
structure and is made visible through a perfectly cut-out hole. The green table 
construction is used to frame the gallery table and creates a stillenss and an 
abstraction. But due to the big size of the extension the visual and material 
quality of the shipboard is accentuated. The gallery table has been turned into 
a landscape table.

DEFINING A SPACE
By means of the landscape table method I can engage towards spactial con-
texts and define space. Like in the installation Green Shine (fig. 7) for the cy-
lindrical space of the M HKA in Antwerp. It’s a space with a panoramic quality. 
I created a slightly inclined disc that looked in a way like a big inclined table 
top, fitting almost the entire room.

The disc defined the spatiality of that space in part thanks to the distinct 
qualities of the chipboard. When visitors walked around the disc, the tonal-
ities of the green chipboard and the reflections of the light caused by a top 
layer of raisin on the boards gave the work the impression of a landscape. 
The ‘infinite’ curved wall of the room was articulated by walking so close to it. 
Visitors felt compelled to step up onto the lower side of the disc, perhaps by 
an urge to make it part of their existence. I defined the space of that cylindrical 
room by taking it up with a form and a material that interact with the room 
and with the visitors.
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FROM THE TWO-DIMENSIONAL TO THE THREE-DIMENSIONAL (AND 
BACK)
One of the ways I create a landscape quality with my installations is by looking 
for a specific relationship between the two- and three-dimensional space, 
e.g., letting the two-dimensional fit into an aspect of the three-dimensional 
and vice versa.

I use the two-dimensional as a frame to highlight material and graphical 
qualities in an object. In this way, I’m exploring formal but ordinary qualities 
of objects so that a new understanding can surface, As in the installation 
Horizontal Cuts (fig 8). Cheap furniture, cut into halves, is incorporated into 
wooden boards, in such a way that the sections fit the surface of the boards. 
Because of the visual relationship to the two-dimensional plane, the sections 
appear graphical, and at the same time one can see the inside space of the 
furniture parts, where the materiality is put into focus. It looks like an archeo-
logical site where foundations of old buildings are investigated.

THE TABLE TOP AS A CUT THROUGH SPACE
The table top of the landscape tables is mostly made of (ply-) wood, and pos-
sess always the thickness of the plywood sheet. There is never a supporting 
frame around it. By doing so the table top looks like a thin disk or plane float-

Figure 8: Green Shine, M HKA, Antwerp, 
2002. (Photo: Jan Kempenaers).
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ing in space. The table top feels light, and there is a clear distinction between 
bottom and above of the table top. I create table tops that look like a plane 
cutting through space (fig. 9). In this way the articulated plane defines a bor-
der in relation to up-under, in-out, covered-uncovered, material-immaterial.

SPACE-TIME EXPERIENCE
An experience of time is often present in my installations with landscape ta-
bles because of my interest in making spatial constructions that are too big to 
observe in a single glance. It is not so that I intentionally seek to make time-re-
lated work. This aspect is something that arises from my interest in occupying 
space. ‘To walk around, to approach, and to stare at details asks for duration, 
a time aspect that raises the (two-dimensional) sculpture.’

In the book Installation Art, Claire Bishop mentions Michael Fried, who 
says the following on the experience of space and time in the works of Amer-
ican Minimalist Art in the seventies:

Fried argued that because Minimalist art shared its space and time with 
that of viewers (rather than transporting them to another ‘world’), it was more 
akin to theatre than to sculpture. [...] His argument hinges on the idea of tem-
porality: rather than existing in a transcendent time and place (signalled by a 
plinth or frame), minimalist sculpture responds to its environments. The expe-
rience of viewing it is therefore marked by ‘duration’ (like theatre), because it 
directly solicits the viewer’s presence.

Figure 9: My Double Working Table, wood 
and paraffin, 1992.
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EMBODIMENT
With a similar interest in the experience of the work of art, I conceived the 
installation Water Tables, in Wattou (fig. 10). The fact that visitors could be 
physically surrounded by the two table structures due to the imposing scale, 
and that there was a sense of closeness to the materiality of the work due to 
the narrow corridor, made that their perception was almost completely pre-
occupied with the impact of (light) reflections and specific sounds. Depending 
on when and from where one looks at the installation, the experience was 
different.

THE LANDSCAPE TABLE AS REPRESENTATION METHOD FOR 
ARCHITECTURE
When the Faculty of Architecture of the KU Leuven asked me to co-curate 
an exhibition on the Flemish modernist architect Eugeen Liebaut, I saw the 
opportunity to use the landscape table concept (or a variation of the concept) 
as a representation method for architectural models.

Figure 10: Water Tables, Watou, 2002. 
(photo: Dirk Pauwels).
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I designed a particular landscape table for 15 models on scale 1/20 of his ar-
chitectural designs for houses and villas made by the students of the second 
bachelor in architecture.

By means of the landscape table concept I introduced a specific space-
time experience in the way of looking at and experiencing the architectural 
models. I came up with the idea of a landscape table in the form of a street, 
where one can walk from the front to the back of the installation, as if one was 
walking in front of or behind a row of houses. I wanted to create a walk in the 
form of a stroll around the block.

A unifying dark green tone for the ground level was essential for the setup. 
This abstraction of the ground level created the feeling of a landscape table 
with an artistic surreal landscape feeling to it. Next to that, all the models had 
to be white as to create a contrast with the dark green tone of the ground 
level. In this way, a pictorial quality was created. I also raised the table top 
slightly so that the big models would be closer to the visitors and the details 
could be better looked at. At the same time, there was a fragility present in 
the whole construction, that echoed in the fragile white cardboard models. 
(fig. 11 and 12).

CONCLUSION
In this paper, I analysed and reflected on how the subject of the landscape 

Figure 11: Eugeen Liebaut, a Master, 
exhibition view at Sint-Lucas, Faculty of 

Architecture, campus Brussels, KU Leuven, 
2017.
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Figure 12: Eugeen Liebaut, a Master, 
exhibition view at Sint-Lucas, Faculty of 
Architecture, campus Brussels, KU Leuven, 
2017.

table is part of my artistic practice. I identified how the concept of the land-
scape table is a method for creating artistic sculptural installations and I ex-
plained how I generate new working methods with this concept. I therefor 
call these installations environments that can facilitate creativity and inven-
tiveness. I pointed out the specific qualities of the working methods and I 
explained how the landscape table concept was effective in the creation of a 
original representation form for architecture models.
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ABSTRACT
Over the course of history, schools of architecture as institutions have been 
going through continuous transformations of their systems and educational 
processes. It appears there are distinctive forms of architectonical presenta-
tion of school buildings that are related to school’s philosophy and teaching 
strategy. In recent years, many existing schools had undergone refurbish-
ments and new schools were built, which underlines currency of the top-
ic. While researching general new trends in architectural education several 
experiments in teaching and learning architecture had been conducted, fo-
cused on creative process. Different means of influence such as mobility or 
curiosity were used. The paper analyses methods being used in architectural 
schools nowadays as well as finished and ongoing experiments, world-wide.
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INTRODUCTION
The topic of spatial realization of schools of architecture is very current these 
days. Just in the last decade there is great number of refurbishments, trans-
formations and competitions for designing new architectural schools across 
whole Europe.1 Rapid information flow and development of progressive tech-
nologies has influenced the requirements needed of an individual to gain ex-
pert skills. Methods of pedagogical process are going through similarly rich 
transformations. 

Their creation, adoption or integration into an existing system often re-
quires changes in physical structure. Just from this first point of interest we 
can safely assume there is direct link between physical structure of the school 
and its internal philosophy of educational processes. This contribution is on a 
dissertation topic: Schools of architecture (Architecture of School of Architec-
ture). This thesis creates the missing unifying portrait of Schools of Architec-
ture, where rich detailed analysis, though mainly from pedagogical perspec-
tive, loses connections with building where the school is housed.

METHODS
The work analyses the current state of knowledge and existing buildings of 
schools of architecture, which are selected on the basis of current results of 
several assessment charts and rankings of European architectural schools2, 
with the emphasis on the widest variety of selected schools, both in terms of 
setting their curriculum and character of education and a unique approach to 
the school building. The analytical part is emphasised by a personal visit of 
schools along with interviewing architects working at these faculties3. By the 
synthesis of the analytical work there will be formed the general conclusions 
in the thesis.

RESULTS
To be able to describe the architecture of a school building, we need to first 
understand its internal strategy - specify the “genius loci”. We can say that the 
school of architecture, like every building consists of its physical structure and 
the life that it is filled with and the philosophy that makes it living. Architectural 
philosophy of the school may even shape its ideal expression and predeter-
mine the structure of its internal system.

In philosophy, there is also hidden an opinion on the use of the building, 
which in the case of the school of architecture predicts the direction of think-
ing about architecture. Linked to this is the creation of an environment that a 
man imagines for the processes he uses for designing.

1 The competition for arch. school Delft in 
2009, a competition for school University 
of Applied Arts in Vienna (d. 2012) and its 
ongoing refurbishment, the refurbishment of the 
school of architecture University of Innsbruck 
completed in 2015, global competition for 
the design of schools of Architecture Aarhus 
(2016), the refurbishment of schools the Bartlett 
completed in autumn 2016, and others.

2 The best known are: Domus - Europe’s 
top 100 schools of Architecture and Design, 
recognizing an annual top 50 schools of 
architecture of Europe, a book Masterclass 
(2014) which, according to other criteria 
selects 29 best architectural schools of the 
world and compares each other´s Master 
degree, evaluation system QS World University 
Rankings, which annually ranks the best 
architectural schools of the world, which are 
part of universities. There exists also occasional 
selecting of the best arch. schools done by 
individual architectural websites. One common 
instrument, which would be comparing and 
ranking all the schools of architecture in world is 
currently unknown.

3 During the last two years I have visited 
13 schools of architecture to discuss the 
functionality of the spaces of each school with 
their actual users. I made a personal visit to 
namely: VŠVU (SK), FUTUKE (SK), Academy of 
Fine Arts in Vienna (AT), University of Applied 
Arts, Vienna (AT), TU Vienna (AT), ETSAM (ES), 
ie School of Architecture and Design (ES), 
Bauhaus-Universität Weimar (DE), The Bartlett 
(UK), AA (UK), TU Berlin, FAUP (PT), University 
of Innsbruck (AT)
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The author’s architectural design of the school is mostly linked with the opin-
ion on the education of architects and the image of it is created along with the 
program of the school. However, there exist also numerous examples on it, 
where school strategy created a perfect harmony with the space, which was 
for this purpose later transformed, accommodated and then fully embraced 
it. In such context, we can speak of experiments in educational methods that 
took place in the past but are still considered as revolutionary.

Substantial Experiments in Architectural Education
One of them was the school of Bauhaus. Its main idea was “to reunite all 
types of art that were previously separated on the academia” (Bauhaus, no 
date). By working with the current technical modernization and industriali-
zation, it aimed not only for bring a new design, but to form modern human 
society and continuously “build the future”. Bauhaus school was workshop 
based. It was focused on developing product design for industrial manufac-
tory, beautiful and yet functional, but still affordable for an ordinary household. 
When there was a thread that the school would be closed, the pavilion was 
built – family house “Haus am Horn”, which was uniting and exhibiting differ-
ent design under one roof. Although previously unapplied, Bauhaus has been 
perfectly functioning experiment of education in the process of applied arts.

A revolutionary turn for the ‘Research Based Education’ was marked with 
the birth of the architectural group Archigram (from Architecture + Telegram), 
founded by several young architects in the early 60s. These young gentlemen 
published a magazine that was redefining the thinking about architecture in 
an unconventional way. It had an experimental character with a global reach, 
which “reinvented the whole mode of the architectural education” as well as 
“redesigned the scope of experimental thought and teaching” (Daniel, 2013).

A still used method of architectural education is ‘Unit System‘ that is based 
on „the competitive framework of the vertical studios - “units”. This system 
has been reshaped many times but one interesting experiment which was 
implemented by Alvin Boyarsky, a leading figure of AA (Architectural Associa-
tion) since 1971. Boyarsky did not believe in the curriculum, and thus offered 
to architects 
“the autonomous pedagogical territory for the development of the individual 
architectural research” (Sunwoo, 2010, p.25) - to teach freely according to 
their own interests and manifesto’s. 

It is quite common, that schools of architecture are in different ways deal-
ing with their spatial variability and facing the challenges of spatial flexibility, 
with experiments on the methods of architectural education and therefore 
conducted on the theme “mobility”. 

Facing the topic of mobile school space was a project of Peter Murray, 
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Cedric Price and the AA in the 1970s, when architectural students were 
seeking other options for redefining architectural project beyond traditional 
education. They redesigned a double-decker bus into place for architectural 
education - the mobile space for teaching architecture - AS / AA / Polyark. 
“Mobility”, as describes Jessica Harris at her work ‘On the Buses’(2016), 
“was a tool for alternative modes of architectural education and practice”. 
As reported by Georgia Papathanasiou (2016) - by such projects was devel-
oped “an unlimited network of built and unbuilt spaces by employing mobile 
space”.

What remained unanswered in terms of mobility in the school’s space, was 
the student´s mobility itself and that in relation to the educational processes, 
the process of designing and creation. With regards to answering this topic it 
fell to the students of Academy of Fine Arts in Vienna in winter 2015. “Working 
environments that require of us to remain within a reduced spatial terrain in a 
sitting position are efficient solely at the level of square meterage” (Tschapel-
ler, 2016). Based on this premise there was run the project ‘Peripatetic En-
vironment’, which was led by Michelle Howard and Luciano Parodi. During 
which were done numerous experiments focused on the exact opposite - the 
creation of opportunities for creative effectiveness based on an abundance of 
dynamic interaction with space. The thematic group included designs such 
as: ‘Movement for Ideas’, ‘Distracting trigger’, or ‘Wanderlust’ were physically 
embodied in the area and used by students for a certain time.
On the opinion that “the institution of the future does not longer work on 
lasting, but on intervals of continuous education” (Koolhaas, 2010-2011, pp. 
135) was founded an experimental program within the School of Architecture 
- Strelka Institute in Moscow, which was being developed together with Rem 
Koolhaas and the research group AMO. It is a school based on a research, 
discussion and publicity of new knowledge, operating on the principle of 
5-month study program, cyclically repeating, again and again, always starting 
with a new theme and a new group of students. It builds on the quick pace 
of our period and related demise of old truths, replaced with continual need 
for self-development in ever repeating work-study cycles ensuring one’s skill 
remain up to date with work requirements (Koolhaas, 2010-2011). The es-
sential element of such a young architectural school is sharing of information, 
newly discovered contexts and proposals for solutions and to this purpose 
serve the major proportion of the school spaces. 

One of the most significant experimental methods of architectural educa-
tion is the establishment of the online school. The pioneer of such a based 
curriculum is IE School of Architecture and Design, which uses online meth-
ods since second year of Bachelors study. It sends its students every year 
to intern in studios around the world, who in part to this can determine what 
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Figure 1: Scheme of the spatial structure 
of the FAUP – Faculty of Architecture, 

University of Porto, original material from 
El Croquis (2007). Alvaro Siza 1958-2000: 
El Croquis 68/69+95, p.110, Author: Jana 

Feckaninova

Figure 2: FAUP – Faculty of Architecture, 
University of Porto – One of the 

atmospheres of inner spaces – exhibition 
hall, Photo: Jana Feckaninova



46

type of studio and work suits them the best and with which type of the cre-
ative process they identify themselves with the most. So, they can promptly 
respond to the real conditions of practice and immediately adapt their re-
quirements on education and orientation of their study. Done through an on-
line system making it possible to practice in the field and study at the school 
in three countries simultaneously at once.4

Another one of the experiments relating to education at schools of archi-
tecture is applying the education about space directly through the very object 
of the School - the building. The excellent example of this is the Faculty of 
Architecture FAUP in Porto, that the school building is designed as an edu-
cational tool itself.

It works as a harmonious synthesis of the rich psychological moments of 
allocation of spaces. It starts with intentionally different orientation of windows 
in the studios and reaches the strategic composing of geometrical elements 
shaping the movement and behaviour of people in the area, how it does 
for example in the library (Copans, Neumann, 2011). Teachers themselves 
use the school building as a tool to illustrate the composition of various el-
ements to achievable spatial designs, not only functionally and visually, but 
also through feelings that that could be perceived from certain dimensions 
within the space. It is interesting to review student studio works, as they in 
many cases actually carry Siza’s signature.5

Physical Formations of Educational Strategies
While describing experiments in methods of architectural education, some 
gradually became widely used and attained their currently almost obvious, 
natural image whilst others are still being „tested“ and verified. From this we 
can observe that different types of strategies lead to certain physical forma-
tions of the schools where they are in various levels of use. Based on the 
prevalent philosophy of architectural schools related to their physical propor-
tions we can distinguish 5 types of school: 

4 The typical example of leading-person-centric 
kind of a school is University of Applied Arts in 
Vienna.

5 From interview with Raquel Paulino and 
Manuel Montenegro

Figure 3: Scheme illustrating spatial 
formations of different teaching strategies. 
1. School -workshop 2. School - author ́s 
original signature 3. Online school 4. School 
- universe of microworlds 5. School - public 
discussion. Author:  Jana Feckaninova
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School - workshop is primarily focused on physical verification of topics 
being studied, creating designs and on applied science. Experimental de-
signs and their transformation to the physical world via usage, testing and 
development of fabrication processes is the very essence of this school type. 
The outputs are primarily projects with real world applications, from usage 
of newly designed and developed robots through experimental materials, to 
livable temporary pavilions. This type of school quite often resembles an ac-
tual workshop as its key space. The ultimate representative of this kind of 
the school is an industrial hall changing only to cater “manufacture - exhibit” 
mode of operation. One such example is Institute for Advanced Architecture 
of Catalonia (IaaC).

School – author´s original signature consists of a building or set of build-
ings intentionally designed for providing different kinds of atmosphere, sur-
rounding psychological experience or light changes to the students in order to 
allow them to better understand compositional principles and related sensual 
impressions as well as human influence via direct subjective experience. The 
most notable example is FAUP, which presents this function of architecture, 
from understanding the significance of geometric differences and light effects, 
to the subjective differences in perceiving surroundings via different means of 
connecting rooms of unequal sizes and heights. Teaching and learning at this 
kind of school means - but is not limited to - the daily analysis of a work of art.

Online school is especially interesting due to reduction of the architectural 
school space, yet with rich studios experience, between which the student is 
required to alternate during his time of study. The school building itself there-
fore doesn’t have that much influence on the student in terms of his surround-
ings. Thus, online school type puts emphasis on spatial forms of studios of 
architectural practice more than on the school building.

School - universe of microworlds - the principle of small closed rooms for 
small groups of students, typical for this type of school such AA is “a series of 
small independent worlds forming one large institution” (Steele, 2010, s.42). 
It’s a system of vertical studios, smaller groups that form their unique world 
derived from the studio master of that studio. As such for this kind of teaching 
the most effective system turned out to be a set of smaller rooms, which was 
verified on the Bartlett school where this ‘The Unit System’ was adopted and 
modified, as The Bartlett’s footprint easily allowed to be implemented. The 
rooms however can’t be sealed completely, as the system relies on competi-
tiveness of the students and further enhances it (White, 2014).
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School - public discussion
Currently there is a tendency of communicating architecture to the gener-
al public and also attracting younger and younger generations to schools, 
as well as explaining basics of architectural perception to the youth (Staub, 
2016). The principle of sharing these most recent findings is the main goal 
of Strelka Institute, which in its own space demonstrates the essence of the 
school - a public discussion. As such this school specifically dedicates ap-
proximately 2/3 of its footprint to serve this purpose.

These physical forms of architectonic schools are present to various extent 
in all school buildings. What is interesting is targeted and conscious analysis 
of ratios between different types of spaces derived from the character of ped-
agogical process being used, and upon which the requirements can be put 
to more harmonic union with realistic expectations.

DISCUSSION
Of course, there is no need to evaluate only new school building. What is also 
interesting is analyzing compatibility between school building and pedagog-
ical processes being used. It’s about unity in rules of using physical space 
and preferred educational strategy. The question of certain repeating footprint 
types while achieving different levels of success in operation deserves further 
exploration. Examining relationships between both elements shows that cer-
tain expectations in the process of education might not be met in otherwise 
fully functioning buildings. The same topic is mentioned with regards to Yale 
School of Art and Architecture by Paul Rudolph, who designed the school 

Figure 4: AA - Architectural Association, 
floorplan – ground floor
https://www.aaschool.ac.uk/Downloads/
AAFloorPlans.pdf
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building using large collective central spaces for architects and designers to 
work, from which they could benefit both during study as well as during pres-
entations and discussions. “These spaces were underutilized, they were too 
open, too noisy” (White, 2014). As such the expectations of this learning pro-
cess did not meet with the physical surroundings that would make learning 
comfortable. From researching these displays, the school’s philosophy and 
principal education strategy related to the building usage, one can set more 
realistic expectations how will designed school building will work along with 
its educational system and discover its further potential. The next question is 
the topic of mobility in the teaching / learning process and implementing it to 
the design of the building. How would an architecture school’s building look 
like when designed as per the principles of creative thinking resulting from 
mobility? How would the pedagogical process look like in this kind of school?

CONCLUSION
Analyzing almost the revolutionary changes in schools of architecture, such 
as the birth of Bauhaus or the pedagogical shift in London during 1960s, the 
main driver for changes in pedagogical process are always changes in the 
society during particular period of time and also somewhat related advance-
ments not available before. It’s all about keeping up with the tempo of the 
period and with expected development. This is the main reason why there 
are always experiments in education processes. The online school of archi-
tecture has proven itself to be very effective from a time-saving perspective, 
especially when value of time increases exponentially. However, in this early 
phase of the online school it’s questionable what impact a complete removal 
of school building, physical contact with lecturers and other students, who 
often bring different points of view on the architecture based on different cul-
tural background, will have.

Though it was observed the preferred character of education is physi-
cally embodied in the building where education takes place. Identification 
and systematization of these relations can have a most positive effect when 
refurbishing or designing new buildings for schools of architecture. Namely, 
analyzed types of architectural education systems and the buildings that are 
used, considering their uniqueness, as each are very specific. Their study is 
needed to be generalized to allow for more precise application of discovered 
principles - in various scales - into selected schools of architecture. Speaking 
of schools of architecture, we are also discussing about analyzing different 
forms of creative environments, which can in deeper research uncover re-
quirements for better usage of spatial parameters not just for schools of ar-
chitecture, but for schools in general.
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WELKOM / BIENVENUE JOSAPH’AIRE - INTRODUCTION
> Zoom on a black and with line drawing. The with paper hovers with the 
wind. (Voice Over) First of all, welcome.

> A wooden sign with the laser cut text “Welkom/Bienvenue Josaph’Aire” 
is held up and fills the screen. The person who is holding the pale wooden 
board is hidden behind it, only the white hands with red nail polish hint for a 
female touch (Schalk et al. 2017). The background sound is dominated by the 
alienating recording of the wind (see Figure 1).

Figure 1: Screenshot of the ‘welkom’ vlog.

> People are sitting in a green and slightly wild environment, the scene gives 
a cluttered impression due to the table made out of pallets, the with pole of a 
party tent, etc (Pak and Scheerlinck 2015). On the right side you can see the 
considerate expression of a young women in a colorful dress (Hanne). Left the 
framing only gives away the presence of other hands holding beers in their 
hands. (VO) Because we are, we are citizens...

The attentive listener can recognize a French accent in the pronunciation.

> The lady holding the welcome sign walks away along the sidewalk of the 
street (Brussels). She swiftly turns around talking the wooden board under 
her arm while she continues her walk.

> Back to the greenery. One of the men walks away while Hanne nods to 
confirm the statement that is being made. (VO) ... and they are not here, they 
are just in their office (BRAL 2016; Van Reusel et al 2015).
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> The lady with the wooden board continues her walk along the street, ac-
companied by passing cars and crossing pedestrians. Fast forward. She 
walks a small 50 meters, passing a small construction site after which she 
steadily turns to the right. Carrying the wooden sign on her back, she contin-
ues her path while on her left side trees appear behind the wall of what seems 
to be a parking space. A cyclist heads in the same direction while the lady 
continues her route toward an open fence. Making place for a car coming in 
her direction she keeps on her decisive tread while entering the open gate. 
On the left side a glimpse of a pallet hanging on the wall can be caught. The 
camera approaches the lady while she directly turns left and enters a green, 
slightly bewildered area (Van Reusel 2017).

> Back to the greenery scene. The camera now centrally focusses on Hanne 
who is looking at the person on her right hand. (VO) Because if you just com-
plain, rather than being constructive... better to steer it in a direction, it works 
better (Van Reusel et al 2017).

The framing moves away from Hanne who is zipping from her beer while 
showing her agreement with the made statements. The public gets a view of 
the white male speaker (Wannes) whose gestures underpin his words. The 
sound gives away a Dutch accent, while approving echoes are made by other 
participants.

> Continue fast forward. The lady that is carrying the wooden board on her 
back walks up into the greenery. On the right side a glimpse of pallet con-
struction and a red accent of a crochet decoration can be perceived. The 
lady continues her way in-between series of boxes filled with plants while in 
the background the vague shape of an improvised greenhouse and a white 
circus wagon come in the picture. A guitar cord hits in at the moment the 
lady cheerfully turns around. While she reveals her face (Toha) she opens 
up her arms as to welcome the public. The strumming guitar plays on while 
Toha places the board on the side. She springs on, going left , going further 
in between the plant boxes where she stops in front of another pale wooden 
sign. She waits for the camera to come closer and points to the sign, which 
is hidden between two eggplants that are ready to harvest. On the accent 
chord of the on-going guitar play the camera zooms in, revealing the “Jardin 
Latinis” that is cut out of the wooden sign (Petrescu 2010).

> An image is given of two people holding shovels and standing next to a 
wheelbarrow. One of them attracts the attention wits his white sweater that 
contrasts with his black skin and the green environment of long grass and 
nettles. The guitar play has stopped while the camera wobbly approaches 
the two figures, slowly revealing the conversation going between a man and a 
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woman who are digging in the earth that has been piled up in old tires. Slowly 
the music hits in again (see Figure 2).

Figure 2: Screenshot of the ‘welkom’ vlog.

> Continue fast forward. Toha gambols from the Jardin Latinis sign on toward 
a structure made out of industrial pallets. In a bow she approaches a new 
sign stating “Forum”. Toha dartingly enters in the structure and illustrates its 
circular composition. The scaffolding she hops around gives away the on-
going construction process (Bouchain 2010). Leaving the Forum structure 
behind, she heads back in the green. Part of her route is cluttered with de-
constructed pallets. Toha’s tread leads the camera to a frontal view of another 
wooden structure. It has the archetypical form of a house but is still open 
as it only consists out of a wooden frame. Toha jumps in the house, diving 
under the pink decorations that are hung up in front of it. She walks round 
the central table around which a mix of different chairs and self-constructed 
benches are positioned. When she jumps off the house like construction, she 
lifts up a wooden board with the open landscape at the background: “Maison 
des Possibles” .

> The guitar play continues. Fast Forward. A top view of a wooden desk is 
given. In the unnatural light of a lamp drawings can be seen; a rectangular 
floor plan around which four facades are positioned. A pair of hands is or-
dering the composition and starts puzzling with blue surfaces that represent 
windows. The papers are being reshuffled and organized.

> Continue fast forward. Toha puts the board with “Maison des Possibles” 
down and directly continues to another sign hidden behind some long grass-
es. Next to it is a shovel that Toha picks up to firmly plant it in the soil. The 
wooden board states “Commons Josaphat” (COMMONS JOSAPHAT 2015).
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> The music continues. A fragment of the Archibelge documentary is shown. 
A group of around 20 people is surrounding a table size model. It is a group 
of mixed ages and gender. Some people are moving elements of the mod-
el while another participants is making gestures along the two meter long 
cardboard construction. The camera zooms in on An who is smiling while 
engaging in the conversation. Slowly the frame is directed to her hands that 
are pointing at certain elements of the model, while another pair of hands 
enters in to stick a post-it on the model. (Subtitles) Fragment: Archibelge - Off 
world production

> Continue fast forward. The camera swipes towards the white circus wagon 
which has red doors. Toha jumps back in the image and walks towards the 
open window of the vehicle. There a wooden board is placed stating “Re-
cup’Kitchen”.

> The music stops. A group of people is standing and sitting around a table. 
They are outside in a green environment, two men are sitting on a wooden 
bench that has quite improvised aesthetics, built with recuperated wood. On 
the table there is a colorful cover with a flower print. Another man is stand-
ing up and serves food on a plate. The lens approaches the table that is 
packed with different and colored bowls filled with nicely cut and arranged 
vegetables. In the background female voices chatter lightly. While the camera 
swipes on along the group of people a toddler gets in the picture. He is pulling 
his mother’s arm while pointing at the green bushes behind him. The guitar 
play slowly fades in again, the viewer gets a glimpse of the plates that are 
being served (see Figure 3).

Figure 3: Screenshot of the ‘welkom’ vlog.
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> The fast forward slows down to normal speed while the camera moves 
away from the Recup’Kitchen wagon toward the garden and Forum.

> Zoom on a black and with line drawing. The with paper hovers with the 
wind while the instrumental music moves to a climax. 

> The music continues but shifts to the background as the volume lowers. A 
fragment of a reportage by Bruzz is shown. The frame centers on the wooden 
welcome board of Josaph’Aire that is now positioned in front of some of the 
garden boxes.(S) Fragment ‘Buurtbewoners...’ - Bruzz(VO) Maar ze weten 
niet of daar nog plaats voor hen zal zijn als hier 1600 woning worden bijge-
bouwd. (S) ...when 1600 new housing units will be constructed.

An overview is given of the Josaphat site, a green grass land that is surround-
ed by trees that hide the high-rise buildings at the background. The image is 
dominated by the railway road infrastructure that centrally cuts through this 
natural environment.

> Continue fragment Bruzz. A shot is made of one of the surrounding streets 
with four-story high buildings and small trees along the sideways. (VO) Plus 
que 1.000 familles ont réagi. (S) Meer dan duizend families hebben gerea-
geerd.

> Continue fragment Bruzz. A lady with grey short hair is being interviewed. 
While she is surrounded by the green, yet urban landscape of Josaphat, she 
continues:Plus que 1.000 personnes en tout cas ici dans les environnements. 
Parce que on est conscient de l’impact que ça va avoir.(S) Duizend families 
die hier in de buurt wonen. Omdat we weten wat voor een impact dit project 
zal hebben.

> Continue fragment Bruzz. The music hits in again with a climax while ren-
derings of the future neighborhood are revealed. An image shows whitish 
housing blocks with a lot of small trees and a road infrastructure that is solely 
being used by a cyclist while children play on a wide sidewalk. Another ren-
der shows a long green park with a small pound(VO) Of de Brussels regering 
zal luisteren naar hun klachten is nog maar de vraag. Voor haar zijn de wo-
ningen broodnodig en voorziet ze ook de nodige voorzieningen zoals een 
school en een crèche. Als alles volgens plan verloopt beginnen de werken 
begin volgend jaar. (S) Will the Brussels government listen to them? For them, 
housing is necessary as well as infrastructure such as schools and a crèche. 
I everything goes according to plan works will begin in 2018.

> Frog perspective: a lady with short brown hair is standing between other 
people, she gestures engagingly while she is talking to them: Comment est-
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ce que on va construire la relation parce que a un moment donné ce sera 
quand même là que les choses vont se faire.

> The volume of the music raises again. A man is holding a little girl in his end 
while he is explaining something to a group of people. Fast forward the cam-
era moves around, showing a circle of people. The background is that of the 
Josaphat site, slightly wild green with an open view. In the foreground we see 
people sitting and a baby lying on orange pillows that cover self-constructed 
benches made out of recuperated materials.

> An overview shot of the Josaphat site is given. Music continues. The Re-
cup’Kitchen wagon is positioned quite central in the frame, it stands between 
the high-rise buildings coming up in the background and the wooden table in 
the front. Fast forward we see people moving around, cleaning up after their 
dinner. (S) Music: City of the Sun - la Puerta Roja (see Figure 4).

Figure 4: Screenshot of the ‘welkom’ vlog.

DESIGNERLY GROUNDED THEORY - METHOD
> Black image. We hear a man (Johan) speaking: (VO) Two years ago Kathy 
Charmaz she published a book, which is titled ‘Constructing Grounded The-
ory’.(S) 16.10.16 - presentation Designerly Grounded Theory (Verbeke 2017), 
research group meeting coordinated by Prof. Johan Verbeke.

> Zoom on a strip of paper on which notes are listed, written in pencil or black 
marker. The camera moves down along the list of concepts. Slowly guitar 
music fades in.

> Slide of a presentation with the title ‘Constructivist Grounded Theory (CGT)’ 
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(Krec and Van Reusel 2016). (VO) The constructivist approach treats research 
as a construction but acknowledges that it occurs under specific conditions, 
conditions of which we may not be aware and which may not be of our 
choosing. (Quote from Charmaz, 2014).

> A pink notebook is held in front of the camera that gives a top-down per-
spective. The two hands that are holding the notebook, open it and flip 
through (see Figure 5). The pages of the notebook pass by, they are filled with 

Figure 5: Screenshot of the ‘DGT’ vlog.

Figure 6: Screenshot of the ‘DGT’ vlog.
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Figure 7: Screenshot of the ‘DGT’ vlog.

> The camera changes direction and follows the vertical orientation of the 
listed notes. The speed of the film slows down and certain notes can be read:

sketches, notes, schemes, etc. (VO) Choosing the term constructivist means 
to acknowledge subjectivity and the researcher’s involvement in the construc-
tion and interpretation of data. (Quote from Charmaz, 2014).

Fast forward. The pink notebook is placed on the table, while a new book 
appears and is leaved through. (VO) We take advantage of experience by 
delaying literature reviewing. (Quote from Charmaz, 2014).What forms our 
rich data?

A series of notebooks is shown revealing more notes, sketches, images, 
quotes, images, flyers... (see Figure 6). (VO) Mappings... drawings... words... 
collages... codes,...

More and more notebooks are browsed through and fill the background im-
age. (VO) Analyze actions and processes rather than the themes and struc-
ture. (Quote from Charmaz, 2014).

> A long horizontal band of paper displays a listing of the earlier shown paper 
strips. Next to these vertical series of notes, dates and words are written (see 
Figure 7). Fast forward. The camera swipes along the horizontal band, reveal-
ing the meters of listings that have been made. (VO) Similar to a camera with 
many lenses, first you view a broad sweep of the landscape, subsequently 
you change your lens several times and shorten your focal points. (Quote 
from Charmaz, 2014).
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Figure 8: Screenshot of the ‘DGT’ vlog.

• Knitting of a stronger network
• Process goes deeper than the surface, the space, ...
• Flagging (VO) To bring key themes closer and closer.
• Concerns of everyday life
• Process of becoming collective
• How much can you take on ?
• Because we believe that...

Fast forward. The camera still moves down along the list of notes for another 
meter.

> The frame shows an assemblage of a black and white scheme that is hung 
up on metal cabinets. Fast forward. Hanne moves in the image and walks in 
the direction the table in front of the image. On the table the viewer can see a 
hint of the series of lists that are displayed on it (see Figure 8). (VO) Focused 
coding.

Hanne walks up and down from the table to the drawing in the back. Reg-
ularly she writes down something on top of the black and white schematic 
drawing. (VO) Develop conductive, abstract, analytic categories through sys-
tematic data collection. We let our insights emerges from our data. Empha-
size theory construction rather than a description or application of current 
theories. (Quote from Charmaz, 2014).

> A top-down view is given of part of the black and white scheme. The A1-
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size drawing is situated on the floor and along it polaroids are placed. The 
viewer can start to decipher some of the words and illustrations that are as-
sembled in the drawing. In big letters ‘performative design practice’can be 
read.

> Bird perspective of the drawing: one of the photos is held in front of it; a 
stack of bricks with a red poster. The following photo that is held in front of 
the camera displays a group of people sitting in the grass in front of the white 
and red Recup’Kitchen wagon. The next image shows people sitting in a 
circle surrounded by greenery with in front of them a chalkboard stating: ‘Bi-
envenue / welkom @ potager nomade de l’Av. Latinis’. Next a construction of 
tents in wild greenery is displayed, a hand holding a postcard with a colorful 
collage.

> Back to the black and white drawing. A zoom focusses on the illustrat-
ed ‘Maison des Possibles’. A polaroid is place over the drawing, revealing 
a graphical representation of an orange house at a black and white back-
ground. This image is overlaid by a photo of a drawing of a house like struc-
ture, covered with scribbles, (S) Music: City of the Sun - Perfect Instance

HUIS-TUIN-EN-KEUKEN ARCHITECTUUR - RESULTS
> A polaroid image is positioned almost central on a black surface. The photo 
reveals a field of yellow flowers that is surrounded by trees and grey building 
blocks. On the right side of the polaroid it is written ‘Josaphat 27.07.2017’. 
Guitar music hits in simultaneously with the beginning of the film.

> Bird perspective: a line drawing against the background of a pale wooden 
desk. The drawing contains figures made in pencil and pen. With a black 
marker a hand is drawing on top over the grey pencil outlines, while a verbal 
explanation is given. The narrator (Hanne) is retracing the lines of a house like 
structure. (VO) Here is the basic structure of ‘Make-It’ (French pronunciation) 
, Make-It’(English pronounciation), which probably will serve for the base of 
the ‘Maisons des Possibles / Huis van de Commons’.

Fast forward. (VO) French for the ‘House of Possibilities / of what could be’. 
It is a wooden structure that is now waiting for its building permission. Maybe 
more a concept our an idea...

> Photo of the wooden and open structure. In front of it pallets are stacked, 
while the roof is covered by a blue bash. (VO) It is merging different ambitions, 
...
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Figure 9: Screenshot of the ‘HTK’ vlog. 
Photo by Paula Bouffioux.

> A collage of the imagined house is shown. At its entrance there is a ham-
mock while a group of people is having a picnic in front of the glass façade, 
which is an assemblage of different window sizes. (VO) ... different collectives, 
different desires. But that aims to bring them together in order to strengthen 
their force.

> Back to the line drawing. The hand (Hanne) is now retracing plant boxes, 
a table, etc. (VO) There is also we the gardeners. Here around you have the 
private parts. That engage in an everyday activities in order to relate back to 
nature in the middle of the city.

> Photo of the garden, with the wooden board stating ‘Jardin Latinis’(VO) 
There is we who look for connections further on in Schaarbeek, in Brussels 
and who set up ateliers to dream together.

> Two photos by Paula Bouffioux (2017) are shown. One shows a Moroc-
can-Belgian man and his two widely smiling children. They are posing in front 
of the open and green view of the Josaphat site and are holding a blackboard 
on which they have written ‘j’aime les fleurs’. The following photo shows the 
garden with its plant boxes. The path of bark draws a vertical line of which 
at the end you see the back of a female figure wearing a red kitchen apron. 
Surrounded by different graduations of green, she walks along the improvised 
path (see Figure 9).

> Line drawing. The hands are retracing the contours of a circus wagon. (VO) 
This is our beloved Recup’Kitchen roulette. It is a mobile kitchen, which at the 
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Figure 10: Screenshot of the ‘HTK’ vlog.

FOOD FOR THOUGHT - DISCUSSION
> Fragment of Archibelge. The film shows the Josaphat site around 3 years 
ago (2014), the green landscape contrasts with the grey sky and the railway 

end is not really mobile because we didn’t manage to get the roulette on the 
street. But anyway it serves quite well as a sort of collective kitchen.

> Image of the Josaphat site. A colorful dressed group of musicians is play-
ing while around them kids are jumping and people are chatting. In the front 
corner a recuperated cable role is used as table for cleaning the dishes. Fast 
forward. People are moving around, having a chat, cleaning dishes, dancing, 
etc. (VO) We, the Recup’Kitchen team. A project that we crowdfunded for a 
mobile kitchen that works with food leftovers and that for us is a statement 
about how people can eat in a more sustainable way and how a good and 
healthy meal can bring people together in public space, questioning the city.

> The camera swipes along a group of people that is seated on the grass. 
In the middle a reddish carpet is covered by papers with black and white 
schemes, some flowers and drinks. The heads of the people are not in the 
picture, nor can the public understand what is said in the on-going discus-
sion as the background music raises to a climax. However, the postures and 
gestures of the participant show they are engaged in the conversation (see 
Figure 10). (VO) In a way we already create the place we see ourselves living 
in, in a small scale. And we manifest our desires, our ambitions, our values in 
the space. (S) Music: City of the Sun - Second Sun
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road infrastructure that cuts through the field. (VO, Hanne) Comment on gère 
l’espace public?

> Shot of a pair of hands that is coloring with water paint over a black and 
white line drawing. (VO, Hanne) Comment nous pouvons le laisser ouvert à 
tout le monde, assez que possible que les gens peuvent l’utiliser en commun 
?

> Fragment of the reportage by Nostalgie on Recup’Kitchen. A group of peo-
ple is eating while engaging in conversations.

> Fragment Archibelge. A group of people is standing around a model that 
has the size of a table, they are pointing at it while discussing.

> Top-down view of a sketch book. Over the lined pages, a black scheme 
with illustrations is made. At the top the date is given: 3.08.2017. (VO - Hanne) 
The system is really shaking on its foundations.

> Fragment Archibelge. Zoom on the hands of people that are reshuffling 
elements of the model. Zoom on part of the model, grey foam volumes are 
labeled with a post-it stating ‘HABITAT groupé’. (VO - Martine) ... mis en place 
collectivement. Qu’ils ne sont pas imposés.

> A man is dressed in a safari outfit while being slightly covered by tree 
branches that are attached to his suit. Against a background of rainy clouds 
and a row of trees, he stands in a muddy field and points away of him.

> Toha and Hanne are smilingly presenting their poster that is hung up at the 
wall behind them. They finish with an enthusiast high five. (VO - Sophie) Allez, 
onrechtstreeks hebben we misschien toch wat invloed.

> Top-down view of the sketch book. (VO - Hanne) We are reaching the limits 
of this ‘democratic’system. (the brackets are underpinned by a gesture of the 
hand in front of the notebook).

> Top-down view of a collage in the making. A pale wooden desk is filled with 
papers representing the facades of a house-like structure, while blue cut outs 
serve as windows that are being shuffled and composed. Notes are made on 
yellow post-its. (VO - Martine) ... la possibilité d’avoir un projet pilot.

> The frame only shows parts of people that are sitting together on chairs or 
on the grass. In the right edge of the frame we see a hand making gestures, 
while a person is speaking. (VO - Gaspard) But we don’t need to ask. Hanne: 
Yeah, but I would ask them to pay for it (laughter). (see Figure 11)
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Figure 11: Screenshot of the ‘FFT’ vlog.

> Fragment of the Nostalgie (2016) reportage. Frog perspective of the Re-
cup’Kitchen wagon. A shot of the inside of the kitchen with people bowing 
over the stove.

> The safari leader is surrounded by people wearing green garbage bags. He 
powerfully continues his speech:Les tenues de camouflage que vous avez 
sur le dos là, je vous demande de les rendre. Elles font partie du bien com-
mun.

> Fragment of Archibelge. Zoom. A hand is sweeping over the model of the 
Josaphat site.

> The in yellow painted black and white line drawing, a person is adding a 
legend. (VO - Hanne) Une gouvernance partagée.

> Top-down view of the notebook. (VO, Hanne) So big frustration here that 
if even our city administrations still tell themselves they are completely legiti-
mate because they work for people who have been elected...

> Safari. The guide continues:... de ne pas les abimer et vous les rendez aux 
responsables à la fine de la visite pour pouvoir les réutiliser.

> Top-down view of the notebook (see Figure 12). (VO - Hanne) ...and there 
is not any critical consciousness about the limitations and even the conflicts 
that are coming out of it.
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Figure 12: Screenshot of the ‘FFT’ vlog.

> Water coloring on the line drawing. (VO - Martine) C’est vraiment une 
co-gestion.

> Top view of the notebook. (VO - Hanne) Well.. that is not giving a lot of hope.

> Top view of a group of people washing dishes. It is a colorful seen with pink 
and green basins combined with the flamboyant clothes of the people kneel-
ing around it, laughing and chatting (see Figure 13). (VO - Martine) D’abord il 
faut savoir ; où sont les autres zones verts ? Où sont les autres zones blues 
? Tout agencer et puis mettre le reste.

Figure 13: Screenshot of the ‘FFT’ vlog.
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> Workshop circle. The frame shows Hanne sitting on the ground. Her flow-
ery dress and the red carpet where she is sitting on, are contrasting with the 
greenish background. She is gesticulating with her hands while explaining 
something to the people that are sitting next to her.From there on you can 
even like argue for the paths in the future to be more... more human-oriented, 
more nature... indirect..

> Fragment Archibelge. A women is standing in the swampy mud of the 
Josaphat site of three years ago. Her small figure almost disappears against 
the background of the large site and the grey sky. She waves with her arms 
along the length of the terrain. (VO - Sophie) ...dan heeft dat politiek debat 
toch toegelaten om een klein poortje te openen.

> Water coloring the line drawing.

> Workshop circle. The viewer can see two people (Wannes and Hanne) 
listening attentively to another person who is speaking. (VO - Gaspard) Be-
cause we are here, we are citizens...

> Frontal view of the Recup’Kitchen wagon with in front of it a small group of 
people cleaning the dishes.

> Workshop circle. The speaker continues his reasoning, while Wannes goes 
for a walk. Hanne is attentively listening and nodding in confirmation. (VO - 
Gaspard) ... and they are not here, they are in their offices.

> A fanfare of trumpets, sax and percussion plays a jolly music. The sky is 
bright blue contrasting with the deep green of the trees.

> Fragment Archibelge. View of the working group around the table size mod-
el. (VO - Martine) On commence juste avec une petite hectare, demi-hectare, 
et puis, éventuellement continuer.

> Fragment reportage Nostalgie. We see a wintery scene of the Recup’Kitch-
en wagon. On its left side there is a large white tent that extends the kitchen 
space. A lady is walking toward the group of people in and around the wagon.

> Top view of a sketching book. Fast forward. With a thick black marker, a 
hand draws the invitation for an event on the 10h of June. ‘Josaph’Aire = 
tijdelijk gebruik / usage temporaire sur la friche Josafat’.

> Toha and Hanne presenting the poster. Both are very expressive, using their 
hands, smiling and talking to the camera and to each other. (VO - Hanne) Een 
collectief bestuur...
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> Continuation of the written invitation. Fast forward. ‘13:00-14:00 kennis-
making / venez découvrir’ etc.

> Recup’Kitchen scene of people cleaning dishes and chatting. This peaceful 
and rather slow scene contrasts with the fast changing of images.

> A group of people carries a metal frame (of a tent) in the collective garden. 
The image is manipulated as a boomerang, moving quickly back and forth.
(VO - Sophie) Net voor de verkiezingen hebben we ook een politiek debat 
georganiseerd.

> Top view of the notebook.(VO - Hanne) Just a month ago in Brussels, with 
the government falling down over scandals of our politicians stealing money 
from homeless organizations...

> Fragment reportage Nostalgie. A man, holding a beer, is walking in the 
neighborhood garden of Josaphat.

> Fragment Archibelge. A woman walks through the long grass of the Josa-
phat site. Her figure fades away in the scene of green and rough nature. Silent 
image.

> Fanfare is playing. The camera swipes along the musicians.

> Top view of the notebook. This time its empty and in a fast forward we can 
see how the scheme and illustrations get drawn. (VO - Hanne) Because the 
plans are being developed and as citizens we wonder what a sustainable 
neighborhood could be like.

> Fanfare.

> Desk view showing the making of the cut outs for the collage. (VO - Hanne) 
What it is actually all about and experimenting and exploring it.

> Fanfare. The camera moves towards the audience. Children are dancing, 
adults are clapping their hands or chatting.

> Top view of colorful drawing. Central the viewer can read ‘UTOPIA’ in yel-
low, green and brown letters. The dot of the ‘i’ is a shining sun. Fast forward 
the lens moves away from the central word and follows the colorful lines of 
the scheme that is made around it. (VO) Welcome to utopia ! (VO - Hanne) I 
believe that the design statements that we make through everyday moments 
can manifest what we are aspiring for our future city.
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Three partners, the city of Bobigny, Polimorph platform for architecture and 
urban design and the MRTE research laboratory of geography of the Univer-
sity of Cergy-Pontoise, undertook in 2013/2014 an action-research project 
“Places of memory, places of urbanity, The former Bobigny deportation sta-
tion. Living heritage as a space for interactions in the changing city”. It is from 
this former railway station in the northern suburbs of Paris that during Sec-
ond World War one third of French Jews were deported to Ausschwitz. The 
project was financed by the Ministry of Culture and Communication, within 
the program “Intercultural practices in heritage institutions” and by the City of 
Bobigny, who is managing the site since 2006. Today, the site is blocking the 
path between the very popular housing estates in the west, cité de l’Etoile, 
and the city center with all amenities in the east. The railway wasteland was 
recognized heritage site and also pilot site for a biodiversity strategy. Many 
reflections and studies for developing the site into a memorial have already 
been carried out before 2013. However the city wants to see it more an-
chored in the territory, to integrate the site better in its present urban and 
social context. The idea is to transform the railway wasteland into a place of 
memory as well as into a public place for everyday life for Bobigny today. The 
action-research also sought to explore heritage processes by experimenting 
participatory methods.

The stakes were high, the situation complexe: How can we value memory 
in public space, inscribe such an unprecedented event and painful heritage in 
the city? How can we transmit this history to future generations and allow the 
site to become meaningful for the descendants of the victims of the Shoah 
as well as for the surrounding residents living there today? What link can be 
imagined between memory, history, city and landscape in order to create a 
place meaningful to these different users? Could the biodiversity of flora and 
fauna present on the site today nurture a culture of diversity, a place of urban-
ity and citizenship tomorrow?

For responding to these challenges geographical, urban, socio-cultural 
and spatial reflection were gathered with the aim of integrating into the devel-
opment process those who live there, those who work with the context and 
those who carry the memory. In the partnership of three, Polimorph was in 
charge of conceiving the transversal action-research approach anchoring the 
action-research on ground and amongst the realities of the different stake-
holders.

Despite the fact that the intercultural practice has been initiated and sup-
ported by two strong institutions, the Ministry of Culture and the city of Bo-
bigny, and despite real spatial, societal and cultural relevance, the project 
has been stopped after seven months, at the time of the municipal elections 
in march 2014. But the context of the political changes is not the dominant 
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factor for stopping the project. Since beginning of this same year, frictions 
and obstructions between research partners multiplied, led to a progressive 
blockage and to a breakdown after the first project phase.

This particular case is used to examine facts and situations which impact-
ed on a mutual understanding between project-partners in order to learn from 
limits in transversal design approaches. It evidences phenomena of incon-
sistency which gradually undermined the collaboration, such as blurred iden-
tities, opposite ideas of conflict management, a practice of partitioning not 
only of the territory but also of the institutions, the people and the minds, to 
name but few. Although the meticulous mechanisms at play are experienced 
and described within the Bobigny project, similar behavioral patterns could 
be found in other collaborative ways of transversal project development.

This raises a few questions about the limits of transversal design and inter-
cultural practice, namely:

• How can a culture of transversal design be nurtured despite an incon-
sistency between enunciation, practice and material reality, an incon-
sistency between what is being said, how things are being done and 
what is really there as a material fact on the ground?

• What role can an architect play in a transversal design process?
• Why should transversal design be fostered anyway?

RESEARCH CONTEXT: MIDDLE MARGINS MATTER, THE ART OF 
DYNAMIC BALANCE IN TRANSVERSAL DESIGN PRACTICE
I am exploring transversal design techniques in my professional practice and 
also as a teacher since many years. With Polimorph we were developing 
integrative design tools through real productions with real stakeholders, to be 
as close as possible to real conditions one encounters in practice. Over time, 
from one production to the next, through an approach of urban prototyping, 
we could improve and refine some tools and techniques. As an architect and 
urban designer, I am fascinated by the relationship between territory, things 
and people, by the embodied know-how that already exists as personal real-
ity in each one of us and as a social reality within objects. If a configuration of 
people, human agency, leads to the production of an object, can the creation 
of an object, material agency, lead to a reconfiguration between people? The 
human body and the material territory would be the key and shared ground 
of both.

In my PhD research I am focusing on connectivity properties in transversal 
design, where a dynamic balance between territory, things and people can 
be cultivated to drive transformation processes forward. The pivotal condition 
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where systems are connected for exchange is called Middle Margin. Middle 
Margins can concern:

• a way of practicing: to go so deeply into a territory until one touches a 
limit, where resistance presents itself, where the territory acts back and 
thus explicates underlying phenomena

• a terrain: a certain type of terrain in which underlying dynamics are 
palpable but have not found a form of expression yet; often these are 
territories in transition in which a need for intervention is felt without 
however a clear response at sight

• specific things: concise objects which express a social reality and in-
duce an evolution of relations. These forms have a leverage character.

Can we talk about middle margins in the Bobigny experience and if 
so, in what is it driving?
From a geographic perspective, the site of the deportation station in Bobigny 
is located at the margin of several urban sectors. Today it is perceived as a 
residual space, a boundary within the urban and social fabric disrupting a 
spatio-social continuity. This was not always the case. Extending the spa-
tiotemporal framework, one can perceive how other periods of occupation 
existed in resonance of societal changes before and after the deportation of 
the Jews, during which the site was an integral part of urban life.

Today the site is in transition, its spatio-temporal situation is again vacillat-
ing: while the members of the Shoah’s memorial associations are aging, land 
pressure is being deployed from a major infrastructure development project 
of Greater Paris, which is in close proximity to the site. Even if nothing is done 
on the memorial site itself, it will change under the pressure of external forces.

The subject of transversal design and the catalytic role of action proto-
cols and relational objects to drive creative interaction processes forward was 
treated in previous presentation. I have also spoken about the lure of consid-
ering the material world as an objective reality, for depending on our angle of 
view we don’t see the same thing, the same thing does not have the same 
meaning depending on who is looking. Personal truth and socially shared 
reality often do not refer to same interpretations of a situation, a matter of fact 
can stand for a range of significances.

An investigation into mechanisms of game, play and pleasure dynamics 
in one particular project, the urban game called Tabula Rosa, revealed how 
this game provides a setting for transversal design wherein the interaction 
amongst multiple stakeholder works very well, stimulating individual and col-
lective imagination and producing learning a new. The investigation revealed 
the relevance of the interaction environment and its rules of the game. It ev-
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idenced the relevance of player mechanisms for providing a space where 
a participant can freely enact his multiple identities between actor, player, 
narrator and avatar, and draw upon a broader range of his or her experience. 
Participants could change position and allow to be displaced without risk of 
losing face, legitimacy or control. Within the setting of Tabula Rosa, enter-
ing the urban game and progressing together towards transformative project 
proposals works surprisingly well. However, exiting the game and reconnect-
ing the outcomes of the play to urban dynamics does not happen so directly 
as I would have imagined.

The purpose of investigating the project experience of Bobigny situated 
at the opposite end of a transversal design experience is to learn from the 
circumstances in which transversal practice may fall apart.

THE FALLING APART OF TRANSVERSAL PRACTICE IN THE ACTION-
RESEARCH FOR THE DEPORTATION STATION IN BOBIGNY
The project strategy was planned in three phases over twelve months, each 
project phase would end with a public restitution translating the achieve-
ments into a format exploitable by and operational for the greatest number.

In the first stage, Polimorph established together with the geographer a 
prospective diagnosis. This was done and mapped by intensive fieldwork, 
immersion on the ground and some forty interviews with institutional, pro-
fessional, memorial and local actors. In this first phase we wanted to verify 
the stakes and prepare three transdisciplinary workshops which should take 
place in the second stage. These thematic workshops would initiate pro-
ject synergies between institutional partners already in charge and the local 
partners which are implicitly there but which do not play a role yet. From 
these transversal design sessions we would propose guidelines in form of an 
operational action plan in stage three, which would then become part of the 
project brief for the design commission to follow.

By playing with several spatiotemporal framings, by overlapping material 
phenomena encountered in situ, with what is being said by a variety of people 
about the site and the practices operating in site, we could evidence very 
quickly major stakes which were not considered by the key actors so far 
and which should be considered for the successful further transversal project 
development.

Imbalance between the accumulation of expert knowledge on the 
one hand and its enacting capacity to transform the context on the 
other hand
We observed that despite a tremendous accumulation of expert knowledge 
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amongst different stakeholder groups, memorial, institutional and profession-
al actors, their lack of enacting that knowledge and transforming the territory 
was just as important. To counteract that imbalance and to initiate change, 
involving people who could bridge between the expert level and the ground 
seems essential. A first step could have been to open up and introduce local 
knowledge into the steering and scientific commissions already in place, and 
also to provide instances where project dynamics could meet across expert 
groups.

Difficulties to consider what is beyond personal preconceptions and 
outside of the angle of view
The imbalance between knowing and making knowledge impacting goes 
hand in hand with the difficulties to see and to hear what exists beyond per-
sonal preconceptions. The angle of view of some of the key actors was so 
much focused in direction of the Deportation to Ausschwitz, that they could 
not perceive and take into consideration what else there is. Despite the fenc-
ing and despite what one might believe at first glance, everyday urban prac-
tices and small memorial ceremonies already do coexist at the moment of 
our study. Traces of precarious habitat recorded on site testify that excluded 
populations already live there, supported informally by the city’s maintenance 
people, with the concern to remain unnoticed (see figure 1 and 2). In con-
versation we also found out that the position against an opening up of the 
memorial site towards everyday uses is far less pervasive among memorial 
actors than we were told. All these observations would require an adjustment 
and reformulation of the project’s objectives.

A fragmentation into small expertise without a clear federating 
vision risks dispersion of project- and actor dynamics
Through fieldwork and interviews we observed that actually a strong commit-
ment and desire to open the memorial site towards urban uses exists across 
different actor groups. To elaborate a shared vision did not seem so far off 
the track at all as it was believed, the divers actors just don’t know about 
each other’s positions, they lack opportunities to exchange. Furthermore, the 
municipal project development ongoing since 2006 proceeded very much by 
accumulating small chunks of expertise in parallel without elaborating simul-
taneously an overarching implementation strategy, which could be program-
matic, socio-cultural and financial. This fragmentation complicates a synergy 
of efforts towards one same direction. The lack of a minimum of red thread 
throughout the process makes a better orchestration of actions and know-
how which could counterbalance a tendency of dispersal a real challenge.
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Figure 1: Although the site is closed down, 
it is being practiced as a shortcut between 
schools, housing and public infrastructure 

by residents from the surrounding areas as 
well as a place to hang out. (2013)

Anchoring all thought, enunciation and action to real bodily 
experiences and to the material territory as a key for constructing 
shared ground
In order to get a grip on the complex heritage and to progress despite of 
it, we decided to stay as closely connected as possible to material agency, 
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Figure 2: Mapping existing formal 
and informal practice on site reveal a 
coexistance between memorial activities 
and people living on site. (2013)

material phenomena we could encounter in situ and practical interventions 
immediately feasible. Three alternatives to rise and enact transversality in the 
second stage were proposed: either we could settle in site as a laboratory 
for producing lived heritage, which would then be presented to the public 
during the national heritage week; or we could mark potential access points 
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at the threshold between the memorial site and its surroundings in order to 
test where and how to design the transitions between memorial areas and 
surrounding neighborhoods; or we could produce a series of events in order 
to stir a territorial dynamic towards participatory involvement. For opening 
up a unidirectional viewpoint oriented towards Auschwitz, we simply turned 
around and followed the railway lines on ground in the opposite direction of 
the Deportation. This allowed us literally to increase the range of perspectives 
and to consider possible connections of our urban wasteland within a larger 
historic and heritage context (see figure 3).

Figure 3: At present, the site and all 
viewpoints are oriented towards Ausschwitz 
(left). In future, simply following the railway 
lines into the opposite directions could 
diversify viewpoints and anchor the 
former Deportation Station in the territory 
and connect it to other important local 
infrastructures (right).

But all proposed options for continuing in the second phase should be post-
poned to after our action-research, which was neither a rejection nor a delib-
eration to act but a suspension. No agreement was reached to put in place 
some form of in-situ actions, situactions, where stakeholders could meet, 
exchange, envision and enact the future of the site together. This made our 
mission impossible. We have entered the project with the task of improv-
ing mutual understanding amongst site-relevant stakeholders, and we found 
ourselves devoured in blocking patterns internal to the three partied project 
team.

THE NATURE OF OBSTRUCTIONS: WHAT ARE THE OBSTRUCTING 
PATTERNS AND HOW DO THEY OPERATE?
The identification of stakes for a successful transversal design process ob-
served and described above - the imbalance between an accumulation of 
expert knowledge and its enacting capacity, the difficulties in changing per-
spective, the lack of vision and the reluctance of anchoring thought in material 
reality - could have produced an adjustment of the development process. In-
stead, mapping and making the obstructing phenomena explicit engendered 
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the opposite effect, it reinforced the blockage and lead to collapse. At a later 
stage it might become useful to look at this phenomena in terms of a vicious 
cycle of positive reinforcing feedback, which can only end in death if not 
stopped (Cannon 1932) instead of maintenance of a dynamic balance. At this 
stage the nature of obstructions was examined using a matrix of lenses pro-
posed by Audoux Christine and Gillet Anne who consider joint research and 
co-construction of knowledge between researchers and stakeholders as a 
test in translation (Audoux and Gillet 2014). It revealed the following patterns:

Figure 4: Mapping of shifting identities 
which occurred during the action-research.

Evolving identities
One of the three partners, the city, has turned into a principal without ever 
making it explicit. This blurring of identities contributed to a dilution of the 
roles and responsibilities of the project partners (see figure 4). Progressive 
achievements did not get validated, whether this validation would be collegial 
or hierarchical, the lack of intermediate validations slowed down the process 
and prevented action. Initially the partners were aware that a multi-stakehold-
er action-research would bring about the unpredictable, the “living”. Howev-
er, these unpredictable events may challenge the distribution of tasks. Such 
shifting identities are a characteristic of transversal approaches, sometimes 
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the responsibilities of team members, “who is doing what when where”, are 
adjusted seamlessly. In the case of Bobigny it generated misunderstanding, 
uncertainty and tension for one another.

In spite of a shared awareness about the evolutionary and adaptive nature 
of transversal design processes, there was no upfront or parallel reflection 
on how to recognize, face and remedy the possible side-effects of shifting 
identities in the organization.

Divergent idea on conflict management: Diversity as a project driver 
to be nurtured versus diversity as an obstacle to be flattened
Bringing together actors with different concerns was enunciated as a major 
project objective. However, how to put them in contact, how to deal with di-
vergences and handle potential conflicts, turned out to be a major opposition 
which manifested since the outset of the project. Polimorph endeavors to 
take an exploratory and pragmatic approach, to configure real situations in 
order to provoke direct contact, first person experience, nurturing divergent 
forces until intensity lines appear on the surface in order to situate the con-
flict and to make it tangible. This can accelerate the explication of potential 
friction, allowing the points of resistance to emerge. The city representative 
sought indirect exchange frameworks often through introducing mandated 
persons, city representatives as intermediaries. Avoiding confrontation by dis-
tancing potentially conflicting stakeholders and diluting adversity, while main-
taining spokespersons.

The more work developed on ground, the more intense the opposition 
became. The fear of letting go, of not mastering the process took precedence 
over providing margins of freedom of speech and action left open to the dif-
ferent actors.

Pervasive Partitioning Patterns
The urban fabric of the city of Bobigny is a typical example of twentieth cen-
tury partitioning of the territory into sectors of living, working, leisure, services, 
a patchwork. The site of the former Deportation Railway Station became a 
residual space in-between such sectors. Today it stands for disruption of the 
urban and social fabric. Action-research revealed that the boundaries to over-
come exist not only in a fragmented urban fabric, but also in the operational 
practices of the institutions and in individuals. For example, we found out that 
in parallel to our project, the city commissioned a project to transform the 
abandoned rails at the western border between our site and the social hous-
ing estate into a walk, the Django-Reinhard Promenade. These two projects 
were not being thought in resonance, exchange has not been considered. 
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Searching for possibilities to relate the two projects and to imagine how they 
could respond to each other, we found that the municipal project managers 
belonged to different departments with very little culture of exchange be-
tween them, and little desire to change.

So we are faced with patterns of partitioning operating at the level of spatial 
planning, linked to a partitioning practice at the level of collaboration among 
actors and at the level of the engineering of the overall project in progress. We 
thus have a culture of partitioning deeply anchored in the functioning of the 
city and the society. This enters in frontal contradiction with a displayed will of 
a transversal approach open to a set of actors and users related to the site.

CONCLUSION : LEARNING FROM LIMITS
The limits for transversal design and intercultural practice encountered in 
this action-research are situated on two distinct levels: within the project it-
self which should lead to a design proposal (the imbalance between expert 
knowledge and its enacting capacity, the difficulties in changing perspective, 
the lack of vision and the reluctance of anchoring thought in material reality), 
and within the operational framework between the project partners (evolving 
identities, staying at distance versus getting in touch, a culture of partitioning 
with the consequence of losing sight about where things are coming from 
and where they are tending towards). Whereas the first concerns the design 
proposal for the site, the latter concerns the design of the organization. The 
limits encountered within the project for designing a proposal are not specific 
to transversal practice but rather symptoms of complex problems. The ob-
structions encountered in the operational framework which was organized 
as a co-creative process allowed to bring to the surface a series of disrup-
tions between what is wanted individually by the partners and stakeholders 
and what is actually produced together. The transversal organization made 
that disruption evident. “Why do we collectively create results nobody wants 
individually? What keeps us locked into old tracks of operating?” reflects ac-
cording to Otto Scharmer and Katrin Kaufer (2013) a triple divide, that is the 
disconnection between self and the environment, the disconnection between 
the self and the Other and between the self and Self. The symptoms for 
obstructing the design proposal and the structural limits in the design of the 
organization, although situated on distinct levels, are related and part of the 
same coin. We cannot improve design proposals responding to complex sit-
uations without addressing the design process in itself. “As Albert Einstein put 
it so eloquently: “We cannot solve problems with the same kind of thinking 
that created them.” Thinking creates the world. The structures of yesterday’s 
thought manifest in the structures of today’s institutions and actions. If we 
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want to upgrade our operating systems, we need to start by updating the 
thinking that underlies it.” (Scharmer and Kaufer 2013).

Making the essence tremble
We learned how not to be sure about things, how to make the essence of 
things vascillate (Cassin 2015). Mutating and multiplying spatiotemporal 
frameworks encourages the change of perspective deconstructing individual 
realities. Enabling a loss of certainty is a prerequisite to be able to look beyond 
the horizon and to experience what is there beyond personal preconceptions, 
to prepare the site and its actors for learning a new and reconstructing social 
truth together. Comparing what happens on the ground with what is enunci-
ated and how this translates into spatial practices, is a method to verify and 
to assess to which extent this knowledge represents personal reality or social 
truth. Through this play of changing and juxtaposing positions, a situation that 
can appear at first glance stuck in a dead end, can reveal unexpected poten-
tials for transformation. Our collaborative mapping techniques got confirmed 
as a method to verify what is existing in a given environment, not only as 
matter of fact in terms of an absolute truth, an isolated material reality, but in 
terms of what that matter of fact represents for one another, its significance, 
how it relates to and informs its environment. In the gap between a matter of 
fact as a personal reality and a matter of fact as a social truth, there is a path 
to construct.

Body drawings, filaments attaching imagination, emotion and 
material reality
In transversal design the position of professional actors is both central and 
vulnerable, fear of being instrumentalized, of losing control of the project and 
being evicted raises the question of “recognition” (Honneth 2005). Howev-
er, the new context of action-research makes this pivotal position difficult, 
or at least repositioning it, because not only does this project create a new 
community, that of action-research partners, where the municipal mission 
manager becomes a member of a research team and new arenas of legit-
imacy in which expert actors must make “value the results of their involve-
ment”. Action-research intended to blur the boundaries of these instituted 
and imagined communities, through the devices, methods and approaches 
proposed. Round tables, interactive walks, micro-installations and actions, 
situactions, were based on the principle of recreating new “punctual” and 
hybrid communities in order to create new types of interaction and to con-
front each other’s interests. Stirring loss of certainty could have been coun-
terbalanced by re-enacting sense-making in direct experience in situ and in 
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context. Canceling such modes of experiencing encounter where the stake-
holders could momentarily reconfigure their relation to the self, to the other 
and to the environment, had a devastating effect. Whereas an interaction 
setting such as provided by the game environment of Tabula Rosa allows the 
participant to experience continuity across confrontation, vacillating, opening 
up and mutating into a new stabilized reality, the possibility for experiencing a 
form of continuity could not be provided in the Bobigny project. This acceler-
ated getting out of balance and interruption.

Designing with inconsistency and impermanence
Just as the gap oscillating between personal reality and social truth, there is 
a gap between felt sense and enacting. In the case of Bobigny, stepping out 
of the comfort zone reached a breaking point with no return. Investigating 
the urban game Tabula Rosa it appeared that the player mechanisms allow a 
participant to navigate freely between several identities. Within each identity 
the participant can draw upon a distinct bodily experience: as an actor, the 
participant is grounded in a physical reality and draws upon his past expe-
rience and existing knowledge; as a player, he is positioned around a game 
board which relates him to other players in a present situation; as narrator he 
formulates an idea in resonance with his experience and in relation to what is 
expressed by the other players in the game, they are creating a story togeth-
er. As avatar, the participant accomplishes a displacement and represents 
himself in the story with a new projected identity. Whereas the game envi-
ronment of Tabula Rosa activates the negotiation between several personal 
experiences towards a shared vision, bodily experiences activate the interplay 
between layers of felt sense, thought sense, enunciated sense and intentional 
enacting (Dunne 2017). That interplay takes time, finding the right words to 
form a coherent voice for what is meant is not immediate, but a stumbling 
process of repeated attempts (Schoeller 2017). The lack of shared language 
in collaborating with people from different backgrounds is a common hurdle, 
which was also present in the case of Bobigny. Why would we rely on a pre-
dominant mode of expression in one linear or hierarchical order? Where ver-
bal understanding touches its limits, experiential understanding can unblock 
a situation and take over. An architect, as one of many design practitioners, 
knows how to see and act from the Whole (Scharmer and Kaufer 2013) while 
staying grounded in one singular specific situation, to reconfigure existing 
components into situations where alternative experiences can emerge. These 
design competences can contribute to a transversal design process through 
recurrent interventions of shared experiences, balancing inconsistency and 
impermanence by orchestrating a form of continuity in a co-constructing pro-
cess.
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For further investigating the place of the architect from where to enact trans-
versal design processes and how they could be cultivated as a mode of 
practice with a coherent mode of expression, to grasp its potential public 
behavior, a contextualization of a community of practice in comparison to 
other examples would be a further step. To begin with artists’ references such 
as Joseph Beuys’ concept of social plastic, Thomas Hirschhorn’s consistent 
use of everyday matter to create radical proposals reconfiguring everyday life, 
Tino Seghal’s orchestration of pure experiences of encounter and exchange 
with close to zero material artefact and architects’ references selected among 
the representatives of activists’, sceptics’, cosmopolitical or material funda-
mentalists’ (Zaera-Polo and Fernandez Abascal 2016) and Patrick Bouchain 
for his engagement to shift the construction processes through playing with 
the legal framework could be approached. Furthermore, if inclusive transver-
sal modes of practice are to be promoted, where and how can significant 
results be demonstrated?
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POP-UP IN ABANDONED CITY SPACES

Definition
Pop-up trend brings a vision of a new dimension of architectural space. Tra-
ditional design approaches have focused primarily on a specified function 
of a building. Modern approach works with versatility of building use and 
its transformation over time in changing environment. Architects of pop-up 
present a proposal that results from conditions of that particular moment. 
Pop - up reflects the current economic situation, hot trends of society, poten-
tial of the building and possibilities of the owner; consequently every aspect 
of temporary use is individually adjusted to the specific environment. Moreo-
ver, temporary constructions can themselves become a catalyst of a lasting 
change. (de Smet, 2013)

Background
Experts often set revival of pop-up trend down to economic decline after 
2008. Long-term business was replaced by an alternative that offered an 
option of short-term functioning without the need for fixed planning; a type of 
operation that brings opportunity of experiment, low cost running and crea-
tive self-realisation. These criteria address particularly the generation of Mille-
nials so the market has started to orientate itself towards demands of them. 
Consequently the offer comes with a temporary concept. Pop-up focuses on 
a moment of surprise, on discovering something new and unusual, and thus 
Millenials are the first to go. A generation that craves for a unique experience 
is often considered to be the most enterprising generation of all time. Now 
more than ever is a fertile ground for starting own business and short-term 
planning offers almost unlimited possibilities for realization. (Gibbs, 2015)

Vacancy
Pop-up activities solve an absence of suitable places for running a new busi-
ness by discovering and using abandoned spaces. It deals with temporary 
functions that adapt themselves to a given location, not the other way round 
which is a process common for long-term activities. It activates the place by 
placing minimum requirements on it. In every city there exist countless plac-
es that are vacant, there are no financial means for maintaining them, and 
they lie idle without any future plans for operation. Therefore they are suitable 
candidates for locating pop-up activities. (Bishop and Williams, 2012, p.24)
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GENERATION OF MILLENIALS
Millenials is a title ascribed to generation born at the turn of 20 century. The 
explanation generally defines two groups: generation Y born between 1981-
1991 and generation Z born between 1991-2001. The fundamental differ-
ence is a level of technological development of the time. Generation Y has 
grown on personal computers, mobile phones and video games while gener-
ation Z has been influenced by arrival of tablets, smartphones and a boom of 
applications. A common feature of both generations is, however, a change in 
the way they communicate, in global measure. (Main, 2013)

They spend most of their lives online, connected to social media such as 
blogs, Facebook, Twitter and Instagram, counting on average up to 3 hours a 
day. Companies that want to get in the centre of their attention need to adapt 
to their style of communication. Nowadays it is not enough to be engaged on 
Facebook or Instagram profiles. Entrepreneurs need to attract people who 
dictate modern trends and are followed by masses, including major bloggers 
or important cultural journals. Sharing the moments of everyday life through 
web interface is significantly compared to the level of experience alive. (Ma-
kortoff, 2015)

Millenials love to discover new things, they keep up with technological 
progress, they are interested in healthy lifestyle, they are obsessed with sport 
activities and spend most of their time away from home. They yearn for rel-
evant supply of information. They are noticeably affected by peer pressure; 
hot styles and direction of trends are dictated by individuals who have earned 
their prominent place on social networks. (Wright, 2013)

This generation has grown up in times that provide them with almost 
unlimited possibilities for self-development. Thanks to the technological ad-
vancement they success in their careers much earlier than it was common 
past decades. It is no exception that they start their business before they 
reach adulthood. Most of them have built their business on the internet and 
information technology. (Forbes, 2017)

Contemporary lifestyle comes with a revolution in organization of employment. 
Phenomenon called flexible office has created a demand for working places be-
hind walls of offices and homes. There is a boom of places for meetings and 
working spreading across cities that adapt to flexible working hours of their cus-
tomers. These are cafés and so called business hubs that often together with 
standard offer come up with additional value of Wi-Fi, coffee or printing in price of 
short term rental, even for an hour. They also do not have to be opened all-year-
round, temporary or especially summer modes are trend of the present time. An 
example is the “Summer Pop-up Office” launched from 2016 by KOGAA in Brno 
on premises of former distillery (for more information about the project in case 
studies down in the article). (Bishop and Williams, 2012, p. 26)
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PARTICIPANTS OF THE PROCESS

Owner of property
Abandoned spaces in the cities deserve more attention from the side of own-
ers as they possess an unexpected potential in times of pop-up revival. The 
process of suburbanization concentrated interest further from the city cen-
tres, however, now is the time to search for available units back in these cen-
tral parts. The idea of permanent designs becomes more and more just an 
unattainable goal due to frequent changes in demands of customers on mar-
ket. Contemporary trends are directing the course of architecture in the way 
of temporary use which gives buildings the title of multiple use. It is inefficient 
to plan a complete reconstruction of a building at once not only due to finan-
cial cause but also absence of convictive permanent functional use. By the 
means of temporary activities the owner receives many advantages, many of 
them listed below. At first, pop-up industry builds on a moment of surprise. 
It draws attention to the space occupied even if the activity lasts for a day. 
By restricted lifespan it gives the owner possibility to try number of functions 
and receive feedback from the side of customer and tenant immediately on 
spot. It puts the venue in the centre of attention from the early beginning of 
a field test when the chosen temporary activities are matching hot trends of 
surrounding community. (Bishop and Williams, 2012, p. 37-42)

The scheme of fundraising can be simplified as following. At the beginning 
of activating a place the owner needs just a couple of square meters and a 
suitable activity that does meet zero requirements (i.e. no electricity, hygien-
ic facilities, etc.). Each day of lease financial supplies are gathered with the 
help of efficient promotion and social communication. Attractiveness of the 
place rises with every other successful pop-up activity. In case of self-suffi-
cient functioning activities are able to sponsor consequent phases of recon-
struction and thus to widen an offer of temporary functions that can occupy 
the space.

Among other positives is the fact of maintenance and security. Temporary 
functions manage without large remodelling of a space, besides, tenants are 
often enthusiastic to take part in modifications. Activities in progress are likely 
to cooperate among themselves and complement each other in a way to 
make the place more attractive. They also watch over the place for their time 
being and provide the owner with basic security.

Pop-ups are also becoming a popular tool of representatives of city mu-
nicipalities who are gradually detecting advantages of temporary use of va-
cant spaces. They are able to generate profits by encouraging commercial 
revitalization of these places and furthermore by enforcing appropriate steps 
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in revitalisation these they activate the spot and adjacent community, thereby 
bringing it back to city life. (Independent Retailer, 2015)

Idea holder
Followers of pop-up expect unique experience - selective services and 
products for optimal prices. The foremost advantage of these activities is 
its lifespan- a visitor is left the choice to participate; however, the short-term 
character of an event gives itself a clear notice “now or never”.

In consideration of changing attitudes of customers towards buying and 
selling manners, long-term rents are becoming less common. Brands are 
looking for more flexibility: the average length of retail rental has declined over 
the last 20 years from twenty to five years. Pop-up stores and temporary retail 
spaces are becoming more attractive. The long-term massive construction of 
new commercial complexes is less widespread as retailers are more likely to 
engage in short-term experiments. (Milnes, 2017)

Pop-up activities are able to share space with others, mutually cooperate 
and complement each other and benefit from presence of other related func-
tions. Consequently a cost of temporary businesses is reduced even more. A 
functional scheme is easy to modify and make variable and attractive. (Inde-
pendent Retailer, 2015)

More and more companies which exist mainly online are discovering the 
benefits of introducing additional, physically-active pop-ups. Consumers still 
value personal experience that cannot be compared to the virtual one. They 
want to try things out, to have live experience. Even though online stores is 
growing exponentially, the number of goods returned is increasing. According 
to the research, society tends to return to so-called offline shopping. (Inde-
pendent Retailer, 2015)

In some cases pop-ups are used as testing platforms. These may serve 
as a market survey since temporary style of operation does not create any 
large commitment for an entrepreneur and during a test phase it will show 
whether there exists demand for a specific kind of function. In other case it 
can present a product and verify if it is ready for production on a larger scale. 
Foremost advantage of these short-term releases is undoubtedly the increase 
in awareness of both the brand and the product. (The Economist, 2015)

Mediator
Current situation of Czech environment is described by absence of any func-
tioning platform of a provider who would set the process of legal authorisa-
tion of a temporary activity. Pop-up businesses run as individual experiments 
without any unifying generic scheme. Therefore many promising temporary 
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concepts come to a grief early from the start as they get stuck in bureaucratic 
system. Systematic approach towards temporary activation of vacant places 
would bring benefits to all parties involved, not only owners or tenants. There 
exists a great demand for an institution that would be able to collect all data 
needed and to make the process of launching a pop-up business compre-
hensible. It would not only make the process faster but also it would prevent 
many valuable spaces in cities from destruction.

POP-UP PROVIDERS ABROAD

Pop Up Republic in the USA
Pop Up Republic (PUR) has belonged to leading end-to-end service pro-
viders of pop-up industry since 2012. Projects of them count to more than 
30,000 pop-ups, including restaurants, events and promotion casts. The 
company has worked with a number of famous brands to create and launch 
their pop-up concepts.

PUR offers services to all parties involved in pop-up activities. It provides 
individuals who come with an idea with comprehensive information including 
legislation process, execution and operation. It assists trademarks to pro-
mote their visibility and awareness of people by creating pop-up concepts 
and their subsequent realization. For real estate owners PUR is one of the 
most suitable servers to find temporary tenants for their premises and to draw 
added financial resources from vacant space. ast but not least, pop-up fans 
can visit their site where they can find hot information about newly launched 
pop-up activities . PUR maps and mediates all temporary happenings and 
has nearly 35,000 successful implementations.

The range of services starts from a primary idea and concept through a 
process of finding suitable premises, solving conditions of temporary rent, 
hiring employees, handling all necessary licenses and permits, logistics set-
tings, data collection and analysis, and finally the whole event planning. At 
the same time the site works as a list of spaces for rent and without the need 
to log in you are given a list together with a map and detailed description of 
spaces matching entered criteria. Information is easy to read including spe-
cific location, measures, and price per day, week, or month. A simple web 
interface leads a potential user through a list of services to a form where they 
briefly describe their intention, and the whole process can begin. (PUR, 2017)

Go-PopUp in Europe and Asia
The Go-PopUp Alliance is one of the initiators of the first world alliance for 
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cooperation of five European and Asian pop-up markets - Berlin, Barcelona, 
Paris, Milan and Hong Kong. They all function at similar principle - the main 
objective is to promote communication at international level and to encour-
age the exchange of experience between cities, brands and last but not least 
followers of temporary business. The forementioned server offers a list of 
free places available for rent and issues a magazine taht provides information 
about hot trends in pop-up industry. The added value, unlike the previous 
one, is that the owner of the object for temporary rent is able to assign his 
destination to the list of places on his own directly on the website. (Go-Pop-
Up, 2017)

CASE STUDY - THE DISTILLERY / SOCIAL REACTOR

Intro
They call themselves “a custom-made community” (The Distillery, 2017) al-
though they began as a studio of three called KOGAA. In a search for a place 
for their work they came across a vacant building in the centre of Brno. They 
introduced a contemporary world trend - pop-up - in a bigger scale than it 
was common in the city those days. Now they expand very quickly and pres-
ent co-existence of various functions in the same space of an old distillery. 
And their activities have been meeting with an enthusiastic response of the 
public nowadays.

Where and why?
Objects of an old distillery were abandoned decades ago and no future plans 
were clear. As real professionals they revealed the real potential of the building 
from the first sight and a long process towards the step-by-step recovery was 
launched. “The Distillery is a convenient combination of small scale industrial 
building with a private ownership. Such a correlation enables quick and flexi-
ble dialog about the tenancy terms and conditions. The dialog is an essential 
part leading towards a contract which should become a solid foundation for 
any pop-up project.” (Joja, 2017)

The Owner
They described a relationship with the owner as quite challenging. “It is al-
most impossible to discuss an innovative architecture / urban vision with 
out-of-field clients who are, in a fact, grown up in different socio-urban envi-
ronment then our generation. Our strategy was built upon the business plan 
introducing potential income to the owner from a building that didn’t generate 
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any profit. Even though it sounds like an offer that cannot be refused, it con-
sumed a significant time to convince them. We did highlight the benefits of a 
restoration development of the ruined estate, turning abandoned yard into a 
point of a social interest rising the public estimate of the property and bringing 
considerable amount of potential clients to all commercial subjects dwelling in 
the building. The strongest argument though was the fact that we started in-
vesting our time and work much sooner than the official contract was signed. 
An act like that brought the property owners to the understanding that our 
visions can be fulfilled.” (Joja, 2017)

Legal background
The obstructions of bureaucratic character have been present through the 
whole process of reconstruction. “The whole project is based upon creative 
approach in any possible field. Therefore the legal definition of The Distillery 
is a hybrid function reacting on aspect we want and regulations we need. 
Among major obstacles that slowed the whole process down belong insuffi-
cient education within the business field, minimal knowledge of development 
strategies (the real ones) and of course our limited funds.” (Joja, 2017)

Social reactor
The space is divided into a variety of different spaces. “The Distillery is multi-
functional venue and is approved as a lasting function. Us, the management 
body - Social Reactor, sublet it to any client who fits and enriches the social 
scheme of our environment. In a case of subletters who demands higher 
hygienic or another regulation standard (by the law) then our approval allows 
are accepted in the form of pop-up (limited period functional intervention). 
Main cash flow is coming from the rent of subletters which is partially paid 
in advanced. Such a financial policy enables to cover costs for construction 
enhancement needed by the tenant.” (Joja, 2017)

Reconstruction in progress
Reconstruction in consecutive phases gives the community an opportunity to 
understand previous functioning of the building and to reflect the understand-
ing in a decent intervention. As a consequence the genuine impression of the 
space is highlighted, a new function is introduces together with conserving 
the past character of the building for next generations of users. The building 
functions as a laboratory of different experimental approaches towards his-
torical object. (Ruppert, 2017)
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Influence
The community does not intend to provide public with any kind of sample 
manual for starting their own pop-up yet. “Our close encounters with a num-
ber of pop-up shows that big percentage of those are lossy (anti-profit). We 
are still searching for a profitable pop-up pattern that could move this phe-
nomenon from the level of a trend up to the level of viable business.” (Joja, 
2017) One of the beliefs of the founders is that if they succeed to make The 
Distillery a self-sufficient project they prove that a group of young enthusiastic 
penniless people can safe abandoned building from decay and activate it 
again. They hope to motivate other architects in their effort. (Ruppert, 2017)

CONCLUSION
There can be found many servers of pop-up providers all across the globe, all 
based on the transfer of information from owners to end-users. They function 
as mediators who accelerate the whole process of activating abandoned city 
places and help to save them from final decay. At the same time these servic-
es bring significant social benefits, they enrich cultural life at a given location, 
and raise awareness of activities that are often hard to find without help of 
a functioning network of providers and information channels. A systematic 
approach to temporary activation of vacant spaces would bring benefits to all 
parties involved. There exists an increasing demand for the kind of institution 
in the Czech Republic. The aim is to gather all necessary data and make 
the process of launching and operating a pop-up business more accessible. 
The process would not only be faster but it would also prevent final decay of 
many valuable places in the cities. And pop-up activities are a tool to enrich 
community life and bring abandoned places back to life.
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INTRODUCTION
From the beginning of the 21st century, the profession started facing a so-
cio-political and economic landscape very different than ever before. Current-
ly, we are living in a moment in history where our social world is changing cul-
tures very fast and unpredictably. Since the Internet accessibility enabled an 
increasing amount of human interactions to occur online, the open access to 
information has radically transformed the way we learn, exchange, communi-
cate and interact with one another. The increasing demands of contemporary 
societies, has created a new landscape of problems far more complex as we 
used to know them. These are the phenomenon of ‘wicked’ problems (Bu-
chanan, 2010) which are synthesized by multiple and complex layers (Burry, 
2012). Paradoxically, as a society we never needed design thinking more and 
yet architecture was becoming unemployed. However, the economic dys-
functions of the last decade may resulted to a high level of unemployment for 
architects, they have also activated optimistic actions (Flowers, 2014).

Difficulties have created a momentum to re-think, re-evaluate, and re-posi-
tion the architects’ social role and mission [see Figure: 1]. Findings in literature 
make it is arguable to say “that architects might find their selves in the posi-
tion to re-invent the core of their professional life” (Lawson & Dorst, 2009, p. 
66). What if the production of buildings is not the only option we can generate 
impact? Who is in the most need of our expertise? Therefore, architects are 
being challenged to develop more understanding about the way the world 
operates today and discover opportunities within the critical and dual real-
ities, between virtual and physical environments, between local and global 
dynamics, between developed and underdeveloped states. Such advances 
have been paving the way to achieve a type of practice that covers a mind-
set of collaboration and cross-disciplinary communication (Charalambous & 
Christou, 2016).

Figure 1: Re-evaluating the mission role of 
the architect [ Diagram: Natasa Christou].
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THE CORE OF THE DESIGN THINKING PROCESS
The design process as we get to know it, has come about not as a result of 
“ careful and wilful planning but rather as a response to changes in the wid-
er social and cultural context in which design is practised” (Lawson, 2005, 
p. 25). The design process is, therefore, nor something stable nor always 
the same. It requires a formula that continuously readjusts in order to be-
come diverse, responsive and resilient towards external forces. Jeremy Till 
describes external forces as: “all those events, forces and contingencies that 
are beyond the direct control and definition of the profession” (Till, 2009, p. 
3). In addition to Till’s position, Krippendorff describes the design process as 
a network of stakeholders influenced by a diversity of constraints such as 
financing, sustainability, marketability, usability, maintenance and so on [see 
Figure: 2].

Figure 2: Expanding the Design process 
adopted  by Krippendorff, 2005 [ Diagram: 

Natasa Christou]
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We argue that even though the design process has become much more 
complex as we traditionally know it, the fundamental principles may contrib-
ute positively to the resolution of wicked challenges through a series of differ-
ent learning dialogues (Brown, 2009). This research intends to investigate fur-
ther how the dynamics of ‘collectiveness’ may inform the design process and 
explore the impact architects may have on the table of collaborations. This 
paper intends to expand the design process itself, re-evaluating the primary 
generator, the context (i.e. local-global, virtual-physical environments) and the 
range of stakeholders (i.e. network of participants such as the architect, cli-
ent, collaborators, and users). It will also discuss how these modifications in 
the process of design may influence the value of the output.

CASE STUDY: DESIGN THINKING LOCAL WORKSHOP
The reflections of this section are based mainly on the most recent case study 
of the PhD Research. The conception of the ‘Design Thinking Workshop’ was 
initiated in collaboration with the Youth Board of Cyprus in the form of a Lead-
ership Summer School. The initiative took place in Kakopetria, a typical small 
village of Cyprus for four days. The general agenda of the methodological 
framework focused on how participants could identify problems as opportu-
nities to develop emergent interventions that promote social, environmental 
and financial sustainability. Seeking new resolutions for the local community 
of the region, participants were introduced to the enormous threats the village 
faces in terms of unemployment, urbanization and poor quality of living.

Rationale behind this workshop was to identify in what extend the design 
process can increase the ability of participants to initiate actions that gen-
erate a better future for the local community. Participants were divided into 
groups of five and challenged to collaborate in teams of five, and prototype 
by engaging with the locals. The organization of the participants into teams, 
was initiated after a thoughtful process to balance their gender (combine men 
and women together), their age (combine oldest and youngest participants 
together) and their professional background (combine different and diverse 
disciplines together). This approach intended to identify if specific collabora-
tive patterns may enhance the efficiency of collaborations and increase the 
value of the final outcome.

The point of departure of the participant’s projects was an intensive train-
ing on the ‘Design Development Canvas’ [see Figure:3], a tool developed 
through the PhD research to help individuals and teams ideate. This tool 
alongside with the structured guidance, enhanced participants to develop 
their own path of investigation by letting concepts emerge through their own 
observations.
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All participants have been exposed to a diversity of design thinking strategies 
in order to learn how to build empathy for potential customers and users, 
enhance their entrepreneurial and leadership skills, improve their collaborative 
abilities and strengthen their communication skills. These ‘lenses’ together 
with the Canvas initiated a probing into the existing context. The umbrella of 
these design investigations demonstrate an informative understanding that is 
human-centered. It comes in alignment with the premises of Krippendorff’s 
argument that designers should not design in relation to personal ideologies 
but rather developing tactics that engage actively users in the process (Krip-
pendorff, 2005). This new understanding could inform the design process in 
four ways:

• Processing by empathy, cultural sensitivity and desirability
• Inquiring by survey research, interviews, observational studies
• Importing by inviting leading stakeholders to participate in the design 

process
• Testing by exposing leading stakeholders with prototypes in focus 

groups experiments and evaluating their responses.

Figure 3: Re-evaluating the design process 
[ Diagram: Natasa Christou ]
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By the end of the workshop, six different proposals were presented in a panel 
of key stakeholders including local planning actors, regional strategy policy 
makers, citizens and investors. This is where we expected the highest added 
value of the workshop since the proposals could be channeled, improved and 
materialized. Three out of the six proposals manage to gain additional support 
and funding. The first proposal was about developing an online community 
platform to bring together local citizens that have agricultural land but strug-
gle with sustaining it, and individuals interested to engage with agriculture in 
exchange of free accommodation and training. The second team identified 
that the narrow and downhill streets of the village create serious accessibility 
issues for people with disabilities, for the elderly and the ambulance in case of 
emergency. They proposed an electric vehicle designed with the principles of 
a ‘Tuk Tuk’ to provide effective social inclusion and accessibility [See Figure: 
4]. the third team discovered that the strongest identity of the region is based 
on the myths and village story telling. They proposed an mobile application 
for pod-casting with a navigation map that would allow every tourist- visitor 
to access the ‘hidden’ culture, transforming the village into a living museum. 
Currently, these teams are engaging with the opportunity to pitch, cooperate, 
develop and get feedback from mentors and startup their ideas into market 
stories through ‘Climate Launchpad’ and ‘Green Cluster Cy’.

Figure 4: Deign Development Canvas 
created by Natasa Christou ©
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THE PRIMARY GENERATOR: ARCHITECTS AS SOCIAL 
ENTREPRENEURS
What we learn from the above case study, is to comprehensively understand 
that ‘wicked’ problems can be identified as opportunities to design even 
when there is ‘no client’ as the primary generator of the design process. 
However, there is insufficient material on how architects are meant to ‘create’ 
in traditional practice with no clients and initial capital. However, what the 
workshop suggests otherwise, is that architects may have the ability solve 
problems not in the narrow sense based on a predetermined brief, but rather 
to work on opportunities with not a primary client. This concept of initiation is 
only possible due to transitional shifts in the market economy, from top-down 
driven economies of corporation to bottom-up, community sharing econo-
mies (Sundararajan, 2013) [see figure:5]

Figure 5: Capturing the Design Thinking 
Workshop [ Images: Natasa Christou ]
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The notion of the ‘sharing economy’ indicates the intersection of two do-
mains that we might not have been aware of, i.e. design and entrepreneurship 
(Richardson, 2011). Even though the interactions between the two domains 
need to be better understood, we suggest that both may share a common 
objective, i.e. to drive social change and encourage innovation in the market 
economy. Entrepreneurs who are highly motivated by social issues and pro-
actively seek for human-centered opportunities or problems are usually re-
ferred to as social entrepreneurs. Social entrepreneur’s primary goal is social 
sustainability. Any type of life conditions improvements for a specific group of 
people is regarded as social sustainability. Despite that the notion is relatively 
new, it becomes a fundamental element of delivery not only in design disci-
plines but in governances and policy making (Colantonio, 2007). Architecture 
has the capacity to be an active contributor this.

RE-EVALUATING THE NOTION OF CONTEXT
The proposals coming out of the workshop, demonstrate that architectural in-
terventions have the potential to synthesize a symbiotic relationship between 
local and global realities, by integrating digital opportunities and local poten-
tialities (Nagashima, 1999). Literature mentions that if markets are inefficient 
in some way, if changes occur in a social, political, economic or demographic 
level, if new inventions are discovered that provide new knowledge, then a 
context of opportunities can exist (Venkataraman, 1997). Global and local 
realities have opened up a vocabulary of design for future explorations on the 
notion of open innovation, scalability, local customization, generative design, 
sustainable change, automation and global collectiveness. Online networks 
prove that communities can be interconnected beyond physical thresholds. 
Therefore we can even re-evaluate the notion of design process and include 
variables so that design could be everywhere and for everyone.

THE NEW STAKEHOLDERS NETWORK
Considering the multiple observations from the workshop few important 
points derive. As a preliminary conclusion, what we can understand is that 
today the architect’s role as the primary principal is dissolving into the emer-
gence of cross-disciplinary design teams with a range different stakeholders. 
Second, even though there are no universal criteria to manage stakehold-
ers, allowing users to participate in the design process might bring addition-
al challenges but fundamentally it can increase the quality value of the final 
outcome. Third, even though often we perceive the notion of participation to 
be very local, this workshop suggests that participation might transcend any 
geographical constraints, thought the support of Information Communica-
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tion Technologies. However, if we are to adopt this approach in the general 
agenda of the design process, the notion of online community networks and 
cyberspace should be better understood. Forth, the workshop indicates that 
collaborations may have traces of transdisciplinarity. The key value of trans-
disciplinarity is that it integrates various lines, thinking and perspectives and 
generates one single higher level set of ideas and processes by collaboration 
(Nicolescu, 2002). Even further, this method of collaborating has the capac-
ity to consider the know-how of individuals on equal terms. It demonstrates 
flexibility and support negotiations between disciplines for the resolution of 
universal and complex problems. In order to create efficient transdisciplinary 
collaborations, we suggest to consider the decision making process as a 
collective process, especially on the ideation phase where a divergent set of 
ideas is needed. Fifth, the most difficult thing in such collaborations is to rec-
ognize that sometimes each individual has different incentives (Ariely, 2011). 
Not knowing how to best generate or sustain synergies in the design process 
can held back design in the center of innovation (Burry, 2012).

OUTPUT VALUE
Through the process of the workshop, an opportunity for participants was 
created in order to cultivate the ability to become responsive to complex, ev-
er-changing scenarios that shed light on a more promising and fascinating fu-
ture. Integrative and investigative learning-by-doing training could undertake 
an experimental paradigm in which everyone alike could collaborate to de-
velop synergies on how to drive change that makes a difference. Architects, 
engaging with the role of facilitators and social entrepreneurs could lead in 
the redefinition of professional practice as action, following a methodology 
that bridges across epistemological, disciplinary and contextual boundaries. 
Thus, it becomes crucially important to provoke our perception in order to 
examine architecture as a driver of sustainable and meaningful change in a 
dynamically transitional context which is full of opportunities.

REFLECTIONS: RE-EVALUATING THE ROLE OF THE ARCHITECT
The emergent design experiments of this paper wish to provoke the profile 
of the architect as an enabler of synergies and inter-actions. Even this paper 
presents only one possible direction, it is important to note that a diversity of a 
series of experiments that took place the past four years, explore architecture 
potentialities through a redefined design process that is capable to generate 
additional contributions to society. These contributions may take the form of 
online community platforms, educational workshops, ephemeral design inter-
ventions and festivals. All types come to inform an overall strategy aiming to 
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work as a guiding tool for additional future initiations. The fundamental stages 
to make this strategy replicable to other similar regions requires: to identify a 
local wicked issue/opportunity, activate local ‘heritage’ by occupying physical 
space with organized and collective initiatives. Through these initiatives archi-
tects may effectively facilitate interactions by setting up social frameworks to 
get people to interact. The resulting synergies have the advantage of scala-
bility by connecting to other regions with similar local issues. The above pro-
posed framework celebrates the duality of context by generating architecture 
in a manner that is sensitive to local particularities and simultaneously fit in the 
scope of a better global vision. Therefore, these findings come to inform the 
traditional model of architectural practice [see Table: 1] and indicate multiple 
roles architects may have as activists, facilitators, enablers and social entre-
preneurs [see Figure 6].

Table 1: Re-adjusting Architectural Practice
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INTRODUCTION: THE ADAPT-R PROGRAMME
This paper will address the role of Tacit Knowledge in Creative Practice Re-
search, within the framework of the practice-based PhD model, and will offer 
some insights as emerged from the experience of the recently concluded 
ADAPT-r ITN programme.

ADAPT-r (www.adapt-r.eu) - acronym for Architecture, Design and Art 
Practice Training-research - is an Initial Training Network funded by the EU 7th 
Framework Program, that had the aim of linking the academic and profession-
al realms.The purpose of the project has been to provide a practice-based 
doctoral training to creative practitioners, helping to educate new research-
ers, increasing supervisory capacity and creating new collaborations, as well 
as developing a European network of institutions devoted to develop and dis-
seminate the PhD programme across Europe, through the investigation of the 
main features of Creative Practice Research and its specific doctoral training.
The project - which involved seven partner institutions (KU Leuven, RMIT Uni-
versity, University of Westminster, Aarhus School of Architecture, University of 
Ljubljana, Estonian Academy of Arts, Glasgow School of Art), 33 Early Stage 
Research fellows and 7 Experienced Researchers - was structured across 3 
years (2013-2016) and organised through 6 Practice Research Symposia, a 
series of events happening twice a year in which PhD Candidates found room 
to present their research work and receive feedback from supervisory panels.

Within the context of the ADAPT-r programme, we have undertaken our re-
search as Experienced Researchers investigating from a meta level perspec-
tive the practice-based PhD model, its features, challenges, and possible 
interpretations. Each ADAPT-r Partner hosted one Experienced Researcher 
during the 3-year programme. We were based respectively at RMIT Europe, 
Barcelona, Dr Cecilia De Marinis, and at the Glasgow School of Art, Dr Dor-
otea Ottaviani, and we developed our research work in collaboration with Dr 
Alice Buoli, based at the Estonian Academy of Arts in Tallinn.

Our research work was focused on two main topics, on one side the con-
cept of Tacit Knowledge and its influence on the PhD journey, on the other the 
methodology of the PhD itself and the Research Methods that practitioners 
apply to undertake their research path. The two topics were explored in a 
parallel way, observing intersections and connections. This brought to the 
fundamental insight and contribution of our research, which lies on the idea 
of a dual nature of Tacit Knowledge, being at the same time the topic to be 
explored in one’s PhD journey and a method for the exploration itself, namely 
a lens through which looking at practices, actions, behaviours, fascinations, 
urges, intentionalities.

Hence, observing and ‘interrogating’ a series of practitioners undertaking 
their PhDs during the ADAPT-r programme, allowed us to come to the con-
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clusion that research methods and practice methods are made of the same 
matter, and that Tacit Knowledge is simultaneously the object of the enquiry 
and a tool for the enquiry itself to happen.

In order to collect data for our research work, we have interviewed a num-
ber of creative practitioners undertaking their PhD in different institutions in 
Europe. We arranged a series of individual interviews in order to surface the 
specificity and singularity of each practitioner/researcher and alongside we 
run a series of workshops with the aim to involve creative practitioners in a 
collective debate, developing new knowledge from the collective discussion. 
This research comes under the sphere of the Qualitative Research meth-
odological approach, drawing on the field of social disciplines. Qualitative 
methods examine motivations and modes besides the quantitative and di-
mensional analysis.

THE REALM OF TACIT KNOWLEDGE
Tacit Knowledge can be thought as the knowledge embedded in practice, 
being the practice itself the place where hidden know-how resides. Such a 
practical or operational knowledge is built, developed, tested and shaped 
through the reiterative action of practising. The connection between tacit and 
explicit works as a circular feeding mechanism: the tacit informs the explicit 
knowledge and vice versa, in a never-ending process.

The term Tacit Knowledge was coined by Michael Polanyi who summarise 
the idea with the statement “We know more than we can tell”. Tacit Knowl-
edge is a flexible and dynamic realm of knowledge which is hidden, invisible 
to the eye of the practitioner but constitutional of and for their practice. It 
is an unspoken, silent and subjective form of knowledge, embedded in the 
practice.

Tacit Knowledge could be then described as an intuitive and heuristic 
thinking related to the operational and experiential aspects of the practice. 
Intuitive thinking works through an associative connection process, namely 
a process of resonance in our memory (Kahneman, 2011). It seems to work 
in terms of resemblance: in that sense “intuition is nothing more and nothing 
less than recognition” (Simon, quoted by Kahneman, 2011, 11).

Tacit Knowledge could therefore be defined as the mental space of per-
ception and memory, built through our spatial intelligence. Everyone builds 
up a spatial history for themselves and through that establishes their mental 
space made of assumptions about space (van Schaik, 2008). This mental 
space is something existing in the subconscious and which one becomes 
aware only through singular moments of eidetic recall in their memory.It is 
then possible to recognize a spatial history of a practice, revealing a kind of 
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tacit knowledge, built in and through the construction of the practice itself.
This research work doesn’t aim to define what Tacit Knowledge actually 

‘is’, but rather what it ‘can be’ for each creative practitioner, where it ‘resides’ 
and ‘how’ it can be surfaced by practitioners across their PhD process in-
tended thus as a journey of awareness through their Tacit Knowledge.

Such a process opens up new directions for the practitioner’s exploration, 
triggering a circular feed from implicit to explicit knowledge and allowing them 
to reach a more conscious understanding of their ‘modes of practice’ (van 
Schaik, 2013, 11-15) and their specificity, role and agency within their profes-
sional and disciplinary arena, within society at large.The research focuses on 
the ways in which Tacit Knowledge is embedded in practitioners’ actions and 
artefacts as well as in their relationships with their Communities of Practice 
including mentors, peers and ‘challengers’ (van Schaik, 2011, 16) and then 
how it is brought to the surface, unfolded and deployed by the practitioners.

Trying to figure a ‘physical location’ for Tacit Knowledge one could say that 
it resides in the mind and the body. Both are sites for knowledge generation, 
coordinating different ways of learning. Both can at the same time learn and 
produce new knowledge. This insight allows to identify where directing the 
observation while looking for evidences of Tacit Knowledge in practitioners’ 
words and work, as van Schaik (2008) suggested: “When we talk about hu-
man (...) intelligence, we now have to consider that intelligence is a distributed 
system: not something held like a command centre in the brain and distribut-
ed, but something that is present throughout the organism”.

The binomial Explicit and Tacit
An interesting perspective on Tacit Knowledge is given by the relation to its 
opposite: the explicit Knowledge. This binomial suggests the existence of dif-
ferent realms of knowledge and different ways of acquiring it.Tacit Knowledge 
is gained through experience and repetition, following intuitions and referring 
to irrational aspects, whereas the explicit one refers to the rational and con-
scious acquisition of notions, through education and study. The two realms of 
knowledge are deeply connected; they cannot be considered as separate or 
polarised realms but rather as useful categories to make sense of and clarify 
how the process of knowing is conceived at large. They are different facets of 
knowledge expressing different aspects and completing each other. A series 
of pairs of meanings allows to grasp the sense of such a binomial: theoreti-
cal/operational, slow thinking/fast thinking (Kahnemann, 2011), formal/infor-
mal, systematic-hierarchic/rhizomatic (Deleuze&Guattari, 1980), theoretical/
practical, academic, reflective observation/active experimentation, compre-
hension/apprehension, abstract experience/concrete experience, slow/fast, 
codified/embedded, notion/skill, a priori/a posteriori.Tacit and explicit thus 
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work in a circular never-ending process of mutual feeding. Such a process 
can be read through the metaphor of the subterrain, highlighting the circu-
lar and dynamic process of mutual nourishment from the subterrain to the 
terrain and vice versa. These two kinds of knowledge are interdependent, 
as new knowledge is produced in the space in-between the tacit and the 
explicit dimension. What the practitioner does in the ‘terrain’ enhances and 
enriches what resides in the subterrain.That said, what happens once one 
becomes aware of something emerging from the subterrain? How does this 
affect the terrain? And subsequently, how does this affect back the subter-
rain?The metaphor of the subterrain evokes the idea of something latent, 
whose edges are defined with difficulty, and also something without which the 
‘terrain’ can’t exist.Tacit Knowledge could be then seen in terms of retroactive 
forces that drive practitioners across their practice. Such retroactive forces, 
residing in the subterrain, can be defined as tacit drivers, and they shape and 
build the personal eidetic archive. Such tacit drivers are operative and they 
lead practitioners in their behaviours, productions, and actions within their 
practices. As practitioners become able to see what is motivating them they 
discover their own eidetic archive, their subterrain, their Tacit Knowledge.Tacit 
drivers are connected with urges and fascinations that move and orient the 
practice. Those are elements that constitute the eidetic archive, a collection 
of images residing in the mental space involving memory and imagination. As 
such, this archive defines the intentionality of the practice.This interpretation 
of Tacit Knowledge as a tacit driver of the practice, creates a connection in 
time between past, present and future, defining the history of the practice 
itself, since tacit knowledge comes from the past and, quoting Kahneman 
(2011), it “(...) determines your interpretation of the present as well as your 
expectations of the future’’.

Overlapping between Tacit Knowledge and Research Methods: why 
is it relevant to this research?
During the research undertaken for the ADAPT-r Project, we tested and ver-
ified what was an initial intuition and would have become a major topic of 
our research. The intuition that talking about and exploring Tacit Knowledge 
wasn’t anything far from talking about and analysing the Methods of the Prac-
tice, firstly emerged as a suspicious and fascinating idea. Nevertheless, it 
soon became obvious how all the practitioners, interviewed for our research, 
tended to talk about their Methods of research while explaining the relevance, 
role and functioning of the Tacit Knowledge embedded in their research and 
practice trajectories and vice-versa. The answers to our questions, designed 
separately for the topics of the Tacit Knowledge and the Methods, inevitably 
pointed to an intertwined account where one was the trigger and the aim of 
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the other.
Although in this paper we will focus on the role of Tacit Knowledge as the 

field of the exploration for the PhD candidate, it is worth saying that Research 
Methods are a tool-kit that the explorer brings in their journey and, the nature 
and role of the Methods of Research is paramount for the PhD journey.

The PhD Journey described through ‘time’ and ‘reiteration’
In this paper, we will try to show how the practice-based PhD may be de-
scribed as an explorative journey in the field of the Tacit Knowledge, through 
some example extrapolated from the research in ADAPT-r. We will specifically 
do so, spotlighting the role of Time and Reiteration in this process. As a 
starting point for these reflections, we will use Glanville’s (1999) description 
of the process of designing. He claimed that it might be intended as a “circu-
lar-conversational [process] (in Pask’s sense): we act iteratively, until reaching 
self-reinforcing stability or misfit. We test, until we arrive at something satis-
fying our desires-for stability/recognizability/repeatability/etc. Thus, we arrive 
at our understandings. We test and test again, repeat with refinement and 
extend; and, when driving to extremes, we find our patterns no longer hold, 
we rejig them or start again from scratch.” This process is not automatic, 
in the meaning of passive or impersonal but rather hinges on the unique 
knowledge, experience and sensibility of the practitioner. That said, although 
the PhD is a linear trajectory towards the completion and the dissertation, it 
is driven and defined, by an iterative process of the circular reflection on and 
about the work of the practitioner. The two fields we have identified (Time and 
Reiteration) are naturally linked and co-dependant but it is worth giving some 
definitions of how we crafted those lenses for the sake of this research.

Repetition, circularity, and iteration are processes, either to generate an 
unbounded sequence of outcomes or with the aim of approaching a desired 
goal, target or result. Through a process of ‘Reiteration’ we develop and ex-
plain further the hypothesis of the circularity among doing and thinking (and 
back) and we can foresee its role in the development of a practice-based 
research. Reiteration here can describe the idea of the practice of the prac-
tice.On the one hand, the role of Time becomes pivotal for the deployment 
of the reiteration and, on the other, it is the key variable in relation to the 
self-reflective journey that the practitioner undertakes to break down and re-
build the knowledge and research methods embedded in their practice. Van 
Schaik (2014) addresses this process as an expanding and ongoing path 
where practitioners delve into their mental space: “from the subconscious 
(Cave/sleeping) to the conscious (Home/walking) onto the nearby (...), then 
to the middle ground (the expansive plain), the unfamiliar distance and finally 
to the ever receding horizon”. It is in its trajectory and multi-dimensional path 
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(as past, present and future) that the PhD can be experienced, as Blythe sug-
gests when talking about the body of work of a practitioner across time “rep-
resented as objects collected within the boundary of a practice which leads 
to the current point in time, represented by the arrow that points to dotted 
objects which are the future projects of that practice” (Blythe, forthcoming).In 
these two fields or dimensions practitioners work in a process of ‘metacog-
nition’ (Flavell, 1985) together with the reflections about/on/in the practice 
and, as they claim, when having conversations about their research, the two 
dimensions of time and reiteration are pivotal in this process of recognition of 
what you do while you are doing it.

CASE STUDIES
The following case studies are drawn from the research project we led last 
year within the ADAPT-r programme. We chose to focus on three creative 
practitioners, involved in different kind of practices, this allowed to show how 
similarities and differences in their research approaches can be traced through 
their reflections on the fields of Time and Reiteration. Two of the practitioners 
are artists, Koen Broucke is mainly a painter whereas Alicia Velàzquez is a 
performer, and Martì Franch Battlori is a landscape architect.

Martí Franch Batllori
Martí Franch Batllori (www.emf.cat) is a Landscape Architect based in Girona 
(Spain) and a Horticulturalist at ETSAB in Barcelona, where he teaches since 
2001. He is founder & principal of EMF landscape architecture, an interdisci-
plinary practice of independent experts in the field of urban and environmen-
tal design. He is currently doing his PhD at RMIT Europe, and took part in the 
ADAPT-r programme as an Early Stage Researcher at the Glasgow School 
of Art.

In Franch’s work Time is simultaneously a key fascination, a driver, a de-
sign method, and a research strategy. The landscape architect is interested 
in Time as a tool for the design process by letting time for things to mature. 
Over time things can develop and be observed in their development, and the 
practitioner can learn from this process.Duration is a key concept for Franch’s 
work who mainly deals with open-endedness evolution and instability. In his 
research, he makes reference to Richard Sennett (2009) who claims that”(...) 
by an open system I mean a system in unstable evolution. My argument is 
that the closed system has paralysed urbanism, while the open system might 
free it. (...) Bridging all these aspects of openness is the dimension of time, 
evolutionary time which challenges the closed, over-determination of and its 
correlates of equilibrium and integration.”
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Reiteration is strictly connected with Time and it is developed as a reiterative 
exploration and observation over time.The explorative method at play in his 
design process is the action and repetition of walking through the landscape, 
considered as a design strategy allowing him to get to know the place and to 
surface ideas. The process of walking through a place at different moments 
of the day and the year is a reiterative action which allows Tacit Knowledge to 
come to the surface and be transformed in thoughts and actions.

The action of walking contains in itself the power of physical reiteration 
to make the mind work through reacting to the environment and being im-
mersed in the place. Walking is for Franch an urge and a tool for knowing and 
discovering. Physical experience is thus at the core of his design thinking. 
Experience appears then to be in his work as both a research method and 
an objective for the design process: his aim is then to activate the landscape, 
creating new experiences, allowing appropriation by the inhabitants.

Koen Broucke
Koen Broucke (www.koenbroucke.com) is a Belgian artist, researcher, histori-
an, and performer. Broucke’s research is linked and imbued with his own past 
as a historian and during his fellowship in the ADAPT-r project at the Glasgow 
School of Art, he focused his research especially on battlefields of the First 
and Second World War.

In its really first meaning of historic, Time is the main characteristic of 
Broucke’s research. He is particularly interested in evoking what he describes 
through the words of the Dutch philosopher Huizinga’s as ‘historical sensa-
tion’, namely the immediate connection with a historical event through the 
contact and exposition to an object.In order to reach this state of connection 
with the historical facts within the realm of the art, Broucke deploys several 
conjunct strategies and tools. Some of the actions he sets up are dealing with 
a methodology that involves a circular process between explicit and tacit bids 
of his perception and knowledge. He explains these processes as a pursue 
of the freedom of the body and its perceptions from the leash of mind and 
rationality. He compares two aspects of his practice under these lenses of 
Reiteration and Time, which are walking in the battlefields and drawing. He 
says that those deeds are related to his methodology of practice which starts 
from a rational will of accomplishing a drawing or a walk, where the idea is 
broken down and the practical preparation is needed. After this phase, when 
the action starts, whether walking or drawing, the mind and the ego gradu-
ally disappear in the background, and the body takes over. In that moment 
the hand gets in relation to the eye or the foot, which is leading the process 
whereas the mind stops thinking until the moment in which the mind itself 
recognises that the drawing is finished. This seems to be a recognition of 
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the tacit knowledge embedded in the body by the explicit part staying in the 
mind. The mind, both for drawing and walking, recognises and becomes 
aware only of the final destination, but in the process, which is the real core 
of his practice, it is mostly oblivious. In this circular process the rational mind 
works as a trigger for the action of drawing or walking and it is stimulated by 
the Tacit Knowledge.

Alicia Velazquez
Alicia Velazquez (www.aliciavelazquez.com) was trained as an architect at 
ETSA in Madrid and her practice developed and blossomed in a hybrid space 
between art and design where she explores the performing interaction be-
tween body and matter. She has been a PhD Candidate and a fellow within 
the ADAPT-r programme at the KU Leuven.

Most of the time Velazquez’s work springs from the reflection and reaction 
to a brief or a project, which she takes as a challenge. The path of every 
project is an exploration where Velazquez follows her instincts and reaction 
prompt by the ‘rational’ brief, which might engage with the explicit knowledge 
of the artist, and then she releases the handbrake and discovers where the 
project will lead to. This approach of discovering of the artist’s fascination in 
a process of conversation with the self triggered by an external event such 
as a ‘challenge’ or a brief aims improving the “projective improvisation skills” 
(Rattenbury, 2015), i.e. observing, assessing, describing, reworking, reject-
ing, making, connecting, assembling, changing, testing, selecting, improving, 
in a circular way that allows to “look at our drawings and see in the things that 
we have not thought of before. We are surprised. We re-iterate the process. 
It is about marking and viewing, marking and viewing” (Glanville, 2014).This 
conversation with the self, arisen by an external trigger, is one facet of the 
idea of Time and Reiteration in Velazquez’s practice. She is really interested 
in exploring and developing the concept of ritual, where rules, repetitions and 
discipline shape the perception and the intuition. Her work is indeed largely 
informed by the repetition of gestures which crafts the matter, the space and 
the body of the performer. She mostly records her performances on video, 
therefore, leading to a Reiteration of the repetitions.The meaning of setting 
and accepting rules can be found in the creation of an environment where 
she is able to listen to the reactions of the body and its very own intuitions. 
The performer learns about her own Tacit Knowledge through the experi-
ence of the body in the space and through the relationship with the matter. 
Through the exploration of daily rituals, she understands how she acts and 
reacts within those rules and why. In this circularity, she grasps information 
about how the ritual shapes us and how we shape the rituals in response to 
our needs.
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CONCLUSION
The understanding of the PhD as a Journey through and towards Tacit Knowl-
edge opens up possible interpretations of the PhD as a trigger for shifts, back 
and forth moments, accelerations and points of break. Such interpretations 
can be thought in terms of linear trajectories, divergences, derives, loops, 
repetitions. During this journey, different discoveries and epiphanies about 
the practice occur.Through such a journey, Tacit Knowledge becomes then 
a powerful tool for practitioners to better understand their own urges, fasci-
nations, methods, and mechanisms. The PhD is then a journey that leads 
the practitioner to a process of awareness of their own practice, their own 
specificity and ‘voice’. Such awareness allows the practitioner to master their 
specificities and roles becoming more effective, compelling and forceful with-
in both the professional and academic realm and society at large.
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INTRODUCTION: THE DAP_R PROGRAM
This paper will address the nature of studio teaching in creative disciplines, its 
role within the framework of the practice-based PhD and the value of such a 
doctoral training for studio pedagogy. The paper aims then to disseminate a 
series of findings and insights emerging from DAP_r - Design and Architec-
ture Practice research - an ongoing research project funded by the Australian 
Office for Learning and Teaching.

DAP_r is a collaboration of 14 Australian universities (Bond University, 
Charles Sturt University, Deakin University, Monash University, University of 
Newcastle, Queensland University of Technology, University of Canberra, 
University of New South Wales, University of Adelaide, University of South 
Australia, University of Tasmania, University of Technology Sydney and Uni-
versity of Western Australia), led by RMIT University, aiming to disseminate 
the creative practice-based PhD model across Australia, facilitating the adop-
tion and adaptation of such a model within different academic institutions and 
strengthening a national network, by providing a sharing platform for discus-
sion. PhD candidates and supervisors from different institutions meet twice a 
year in occasion of the Practice Research Symposium at RMIT University to 
share their knowledge within the field of Creative Practice Research.

The research work I am pursuing within the DAP_r program as a postdoc-
toral research fellow, explores the value of the practice-based PhD training 
and its contributions to professional practice and academia, specifically in 
relation to pedagogical approaches to studio teaching.

The research aims to contribute to the debate over the role and contribu-
tion of doctoral training within academic and professional realms. The find-
ings emerging from the study will be then applied to inform further refinement 
of doctoral training programs and to strengthen the connection between 
practice, research and teaching.

This paper will specifically focus on the contribution that the practice-based 
doctoral training can provide to the realm of the academic studio, starting 
from the assumption that the studio environment is at the core of design 
teaching and learning.

STUDIO TEACHING AND THE PRACTICE-BASED PHD FRAMEWORK

Studio Evolution
The origins of studio model are traceable in the medieval system of appren-
ticeships within the system of the guilds (Schön, 1985) in which the apprentice 
regularly went to the master’s studio in order to learn the craft. The practice 
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of the art has been thus taught for a long time in the artist, master, craftsman 
or architect’s studio - the apprentice learnt by being immersed in the studio 
environment by observing, listening, copying, repeating.

Later, in the late nineteenth and early twentieth centuries, the Ecole de 
Beaux Arts marked the birth of the Studio as a place for collective learn-
ing-by-doing under the guidance of a master, moving the learning environ-
ment from the artist’s studio to a place specifically intended for the purpose 
of learning by practice.

Since then, the studio model has been developed and transformed over 
time, becoming the core framework for the most important references of 
learning models, such as the Bauhaus in the 30’ and the Massachusetts 
Institute of Technology later in the ‘80.

Studio teaching is a model in continuous transformation, as its evolution 
follows the evolution of practice itself.

Value and features of Studio Teaching
As Maitland (1991) claims “studio teaching is not just a space marked “stu-
dio”. It is a way of thinking and learning.” The Studio is critical and essential 
to creative practice, it has indeed a high pedagogical value, due to the way 
studio learning environments bring students into a deep understanding of 
practice. Studio reflects into practitioners’ studio and as such it prepares 
students to be practitioners.

As Schön (1985: 32) suggests, it opens up a window to practice and its 
procedures: “When we gain access to a window on the architectural studio, 
we have a chance to observe, in a peculiarly accessible form, the process of 
architectural designing; here, more than in any other context, architect need 
to make clear to one another what is they do when they design”.

The Studio is hence a space for challenge not only to students but also to 
teachers, who are required to put in clear words what is what they actually do 
when they design, being able to communicate through different media what 
is the matter of design and its mechanisms.

Studio teaching is a process of learning by doing and by observing others, 
it is indeed “a unique and distinct mode of cognition.” (Bates, 2015) enabling 
people to gather in a collective space where learning to think as designers, 
coming in contact with the practice.

The Studio is where design skills are developed and passed on, where 
students develop as designers and reflect upon their skills and the skills of 
others.

The studio experience can be then seen as a self-explorative journey 
for students, through which they are invited to find their own way, learning 
tools more than notions. The process involves different elements such as 
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self-awareness, memory, imagination, repetition of actions, attempts, obser-
vation, and reflection on the process itself.

The Studio shows the paradox laying in the process of teaching and learn-
ing new competencies or understanding. Such a paradox of knowing is ex-
plained by Socrates through the question: “And how will you inquire into a 
thing when you are wholly ignorant of what it is? Even if you happen to bump 
right into it, how will you know it is the thing you didn’t know?” (Plato, Anas-
taplo, G., & Berns, L., 2004).

Students are learning things whose meaning and importance they can 
grasp ahead on time. The process of learning within the studio is thus a 
transformative one, the students will go through such a transformation dis-
covering their abilities as practitioners/designers. As Solnit (2006) suggests: 
“The things we want are transformative, and we don’t know or only think we 
know what is on the other side of that transformation.”

Studio as the mirror of the practice
The pedagogic mechanisms at the core of studio are similar to the processes 
at play in a creative practice. Studio can then be seen as the mirror of the 
practice, considering its main features such as the embedded spirit of open 
enquiry, the focus on creativity, the action of drawing, the attitude towards 
problem solving, the “fast thinking” (Kannemann, 2011) the reiteration, and 
the physical process of working with material by hand. All of these elements 
contribute to build new knowledge and come to understand the design think-
ing.

Openness and uncertainty are also conditions shared between the studio 
and the practice, being in fact tools for the design process itself and allowing 
the design process to happen.

The same approach to enquiry and the way of thinking can be found in 
both studio environment and professional practice. Methods, standards, pro-
cedures of practice can be indeed applied to the studio environment.

Furthermore, the physical characteristics of the studio environment mirror 
the space of the practice office, as well as the modes of acquiring and sharing 
knowledge through collaboration and conversation. There is also a similarity 
in the use of time since intensive design sessions are experienced and re-
quired for the design process to happen.

Therefore, practice informs teaching and the content of design studio. This 
informing process can be seen as bi-directional, as it is not only the practice 
influencing the studio with its features but also the studio acting as a research 
to positively inform the practice. It is a mutual exchange, in which student 
and teacher learn from each other and both learn from the environment itself.
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The Studio Teacher
Richard Blythe (2015: 111) describes the studio as: ‘(...) fecund, slightly un-
predictable, and both subject to and responsive to environmental fluctuation. 
Like the Mad Hatter’s party, though, it also requires a host and a guest list for 
it to work well.”

The role of the ‘host’ namely the teacher in the studio is indeed a key and 
challenging one. In this space, not only students are challenged but teachers 
and their skills and abilities too. The Studio is indeed a place for discussion 
and development, produced through the continuous dialogue between stu-
dents and the teacher.

Being a studio teacher, one assumes the role of a guide and it brings with 
it a matter of responsibility and trust. As suggested by Schön (1985:59) the 
teacher formulates an initial contract with student “(...) on which the effective-
ness of design education depends, requires that the student makes a willing 
suspension of disbelief, in spite of its perceived risk, and that the studio mas-
ter invites him to do so.”

The student must trust the teacher in order to go through the learning 
process. Trust is indeed the common ground for the relationship to grow and 
create the mental space for students to learn.

Time is crucial in order to build such a relationship, as learning can happen 
only through reiteration in time, creating the conditions under which such 
relationship can develop.

An interesting element for the teacher to consider is the need for clarity 
and explicit communication, as suggested by Shön (1985:6) “(...), some in-
structors have learned to become not only master practitioners but master 
coaches. They have learned to respond to the imperative, present in the stu-
dio as it is often not in the practice, to make design assumptions, strategies 
and values explicit”.

Moreover, the learning process passes not only through words but also 
through observation and repetition, so the teacher needs also to acquire 
the ability to communicate beyond words, showing actions, processes, and 
methods in practice.

Hence, being a teacher requires the development of a series of ability such 
as openness, curiosity, listening, and the ability to challenging others. Teach-
ing is in itself a process of learning by doing and acquiring new knowledge for 
the teacher through the dialogue with students.

The PhD and the Studio Teaching
This research work specifically explores the ways in which studio teaching 
has interfaced with doctoral training, observing the interwoven relationship 
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between practice, research and teaching and how they are brought together 
in mutually beneficial ways.

A series of key similar elements between the PhD training framework and 
Studio teaching model emerged from the exploration.

First, the process of learning by doing is fully embedded in the two train-
ing models, ] PhD Candidates are invited to engage with their practice in-
vestigating what is the matter of what they are doing as practitioners and 
what are their fascinations, urges, methods, procedures, and specificities. 
Practitioners in the role of teachers invite students to do so within the studio 
environment, namely exploring their own interests and learning by doing and 
observing themselves.

Also, practitioners who undertake a practice-based PhD come to expe-
rience again the feeling of being on the side of the learner. This will allow 
them to put themselves in the students’ shoes and better understand their 
vulnerable position.

Another aspect of this similarity lies in the process of collaboration and en-
gaging in conversation which is indeed a key feature of creative practice itself. 
The two models are structured through a conversational approach in which 
the learning process passes through observing others, sharing, dialoguing. 
New shared knowledge is indeed produced through conversation, inform-
ing the design process. Creative practitioners constantly work “with people 
for people” (Lynas, Budge & Beale, 2013) and the opinion of others inform 
the direction in which design takes. This process is experienced also within 
the studio where the environment “allows students room to explore, evalu-
ate, compare and contrast themselves against their peers.” (Lynas, Budge & 
Beale, 2013:132).

The practice-based PhD trains thus practitioners in making explicit as-
sumptions, strategies and values, developing their ability to engage and 
communicate to others. It is a process of conversion of “knowing-in-action” 
(Schon, 1985) or transformation from tacit to explicit knowledge. This aspect 
may give them new skills as teachers and may influence the way they act 
within the studio environment, bringing them to invite students to go through 
a learning process they have already experienced.

Research Methodology: a conversational approach
As part of the DAP_r project a survey of examples from completed PhD has 
been undertaken, collecting evidence of improved pedagogical practices 
through the PhD study and looking at the potential benefits for learners in 
architecture and design studios of such improvements.

The adopted methodology underpinning this research work makes ref-
erence to a conversational approach, starting from the assumption that the 
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process of creating new knowledge happens through conversation and ex-
change.

The research methods lie on the sphere of the Qualitative Research broad 
methodological approach coming mainly from the field of the social disci-
plines. Qualitative methods examine motivations and modes besides the 
quantitative and dimensional analysis. Within this methodology the under-
standing of phenomenon follows a heuristic approach and the methods are 
usually more flexible, making easier and informal the interaction and collabo-
ration between the researcher and the participant.

In this research work, two main data collection methods have been used, 
namely Individual Interviews and Focus Groups.

For the Individual Interviews, among other options, the model of the struc-
tured interview has been choosen and followed. This method allows to easily 
compare the results, as interviewees are invited to answer the same ques-
tions. In this research work, interviews have been organised through a first 
meeting fostering an informal conversation and encouraging reflection across 
the questions, inviting than interviewees to take their time to answer the ques-
tions in a written format afterwards. This method allows time for deep reflec-
tion and settlement of the initial inputs.

Within the DAP_r program, 20 creative practitioners that completed their 
practice-based PhD in the last 10 years have been interviewed. The selection 
of interviewees has been done aiming to have a broad range of PhDs, coming 
from different institutions and fields and at different distance in time from the 
PhD completion. This allows comparison among different models, ways of 
interpreting the PhD and perceptions of PhD contribution over time.

The Focus Group works instead as a moderated group interview process, 
aiming to trigger collective debate and interchange among participants. The 
Focus Group is intended to provide a platform for the exchange of thoughts 
and impressions aiming to build collective knowledge inviting participants to 
share their experience and engage in the discussion.

During the Practice Research Symposium that took place at RMIT Uni-
versity in June 2017, a focus group has been organised entitled “Mapping 
Impact in Creative Practice Research” as an occasion for triggering the de-
bate over possible meanings, interpretations and perspectives of the value 
and contribution of doctoral training on both professional practice and peda-
gogical approaches in Creative Practice Research, collecting evidences and 
expectations both from PhD Candidates and Completed PhDs, through a 
process of collectively building a map of meanings.
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FIRST RESEARCH FINDINGS: HOW THE PRACTICE-BASED PHD 
INFORMS PEDAGOGY
This paragraph will show a series of insights coming from the data collected 
through the undertaken research operations, in relation to the contribution 
of doctoral training to approaches to studio teaching. Creative practitioners 
interviewed within the DAP_r program mentioned indeed the productive ways 
in which studio teaching has interfaced with the PhD process.

Risk as a learning tool
A manifold number of practitioners mentioned the idea of being more open to 
including the concept of “risk” in studio teaching, after completing PhD train-
ing. Such an openness to the unknown and unforeseen and a sense of being 
able of relinquishing control are abilities that creative practitioners acquire 
from gaining self-confidence through the PhD process and experiencing the 
same openness while undertaking the PhD journey.

Some practitioners mentioned the effect of having become better at en-
couraging students to undertake their own path instead of following teach-
ers’ rules and procedures. The PhD process trains indeed practitioners to be 
better listeners.

Others suggested the idea that design processes are necessarily non-lin-
ear, disorganised and messy and that being strongly aware and able to com-
municate this to students is also empowering them.

They also mentioned how after the PhD teaching strategies have changed 
emphasising listening and figuring out what students need themselves, nudg-
ing towards their own awareness, in a less directed or judgemental way, also 
asking students to set their own level of risk in the research.

So, experiencing risk across the PhD journey trains practitioners to apply it 
as a learning tool and teach students how to make use of it.

After completing the PhD a number of practitioners experienced a shift 
in their interpretation of pedagogy, leaving behind a ‘skills & training’ and 
prioritising prioritised over a pedagogy of ‘reflection & research’, learned and 
tested through the PhD.

Translating teaching techniques
Furthermore, practitioners express the idea of applying teaching techniques 
learned through the PhD process, making reference to their supervisors’ 
strategies. Also, practitioners become more aware of their role as mentors 
within the studio environment and their responsibility towards students, gain-
ing this awareness from the observation and experience of their relationship 
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with supervisors. So their way of engaging with students changes being in-
formed by the supervisory process they have experienced. They thus trans-
late behaviours, strategies, approaches they have experienced through the 
PhD, in actions within the Studio.

Ability to articulate
A major impact is visible for practitioners in the ability to articulate, the way 
they speak and make use of language at different levels, in a conscious way. 
Such an ability arises from an increased confidence and authority acquired 
through the PhD training.

In relation to studio teaching, this increased capacity to articulation makes 
practitioners able to provide a clear framework to students, thus allowing 
them to construct their own path.

Practitioners mentioned how their discourse has become less prescriptive 
favouring the pedagogies of reflection and research as well as more precise 
when talking about drivers and fascinations that carry design processes and 
move them forwards. Openness and precision are indeed two relevant ele-
ments for the learning process, allowing teachers to be able to share their 
knowledge with students in a meaningful way.

A community of practice
Having being embedded in a process of learning from others during the PhD 
journey, practitioners also mentioned this as a learning tool that they see and 
encourage within the studio. They also perceive that students respond well 
to the idea of a Community of Practice, and is often a starting point for them 
to become aware of their own peer groups and of the larger set of things that 
implicitly and explicitly influence the design decisions in their work.

CONCLUSION
From the first insights coming from this ongoing research, it emerges how 
undertaking a PhD by practice allows creative practitioners to improve their 
pedagogical skills, methods and techniques, becoming better studio teach-
ers. The PhD works then as a training for teaching, opening up pedagogical 
perspectives to the eye of the practitioner.

Doctoral training is, therefore, a pedagogical tool that allows practitioners 
to investigate their practice and research as an indissoluble whole, exploring 
at the same time the connection with the praxis of teaching, as an element 
strictly related to creative practice and research.
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INTRODUCTION
Summer is by far the most productive time for our architectural practice and 
all the people who daily work in it. We are “in season”, from the end of May 
until mid-September, trying to facilitate an abundance of small projects in 
various schools or student homes across the country. Ideally everything will 
get built before September 1st. Sometimes I feel we are like doctors, part of 
a larger social infrastructure, constantly “on call”, trying to improve and repair 
the existing, decaying educational infrastructure, from the inside out, part by 
part, nook by nook, slowly and patiently. When thinking about our practice 
and our work, Nabeel Hamdi’s book Small Change comes to mind where he 
argues that a: “...good development practice facilitates emergence; it builds 
on what’ve got and with it goes to scale. It follows, therefore, that in order to 
do something big - to think globally and act globally - one starts with some-
thing small and one starts where it counts. Practice, then, is about making 
the ordinary special and the special more widely accessible - expanding the 
boundaries of understanding and possibility with vision and common sense. 
It is about getting it right for now and at the same time being tactical and 
strategic about later” (Hamdi 2004, p. 19-20).

I believe this is in general what we are trying to do in our architecture stu-
dio. We observe, diagnose, act, (hopefully) improve and provide support for 
existing schools which have an abundance of neglected, left over, in-between 
spaces. We are trying to rethink the value and perception of these forgotten 
areas and exploit their design potential. By healing the “left-overs” and trans-
forming them into “loaded nooks” (see figure 1), which is something “right for 
now”, we want to physically improve the existing spatial condition of a certain 
school building and at the same time, build numerous case studies, “which 
is about being tactical and strategic about later”, that would help us chal-
lenge, act upon and improve the existing social reality and rigid typology of 
educational architecture in Slovenia that is governed by the strict, non-flexible 
normative and legislation for designing school buildings.

Figure 1: Loaded nook - School 
Landscape: Renovation of the unused 
secondary school entry, Ledina Grammar 
School, Ljubljana, Slovenia (SVET VMES, 
2013), Photo: SVET VMES Archive and 
Matevž Paternoster.
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With this paper I aim to:
• reflect on my previous findings presented at the CA2RE conference 

in Ghent,
• explore the top down mechanisms that have an influence on the archi-

tectural production of our practice,
• understand why certain projects are continuously interrupted or 

stopped at the level of scheme design,
• test the possible disturbance of our practice through interviews with 

our clients and users, to better understand how they perceive our work 
within the educational system in which they work.

THE MISSING COMPONENT
At CA2RE Conference in Ghent in April 2017, I argued that rigid formulas 
provided by Slovene Ministry of Education, Science and Sport (MIZŠ), where 
public school buildings are understood as a sum of primary “A spaces” for 
teaching (53 %), secondary “B spaces” for supporting activities (25%) and 
tertiary “C spaces” for connecting purposes (22%), suffocate design experi-
mentation and promote architecture built according to “existenzminimum”. I 
introduced a notion of delight (with contemporary synonyms like: pleasure, 
happiness, joy, thrill, captivation, excitement, etc.) as an intriguing translation 
of Vitruvius’ venustas - beauty, first used by Sir Henry Wotton, in his Elements 
of Architecture in 1624. Delight has been, according to cybernetician and 
design researcher prof. Ranulph Glanville, from the three famous Vitruvius’ 
notions, the most downplayed and often left out of scientific research due to 
its non quantifiable nature. He argues that especially in Functionalism, delight 
was perceived as a sum of firmitas and utilitas, where: “...if you dealt properly 
with functional requirements, the appropriate form of the designed object 
would arise automatically, and would bring delight”(Glanville 2009, p. 177). 
In my opinion this interpretation (stripped down and exploited to the utmost 
minimum) is still present in our latest Instructions for Building Primary School 
Buildings from 2007 that are just a brief update from the 1999 version and 
the latter is an update from the last valid legislation from 1968! There is no 
room for delight.

I believe the “loaded nooks” of our practice, which I define as a strate-
gically positioned comfortable niches or nests, loaded with new, evocative 
and intriguing form, show a positive example of delight or places of delight 
in Slovene schools, where they, if located in neglected exterior or interior 
in-between space, instigate various events and appropriations to happen, 
encourage interaction and negotiation among pupils and above all, encour-
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age spatial sensitivity among young people. In the attempt to make our work 
explicit to the MIZŠ who operates with the ABC schedules to define the pro-
gram brief and to estimate the size and the cost of new educational buildings, 
I introduced the “loaded nooks” within “their operative language” as the 4th 
(missing) component (D) in their existing formula A+B+C. The “loaded nooks” 
become “D places” or “places of delight” in a new formula: A+B+(C-D) x D. 
Here the sore left over, in-between space (C) is being augmented with healthy 
“loaded nooks” (x D places) that slowly, one loaded nook after another, as a 
web or a society, form a new kind of interstitial typology - “the loaded in-be-
tween” that is triggering new “in-between behaviors” among students and 
staff members, challenging their daily routines and even pedagogical pat-
terns. Therefore, our “continuous loading act” is not merely a replacement of 
one space with another, but an amplification, a precisely positioned interven-
tion whose influence area is wider than the area in which it is located (there-
fore x D and not +D). This method/ideology above all promotes an improve-
ment of existing, “sick” buildings and not necessarily the creation of new ones 
or the countless enlargements of components A, B or C. With this formula I 
do not wish to downplay or shrink the complexity of our work to merely “D 
places” because I firmly believe that we should be encouraging completely 
new legislation that would allow architects to experiment with various building 
typologies where A, B, C and D spaces somehow disappear or become fluid 
enough to intersect each other and where rooms rather become learning 
landscapes with polycentric solutions or any other kind of other appropriate 
typologies that go beyond the existing spatial hierarchy of A, B, C as first, 
second and third space. This implemented formula above all serves well as a 
communication tool when talking to the MIZŠ because it makes our method 
easy to understand and can provide an intermediate solution before com-
pletely changing the existing legislation which can take years to implement. 
At the same time, the method of “continuous loading” is useful for numerous 
existing educational buildings, that were built according to ABC program brief 
and must adjust to new, more holistic teaching methods and slowly imple-
ment their learning environments with rather small economy of means.

“You introduced this kind of a ‘D’ that runs through the normative and 
destabilizes them.” (Murray Fraser, CA2RE Conference, Ghent, 2017)

D for delight, D for destabilization, D for disturbance. I would like to believe 
that our practice disturbs! That it destabilizes the existing social reality, rigid 
rules and regulations that govern every aspect of educational architecture. 
That our practice matters. But how much of that is true? Can our practice 
with its direct, bottom up approach - “the continuous loading act” and with 
its numerous “loaded nooks” really disturb the top down political and financial 
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mechanisms? I used the time between April and September 2017 CA2RE 
Conference to test the possible disturbance of our practice and to get more 
familiar with the top down mechanisms that go beyond the building norma-
tive and legislation. I explored some of the national or EU research projects, 
strategies and surveys. I conducted interviews with our clients, namely the 
school principals of successful Slovene grammar and elementary schools 
that exposed the specific financial politics and their personal leading and 
budget saving strategies. My plan now is to finalize the interviews with our 
users, namely the pupils and staff members of the three grammar schools, 
where our numerous “loaded nooks” are located and with Department for 
Protection of Cultural Heritage (ZVKD) and MIZŠ in the beginning of October 
and November 2017. For now, the excerpts below, which are extracted from 
6 groups of documents, namely:

• The Architectural Politics of Republic of Slovenia - “Architecture for the 
people”,

• ESS Fund:” Development and implementation of innovative learning 
environments and flexible forms of learning to raise general compe-
tencies”,

• Targeted Research Program (CRP): “Comprehensive and interdiscipli-
nary assessment of the quality of public schools and kindergartens in 
Slovenia,

• User’s Voice Survey,
• MoFAS,
• Interviews with our clients (excerpts),

represent the findings of this paper. I will introduce each one of them in the 
chapter below. I knew at the start of this investigation that there will be no final 
answer by September CA2RE Conference but at least it brought me closer to 
the overall understanding of top down strategies, that are somehow partially 
responsible for a continuous interruption of some of our projects, that seem 
to have certain things in common, the type of a client or institution. These 
projects stop at the level of scheme design - yellow bubbles on the case 
study map (see figure 2). Why is that so?
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ARCHITECTURAL POLITICS - “ARCHITECTURE FOR THE PEOPLE” 
(DEŠMAN ET. AL. 2016)
“In July 2016, an expert commission formed by the Ministry of Culture, pre-
sented a first draft of Architectural Politics of Republic of Slovenia - “Archi-
tecture for the people”, with the goal to connect all the main governmental 
departments to achieve a greater social responsibility when it comes to archi-
tectural (spatial) interventions, higher sustainability and living standards. The 
draft of this strategic document is asserting European Architectural Politics 
and setting up the framework for a long-term debate about national archi-
tectural politics with four main goals: architecture of high quality, smart de-
velopment, sustainable growth, inclusive architecture” (Slovenian Chamber 
of Engineers 2016). What is extremely valuable about this document, that 
got a “green light” in the Parliament at the end of August 2017 is, that we 
are joining the 19 European countries that already have their own strategical 
documents for architecture and that all the governmental departments will 
have to do as much as possible to follow these initiatives. Here a lot will “fall 
on” the MIZŠ who will have to promote and execute high quality educational 

Figure 2: Case study map SVET VMES, 
2017.
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architecture by re-evaluating the existing rules, regulations and normative for 
designing and renovating school buildings, thoughtfully distribute available 
financial resources, execute transparent and high quality public procurement 
for architectural and engineering services and above all promote spatial ed-
ucation early on, starting with school curriculum, to raise the general spatial 
literacy of our nation.

ESS FUND: “DEVELOPMENT AND IMPLEMENTATION OF INNOVATIVE 
LEARNING ENVIRONMENTS AND FLEXIBLE FORMS OF LEARNING TO 
RAISE GENERAL COMPETENCIES”
This is a project initiated through tender of European Social Fund (ESS) and 
the MIZŠ at the end of 2016. Here approximately 80% of the funds came 
from the EU and the other 20% from our national financial resources. The 
overall value of the program is approx. 12, 5 million Euro and its aim and goal 
is to: “update and renew learning environments, implement new approaches 
and pedagogical practices with the inclusion of new technologies, that will 
instigate and raise general competences of children, pupils, students in kin-
dergartens, primary and grammar schools, especially in the area of reading, 
science, mathematics and digital literacy in order to develop critical thinking, 
problem solving, articulation and raise cultural awareness” (EU Skladi 2016). 
Five projects received the “ESS funds” and none of them covered innovative 
learning environments from the point of architecture. There was no program 
that would inclusively connect architecture and pedagogy. I was struck by 
the amount of money that goes into pedagogical research and saddened by 
the fact how little goes into research about “innovative spatial learning envi-
ronments” - they are in the end promoted and known as the “third educator”.

“TARGETED RESEARCH PROGRAM (CRP): “COMPREHENSIVE AND 
INTERDISCIPLINARY ASSESSMENT OF THE QUALITY OF PUBLIC 
SCHOOLS AND KINDERGARTENS IN SLOVENIA”
This is a national program, prepared for tender by the Slovenian Research 
Agency (ARRS) and the MIZŠ, funded with national financial resources, ap-
prox. 60.000 Euro. University of Ljubljana, Faculty of Architecture partnered 
up with University of Primorska, Koper Pedagogical Faculty in a three-year 
project that will constitute: “the basis for the new guidelines, developed from 
the interdisciplinary point of view, for the qualitative design of school buildings 
and spaces for the upbringing and education of children” (Faculty of Archi-
tecture Ljubljana 2016). This document will be crucial for our future legisla-
tion and normative for designing pre-primary and primary institutions. What 
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is worrying is the amount of money spent on pedagogical research (program 
No. 2) in comparison to the money spent on architectural research assessing 
our existing educational architecture (program No. 3). Nine researchers (with 
the additional help of students), will spent three years working on valorisation 
of existing educational architecture, with the funds of 60.000 Euro! Unfor-
tunately, the analysis includes merely the assessment of public elementary 
schools and kindergartens (high schools excluded) within Slovenia, therefore 
we are in danger of “falling in for the same trap”, like the chain of repeat-
ing program patterns and typologies in 1968 - 1999 - 2007 Instructions for 
Building Elementary Schools. The 2019 analysis will tell us what is the partial 
state of educational architecture in Slovenia. Since there will be no comparing 
with “the world out there”, these new guidelines might (jet again) not have the 
capacity to thoroughly revolutionize the way regulations for designing and 
building educational architecture are written. The final results are expected 
by the end of 2019.

THE USER’S VOICE OF THE PRE-PRIMARY INSTITUTIONS AND 
SCHOOLS” (BARŠI AND GOLUBIČ 2009)
In 2009, the MIZŠ conducted a survey about 5 pre-primary institutions, 11 
primary schools and 7 secondary schools, where they have interviewed 444 
users to get feedback on: building location, aesthetic aspects, functionality 
and their well-being within the building space. After the interviews with the 
users, MIZŠ continued with the architects who could describe their possible 
cooperation difficulties with the contracting authority or the contractors and 
talk about their personal view on the use of space after seeing the completion 
of their buildings and propose their initiatives for the future. Below are some 
of the chosen excerpts:

• “The representative of the ministry insisted unnecessarily on particular 
normative solutions.”

• “Schools are being turned into barracks.”
• “The design of pre-primary institutions and schools should be over-

whelmed with heterogeneity, variety, unconventionality, and inventive-
ness - dependent on creativity nurturing” (Barši and Golubič 2009, p. 
15-16, 22).

Especially the last comment resonates delight - for the user, client and the ar-
chitect (Glanville 2009). Unfortunately, not much has changed in the last eight 
years when it comes to setting up new benchmarks. I find it worrying, that the 
guidelines and benchmarks for school design are, in majority, written by pri-
mary and high school pedagogues and various experts, whereas the majority 
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of participating architects are simultaneously architecture experts from prac-
tice and representatives of the client - the MIZŠ, Directorate for Investments 
(their employer). This leads to a conflict of interest as the same person who is 
involved in the creation of guidelines is also the client.

“MOFAS” MODERNISATION OF FINANCIAL ADMINISTRATIVE SYSTEM
This new financial system was implemented in all high schools and faculties 
in 2013, whose founder is the State. With MoFAS, all grammar schools and 
faculties are being funded by the number of students attending their program. 
This financial mechanism is quite different from the pre-primary and primary 
institutions which are founded by the Municipality. Therefore, the situation 
and educational program is different in every school as there are 212 munic-
ipalities in Slovenia and all of them with different specific financial and infra-
structural capacities. With MoFAS, not much has changed for schools, that 
get enough pupils, usually the ones in bigger cities, but for those which are 
located less centrally, or whose programs were never completely full, there 
is an existential crisis, that results in a reduction of teaching staff, worsened 
working conditions, etc. MIZŠ is helping the most vulnerable schools with 
“financial injections” to uphold the structure of a national educational grid, 
providing “existenzminimum” for these educational institutions that play a vi-
tal role in their local community. MIZŠ admits that they did not expect such 
negative consequences (Mlakar 2017).

INTERVIEWS WITH OUR CLIENTS (EXCERPTS)
I conducted interviews with three of our clients, namely the two school prin-
cipals, prof. Roman Vogrinc and prof. Bojan Bogatec Končan, directors of 
Ledina and Poljane Grammar School and school principle of Koseze Primary 
School, prof. Lorieta Pečoler, to compare the financial mechanism and the 
possible disturbance on all three schools where we intervened with our “load-
ed nooks”. When I asked about the implementation of MoFAS in 2013 I got 
positive responses from both grammar school principals and negative from 
the third:

• Prof. Vogrinc, Ledina Grammar School, Ljubljana, Slovenia: “MoFAS 
allows a lot of financial autonomy and I feel motivated to save for such 
nonstandard spatial solutions.”

• Prof. Končan, Poljane Grammar School, Ljubljana, Slovenia: “Since the 
implementation of MoFAS we can successfully execute our investment 
strategy. We can do one project after another. Before there were less 
finances available for ‘free distribution’, we would have to file a request 
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at MIZŠ or respond to a tender.”
• Prof. Lorieta Pečoler, Koseze Primary School in Ljubljana, Slovenia: 

“We receive salaries from the state which are calculated within a year 
plan, so there is nothing we can save there and distribute somewhere 
else like high schools in the system of MoFAS. For every intervention 
of larger scale, we have to ask the Municipality of Ljubljana and go into 
tender.”

When I asked about the recent spatial renovations and the possible distur-
bance of our “loaded nooks” on local (school) or national level (the MIZŠ 
normative and regulations) they responded:

• Prof. Vogrinc: “There will be no breakthroughs with your examples. 
These can only be cherries on top of the cake. It cannot become a 
system. In centralized schooling, which is run by a traditional State 
by traditional officials (I do not criticize it because I firmly believe that 
education needs tradition), I do not think you can break through with 
this other idea, with your D places.”

• Prof. Končan: “Teachers feel sorry for the money that went into reno-
vation of ‘in-between’ spaces because they would rather spend it on 
their own wages or their own classrooms. I cannot distribute this mon-
ey into their salaries (it is against the law). They have all the necessary 
furniture and IT equipment which is required to execute a good lesson. 
They do not have insight nor information outside their own school. 
If they would, they would say: ‘When will you renovate the entrance 
lobby?’ and not ‘The old one was good enough!’ Most of them do not 
think so, but some of them are. These are the ‘rocks in the system’ 
that you will not move.”

• Prof. Lorieta Pečoler: “Teachers have different opinions about your in-
terventions on the corridor. To some, especially the older ones, they are 
completely unnecessary, because the children constantly move these 
cubes around, built something with them and create mess on the cor-
ridor which prevents teachers to move freely around them. Sometimes 
children built walls, the other time they block the door, etc. This makes 
them furious sometimes. To younger teachers they are appealing and 
they sometimes use them for classes as well.”

CONCLUSION
The most important discovery of this investigation into the chosen docu-
ments and interviews was the implementation of MoFAS. This seems to be 
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the main reason why there can be one “loaded nook” after another at a cer-
tain grammar school and why almost none get executed in the pre-primary 
or primary institutions or even high schools located in a more remote area 
(yellow projects on the case study map). Our “loaded nooks” are located in 
schools which are centrally located and well attended. Their financial auton-
omy seems to be greater, resembling a large private company, where the 
amount of funds at the end of the school year is almost entirely up to the 
resourcefulness and motivation of the school director. Being funded by the 
number of pupils means you need to “fight the market” and attract as many 
pupils as you can. In my belief, this also means taking care of the space - the 
school building you were entrusted with.

“Loaded nooks” or “D places” seem to be introducing and instigating a 
whole range of new behavioral patterns among pupils which sometimes scare 
the school principals and staff members. “Loaded nooks” are not just there, 
they irritate, “tickle”, destabilize the existing spatial and social perceptions. 
“Loaded nooks” will most likely excite pupils and consequently upset majority 
of the employees or even evoke the resistance of the cleaners and hand-
ymen who now have more maintenance and cleaning work. At the School 
Landscape (see figure 1), someone has to climb the curvy waves every day 
to properly clean them, at the new Pebble Atrium at Poljane Grammar School 
one must water the trees, sweep the leaves and at Koseze Primary School, 
some teachers accepted the idea of children “building walls” and playing on 
the corridor and the others never will. In our “continuous loading act” where 
we, at a certain school, stretched over several years, execute many “loaded 
nooks” it is really important for us to get a full support of the school director 
who can help us balance these new interventions within the school’s existing 
social and spatial reality. This is not easy, since we have to deconstruct the 
existing behavioral patterns, the daily routines of employees and pupils. In 
some way, we are deconstructing the existing hidden curriculum, which is 
beautifully described by Ksenija Bregar Golobič in the case of kindergartens: 
“The more daily practice in kindergarten is defined and self-evident, the more 
it is concealed, the more it has “clung under the skin” and is as such more 
resistant to change. Therefore, when we’re examining the established order 
of things in kindergartens, we should start where we are most convinced that 
things are right as they are, not where we are already doubting and insinu-
ating”(Bregar Golobič 2015, p. 13). This is exactly what I am aiming at when 
I say that our “continuous loading act” is not merely a replacement of the 
in-between, leftover space (C) with + D, but x D.

A rather disturbing thought is that these “furious pedagogues”, that Prin-
cipal Pečoler is talking about, or “rocks in the system” that the headmaster 
prof. Končan speaks of, help to co-create our rules and regulations for plan-
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ning of pre-school and school architecture. In national groups, in addition to 
“advisers for this and that”, there are many more pedagogues than architects 
who, unfortunately, are not the leading architects from the practice, but those 
who are also representatives of the investor - the MIZŠ. In this way, we will 
hardly move forward.

Within our studio we have not given up just jet. We must raise the spatial 
awareness of (young) people and, above all, raise the threshold of spatial and 
mental “existenzminim”.
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Interior. Structure. Day.

She enters an ample space with shiny floor. It’s a large and spacious structure 
with high ceiling. The walls are rather scaffolding-like structures and are open, 
yet she gets a strong feeling of being held and protected. She has entered.

Welcome to Hotel Emotions, a temporary place called Home. 

This paper gives an outline of the practice-based PhD in progress of Alicia 
Velázquez: where the research is at the moment, what was presented in this 
conference, and where the research is planning to go in the next phase.
The original title for the PhD is “Intimacy with materials as laboratory for emo-
tional affordance”. It started in September 2015, with the beginning of Alicia’s 
Adapt-r fellowship (Architecture Design Art Practice Training research, be-
tween September 2015 and December 2016) and this CA2RE presentation 
marks the 5th biannual public presentation conducted during the research. 
The PhD is practice based, therefore taking Alicia Velázquez’s practice, 
embracing art and design, and which she runs under her own name (Ali-
cia Velázquez Atelier or AVA), as the research field. The PhD follows Adapt-r 
methodology for practice-based research.
AVA started as a design practice with the intention of relating materials and 
emotions, and through this research she intends to build the artistic dimen-
sion of the practice. AVA’s artistic works are self-driven and are grounded 
in material and emotional experimentation. AVA’s “physical” Laboratory for 
Emotional Affordance as a steady experimentation space happened during 
the Adapt-r fellowship period (in LUCA School of Arts, Brussels) and was the 
trigger of 2 of the case studies taken for the PhD, one of which is presented 
in this paper.

“Alicia Velázquez is a performative designer embracing the worlds of art and 
architecture. By producing objects and spaces in front of audiences or cam-
era, and inviting others to do so, she searches to provoke emotional reac-
tions. She invites to inhabit situations by creating either the environments 
(interiors) or objects (sculptures). As trained and experienced architect, her 
purpose is to create homes for stories to happen, emerging from processes 
she designs where a common space, between human and human, or hu-
man and thing, can be built and experienced. Scaffolds for unspoken stories, 
individual and shared, perhaps forgotten, that may find in this tangling their 
unique storage, their unique expression. A dialogue through bodies1.”2

Emotional affordance is a coined term that I brought as focus of this PhD, 
and admittedly, up until now, without knowing precisely what it meant. I used 

1 Body, definition in this practice: A container, 
a holder. Of thoughts, memories, emotions. 
A physical presence with a skin (texture) 
susceptible to relate to other bodies. Human 
body, organic body, material body. Bodies 
change through time, and also through time 
their storage increases as it fills up with new 
experiences, thoughts, memories, emotions.

2 Communication text written by Alicia 
Velázquez for AVA, June 2017
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it because it had a “spirit” into a direction that was bringing together two 
worlds: the inner and the outer, that of my internal feelings and embodied 
sensations, and that of the outer objects and the actions I was making and 
performing in the physical realm.

Emotions are understood in this practice, and I use the term emotions in 
this research, to describe the embodied sensations, memories, thoughts and 
connections that occur during a performative moment of making. A moment 
in which there is an action of physical connection through or with a material/
object/texture, and (my, sometimes others) human body. I take emotion as a 
dynamic entity following the definition given by Dr. psychologist Robert Au-
gustus Masters in his book “Emotional Intimacy”: “emotion, more verb than 
noun, is a process in which a feeling (sensation in the body) connects with 
a series of cognitive, social, contextual factors and our personal history of 
related action tendencies, including the interplay between all four. Emotions 
have been described by some theorists as discrete and consistent respons-
es to internal or external events which have a particular significance for the 
organism. Emotions are brief in duration and consist of a coordinated set of 
responses, which may include verbal, physiological, behavioral, and neural 
mechanisms”3.

Emotional affordance holds secondly the term coined by Gibson in 1979: “the 
affordances of the environment are what it offers the animal, what it provides 
or furnishes, either for good or ill”. Donald Norman4 added to it “action pos-
sibilities that are readily perceivable by an actor”5. I take affordances in the 
relational way that Gibson originally described relating the physical presence 
of the body-object and bodyhuman, and the immaterial and momentary pres-
ence of emotion. And connecting with Norman, the emotional possibilities 
that are triggered in a moment and perceivable by the actors. Emotional af-
fordance comes then, in the works of this practice, through the interplay of:

• human bodies: mostly myself, and in the most recent works also other 
human bodies (see study case While Making It Together / WMIT).

• material bodies: the object and/or texture that is being created or 
transformed, or used to transform (in WMIT: the pink thread, each ob-
ject brought by each guest, the existing sculpture) plus the objects in 
the environment or set

• the willingness and openness (generosity) of these bodies/actors to 
give and receive, without preconceived goals, and to perform an act of 
interaction, of making something together

• a place (set, environment), designed/constructed or existent
• a ritualistic process (protocol, set of actions designed and performed/

3 Augustus Masters, R.: 2013, Emotional 
Intimacy, Sounds True, Boulder, USA

4 Norman, D.: 1988, The Design Of Everyday 
Things, New York: Basic Books

5 Gibson, J. J.: 1979, The ecological approach 
to visual perception, Houghton Mifflin, Boston.
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co-performed by myself), and
• serendipity.

Study cases - 4 rooms

Figure 1: Sketch for presentation CA2RE 
Ghent, April 2017.

Time Balls
One Hour With Box
While Making It Together
Mountain
Even though my CA2RE presentation brought these 4 study cases, I will fo-
cus in this paper only in one of these rooms: While Making It Together.

WHILE MAKING IT TOGETHER (WMIT)
“She enters a hangar-like space. It’s pitch black in there. She can see the 
shadows of two room-like structures divided by a thin dark corridor. Her host 
takes her hand and ushers her towards that aisle, a wooden, backstage-like 
structure with one door on one side and a tiny door on the other. She can 
see the shine of light through them. Silently, they enter the bright white space 
on the right.”
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Figure 3: While Making It Together, 
silent wrapping sessions. Laboratory for 

Emotional Affordance, Brussels 2016.

Figure 4: While Making It Together, 
reflections.

A sculpture grown by the addition of different objects - personal, meaningful 
objects brought by 9 guests, plus a first one by Alicia Velázquez- and thread. 
Each object held together by wrapping it to the previous ones using thread, 
during silent intimate acts of collaborative wrapping, one guest at a time with 
Alicia Velázquez. Each person was invited to do this as long as he/she wanted 
to. A pink set offered a chair and the invitation to speak and share thoughts, 
feelings or reflections. In a second epoch, WMIT was part of the exhibition 
Adapt-r (London, November 2016) where the current (chair-sized) sculpture 
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got wrapped to its exhibition table. Alicia invited the Adapt-r community, pres-
ent in the event, to do so during a collective and festive performative event.
WMIT is at the moment waiting to continue its growth by being wrapped to 
new objects in new locations.

Figure 6: While Making It Together, 
collective performance. London, 2016.

Lenses - the Hotel guests
I selected 4 lenses that I am looking through to these study cases, of which I 
bring to this paper two of them:

• Interviews
“At the end of a film - or a conversation, like this one - we are no 
longer the same person as at the beginning. We are as dynamic as our 
memories are. Conversations and encounters create new memories, 
new dynamics of the self, and new understandings of what already is. 
Conversations and interviews protest against forgetting.”7

Interviewing proved to be a revelatory format, which happened spon-
taneously, usually starting from a reflective or descriptive writing after 
one doing (all or instances of) the works. By interviewing the works 
themselves, as well as terms, colors or materials repeatedly present in 
them, and myself, I embody both parts during a written conversation. 
This format reveals deep, unconscious, tacit knowledge and I believe 
it does so because of bringing the two parties in an equal level, in an 
intimate moment of connecting verbally to each other.

WMIT: Where do you think I am pouring from?
AV: Desire. Of tending connections. Of drawing lines - rela-
tionships, temporary dances, embodied moments of communication, 
threads of discovery, of surprise, of connecting to past moments, to 
existing experiences, to new or invented ones, to disappointment, to 
awe, tending a line to catch deep fish inside, the bigger fish from the 
deeper waters. (Type 1)6

6 Fragment from (written) Interview to While 
Making It Together, by Alicia Velázquez 
15.10.2016

7 Obrist, H. U.: 2010, Interviews, Volume II, 
Edizioni Charta, Milano.
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• Keywords:
those which have appeared and appear regularly and insistently throughout 
the making of these works, through their preparation, performance, post-pro-
duction and written reflections. They are terms that have different degrees 
of presence and fascination within the practice. Some of them are holding a 
warm, embracing presence, others are fearful and far-fetched, others appear 
as metaphors, like old friends that give a feeling of belonging and together-
ness, of “wrightness”.
4 main keywords: Material, Home, Death, Body

Material
“Objects speak. In our home we only had one white table cloth”
Juan Cañizares, artist, reflection fragment from his intervention in WMIT.

AV: Is it relevant what you are making? I mean, does it matter 
whether you make bread or embroidery on a feminine pad?
AVA: No, not really. The object, the production is only a means. 
It acts on another level. It projects other truths, other questions, other 
dialogues beyond the moment. It is a holder.8

Body
Several bodies interact in WMIT. Each human body. The sculpture at its cur-
rent state. The body of the thread, its physical affordance and emotional af-
fordance (symbolism, metaphorical meaning, personal connections with its 
color, mass, reactions to its handling like clumsiness or easiness and the inner 
reactions linked to that). The interaction of these bodies during that time, the 
sequence of moments.

Home
AV: I thought that thread also helps me to build a sense of 
home.
Pink: No, not really. Thread helps you to pull those desires, fears 
and contradictions out into a physical form. But cannot build a home 
for you. Only you can do that.

The moment while we are together is born, and it is the moment that hosts 
us. I am thus not the host, only the medium for the moment to happen. It 
serves as our temporary home.

(Interview II)
WMIT:  I am part of you. I am an expression of a part of you.8 Interview to AVA, 31.03.2017
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… our experience working together is that, while we are also creating 
a home, a room, it is not representing our thoughts, our dreams or 
fears. I think it is more a home to tangle all those things together. It is 
not really containing but entangling. What means, it is not representing 
a real space, or how we build spaces and homes in real life, but an or-
ganic space, somehow what we would have inside if we can travel and 
navigate through the home of those thoughts, knowledge, dreams, 
trash, disposable and valuable stuff, our innocence and also our deca-
dence. I wish not to represent those things with you, or using you, but 
rather to export those as feelings to be embodied, and therefore “un-
derstood” or impersonated by the experience of being, of experiencing 
that place. Perhaps a storage of all those. Or even further, the linkages 
between all those. I do not believe those things exist in the same place 
and in the same format. I imagine them as fibers, immaterial and yet 
able to form rocks, to connect to each other, to establish impossible 
links, impossible past present and future links.
(Interviewing Thread, 22.06.2016)

Death
WMIT: You almost said it yourself already. White is a background. 
Is a color for a ritual. A ritual that brings souls together, a ritual of cre-
ation, and of destruction. A ritual of dying while creating something 
new.9

We enter the moment, we leave it. Our connection was born next to that table 
cloth, to die again after we left the room. A new connection was born next to 
each one movement, one hand handing the spool of thread to the hand of the 
other. To die again one moment later. 

And what about emotional affordance? The moving moment.

AV:  What about emotional affordances? Why aren’t they in the 
surface?
WMIT:  No need for. There is much more than emotional affor-
dance here. There is symbolism. Connection. Truth, and lying to each 
other. There are invisible threads of transformation. Many of them are 
emotional, yes. But not all of them. And not all of them are important 
neither for you, nor for others, or even myself to be emotional. As I said 
before, emotions come and go. (Moving Moment Type 1+2)10

9 Fragment from (written) Interview to While 
Making It Together, by Alicia Velázquez 
15.10.2016

10 Fragment from (written) Interview to 
While Making It Together, by Alicia Velázquez 
15.10.2016
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“Moving” in latin comes from the term commovēre11, which is form by “com” 
or “con” (together) and “movere” (moving). The first part, “con”, is not present 
in the English term. But I point it out as I believe is relevant to the meaning of 
this experience in the practice. A moving moment for me means a momen-
tary emotional response in the body, triggered by an external event, 
accompanied by an embodied distinct sensation. Through this research 
I came closer to understand that moving moments are the ones that have me 
hooked and I chase to experience with each work. And that the emotional 
affordance that the moments I envision, ideate, stage, perform and invite to 
perform may hold is linked to triggering a moving moment in myself, myself 
with others and in others.
Could the moving moments be the result of the emotional affordance? 
They are indeed the emotional action that happens inside my body, a set 
of spontaneous and instant physical sensations that that which I see, hear, 
touch, experience or remember trigger and connect with in my private histo-
ry of thoughts, memories and sensations. Moving moments have also been 
shared in some of the works (WMIT, Mountain) when having the experience 
with others, like if an invisible thread would link his/her thoughts with my 
thoughts, feelings with feelings, in a experiential unison. Therefore this re-
search intends to unravel what have been the moments in the practice that 
“moved” me, that “moved” others, what were the scenarios that made that 
possible, what were the particular events and conditions of that happening, 
and if it would be possible to replicate them.

WMIT:  The acts are the holy grail. The opportunities to tend those 
connecting threads: person to person, person to object, object to ob-
ject, arm around chair passing thread spool to arm, pink to green, 
green to coral, plant to microphone, cable to book, expectation to 
improvisation, discomfort to impatience, silence to words, and also 
emotion to articulation.12

11 Refs https://definiciona.com/conmover/ / 
https://en.wiktionary.org/wiki/commoveo#Latin / 

http://dle.rae.es/?id=AM41lCK
[16.11.2017]

12 Fragment from (written) Interview to 
While Making It Together, by Alicia Velázquez 

15.10.2016
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Figure 7: Walter de Maria, Lighting Field. 
Catron County, New Mexico, 1977.

There is a work that has fascinated me for a long time, and that keeps coming 
back to my thoughts during this research: Lighting Field by Walter de Maria13. 
I am coming to believe through the learnings of this research that my practice 
and its intention is what de Maria’s installation would represent as physical 
metaphor: a series of rods, spread in a vast field of time and particular po-
sitions in space, trying to attract the electrical currents that emotions 
are. The works developed in this practice form a physical set of actions 
and decisions that set the field - the rods - for these emotions to be man-
ifest, to appear, and to be triggered. They still happen, of course, without my 
works (like the lighting do, up in the clouds), but it is my interest as artist to put 
them out there. Not as much to capture them but to trigger them.

How does the moving moment manifest in my body
Reviewing the written material of this case study, While Making It Together, 
I have identified 3 types of physical responses in my inner body. The place, 
actions and degree or “volume” varies14:

• Type 1 - stomach pinch
• Type 2 - light-head feeling, sensitivity and expansion in the temples
• Type 3=1 + 2 - next to the above, breath accelerates, nostrils open 

wider, the stomach pinch becomes an electrical current that goes up 
the throat and fastens the heartbeat.

When one of these moving types happen, I identify this to a deep connec-
tion. As in having reached a deep well, like oil or water in the deep ground, 

13 Catron County, New Mexico, 1977

14 In this paper I give a first approach on how I 
have identified these “moving moments” in one 
of the recorded materials (Interviews)
of one of the case studies (WMIT). The interview 
fragments that appear in this paper are the ones 
that triggered one of these types of
responses when reread.
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something valuable, a “life truth”, a stream of knowledge, something that 
goes beyond the material experiment at play, something connecting the ma-
terial experiment with a philosophical, tacit revelation.

Next steps for the research - in search of the moving moment
Analysis of moving moments within the documents of these case studies, in 
depth - texts (reflections, data recording, interviews), videos, audio record-
ings, photographs, post-produced photos and video segments.
Review all recordings from the 4 study cases to unveil precise moments and 
their connection with materials (objects, set)
Role playing identification and how those different roles influence the emo-
tional affordance
Review interviews and conduct interviews with the works that haven’t been 
done yet.
Review postproduction of material and its difference in the moving moment, 
how they construct a moving moment on themselves even though the origi-
nal material does not. The importance of the (moving) image.
My own presence and image of my own face and body. The difference be-
tween “being there” and “using my presence” there. In and out of my own 
body.

REFERENCES
‘Real Academia Española’. Available from <https://definiciona.com/conmover>, <https://
en.wiktionary.org/wiki/commoveo#Latin>, <http://dle.rae.es/?id=AM41lCK> (accessed 
16.11.2017).

‘Dia Center’. Available from <https://www.diaart.org/collection/collection/de-maria-walter-
the-lightning- field-1977-1977-003-1-400/> (accessed 25.11.2017).

Gibson, JJ 1979, The ecological approach to visual perception, Houghton Mifflin, Boston.

Augustus Masters, R 2013, Emotional Intimacy, Sounds True, Boulder, USA.

Norman, D 1988, The Design Of Everyday Things, Basic Books, New York.

Obrist, HU 2010, Interviews, Volume II, Edizioni Chart, Milan.



152



153

Michael Wildmann
DEVELOPMENT IMPETUS THROUGH 
INTER- AND TRANS-DISCIPLINARY DESIGN 
PROCESSES

KEYWORDS
Forensic Design Strategy, Green Building design, environmental design, 
inter- and trans-disciplinary design process, energy.

ABSTRACT
With the aim of building an energy-efficient environment, the design and 
planning processes of buildings and cities become more and more complex. 
The current planning processes are even more multidisciplinary. If these are 
replaced by inter- and trans-disciplinary processes, new developments are 
taking place. In Forensic Design Strategy the effects of the various possible 
approaches of the individual planners are set as a function of one another in 
order to get the best overall solution and not the best single solution for each 
department.

AUTHOR
PhD candidate & former Adapt-r fellow 
at KU Leuven, Faculty of Architecture, 

Campus Sint-Lucas, Brussels
http://www.grundstein.cc/

michael@wildmann.com

SUPERVISORS
Johan Verbeke (+),

Laurens Luyten (KU Lueven)



154

New technical achievements make it possible to conceive an energy-efficient 
environment. At the same time, design processes become more complex. 
An increasing number of professional planners are involved in the planning 
of cities and buildings, while however, builders, owners and users have more 
say in the matter.

Certification programs such as LEED show concrete ways to develop 
sustainable buildings. These reflect the prevailing fashion in environmentally 
conscious thinking and are often established by laws, decrees, bureaucratic 
programs, etc. The proposed methods and regulations are often limited to 
certain climatic zones and do not adequately cover the local conditions in 
detail. In addition, many important aspects are neglected, such as different 
(micro) climate conditions, the availability of certain building materials or cul-
tural design aspects.

Common design practices come from analogous times. The planning pro-
cesses are usually multidisciplinary [Max-Neef 2005] and the design process 
is based on knowledge acquired from experience. Individual planners can 
offer the best solutions for a job in their specific area of expertise.

Individual planners can offer the best solutions for a job in their specific 
area of expertise. These solutions raise new problem areas in other areas, 
which in turn are solved by the responsible specialist planners. This leads to 
a complicated, technically elaborate solution and is removed in small steps 
from the actual overarching goal (simply cost-effective to build ecologically). 
These new challenges with more sustainable requirements need new ways of 
knowledge production and decision-making. In inter- and trans-disciplinary 
teams one can find new solutions.

The long history of movement and counter-movement also reflects the 
change of society with its respective modest flows. The change of fashion is 
also always shaped by the yearning for new, according to what one has not. 
Thus Adolf Loos, with his essay “Ornament and Crime”, introduced a coun-
ter-movement to the mannerist Art Nouveau. A movement emerged, which 
more and more subordinated design to function and led to the international 
style. The following counter-movement, the critical regionalism, brought up 
the Postmodernism.

The difference in the single stylistic directions originates mainly due to a 
different weighting of the design parameters, reflecting the social and tech-
nological change.
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The conflict between assigning the (planning) activity of architects between 
art and service has a long history and is, among other things, a consequence 
of the current multidisciplinary decision-making process in the planning pro-
cess, where the actual creative activity is terminated at an early stage of the 
procedure. Thus the task of the architect is transformed into being an admin-
istrator of a fixed design concept. Ultimately it is about the importance of the 
work of the design and its assignment. The difference between architecture 
and art is that architecture has a function and therefore moves in the function-
al and technical corset of the building task. However we should assign de-
signer activities to the field of art. The result of the design process is to delight 
people above all else, form identity through their uniqueness, etc, and thus 
form the defining characteristics of art. Buildings with which the users identify 
themselves have a considerably longer service life. As energy consumption 
decreases during the use of a building, a longer life becomes an increasingly 
important aspect of sustainability.

Our studio grundstein sees the “sustainable concept” holistically, consid-
ering a building as a whole system and not as the sum of many individual 
parts. Like Félix Guattari, the concept of “ecology” in “The Three Ecologies”, 
where the three related ecologies of the environmental, spiritual and social 
worlds merge into a methodological practice [Guattari 2000]. Or Horst W. 
Rittel’s “wicked problems,” whose indissolubility is derived from his theory of 
complex social systems, which complicate the process of planning and de-

Figure 1: Jencks’s ‘The Century is Over, 
Evolutionary Tree of Twentieth-Century 
Architecture’ with its attractor basins. 

[Jencks 2000].
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sign through an unmanageable set of relevant and conditional factors [Rittel 
1973]. Implemented on our way of design, this means that the process is af-
fected by a lot of different layers and each layer contains a variety of solutions.

To get over the fact that the experts are often being blinkered to other 
fields, we dissect the different elements and topics of a project to single layers 
of the design process. At each layer, various possible solutions are append-
ed. In specifying the dependencies plus the effects (positive and negative) to 
each other layer and solution as well as attaching importance to the other 
layers and solutions including their dependencies, grundstein developed a 
proceeding which gives us the possibility to find the best solutions given to 
all requirements of a project and not only of one field. Ultimately all of these 
individual layers must work together and form the building as a whole. They 
are the design, function and all technical aspects for now and the future, and 
they must operate with the climate, the location and all special conditions of 
the respective location, etc.

We call this process “Forensic Design Strategy” [origin of forensic: Latin 
forēns (is) of, from forum, public (see forum, -ensis) + ic]. The term “forensic” 
is based on a form of political debate. “Forensics” is a word that is rooted in 
the classical experience of the Western world. The Greeks organized compe-
titions for speakers who developed and recognized the skills that their society 
was central to democracy. These exercises acquired the title of “forensics”.

In Forensic Design Strategy the effects of the various possible approaches 
of the individual planners are set as a function of one another in order to get 
the best overall solution and not the best single solution for each department. 
This design process in inter- and trans-disciplinary teams is process-oriented 
and has a common goal. Within these processes the traces of design deci-
sions are inspired by various influences from different angles of different peo-
ple from different disciplines. In the case of multidisciplinary decision-mak-
ing processes, innovations are created only in the various specialist areas. 
Through inter- and trans-disciplinary working methods, all three types of 
knowledge (system knowledge, target knowledge and transformation knowl-
edge) can be implemented in the development and design process. This in-
crease in knowledge, the manifold inspirations of other disciplines, and the 
security provided by a coordinated approach by all relevant decision-makers 
lead to a development thrust for new solutions and developments through 
inter- and trans-disciplinary design and planning processes.

Most common definition of the single disciplines in the knowledg produc-
tion comes from Manfred A. Max-Neef’s “Foundations of Transdisciplinarity” 
based on Erich Jantsch’s theories in “Inter- and Transdisciplinary University: A 
Systems Approach to Education and Innovation” [Max-Neef 2005] [Jantsch 
1970]
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Figure 2: Figure from Erich Jantsch, Inter- 
and Transdisciplinary University: A Systems 

Approach to Education and Innovation, 
Policy Sciences [Jantsch 1970].

Figure 3: Figure from Erich Jantsch, Inter- 
and Transdisciplinary University: A Systems 

Approach to Education and Innovation, 
Policy Sciences [Jantsch 1970].
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In science, the concept of Mode 2 for the new knowledge production, where 
multidisciplinary teams are brought together for short periods of time to work 
on specific problems. The concept of Mode 2 was defined by Michael Gib-
bons and his colleagues in their publication “New Production of Knowledge”. 
They describe the traditional knowledge production Mode 1 as hierarchical, 
disciplinary, homogenous and academic. In contrast, Mode 2 knowledge 
production is transdisciplinary, reflective, heterogeneous, social accountable, 
and context- and user-dependent. [Gibbons et al., 1994]

Italo Calvino describes in “Invisible Cities” a Trading City named Ersilia, 
where the inhabitants mark their diverse relationships with different colored 
strings, which they stretched from one house to another. When the strings 
become so numerous that it is not possible to pass anymore, the inhabitants 
dismantle there houses, leave only the ropes, and study this from the hill. With 
this knowledge the Ersilia refugees rebuild their city somewhere else weaving 
a similar pattern of strings which they would like to be more complex and at 
the same time more regular than the old one. The process of rebuilding Ersilia 
starts over and over again. [Calvino 1974]

This story demonstrates that it is impossible to control the design process-
es such a way, that all the parameters are perfectly resolved that the result is 
a single right and valid solution. The experience and study of the dismantled 
city should lead to a better solution. New or ignored parameters and also 
contradiction in terms of individual parameters entail a new imperfect result. 
In design, there is no such thing as the single right solution like in traditional 
sciences. The design process leads to ever new solutions and seeming there 
is an endless number of them. Horst Rittel describes this in his 1974 pub-
lication “Dilemmas in a General Theory of Planning” as “Wicked Problems”. 
[Rittel 1973].

Figure 4: grundstein universe of qualities, 
exhibition 2016 by Irene Prieler and 
Michael Wildmann, Photo credit: Sandra 
Fockenberger.
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Looking at inter- and transdisciplinary planning processes, we notice that only 
the designers are trained to solve wicked problems. Engineers, construction 
technician, developer and other participants have mainly to deal with tradi-
tional problems. Each planning decision influences the building shape. Since 
the architects are responsible for the design, they have a leading role in the 
planning process. As a matter of course, architects are also service providers 
for their clients and later users, who set the framework for the functional and 
expenses corset on which the planning process is based.

In inter- and transdisciplinary planning processes, each participant speaks 
a different subject-specific language. Finding the right language is an impor-
tant point. Especially in design language theses are not only words. In design 
languages words are very limited and a bad translation of thoughts and pro-
cesses.

Figure 5: Visualization of the “Forensic 
Design Strategy” in the project ASO4.

In order to obtain the individual layers, the tasks and decisions are assigned 
to the respective involved parties. The group develops possible solutions for 
the respective layers. In order to assess the impact of the individual solv-
ing proposals on the other layers, the individual solutions proposed by all 
parties are evaluated for effects on other layers. These processes occur in 
a hierarchical system, but the decisions are not authoritative. For the final 
decision-making, the processes are strictly assigned to the respective areas 
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Comparing the individual analyzes, it becomes clear that competition can 
only be interdisciplinary, reducing the participants to the planning team levels 
. This also affects the nature of innovation. In the case of the buildings being 
built, the innovation is increasingly linked to the collaboration with clients and 
manufacturer. This reflects the lack of communication with these levels.
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of responsibility, with the purpose to reach the best goal and subordinate the 
overall target.
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In her talk, ‘Women, Reproduction, and the Construction of Commons’, po-
litical theorists, Silvia Federici [2013] describes how the commons often are 
being promoted as a buffer between the public and the private. Rather than 
looking at the principles of the commons as a true alternative that can trans-
form society and its social relations, conceptions of the commons are trying 
to create spaces that humanize the present capitalism system. Federici asks 
how to ensure the efforts made to create different forms of social relations, 
based on cooperation and principle of sharing, are not being corrupted by 
capitalism, using the commons as its last shore to regenerate itself?

In: ‘On the Commons: A Public Interview with Massimo De Angelis and 
Stavros Stavrides’, architect, Stavros Stavrides and political economist, Mas-
simo De Angelis [2010] are discussing what the commons and participation 
actually mean. Stavrides imagines the production of common space to be 
differentiated from today’s capitalist production of space. Common space is 
to be conceived as relations instead of quantities, where space always has 
a value and can be divided and sold easily; - and as a potential network of 
passages linking one space to another, rather than a sum of defined places to 
be controlled or liberated. Stavrides makes a distinction between the concept 
of the commons based on the idea of a community and based on the idea of 
the public. Community refers generally to a homogeneous group of people, 
whereas the public emphases the relation between different communities. De 
Angelis argues that whenever producing commons based on the concept of 
the public, a production of the respective community and its forms of ‘com-
moning’ is needed. A new common and its community cannot only consist of 
the organizers, since facilitating the meeting and negotiation across diverse 
communities is necessary. De Angelis stresses that a common space based 
on the concept of the public is different to a ‘public space’, where individuals 
do not have to take responsibility, since it is managed by the local authority. 
De Angelis claims that a fundamental aspect of ‘commoning’ is the role of 
reproduction and that for every visible work of production there is an invisible 
work of reproduction. Therefore, the people who want to share a common 
space will have to work for its reproduction, which does not only mean main-
tenance and cleaning, but also reproducing the legitimacy to claim the space 
regarding the community, the municipality etc.

The Danish welfare state has experienced several citizens driven alterna-
tive models for urban welfare organization in alternative communities since 
the early seventies. Inspired by international discourses and practices that 
stimulated social issues and liberation from authorities, unplanned settle-
ments as The Thy Camp, 1970 took place and squatting of former military 
barracks lead to the proclamation of The Freetown Christiania, 1971.
Christiania is situated on lucrative ground of high financial value in the center 
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of Copenhagen. It is based on ideas of an unplanned, non-consumerist city 
within the city, transgressing norms and regulations.

Art historian, Signe Sophie Bøggild [2011] describes how Christiania´s 
ideas of an unplanned, non-consumerist city within the city, transgressing 
norms and regulations, made Steen Eiler Rasmussen, godfather of Danish 
welfare city planning, recognize and speak up about Christiania’s potential. 
Eiler Rasmussen defended and protected Christiania because of the individ-
ual possibility of free expression and marking of the physical framework of 
peoples own life, the relations between the planned and the unplanned city 
and the creation of communities. Christiania accepts marginalized people, 
reuses old buildings and dream of being a true sustainable society, compared 
to contemporary consumer societies.

Over the years Christiania and The State have confronted each other many 
times. Christiania challenges The State by replacing official rules and regula-
tions with the claim of self-governance and it challenges the nuclear-family 
citizen life and the very foundation of capitalist system on private ownership 
of land and buildings.

Practitioners and theorists have incorporated many aspects of the Free-
town into contemporary planning procedures: temporality as methods to ini-
tiate urban projects, participation of the individual, empowerment, mixed use, 
site-specificity, sustainable solutions, local democracy, small-scale, preser-
vation of historical structures, re-use, focus on urban processes, culture, the 
relation between the private and the public, transparency, communication, 
dialogue and identity etc. They disagree in their understanding of the degree 
of democracy and its premises, openness, questions and decision-making in 
relation to participation.

Architect and writer, Markus Miessen, [2016] argues that transparency can 
be dangerous to critical work and in some cases to democracy too. In his 
latest book, ‘Crossbenching’, Miessen favours a proactive and self-initiated 
way of involvement, where people force themselves into contexts, frame-
works and discourses that they have not necessarily been invited to take part 
in and without being trapped in internal political matters. His crossbencher 
is thought of similar to a member of parliament who have no party-political 
affiliation and participate in parliamentary proceedings independently.

Following the role of the outsider, political theorists, Chantal Mouffe [2000] 
introduces the concept of ‘agonistic pluralism’ - claiming that it is important 
to accept the public realm as a conflictual and constantly challenged space. 
Mouffe [2007] argues that artistic critical work can empower the site with a 
disruptive energy and expose hidden contradictions of the site.

Architect and theorist, Jane Rendell, [2006] suggest that ‘critical spatial 
practice’ can transgress the limits of art and architecture practices and en-
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gage with the social and the aesthetic as well as the public and the private. 
The term draws attention not only to the importance of the critical, but also 
to the spatial, indicating the interest in exploring the spatial aspects of inter-
disciplinary processes or practices that operate between art and architec-
ture. Rendell points out, that boundaries drawn around notions of private and 
public are not neutral lines, but contours that are culturally constructed and 
which indicate specific value systems. Public and private, and the variations 
between these two terms, can mean different things to different people - 
protected isolation or unwelcome restraint, intrusion or invitation, exclusion 
or separation.

According to political theorists, Bonnie Honig, [2017] public things are un-
der pressure, but crucial to democracy. Public things like libraries, schools, 
transportation etc. are necessary, even if not efficient, because they help peo-
ple develop healthy attachments to the world and to each other, which then 
enables people to gather into collectives. Honig insist that new rituals and 
actions should be created in order to preserve public things.

Today, Danish municipalities are inviting people to participate in socially 
engaged urban regeneration programs. Usually the models for city planning 
are based on harmonious participation, trying to avoid friction and therefore 
organized with inherent control. Often people can only participate from a list 
of pre-set options, which usually generates predictable reactions. This re-
search wants to begin with the things, situations and relations already present 
before the municipalities engage with citizens.

Ballerup Municipality is mainly driven by market forces. Place making is 
dependent on developers, retail is dominated by a shopping centre and cars 
are in favour. At present, The Station Forecourt is being redesigned by an 
architectural firm, including a compression of the bus terminal, which creates 
possibility for a new town square that could become the towns new entrance 
when arriving by train.

Since 2011 The Office for Art in Town / Gitte Juul [2017] has been oper-
ating parallel to the municipality of Ballerup, working outside the town hall, 
directly on the streets and squares. Material, immaterial and social structures 
have continuously been constructed and embodied the value of discussion 
and dissensus. The Office for Art in Town has operated from a rebuild con-
tainer at The Station Forecourt, in an empty shop in the Shopping Center, 
in an empty shop in the pedestrian street and in a ‘Waiting Hall’ at the bus 
terminal, built for the occasion. Full scale in-situ structures have been built 
directly in collaboration with local citizens in order to create public encounters 
for discussions as a critical comment to conventional regulations. The Office 
for Art in Town has interacted with public things such as libraries, schools 
and public street inventory, identified and involved public things that create 
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common cause among citizens and identified citizen driven organizations and 
involved them in projects. With Silvia Federici´s concern in mind about the 
commons being corrupted by capitalism, The Office for Art in Town points to-
ward a crossroad, where authorities and a critical spatial practice maybe can 
intersect in a productive manner. Through its in-situ actions - manifested in 
performative, improvisational and provisional built form - it challenges stand-
ard municipal routines and hence, seeks to inspire the municipality to search 
for alternative ways of thinking about city planning and ways of including 
alternative planning methods in the economic framework of big development 
projects.

The practice and the research uses the built in-situ actions to explore and 
unfold particular aspect of planning and participation. Instead of beginning 
with designing, it begins with imagining a place by being directed by things 
and situations found on site such as relations between people, places and 
things. The method involves gathering things and situations (from present and 
past) and letting them find their own logic through full scale built structures. 
At various stages during the in-situ actions, the emerging planning / design 
ideas are discussed and tested by the local community, through the concrete 
built arrangements that people can wander about and react upon directly.

A main track in the doctoral research is an investigation between own-
ership, use and liability, which raises the question: when and how informal 
strategies can become an integrated part of the distribution system / infra-
structure of the collective realm?The research explores the relations between 
people, places and things found on site, during which time certain confronts 
with property, liability and risk-taking are discovered.

The effort made by The Office for Art in Town to create alternative public 
spaces in Ballerup in collaboration with identified public things as the local 
library, the local museum and citizens driven organizations, can be seen as 
a case, through which ideas about what it means to share or what it means 
to live in public can be tested. According to De Angelis and Stavrides, [2010] 
spaces, that do not simply impose the values of authorities, are produced 
and inhabited through negotiating exchanges between different groups of 
people. Therefore, such spaces cannot simply belong to a certain community 
that defines the rules; there has to be an ongoing, open process of rulemak-
ing. Besides the psychical architectural Forecourt and new town square in 
Ballerup, a framework of rules needs to be made for the new common, which 
has to do with the operation, timetables and protocols of everyday life and 
use, in order to investigate how the diverse communities can come together 
to share the work of reproduction of the new square.

This regulative work can eventually feed back into the practice of design-
ing mobile, adaptable and re-useable public things to be used by different 
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groups of citizen driven organizations. Amenities that can turn spaces to pub-
lic advantage.

Figure 1: ‘Waiting Hall’, The Office for Art in 
Town, 2015.
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INTRODUCTION
This paper looks at the temporary initiatives, both bottom-up and top-down 
initiated in order to collect information on variety of actors and motivations, 
which force people to take part and support temporary projects. For many 
years there has been a discussion on what is a good place, good community, 
how can we define the quality of life and good life ( Healey 2010; Montgomery 
2013). It has been already concluded that there is a gap between planning 
processes and the real needs and wishes of the society (Simcox 2015). That 
is why communication and collaboration are crucial in development of the 
urban environment. In many cases official participation in planning processes 
does not aim collaboration in planning, but is more related to legal formality 
which requests public involvement.Introduction of temporary uses gives an 
opportunity to test the idea and get the feedback from space users. It also 
helps to bring together local authorities, land owners, non-governmental or-
ganisations and local communities and ensure the dialogue between these 
actors. According to Ali Madanipour, temporary urbanism is not only the re-
sponse to ecological and economic crises, but it also has certain level of 
criticism at traditional planning approaches and broadens the ways of urban 
development (Madanipour, 2017). Temporary urbanism works as a test for 
future urban developments, appearing as a real-scale laboratory and also can 
work as an advocate for certain ideas. Regardless of the growing interest in 
temporary uses, this approach is not new and present lots of strategies. Tem-
porary urban inteventions as a tool to foster urban development, have been 
discussed already in the 1990’s. But different temporary uses, such as pop-
up markets have been present in the urban environment for many hundred 
years. Nowadays, the term of temporary urbanism is often used together with 
such terms as “pop-up”, “tactical”, “guerilla” or “DIY culture” (Simcox 2015; 
Glick 2012). Also the type, function, scale, budget and management models 
are different and usually correspond to the local challenges. Temporary ur-
banism can appear in the form of an event, like street market, open-air cine-
ma, park(ing) Day, concert or neighbourhood festival, or a more long term (still 
temporary) activity as urban gardens or space with amenities for education, 
recreation or sport activities. Introduction of temporary uses in public spaces 
has become very popular in many European cities. Architecture practicies 
and various associations are using temporary projects as a tool to promote 
participatory urban planning and design, support collaboration between local 
authorities, inhabitants, land owners and practitioners, test different ideas, 
regenerate vacant lots and promote better quality of the urban environment. 
As temporary projects act as an answer to various problems, it is reasonable 
that they often appear on vacant plots or ineffitiently used territories. So for 
example the vacant plot in Saint-Etienne (France) has been transformed into 
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the public space by the Collectif Etc. and active participation of local inhabit-
ants (Fig. 1). The main idea of the project was to give neighbourhood’s inhab-
itants an idea of the future dwelling development on that plot and its influence 
on the neighbourhood environment (www.placeauchangement.fr). The other 

Figure 1: Place au Changement, Saint-
Etienne, France (http://www.archdaily.

com/179874/place-au-changement-public-
plaza-collectif-etc).

Figure 2: Prinzessinengarten, Moritzplatz, 
Berlin (http://www.freundevonfreunden.

com/journal/fvf-explores-berlins-new-face-
with-werner-aisslinger/).
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example is Prinzessinengarten project initiated by Nomadic Green in 2009 as 
a pilot project to regenerate the wasteland and transform it into a green space 
with organic vegetable plots (Fig. 2). The project also is characterized with ac-
tive local inhabitants participation. As a result, instead of existence of vacant 
plots inside the city, territories were transformed into places, which improve 
the quality of the neighbourhood’s environment, promote social cohesion and 
offer free time activities.

But vacant plots are not the only territories, which influence negatively 
neighbourhood environment and do not support creation of qualitative spac-
es. Also unplanned and so inefficiently used parks, squares and courtyards 
can cause people’s unsatisfaction with the environment where they live. On 
the other hand well-designed places can work as a tool to promote social 
cohesion, integration, environmental education, physical activity and also 
general revitalisation of the outdoor environment.In many European countries 
courtyards in residential neighbourhoods are often characterized with large 
scale, monofunctionality and lack of amenities. As a result courtyards are 
described as inefficiently used spaces (Fig. 3, 4).

As well as in case of vacant plots, temporary urbanism can be used as a 
tool to regenerate these courtyards, to test different development ideas and 
to find the uses, which would meet requirements of local communities. That 
is why the aim of this paper is through analysis of several case studies, collect 
information on characteristics of temporary projects inside residential court-
yards, trying to define the opportunities and limits of them.

Figure 3: Courtyard inside residential 
neighbourhood, Budapest, Hungary (From 
google street view).
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METHODOLOGY
Selected case studies are used for generalisation from the case, using facts 
from case studies to develop theory (Glaser & Strauss, 1967; Johansson 
2003). The goal of the case study analysis is to define possible actors and 
their involvement in the temporary projects within residential housing court-
yards. Attempting to identify and possibly estimate all couses of the outcome 
(a couses-of-effects style of analysis). In order to consider different scenarios, 
the diverse cases approach has been chosen. Analyses of different tempo-
rary projects resulted selection of the following variables for case study selec-
tion: Initiator of the project (diverse), Type of temporary project (diverse), Type 
of community involvement (diverse). When analysing the case studies also 
further variables have been studied: motivation to be involved in the project, 
collaboration of different actors, budget, scale, location.

CASE STUDIES
Alternatively to long-term urban planning projects, development of master 
plans and city development strategies, temporary projects can be initiated by 
different actors and can support collaboration and participation of different 
scale and type between the actors, who are usually not involved in the plan-

Figure 4: Courtyard inside residential 
neighbourhood, Riga, Latvia (Photo by the 

author).
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ning process (Simcox, 2015). Taking into account possible diversity of initia-
tors it was decided to take three case studies from different countries initiated 
by different actors to find correlation between initiating actor, involved parties 
and the motivation of both to take part in the temporary project. As can be 
seen from the table below, initiators of the temporary project in the residential 
area can be both architectural practices, associations and NGO’s (Table 1). 
All of them being motivated to enable effective use of space and promote 
collaboration and participation of local inhabitants, architectural practice was 
focused also on research and the proof to the idea that the public space 
does not have to result with physical construction, but rather has to be a con-
tinuous process of social interaction (Spatial Agency, Atelier d’Architecture 
Autogeree). The goal of the association was to provide necessary amenities 
and functions in the courtyards, taking into account wishes and needs of 
local community (Collectif Etc.). And the introduction of community garden 
by the NGO is aimed to stimulate bottom-up initiatives, which will work as a 
tool to promote social cohesion and integration, education, and effective use 
of courtyard space in the whole city (Urban Divercities). Different models of 
participation are leading to different types of community involvement and so 
lead to different results. However, all the analyzed projects being character-
ized as successful (in terms of local inhabitants involvement and use of space 
after the introduction of temporary uses), differ in the physical outcome of the 
project. Workshops being used as a community involvement tools help to 
develop design according to local community wishes and support the sense 
of ownership of created objects/amenities. Collecting information through 
surveys and placement of prefabricated objects can simplify construction 
process, however, it excludes participation of local inhabitants in the design 
process, so possibly decreasing the sense of ownership. As show the com-
parison of case studies, budget in all three cases was characterized as low, 
advocating the idea of temporary urbanism being a low-cost solution.
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Table 1: Case studies. By the author.
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ACTORS
Summary of the analysed case studies gives a possibility to understand re-
lations between different actors and their role in the project. Initiator of the 
project place the crucial role as he supports the idea from the beginning, is 
in charge of management, acts as contacting link between other actors and 
works with local communities. But the role of the local community and their 
interest in participation and collaboration plays a crucial role when insuring 
durability of the project. Even in case of temporary projects there is a need to 
have social capital, space users and sometimes local managers to undertake 
the responsibilities of the initiator. Land owners appear to have less influence 
on the temporary activities than initiators and local inhabitants, however, they 
can provide essential help in the process of creation/development of the pro-
ject.

Figure 5: Actors in temporary projects. By 
the author.

CONCLUSION
Analysis of the temporary projects initiated by diverse actors showed that 
regardless the initiator, temporary projects in residential areas are highly in-
fluenced by local inhabitants. Opportunity to participate and collaborate 
motivates people to be involved in the project and later gives the sense of 
ownership of the place, so that they start to be advocates of that idea. Case 
studies showed that the budget doesn’t play an important role, as all the pro-
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ject being defined by the minimal budget were by the same time successful. 
However, to develop the framework of opportunities and limits of temporary 
urbanism in the residential courtyards the quantity of the case studies should 
be increased.
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NEW FORMS OF CITY-TERRITORY: BETWEEN ARCHITECTURE AND 
PHYSICAL GEOGRAPHY
Driving along the ring roads of the major European metropolises, crossing the 
conurbations of smaller settlements, or even wandering around the majority 
of our immense suburbs, it feels like being in the city, yet at the same time it 
seems like not being there at all.

Expanding along infrastructural routes, man-made settlements have ab-
sorbed sectors of uncontaminated nature and cultivated fields, making it dif-
ficult to distinguish what is urban from what is rural, or natural. Cities have 
multiplied through the processes of dismantling, delocalization and re-local-
ization to the point of ‘exploding’ into many scattered fragments throughout 
the territory.

In the last one hundred and fifty years, the expansion of human settle-
ments has reached extremely high rates, hence strongly affecting the validity 
of the conception of the city itself (in the traditional way it has been interpreted 
until now), and also of its cognitive and design paradigms.

The change in the scale of human settlements (modification of quantitative 
nature) has, in fact, coincided with a wider and more profound transformation 
that has affected both the structural organization of urbanized territories and 
the spatial conditions that identify the characters of urbanization (modification 
of qualitative nature).

In light of recognizing these changes, new paradigms urgently need to be 
identified in order to investigate the present condition of urban phenomena 
from a qualitative point of view; in other words, we need to recognize in these 
new phenomena the possible values on which rebuild the sense of the con-
temporary human habitat.

Therefore, in this historical condition, the discipline of urban design has, 
first of all, the task of questioning the territorial planning issues as formal and 
spatial problems.

“The forms are the most important landscape factors” already declared 
Granö in 1929.

In the forms of landscape, it is possible to read and recognize the historical 
processes because, since the earliest origins, the passing of time and events 
has deposited visible and tangible signs in everything, in every place, in every 
architecture, in every landscape. Through the analysis and the interpretation 
of these forms, it is possible to understand how the dialectic between culture 
and nature has historically been configured into the phenomenon of territorial 
morphologies (Renna and Bisogni 1966).

Moreover, it is also possible to interpret the territory itself as an organic 
form and therefore as a semantic system endowed with its own morphologi-
cal laws and principles (Renna and Bisogni 1966). From this perspective, the 
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landscape can be understood in its dual essence of ‘background’ and ‘set of 
formal structures’.

It can be regarded as a ‘background’ due to the continuity of the earth’s 
surface, from which, in fact, architectures, aggregates and human settle-
ments always emerge as individuals. From the formal point of view, the man’s 
work becomes ‘figure’ and it is definable and recognizable thanks to the dia-
lectic with the continuous background of the landscape.

It can be regarded as a ‘set of formal structures’ since, although it is not 
possible to identify a continuous structure of the forms of the territory, it is 
possible to distinguish some definite territorial portions, within which specific 
relations between shapes and elements (both anthropic and geographic) are 
already present (Schulz 1966).

Finally, as (Gregotti 1966) wrote, “our perception of landscape is always 
historically conditioned and with a perception of such kind the geography be-
comes continuously re-formed in the light of our cultural knowledge of those 
who have utilized it.”

Therefore, in order to take on the new and complex phenomena that af-
fect the contemporary urban, agricultural and natural areas, the urban design 
discipline has the task of building our specific way of representing the world 
in which we live. To do this, it is necessary to address a formal description 
of the landscape, to develop new knowledge models of the territories, new 
cognitive categories and new interpretative paradigms, new methods of rep-
resentation of the anthropogeographical landscape understood as a whole, 
namely of the city-territory, aware of its tension to coincide with the whole 
oecumene.

THE FORMS OF TERRITORY AND THE DISCIPLINE OF URBAN DESIGN
In Italy, as far back as the late 1950s, these themes have been the object 
of interest and therefore have produced a field of numerous investigative re-
searches within differing disciplines (such as architecture, urbanism and ge-
ography).

Furthermore, it is possible to see a common leitmotiv that runs through 
the theoretical research and the design experiences, over a thirty-year period, 
conducted by a large number of architects (from Muratori to Renna, Daneri 
to Gregotti, passing onto De Carlo, Gabetti e Isola), geographers (Turri, Lan-
zani, Dematteis, Farinelli), as well as some urbanists (Secchi, Viganò), This 
represents a great value recognized in the relationship between the forms of 
orography and urban forms, between physical geography, spatial planning 
and urban design.

In particular, the Italian architectural culture dealt on several occasions with 



182

the theme of the relationship between territorial and urban forms, declining 
it in different ways and recognizing its centrality compared to the principal 
problems of the contemporary urban project.

At the beginning of the second half of the Twentieth Century, Italy was 
the birthplace of the school of urban morphology and building typology. This 
school produced some categories and analytical-interpretive instruments, 
which enables us to investigate the complex phenomenon of the city and to 
deal with its transformations thanks to the discipline of urban design.

The relationship with the territory has marked the origins of the Italian 
school of urban morphology and building typology: Saverio Muratori and his 
students (Gianfranco Caniggia, Paolo Maretto, the Bollati brothers, Alessan-
dro Giannini, etc.) tried to deal with the objective of defining a new syntax of 
urban construction, which is elaborated in respect of the form of physical 
natural substratum.

However, in this period, after the second world war, the historical city was 
the main object of these analytical studies: the analysis of building typologies, 
their repetition to conform the parts of the city, their variations and stratifica-
tions allowed to identify some general rules of its construction.

In the meantime, at the end of the 60s, the passage from the condition of 
the European historical city to the contemporary city-territory was beginning 
to be real and tangible. So, these theories turned out to be partially inade-
quate if related to the destinies of the cities, which began to expand rapidly 
and to change their structural configuration.

In the twenty years following the crisis of the 60s, a new generation tried 
to draw close to the studies conducted by the discipline of urban design. 
Among these, in particular, the group that grew up around some figures like 
Aldo Rossi, Giorgio Grassi, Antonio Monestiroli, Agostino Renna.These ar-
chitects faced with the phenomenon of the city in extension (Samonà 1980), 
probably more than the previous generation. In their research, they assumed 
the structural, dimensional and spatial problems of the newborn city-territory, 
the problems of the suburbs and of the controversial relationship of these 
new districts with the vast peri-urban territories (and, thus, the great scale of 
the landscape).

Therefore, this second generation - probably anticipated only by the terri-
torial studies drawn up by Muratori in the last years of his life (Muratori 1959; 
Muratori et al. 1963) - focused more closely on the methods concerning the 
interpretation of the territorial forms intended as a total anthropogeographic 
organism; they tried to elaborate methods of representation able to put to-
gether the two formal worlds of Architecture and of Physical Geography, to 
‘shape’ the landscape as a whole (Norberg-Schulz 1966).

Agostino Renna was one of the protagonists of the debate on disciplinary 
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renewal that affected the period between the sixties and the eighties (Capozzi 
et al. 2016). He recognized the possible generative value of Earth’s shapes in 
relation to the urban project; the main objective of all his research seems to 
have been the elaboration of a method for representing these forms, in such 
a way as to reveal their spatial qualities and to express the structural bonds 
between them, and in order to assume them as founding principles for the 
urban project.

Agostino Renna and the problems about the urban design of 
Neapolitan area: the invention of a method of representation

Figure 1: Graphic interpretation and model 
of the orographic characters of Neapolitan 
area. Drawings and model by (Bisogni and 

Renna 1966).
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“We have steadily gained the consciousness that we are inside the reality and 
its conflicts, and that the reality around us is part of our own definition and we 
are part of that. For this reason, we explore in the same manner the reality and 
ourselves as one thing.” (Agostino Renna 1980)

Agostino Renna’s master dissertation, elaborated together with Salvatore 
Bisogni in 1965 and entitled “Introduction to the problems of urban design 
in the Neapolitan area”, represents the initial insight of the topics that will be-
come the topics of all his life.

In the text that presents their research (Bisogni and Renna 1966), the au-
thors immediately express an important assumption, a hypothesis that is the 
basis of all research: they define the landscape as the formal structure of the 
territory (ibid., p.116).

Starting from this statement, the goal pursued by Renna and Bisogni 
through the study of the Neapolitan area has been the search for an analytical 
and interpretative method (which will also become a design method) capable 
of dealing “with unitary criteria” the problems that characterize “both the built 
and un-built territories”: the cities, the countryside and the natural territories 
(ibid., p.116).

Figure 2: Napoli. General view and view of 
the urban centre with the elevation profile 
of the significant settlements. Drawings by 
(Bisogni and Renna 1966).
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Only through the development of a method of representation able to clearly 
reveal the morphological features of the territory is it possible to recognize the 
‘invitation’ that the orographic forms offer to men and women and to their 
transforming thought.

The purpose of the critical and interpretative redrawing operations of the 
Neapolitan territory is to find a way to express and represent the forms of 
territory and especially the relations between them. This representation is 
constituted as “anticipation and law of the compositional acts about the ar-
chitecture of the city” (ibid., p.129).

Therefore, the description-interpretation of the territory coincides with the 
discovery of its formal and spatial potentials and so with the prefiguration of 
the ways of living in a specific place. Subsequently, it makes it possible to de-
ploy the compositional principles, in such a way that they are able to recog-
nize and assume these models as their own ‘fields of action’, and to conceive 
the construction of the territory as a single and total ‘architectural project’.

Agostino Renna and the project for the new town of Monteruscello: 
the settlement as element of territorial organism

Figure 3: Monteruscello. Territorial forms 
and settlement principles. Analytical 

drawings by the author.
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“As in an ancient city, the mountains, the sea, the agricultural fields, the an-
cient villages and villas are, perhaps in a fortuitous and unconscious way, 
composed in one single formal emotion” (Renna 1980).

The construction of Monteruscello, the last Italian new town of the XX cen-
tury, was necessary because of the bradiseismic crisis that struck the city of 
Pozzuoli in 1983. As well as having to deal with the great civic engagement 
related to the state of housing emergency and with the complex issues raised 
by the need to transfer a significant part of a seaside town in the inland coun-
tryside, Pozzuoli also had to address the questions concerning its definitive 
transformation into a linear conurbation of small towns from the sea to the 
inland countryside.

The new settlement, with its 24.000 inhabitants, spreads on the narrow 
and steep slopes of the craters of Campi Flegrei, opening up to the interior 
plains of Caserta.

Monteruscello is divided into four distinct morphological units, with a di-
mension that is similar to that of the typical inhabited centres of this area. The 
top of the slope is the central core of the village. Further down on the valley 
floor, the commercial area is developed because this place is easily connect-
ed to the infrastructure system. Finally, the University district and the industrial 
zone lie on the other side of the railway, which is positioned in the rutdefined 
by the narrow valley.

Renna defined the design of the central core in greater detail, because, as 
for the ancient cities, it represents the identity of the new settlement, while he 
defines only the volumetric composition of the other parts of Monteruscello.

This district, called the ‘old town’, is built on the higher part of the slopes, 
and the incline of the hill side softens progressively in the downstream direc-
tion, towards the plain characterized by the geometric forms of the Roman 
centuriatio. In addition, the slope is characterized by a discontinuous form, 
from a ‘jagged’ form, obtained by the progressive sedimentation of the lava 
flows that have shaped the hillsides as a succession of little ‘ledges’.

Although this territory is not morphologically articulated but rather a homo-
geneous form characterizes it, it is possible to recognize a certain topological 
order in its formal structure, which will correspond to a geometric order in the 
structure of the new settlement.

It is possible to describe this project adopting three different dimensional 
scales: the scale of the settlement, the scale of the urban fabric, and the scale 
of the urban element.

Each of these three scales of representation illustrates in more detail some 
specific problems addressed during the design process and is useful to con-
trol some precise compositional questions. Firstly, the definition of the set-
tlement principles, namely of the “structure of the form”, which is, according 
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to De Carlo (Bisogni and Renna 1974), “the main framework that serves as 
a compositional plot for the more indeterminate and diffuse texture of the 
smaller formal expressions”. Then, the definition of the “form of the structure”, 
namely “the materialization in physical terms of the spatial organization pa-
rameters that give structure to the urban agglomerations” (Bisogni and Renna 
1974). Finally, the definition of the spatial characters of the urban elements 
and hence the typo-morphological characters in relation to the form of oro-
graphic substrate.

At the largest scale, the geometric homogeneity of the urban grid corre-
sponds to the topological homogeneity of the shapes of the slope. Urban 
Grid and hillside are not only conceived as elements, but they can also be 
considered as sets of forms, homogeneous in their totality, but mutable and 
flexible by means of the alteration or deformation of their constituent ele-
ments: the ledges and the blocks.

In fact, at the intermediate scale of the urban agglomeration, the depth 
of the terraces corresponds to the depth of the ‘staircase’ that defines the 
shape of the slope. Therefore, the discontinuous conformation of the hillside, 
articulated by the irregular succession of the ‘ledges’, is resolved through 
the alteration of the elements that make up the urban grid itself, namely the 
blocks, the ‘terraced insulae’.

At the scale of urban elements, the relation with the territorial forms is given 
by the fact that the classification of building typologies takes into account the 
spatial relationships that architectures establish with the surrounding environ-
ment (closed courtyard buildings, open courtyard buildings, isolated buildings 
with courtyard) (Lucci 2016).

Moreover, Renna explores new possibilities for the open or closed court-
yard buildings, which derive from the Neapolitan tradition, through the var-
iation of the relationship between the building and the ground. In this way, 
the relationship between urban morphology and building typology is further 
enriched by its relationship with the forms of the territory.

Finally, the organic nature of the system is ensured (in addition of its strong 
multi-scale structure) by the presence of nodal elements, namely by the sys-
tem of public spaces, which keeps together the parts and confers unit to the 
whole, by creating a concatenating effect in the structure.

Downstream, the building that contains the high schools defines the 
boundary of the ‘old town’, and configures itself as a big inhabited wall, while 
the central collective places are structured along a street-square, placed ex-
actly in the middle of the district and arranged parallel to the contour lines. 
It is delimited by a stoà and ended by a polar building (the mother church). 
The civic square is placed in the center of this linear system, adjacent to the 
street-square. It is arranged orthogonally with respect to the slope and built 
on a podium that overlook toward the vast interior plain.
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Figure 4: Monteruscello. Sections. 
Analytical drawings by the authors.

Figure 5: Monteruscello. Models at different 
scale. Analytical models by the author.
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CONCLUSION
From that time until now, “the spatial expansion and the time acceleration 
of environmental modification processes at all dimensional scales”, already 
reported by (Gregotti 1966), have multiplied their intensity.

This condition makes it necessary to resume these studies and to develop 
them according to the needs of our time, of our territories.

If we realize that valleys, hill slopes, ridges, or rivers, woods, clearings are 
no longer external to the city, but they are part of it, like residences, streets, 
squares, monuments and gardens, it is possible to discover a lot of contact 
points between architecture and geography.

The diffused city has to return to compare itself with the geographical 
forms, to follow the directions of the rivers, to take refuge in the concavity of 
hilly systems, to ‘measure’ the plains, to identify the conspicuous points of 
the territories, and to place here its monuments, the symbols of its identity; it 
has to return to project itself into the real and concrete environment in which 
we live.

With new instruments, both architectural and geographical, we need to 
analyze our territories, distinguish the parts that compose them, identify the 
qualities of these parts, and individualize within them the constituent elements 
and the structural relationships between them. After analyzing the territory 
and interpreting it, after seeking in its forms the analogies with the actions 
of our lives, with our cultural world, after projecting into them the needs and 
desires of our communities, we should imagine the places in which to live our 
existences, design them and build them.

Only in this way the spaces of our daily existences, in which all our actions 
take place, could benefit from the feeling of permanence that infuses the 
vastness of the natural elements and of the balanced and harmonious rela-
tionship between the unmeasured “divine forms” and the measured “human 
forms”.

REFERENCES
Bisogni, S and Renna, A 1966, ‘Introduzione ai problemi di disegno urbano dell’, Edilizia 
Moderna, La forma del territorio 87-88, pp. 116-133.

Bisogni, S and Renna, A 1974, Il disegno della città, Cooperativa Editrice Economia e Com-
mercio, Napoli.

Granö, JG 1929, ‘Reine Géographie’, Acta Geographica, 2, pp. 1-202.

Gregotti, V 1966, ‘La forma del territorio’, Edilizia Moderna, La forma del territorio 87-88, 
pp. 1-11.

Lucci, R 2016, ‘Agostino Renna e la Scuola di Napoli’, in Capozzi, R, Nunziante, P and Orfeo, 



190

C (eds) 2016, Agostino Renna. La forma della città, CLEAN, Napoli, pp. 72-75.

Muratori, S 1960, Studi per un operante storia urbana di Venezia, Istituto poligrafico dello 
Stato, Libreria dello Stato, Roma.

Muratori, S, Bollati, R, Bollati, S and Marinucci, G 1963, Studi per un operante storia urbana 
di Roma, Consiglio nazionale delle ricerche, Roma.

Norberg-Schulz, C 1966, ‘Il paesaggio e l’opera dell’uomo’, Edilizia Moderna, La forma del 
territorio 87-88, pp. 63-76.

Renna, A 1980, L’illusione e i cristalli. Immagini di architettura per una terra di provincia, 
Clear, Roma.

Samonà, G 1980, ‘Come ricominciare. Il territorio della città in estensione secondo una nuo-
va forma di pianificazione urbanistica’, Parametro, 90, pp. 15-16.



191

Andrea Leitmanová
CREATIVE SPACES
The reuse of empty urban spaces by the creative industry

KEYWORDS
Geography, urban design, forms of the territory, forms of the city.

ABSTRACT
The paper shows the result of a research project aimed to identifying the 
potential of selected quarters in Bratislava and possible reuse of their empty 
spaces by the creative industry thus generating creative urban clusters. The 
creative industry, often concentrated in the creative clusters, has grown in 
importance over the past decades not only from a cultural and social point 
of view, but also as a concept of economic efficiency of the city or region. To 
illustrate the variety of approaches to the reactivation of the empty spaces, 
the paper introduces also few other case studies of creative clusters in the 
European cities. One of the main impulses for this research was the current 
situation in Bratislava where is a great potential of the creative industry on one 
side and lacking spaces for its further development on the other side.

AUTHOR
PhD candidate, Faculty of Architecture, 

Brno University of Technology
xaleitmannovaa@stud.fa.vutbr.cz

SUPERVISOR
Gabriel Kopáčik



192

INTRODUCTION
The empty spaces create a constant and inevitable part of the urban de-
velopment processes. They are the results of the political, social, cultural or 
economic changes in the society or are related to the changes in industry or 
production. Nowadays cities, despite the ever-increasing urbanisation and 
densification tendency, have a large number of unused or underutilized spac-
es. Therefore, naturally, the need for their use is discussed, especially as a 
space for supplementing the absent functions in a particular neighbourhood, 
quarter, or on a whole-city to extra-urban scale. On the other hand, the cities 
are the triggers of cultural and artistic processes and events that make them 
attractive in the competition among cities and also promote local and regional 
development. The creative industry, often concentrated in the creative clus-
ters, has grown in importance over the past decade. By its very nature, it ap-
pears to be a potential key player in searching for the solution to the problem 
of empty urban spaces and areas with the possibility of a positive contribution 
to the urban development.

CREATIVE INDUSTRY, CREATIVE CLUSTERS AND CREATIVE CITIES

Theoretical background
There are several official definitions of the creative industry. But the most fre-
quently cited definition is the one quoted by DCMS (Department for Culture, 
Media and Sport): “those industries which have their origin in individual cre-
ativity, skill and talent and which have a potential for wealth and job crea-
tion through the generation and exploitation of intellectual property” (DCMS 
2001). There are also several categorisations of creative industries. For the 
purpose of this research, categories defined in the document Správa o stave 
a potenciáli kreatívneho priemyslu na Slovensku (Jurová et al. 2013) were 
used.

The cultural and creative industries require a critical mass of citizens, ed-
ucational institutions, a market that creates cultural and creative products 
and services. For this reason, the creative industry is characterised by a high 
spatial concentration in a certain location, especially in cities and metropolitan 
areas (Lazzeretti et al. 2011). As a result of spatial concentration, creative 
clusters (Pratt 2004) or, in other words, creative neighbourhoods arise (Evans 
2009).

Various studies point to the different ways in which the geographical con-
centration of creative businesses and professionals creates externalities (a 
social, economic, cultural and spatial capital) that improve the creative poten-
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tial of the places where they are located. A distinctive feature of the creative 
industry is that it is more prosperous in areas with a strong local identity and 
openness to the public. Location is therefore particularly important for the 
creative economics.

One of the benefits of clustering creative industries which is difficult to 
quantify is the expansion of knowledge. Frontier Economics uses the term 
“network spillovers” (Frontier Economics 2007), where the presence of a 
group of companies at a particular location (especially visual arts, perfor-
mance, audio-visual production, music and the design) can offer mutual 
stimulation of ideas and activities, thereby making the site more attractive to 
other businesses.

In general, it is proven that the cultural level of the city has a major impact 
on its competitiveness and the quality of its inhabitants’ lives. Economic stud-
ies show that for decades spending on culture in the local economy has had 
a multiplier effect on the incomes and employment of the urban population 
(Myerscouch 1996). Richard Florida, in his book The Rise of the Creative 
Class (2002), argues in favour of investing in the culture and the creative 
industry, because they make cities attractive to the “creative class”. A high 
proportion of the creative class has an impact on the quality of life in the city, 
which is one of the factors influencing people’s decision-making on choice of 
the locality to work and live in (Rehák 2014).

The development of creative industries in the city is often accompanied 
by the reclamation of the public space either for the purpose of creating a 
creative neighbourhood, artistic interventions, organising festivals, cultural 
events, etc. or as their positive result. The properties of the creative industry 
are important for shaping the city’s identity and supporting its sustainable 
development. These are the features that distinguish creative industries from 
other business and industrial sectors, as they often deal with perception of 
reality, helping to create specific experiences. The potential of the creative 
industry to transform and shape its surroundings is also useful in peripheral 
and suburban areas that suffer from a lack of identity and cultural life.

The question of whether spontaneous or planned approach to forming 
creative clusters is better stirs debate. Historically, creative clusters have de-
veloped informally in places where artists could find a cheap space to set 
up studios (Butt 2008). In the last decade, the clusters have shifted from 
spontaneous and organic evolution to a planned process, mostly driven by 
political agendas for economic and cultural prosperity, especially after Flori-
da’s The Rise of the Creative Class was published in 2002. However, in many 
of these “planned creative” quarters, has nothing creative been produced 
and the result is only an increase of the local property prices (Porter & Barber 
2007). Therefore, Butt claims that “ manufacturing a successful creative sec-
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tor from scratch is an almost impossible process - creativity is not generated, 
it emerges” (Butt 2008). When selecting the localities for the purpose of this 
research, it was taken into account whether there is a vibrant cultural and 
creative base with the potential or the ambition of its further development.

Investing in the technical infrastructure also involves the transformation 
of empty and unused spaces. In addition to the recovery of the existing built 
environment and the use of the genius loci, transformation also acts as a 
catalyst for new social interactions in the locality and actively engages the 
citizens in discovering and building their own environment.

Creative industry in Slovakia
The relationship to the industrial heritage in Central and Eastern Europe is 
rather ambiguous. In the wave of the privatisation in the 1990s, the state, 
cities and institutions “got rid of” a large portion of real estate. Thus, the 
cities have lost the opportunity to regulate their development and to provide 
space to communities, marginalised population groups, non-profit and cul-
tural activities. The concept of revitalisation of industrial zones and buildings 
in post-social Europe also lacked the historical and social context and public 
interest that were often seen in Western Europe. However, the interest in the 
reuse of industrial buildings, has come to Central and Eastern Europe through 
an example of Western conversions. (Polyák 2016)

As elsewhere in the world, the creative industries are made up of small and 
medium-sized enterprises (SMEs) or micro-enterprises and self-employed 
creatives. More than 40% of all creative and cultural industries in Slovakia are 
based in Bratislava (Jurová et al. 2013). Despite their potential for regional 
development, they often struggle with problems related to the poor physical 
infrastructure. Modern cultural and business infrastructure has a significant 
impact on the regeneration of cities and the development of regions as it 
often uses and revitalises non-functional buildings or post-industrial areas.

METHODOLOGY
Based on the study of literature and local context, three localities in Bratisla-
va with the potential of creating urban creative clusters were identified (the 
streets Panenská, Štefánikova, Šancová and their surroundings). Their selec-
tion was subsequently verified by the results of an online questionnaire filled 
in by 50 respondents. People working in the creative industry in Bratislava, as 
well as in creative clusters in Dresden, Lisbon and Vienna, that are part of the 
case studies within this research, were addressed. Based on questionnaires, 
interviews, economic indicators, spatial analysis and real estate analysis, the 
potential and possibilities of these sites to become creative clusters were 
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evaluated.
Part of the project was also an analysis of one local and five foreign case 

studies representing different models of the conversions of unused spaces 
into functional creative clusters. For the purpose of this research, following 
existing creative clusters were selected: Nová Cvernovka (Bratislava), Das 
Packhaus (Vienna), Zentralwek (Dresden), Spinnerei (Leipzig), Cable Factory 
/ Kaapeli (Helsinki) and LX Factory (Lisbon). The choice was made with an 
emphasis on the different size of the sites and spaces, the historical context, 
the location within the city, the duration, the organisational structure and the 
economic model. Some indicators were then compared with above men-
tioned research localities.

CASE STUDIES
Although some creative clusters are apparently similar in their focus and ac-
tivities, their starting concepts vary. One of the motives was vacancy as an 
unused resource (Das Packhaus), another finding a space for artistic activ-
ities (LX Factory), joining housing with artistic activities (Zentralwerk) or their 
combination (Spinnerei, Nová Cvernovka). However, In the process of their 
existence various functions are mixed together, and the basic concept can 
be expanded thanks to the flexibility of the organisational structure according 
to its own needs or on the basis of an external demand. All the case studies 
have, in addition to studios and offices, a large capacity spaces for public 
events also with the possibility to be rented out.

The project financing can be handled in a number of ways, which also 
depend on the concept of the project itself, namely its direction towards the 
public and cooperation with the commercial sector. The financial model is 
also affected by the form of ownership and organisation. The creative clusters 
among the case studies can be divided into two groups - those owned by the 
creative cluster administrator (organisation, firm, NGO) and those rented by 
the administrator from its owners for a fixed term. Within these groups, there 
are still specific nuances when the real estate purchase was carried out by a 
foundation, and the reconstruction was co-financed by public funds (Zentral-
werk) or the “Zwischennutzung” form with a short-term lease, as is the case 
of Das Packhaus.

The advantage of creative clusters is their bipolar organisational and legal 
structure, which allows them to apply for public resources (grants, subsi-
dies), to raise the money in crowdfunding campaigns and at the same time 
to support their income through profitable activities (services, events, etc.). 
The operational project expenses, which often involve a payment for a re-
construction, is obtained mainly from rentals. Some projects are also partially 
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commercially focused, providing a wider range of services and events to vis-
itors outside of the cluster (e.g. LX Factory), or their funding is supported by 
larger companies (e.g. Spinnerei), so that they can stabilise their revenue or 
provide lower rents for smaller and less profitable projects.

The distance from the city centre does not play a big role in the success 
story of the creative cluster, the more important factor is a good transport 
connection and the accessibility of the locality by the public transport system. 
Likewise, the initial condition of the neighbourhood may not play an important 
role too. On the contrary, the creative clusters often try to solve problems 
such as the state of the environment (the social and environmental impact of 
the neighbourhood), to contribute to its revitalisation, while providing better 
financial, organisational and social conditions for artists and start-ups.

The largest representation in the clusters among the creative industries 
sectors have visual arts and antiques, followed by design, creative industries 
in the digital environment and architecture.

THE RESEARCHED LOCALITIES
Two of the three selected sites are located close the historical city centre 
of Bratislava (Panenská and Štefánikova Street) and one (Šancová Street) 
on the border of a wider city centre connected to two important transport 
hubs. All of them are well connected to the public transport system. They 
are located in the mixed urban zones with housing, civic amenities and office 
buildings. There are historic buildings, empty, unused buildings and spaces, 
and active cultural and social life takes place directly in the localities or in 
their wider neighbourhood. The Panenská Street is considered as a multi-
cultural and multi-ethnic neighbourhood. There are many religious organisa-
tions, educational or research institutions, and foreign institutes in the area. 
However, there are several important cultural centres, enterprises, creative 
industry organisations and several non-profit organisations. Their activities 
are intertwined and often relate to the development of their environment and 
local communities.

ANALYSIS
When analysing the creative potential of the streets Panenská, Štefánikova 
and Šancová, several tools were used - the indicator walkability index, the 
quality of life statistics, a questionnaire and a field survey.

Walkability index
The Walkability Index is a quantitative tool used to measure the pedestrian 
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environment within a geographic area. It includes four components: land use 
mix, residential density, retail density, and intersection density. Higher scores 
represent more walkable areas and indicate better quality of life.

The researched localities as well as almost all case studies have a walk-
ability index greater than or equal to 80%, which means that most daily er-
rands can be accomplished on foot (see figure 1). An exception is only Nová 
Cvernovka, whose 30% value refers to the dependence of residents on cars 
or public transport. For the index evaluation, the distance from the city cen-
tre does not play any role, as most case studies are located more than 4 
kilometres from the centre. On the other side the neighbourhood is very im-
portant. Index values for all researched streets are higher than 90%, which 
means that daily errands do not require a car.

Figure 1: Walkability Index _according to 
walk score (www.walkscore.com, June 

2017).

The problem, however, remains commuting to clients, suppliers and collabo-
rators and vice versa. The survey showed that the availability of public trans-
port is very important for the creatives, but parking is also considered as an 
important feature of the locality, and the creative industry sector does not 
play a significant role in this preference. As all the researched sites are locat-
ed close to the city centre or in an area with limited parking possibilities, the 
solution could be a car-sharing, which would reduce the number of needed 
parking spaces.

Real estate prices
Considering that young artists do not create a high-income group, the rent 
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The disadvantage of this finding is also supported by the fact that property 
price to income ratio (see figure 3) in Bratislava is higher than in Dresden, 
Leipzig or Helsinki, and despite the fact that in Vienna and Lisbon the ratio is 
even higher, they can provide their creatives with the spaces for lower rents 
than Bratislava does. There are several solutions here. One of them is to 
exploit the potential of city centre proximity and the development of activi-
ties towards the public, thereby increasing the income from those activities, 
which could result in the decrease of the rents. The second solution is to rent 
properties belonging to the city municipality, that could within its cultural and 
creative development strategy provide these spaces to creatives for lower 
than commercial rent. The third option is an agreement on the form of the 
“Zwischennutzung” (temporary use) with the owners of the unused real es-
tates. There are several such properties in the researched locations.

Figure 2: Comparison of the average 
monthly wage and rent ratios.

amount is a relatively important factor for creation, development and sus-
tainability of the creative cluster. A comparison of the average monthly wage 
and rent ratios in individual case studies (see figure 2) showed that it ranges 
from 0.28% to 0.87%. Here the problem arises, because in the researched 
localities the rent to income ratio values rise above 1%.
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In spite of these possibilities, the location close the centre seems to be quite 
disadvantageous in terms of the rental amounts, although 71% of respond-
ents in the questionnaire considered proximity to the city centre as important 
and 19% as very important. The fact that the case studies are relatively far 
from the centre obviously makes sense. The city periphery offers lower rents 
and thus bigger freedom in the activities of individuals as well as the cluster 
as a whole.

Quality of Life Index
As in the case of the property price to income ratio, Bratislava is behind other 
cities also in other indicators. It is also significant in the quality of life index val-
ues (see figure 3), where, despite the decent state, Bratislava ranked among 
the cities with the researched case studies in the last place. This is where the 
question arises whether the development of the creative industry could also 
partly help to improve the quality of life in this city.

Questionnaire
Although the proximity of services such as restaurants, cafes, shops, leisure 
activities and sports are more or less a general preference, important for the 
possible locality of the creative cluster may be how often these services are 
used by the creatives (see figure 4). Similarly, the apparent frequency of at-
tending events in the neighbourhood supports Florida’s idea of a “bohemian 
creative class” (Florida 2002).

Figure 3: Quality of Life Index _according to 
Numbeo (www.numbeo.com, June 2017).
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The questionnaire showed the importance of a creative environment, mean-
ing people working in the creative industry. The reason for this are also the 
frequent and intense collaborations between the different sectors of the crea-
tive industry (see figure 5). The importance of the spatial concentration of the 
subjects working in the creative industry is also proven by importance of the 
proximity to suppliers and collaborating companies.

Figure 4: Frequency of using services and 
amenities by the creatives (survey).

Figure 5: Collaborations between the 
creative industry sectors (survey).

The most collaborations between the creative industry sectors establishes 
design (see figure 5). Frequent collaborations are also seen by visual art, ar-
chitecture, advertising, or creative industries in the digital environment. Within 
the same industry, architecture is the most collaborative sector.
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CONCLUSION
In the researched localities of Panenská, Štefánikova and Šancová Street 
there are several companies, initiatives and activities that create the basis for 
the development of a potential creative cluster on the urban level. In addition, 
there are other entities, operations, and organisations in all three locations 
that create a supportive structure for the creative industry and have already 
actively cooperated with this sector.

The sites offer plenty of space, physical infrastructure, amenities, have a 
strong genius loci and active cultural and social life. Their problem, howev-
er, is the relatively high rents. The same emphasis on all categories without 
looking for priorities (such as proximity to the city centre and the need for 
parking at the same time) shown in the survey is a rather challenging task. 
This task becomes even more challenging, if these requirements should meet 
with the adequate rents, which are to be found rather in the peripheral urban 
areas with former industrial sites suitable for conversion for a creative or cul-
tural use. In other respects, the researched localities meet the needs of the 
creatives resulting from the survey and it can be argued that they have the 
potential to become creative urban clusters.

The research project was supported using public funding by Slovak Arts 
Council.
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A PREHISTORY: DUBLIN IN THE 1970S.
I was educated in the School of Architecture in University College Dublin 
(UCD) in the late 1980s and I graduated in 1990. There was a particular 
discussion happening in the school at that time between two generations of 
architects educated before and after 1968. While Ireland was largely unaffect-
ed by the upheavals that effected other western societies in 1968, a number 
of crises crystallised and took inspiration from changes happening in Paris 
and elsewhere. One of these was in the school of architecture where the 
students organised a protest against the management of the school, led by 
distinguished modern architect Professor Desmond Fitzgerald, over the de-
cline in teaching standards and the threat of withdrawal of RIBA accreditation 
that had been made in 1966 and again in 1968. The crisis was motivated by 
the student’s self-interest rather than a wider social concern, and had more to 
do with Fitzgerald’s management than any attack on modernism, but the net 
effect was that in 1969, the direction of the school passed to distinguished 
British architect, Professor Ivor Smith, who brought with him a group of young 
British architects as tutors. This group which consisted of Fenella Dixon, Ed-
ward Jones, Chris Cross, Michael Gold, Charles MacCallum, and Smith him-
self, became known as “the Flying Circus” - a reference to the British comedy 
series Monty Python.

The flying circus lasted for four years until the school was reaccredited 
and a new head, Professor Cathal O’Neill, was appointed. The circus had a 
significant impact on the generation of students that they taught and many 
of them went on to work in leading revisionist practices in London in the late 
1970s including Stirling & Gowan and Colquhoun & Miller. This connected 
them to the theoretical discussions in the Royal College of Art (RCA) and the 
Architectural Association (AA) where at that time post-modernist and ration-
alist critiques of modern architecture were being developed. The overall thrust 
of these positions is summarised by Kenneth Frampton in his introduction to 
Alan Colquhoun’s Essays in Architectural Criticism where has wrote - “the 
Modern Movement refused, by and large, to distinguish between a cognitive 
and an evaluative approach to reality. Instead it merely confused the two, at-
tributing, as Colquhoun argues, a representational role to practical buildings 
or ‘conversely burdening the representational function with the responsibility 
for solving practical building problems” (Frampton, 1981: p5).

Cathal O’Neill was a graduate of UCD who had gone, along with others, 
to undertake further studies under Mies Van Der Rohe in Illinois Institute of 
Technology (IIT) in the early 1960s and had worked for a few years after-
wards as an assistant in Mies’ office in Chicago before returning to practice 
and teach in Dublin. This Miesian heritage linked him to Ireland’s foremost 
architects at the time - Michael Scott and Partners, who had developed an 
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Irish Modernist school, as well as other notable architects like Peter and Mary 
Doyle who were applying Miesian and structuralist principles to low budget 
schools in a manner reminiscent of the early work of the Smithsons. Another 
Irish group had studied under Louis Kahn in Penn State in the 1960s and 
had returned home to teach the values of a situated modernism. By the early 
1980s the teaching staff of UCD included alumni of Penn State, IIT, the RCA 
and Cornell University where Colin Rowe held court, and the older generation 
of modernists were gradually giving way to a younger generation of revisionist 
rationalists.

THE VENICE ARCHITECTURE BIENNALE 1980
A crisis had also beset the Venice Biennale, and in 1968 it was assaulted 
by demonstrators protesting that the event was “the receptacle of the com-
modification of art mainly intended to please the dominating class.” This was 
part of a wider crisis in art which sought throughout the 1970s to redefine 
itself (O’Doherty B. 1976) and in 1973 the Biennale decided to reform its 
structures. “The new modus operandi tried to respond to the agency of the 
time by fulfilling many of the protestor’s demands, including the abolition of 
the biennale’s sales office and awards. A “new” and more “social” Biennale, 
renovated both conceptually and in its core organisation, would come to life, 
and among other things, would open its doors to architecture.” (Szacka,L.C. 
2015: p.100). In 1976 La Biennale appointed the architect Vittorio Gregotti as 
director and his Biennale was dubbed “Biennale Anno Zero”. For the first time 
architecture was introduced into the biennale in three separate places. While 
two of these were historical, the third was an exhibition titled Europa/Ameri-
ca: Architettura Urbane - Alternative Suburbane, which “if not memorable as 
a curatorial act, laid the ground for many of the ideas that later resurface in 
the 1980 exhibition The Presence of the Past, by bringing together a group 
of twenty-five of the most pre-eminent figures of European and American 
Architecture to share and discuss their recent work and ideas - fostering the 
discursive turn in architecture.” (Szacka, L.C. 2014).

In 1978 a major political crisis occurred in Italy with the assination of Chris-
tian Democrats leader Aldo Moro by the Red Brigade. After 1978 Italians 
found themselves ideologically orphaned, and there was an abandonment 
of faith in any collective form of liberation and a turn towards pleasure and 
hedonism that was termed riflusso verso il private (return to private life). That 
same year an exhibition titled Roma Interotta, (Rome Interrupted), curated 
by architect and historian Paolo Portoghesi, was held in Rome. This exhibi-
tion featured interventions by twelve leaders of the emerging postmodernist 
movement in architecture in Nolli’s famous eighteenth century map of the 
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city. The following year in response to the surge in hedonism, the long gone 
Venetian carnival was revived and the lagoon was invaded by people danc-
ing in piazzas, something that had not happened in two centuries (Szacka, 
L.C. 2015). That year Paolo Portoghesi was named director of the inaugural 
Architecture Biennale to be held in 1980. Portoghesi believed in making the 
biennale a media event, and he curated the central exhibit titled Strada Novis-
sima, a scenographic street of facades built inside the Arsenale building. It 
was the manifesto and launch pad of the postmodern movement. He invited 
Aldo Rossi to design a floating theatre, il Teatro del Mondo, that was brought 
along the Grand Canal on a barge and tied up at the Dogana to add to the 
spectacle.

The exponents of postmodernism practiced an ersatz architecture which 
celebrated its own scenographic tendencies, so that the paradox of repre-
senting architecture somewhere else was sidestepped by an architecture of 
pure representation that only really existed inside the chamber of aesthetics 
of the biennale (Jencks; 1980). Subsequent Venice architecture Biennales 
struggled to ignite, and the event was held intermittently over the next two 
decades until it became established as a regular event in 2000.

BRINGING IT ALL BACK HOME: DUBLIN IN THE 1980S AND 90S
Irish Architect John Tuomey fondly recalled his visit to the 1980 Architecture 
Biennale; “We were in Venice when Aldo Rossi’s Teatro del Mondo was towed 
in and tied up in front of the Dogana. We saw it arrive and being tethered, 
and we saw Rossi stepping out of his taxi and going into the Teatro. We were 
architecture tourists if you like, and we saw this little pageant going on. So 
we know what happens in Venice.” Tuomey and O’Donnell were returning to 
Dublin after spending five years in London in the offices of Stirling & Gowan 
and Colquhoun & Miller, and they began teaching in UCD along with a group 
of their peers. Together they spread the gospel of anglo-Italian postmodern-
ism and in a short few years the school was largely converted to this move-
ment. Student projects modelled on Strada Novissima, Roma Interotta, and 
other exhibitions coming out of Italy and Switzerland proliferated, and the 
focus of many of them was Dublin city which at that time was suffering from 
vacancy and urban blight. In applying the Anglo-Italian model of postmodern 
urbanism to Dublin the young Irish figurative architects insisted that rather 
than it being a fashionable import from abroad, they were in fact rediscov-
ering “Irish architecture” which had been lying dormant and unrecognised. 
Tuomey recalled that “We had to lay claim to, and also, actually, to invent. 
By calling something “Irish Architecture” we had to say that there is such a 
thing.” (Tuomey, J. 2004).
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The academic exercises practiced during the long economic recession of 
the 1980s gradually came to life in the post recessionary Dublin of the ear-
ly 1990s. The young Irish rationalists formed a collective to build a Strada 
Novissima in 1991 which, though the project was never realised, laid the 
ground for their winning entry for the framework plan for the regeneration of 
the historic Temple Bar district as a new cultural quarter in 1992. Over the 
course of the 1990s, these practices got to build their vision for the city and 
won recognition for their work. In 1997 when a number of the new buildings 
and public spaces in Temple Bar were submitted for the annual AAI Awards, 
Kenneth Frampton was invited to lead the jury. In his report he commented “I 
knew of course that there was a strong architectural culture in Ireland, but I 
had no idea what this culture had been able to achieve in recent years; above 
all I had only the vaguest notion of the remarkable Temple Bar development in 
Dublin. Not that this is the sole story about the rebirth of Irish Architecture by 
any means....the vitality and skill displayed in this year’s AAI Awards are surely 
exceptional by any standards, particularly when one has a “minor culture” as 
Milan Kundera would put it.” (Frampton, K. 1997).

IRELAND AT VENICE ARCHITECTURE BIENNALE 2000 - 2010
Ireland had been a regular participant in the Art Biennales from the 1960s on-
wards so with the appreciation and public awareness of architecture growing 
in Ireland in the 1990s, Raymund Ryan was asked to commission a pavilion 
to represent Ireland in the 2000 Architecture Biennale. The budget was small 
and he selected a very young Tom de Paor to do it. De Paor’s pavilion played 
on received ideas by making a small corbelled structure out of turf briquettes: 
“I am really interested in the cliché, that there’s an underscoring of stereo-
types or that there can be something in those national pavilions that’s kind of 
cod but also potentially very profound..” (de Paor, T: 2013). The first outing 
was deemed a success and in 2004, O’Donnell and Tuomey presented their 
furniture college in Connemara in collaboration with commissioner Shane 
O’Toole. “We wanted to make something which in itself was representative of 
the architecture we have made in Letterfrack...its quite difficult because you 
do come into areas where you are beginning to overlap a bit with stageset.” 
(Tuomey, J. 2004). In these and subsequent pavilions, stereotypical images 
of Ireland were introduced in order to represent a “minor culture” on an inter-
national stage.

The desire to create or invent a regional culture that these pavilions ex-
pressed was a strong feature of architecture in the second half of the twen-
tieth century, but by the millennium it had begun to run out of steam. Even 
those like Alan Colquhoun who had advocated this approach in the 1970s, 
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were now openly critiquing it: “Modern postindustrial culture is more uniform 
than traditional cultures because the means of production and dissemination 
are standardised and ubitiquous. But this uniformity seems to be compen-
sated for by a flexibility that comes from the nature of modern techniques of 
communication, making it possible to move rapidly between codes and to 
vary messages to an unprecedented extent. This greater freedom, this ability 
of industrial society to tolerate difference within itself, however, does not fol-
low the same laws that accounted for differences within traditional societies. 
In these societies codes within a given cultural region were completely rigid. It 
was precisely this rigidity that accounted for the differences between different 
regions. In modern societies, these regional differences are largely obliterat-
ed.” (Colquhoun, A. 1997: p22).

The figurehead of modern architecture in Ireland Michael Scott had be-
come known in his early career for bringing modern architecture to Ireland. 
He had significantly won the prize for his Pavilion of Ireland at the 1939 World 
Fair in New York ahead of such future luminaries as Alvar Aalto and Oscar 
Niemeyer. Scott had made Ronnie Tallon and Robin Walker partners in 1957 
and they had taken the practice in a more Miesian direction in the 1960s and 
1970s, and had designed a series of major projects for the Irish state that 
won them recognition on both sides of the Atlantic. Just before Scott retired 
in 1975, they had been awarded the RIBA Gold Medal, a major international 
accolade.

The work of Scott and Partners along with that of other Irish modernists 
belongs to the first sixty years after independence when, as Kathleen James-
Chakraborty has written “The challenge of establishing nationhood in ways 
that would be legible abroad spurred many of these (i.e. postcolonial) new 
governments, for example, to eschew local precedent and experiment with 
styles with global reach, first neoclassicism and later modernism.” (James-
Chakraborty: 2014). In Ireland, and elsewhere, in the middle of the twentieth 
century, modernism in architecture had a role in representing the modernity of 
the postcolonial state and the positivist and emancipatory values of modern 
architecture were seen to embody the freedom of political independence.

SHIFTING GROUND - PAVILION OF IRELAND, VENICE ARCHITECTURE 
BIENNALE 2012
In 2011 Culture Ireland and the Arts Council made an open competitive call 
for a curatorial concept to represent Ireland at the Venice Architecture Bien-
nale in 2012. The call asked for proposals that addressed three priorities: A 
theme that was significant in an Irish Context; A theme that is both inspiring 
and analytical in our current culture in Ireland and in the context of global 
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circumstances; Current architectural thinking and issues relating to the built 
environment in Ireland.

I made a submission and proposed an exhibition that would look at the 
implications of the globalisation of Ireland for architectural culture through the 
work of heneghan peng architects who are based in Dublin but who were 
working on three continents. As a practice they had from the start used the 
emergence of networked digital communications and collaborative practice 
to develop an architecture that engages with different places through shared 
experiences and values.

The exhibition grew out of our reflections on these questions of architec-
ture and representation. We particularly wanted to avoid using models or 
figurative drawing methods and to instead create an immersive experience 
for visitors. The exhibition sought to conceptually link three sites - Venice; the 
Giant’s Causeway Visitor Centre in Antrim; and the Museum of the Pyramids 
in Cairo. We saw that the element that united all of these places was water, 
and that water periodically enters the Arsenale when Venice floods. We want-
ed to embody a collaborative practice in this floating world.

Figure 1: Shifting Ground: Pavilion of Ireland 
at the 13th Venice Architecture Biennale 

2012 (Photo: Marie-Louise Halpenny).
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We also wanted to spatially terminate the central walkway of the Arsenale 
that had once housed the Strada Novissima by straddling it with our pavilion. 
Biennale director David Chipperfield had made some disparaging remarks 
about conceptual architectural design in his announcement of the theme of 
the Biennale, so we wanted to subvert this in a playful way and to poke fun at 
his ungenerous definition of Common Ground. I also wanted to announce a 
new direction, away from selfconscious definitions of Irishness, so I called the 
installation Shifting Ground (Beyond National Architecture).

The specific response was inspired by Carlo Scarpa’s treatment of the 
acqua alta in the Palazzo Querneli Stampalia where he established a datum, 
below which everything could be flooded and immersed in water. We adopt-
ed this in the pavilion of Ireland where we tracked the level of the flooding in 
the efforvescence on the brickwork of the Arsenale building and set this as 
a datum line in our exhibition space. At the centre we placed a highly unsta-
ble multi-pivot interlocking see-saw designed by heneghan peng with Arup, 
and we placed a sticker on the floor that read: “Please sit on the Exhibit”. 
The result was a highly performative installation where people collaborated to 
balance the see-saw and moved their bodies along the benches to achieve 
equilibrium.

The walls were covered by a giant triptych of detailed drawings of every 
stone used in the façade of the Giants Causeway Visitor centre digitally gen-
erated by Joseph Swann. The details were generated by grasshopper, a 
plug-in for Rhino and were drawn directly by the software itself. We were 
the only exhibitors in the Arsenale who did not block up the windows of our 
space thus allowing the daylight, air and water in. Peter Cook got our joke 
and in his review for the Architecture Review, he wrote that “for its humour 
alone, the Irish see-saw is worth the trip to Venice. (Cook, P. 2012).

INFRA-ÉIREANN: PAVILION OF IRELAND 2014
The following year the Biennale Foundation appointed Rem Koolhaas as di-
rector of the 2014 exhibition and he announced that he wanted to look back 
at 100 years of modernity in order to look forward. The idea of an architecture 
biennale that would look at the impact of modernity was clearly a riposte to 
the postmodern exhibition of 1980, and the French historian Jean Louis Co-
hen labelled it “the past of the present” as a pithy inversion of the Portoghesi’s 
“Presence of the Past”. Koolhaas’ Brief to Participating Countries read - “In 
1914, it made sense to talk about a “Chinese” architecture, a “Swiss” archi-
tecture, an “Indian” architecture. One hundred years later, under the influence 
of wars, diverse political regimes, different states of development, national 
and international architectural movements, individual talents, friendships, ran-
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dom personal trajectories and technological developments, architectures that 
were once specific and local have become interchangeable and global. Na-
tional identity has seemingly been sacrificed to modernity.” (Koolhaas; 2014). 
His aim was to get all of the participating countries to address this theme.

The experience of modernity meant different things to different countries, 
and the history of the dominant cultures was a reduction in influence after 
the First World War, whereas the experience of countries that had been col-
onised was a gradual shift towards autonomy and political independence in 
the twentieth century. For a country like Ireland, where major cultural signifiers 
like language had already been erased, modernity became a means to re-
make national identity after independence from the United Kingdom.

In response to a competitive open call from Culture Ireland and the Arts 
Council, I submitted a proposal with Gary A. Boyd, a teaching colleague, 
and we were successful. We proposed to research the development of Irish 
identity across the century suggested by Koolhaas through the development 
of ten modern infrastructures, and to write a book and make an exhibition of 
what we found. From the outset, it was conceived as a retroactive manifesto 
for modern architecture in Ireland and to emphasise the tectonic and social 
dimensions of modernism. We invited eight other researchers to join us and 
over a few months researched the development of the state from the appro-
priation of the postal infrastructure in the 1916 rising to the construction of 
large data farms and networks in the current decade. The research and exhi-
bition were conceived as a matrix and we wanted to use a spatial expression 
of this directly in the making of the exhibition.

We read the infrastructural making of modern Ireland by architects like 
Scott and Fitzgerald as, in Bruno Latour’s phrase, “a gathering of objects” 
and the realisation of an architecture where the opposition between technol-
ogy and culture is blurred so that technology becomes cultural and culture 
technological (Boyd, G. & McLaughlin, J. 2015). We followed Stan Allen’s 
criticism of postmodern architecture’s focus on representation and argued for 
architecture’s agency so that it act as an instrument capable of “transforming 
the human condition rather than merely expressing it” (Allen, S: 1999). In 
giving this spatial expression, we followed Koolhaas’ invitation to participants 
to “look back to look forward” and drew inspiration from Jean Prouvé’s steel 
structures for Le Corbusier’s Heidi Weber Pavilion in Zurich in the design of 
our nomadic pavilion.
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We had determined curatorial strategy where we would exhibit four images 
of each infrastructure across different scales: territorial; building; construction 
detail; and the filmic. To house these we designed a rectangular pavilion to 
stand as an open framework of modernity inside the Arsenale. We were inter-
ested in the readings that this would lead to as different infrastructures would 
be read in relation to each other and the framework itself would read against 
the historical structure of the host building. We also enjoyed the historical 
reading of a building with no façade on the site of Strada Novissima.

MAKING IRELAND MODERN 1916-2016
In 2015 The Arts Council of Ireland asked us to look at the feasibility of ex-
panding the exhibition for a wider audience and to show it in 2016 as part 
of their celebrations of the centenary of the Easter Rising that began the war 
of independence in 1916. To do this we added another layer of content by 
sourcing historical artefacts relating to each of the ten infrastructural episodes 
such as some overprinted British stamps that had been used immediately 
after independence in 1921 until new Irish stamps could be issued. The arte-
facts increased the emotional impact of the work and helped it to connect to 
a wider audience. In Dublin we erected our expanded pavilion inside the Real 
Tennis Court in Earlsfort Terrace. This building had once been the building 
laboratory of the school of architecture of UCD before it moved to the Dublin 
suburbs in 1980.

Figure 2: Infra-Éireann: Pavilion of Ireland, 
14th Venice Architecture Biennale 2014 
(Photo: Alice Clancy).
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CONCLUSION
Murray Fraser has described design research as ‘a two-fold movement 
[where] critical practice has to form its operations around a dialectical en-
gagement between ideas and practices [and] a very real task as a mechanism 
for a wider critique of architecture itself’ (Fraser, M. 2013). In pursuing the 
latter, the pavilion as a transitory building type occupies a privileged position. 
Relieved of the burdens of traditional construction, it can represent a type 
of speeded-up architecture able to intimately and precisely respond to and 
convey social, political, economic or other contexts. For Barry Bergdoll the 
pavilion has often been a ‘trampoline for invention’ (Bergdoll, B. 2009). Ac-
knowledging this potential, these pavilions of Ireland were conceived as em-
bodied manifestos that sought to reconnect with and celebrate lost traditions 
of modernism in Ireland. In their development, acts of design, curation and 
research continually overlapped - the author of this essay had combined roles 
as designer, curator, and commissioner - influencing the emergence of key 
criteria: the incorporation within the pavilion’s form of some of the qualities of 
its contents and the logistical conditions attached to its delivery, siting and 
spatial performance.
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ARCHITECTURE BETWEEN STATIC AND DYNAMIC
The concepts of dynamic architecture are present throughout history of man-
made environment as pointed out by Robert Kronenburg “flexible architecture 
is not a new phenomenon, but a form of building that has evolved alongside 
human beings developing creative skills” (Kronenburg 2007: 18). We can find 
historical examples in nomadic yurtas or Asian dwellings with movable parti-
tioning and facade panels. Modern movement was also concerned with flex-
ible floor plans, being adaptable to variety of uses. More detailed concepts of 
an adaptive, responsive architecture were articulated in 1960s with develop-
ments in cybernetics and believes that architecture should enable its users to 
change it. Archigram’s Walking city (1964) and Living Pod (1966) with Cedric 
Price’s Fun Palace (1964) are appreciated examples. More recent realisations 
include Jean Novels’s Arab World Institute (1988) and Enric Ruiz-Geli’s Me-
dia-TIC building (2011).

Nevertheless buildings are usually less adaptive, as critically observed 
by Stewart Brand, “Almost no buildings adapt well. They’re designed not to 
adapt; also budgeted and financed not to, constructed not to, administered 
not to, maintained not to, regulated and taxed not to, even remodeled not to. 
But all buildings (except monuments) adapt anyway, however poorly, because 
the usages in and around them are changing constantly” (Brand 1994: 249).

Broad acceptation of concepts of ecology and sustainability, constitute 
political, cultural and administrative attitude towards protecting environment. 
This is a base for accelerated engagement of architect with responsive archi-
tecture, fueled by expansion of accessible technologies (digital and others) 
which are redefining relation between information and matter.

The concept of responsiveness belongs to the understanding of architec-
ture that considers dynamics and change as crucial aspects of the creation of 
the space. This challenges fundamental conception of architecture, of being 
a static artifact to oppose time. Kronenburg observes that “The concept of 
a movable building appears at first to be an oxymoron” (Kronenburg 2007: 
175). Majority of buildings consist of static and dynamic elements and it is up 
to us to understand and evaluate seemingly paradox relation of dynamic and 
static constituents of architecture.

The fact is that “everything generally engaged with architecture is of living 
origin but built spaces remain far from exhibiting vital phenomena” (Kretzer 
2014: 16). Possibly, main question would be: what is the role of architecture 
as the man-made entity, operating with nature and living systems. Respon-
siveness in architecture resides on considerations of the broader aspect put 
forward by Kolarević: “how change is manifested in architecture” and “how 
time should be considered as essential design dimension” (Kolarević 2015:v).
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DEFINITION OF RESPONSIVE ARCHITECTURAL ENVELOPE
Great variety of descriptive terms are associated with architecture that change 
(Lee 2012: 139). Naglaa Ali Megahed provides definitions of adaptable, de-
ployable, intelligent, mobile, performance-based, responsive and transforma-
ble/transportable architectures. Responsive architecture is defined as “struc-
tures designed to respond to the social and/or environmental stimulation at 
a specific place” (Megahed 2017: 133). There are two issues especially in-
teresting and different in definition of responsiveness in relation to the other 
topics. Firstly, responsiveness works with social and environmental context 
and secondly, it is related to the specific place.

Responsive architectural envelopes operate between environment and us-
ers, both of which are fundamentally dynamic systems. Yet most of the build-
ings are design to be static. We have all experienced that buildings change 
through time but changes are rarely considered as an integral component of 
the building design.

Philip Beesley, in conversation with Moore, talks about architectural quality 
of responsiveness (dubbed sensitivity in his proposal) and offers a caution: 
“Responsiveness does not necessarily make something sensitive. We walk 
through a shopping mall and the doors open, don’t they? We clap our hands 
and the light goes on. These kinds of functions are not profoundly revolution-
ary. When I dwell on the term responsive, I do not mean a one-way respon-
siveness where things pick up on what we want and are more sensitive to us. 
I have a hunger to find a mutual relationship with the environment in order to 
discover new kinds of balances for the future.” (Moore 2012). “Responsive 
speaks of how natural and artificial systems can interact and adapt” (Beesley 
at al. 2014: 333).

Responsiveness in this article is defined as an active reciprocal two-way 
relationship between environments and its users, conducted via architectural 
entities. While the term of adaptive is understood as concentrating on the 
change of something, responsiveness is more dealing with providing an an-
swer, a content, to the changes within context. It is more about the goals and 
attitudes of connections and relations of elements, than the act of changing 
itself.

Zaera-Polo positions envelope as a core concern of a discipline “affecting 
materiality and construction, environmental performance, energy efficiency 
and other issues, but it also engages several political forms: economical, so-
cial and psychological” (Zaera-Polo 2008: 78).

We understand the definition of the architectural envelope as defined by 
Matej Blenkuš, saying “the architectural envelope excludes the living space 
from a neutral environment, materially defines it and gives it an image.” At 
the same time, it is pointed out, that “the role of the architectural shell in the 
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relationship between the external environment and the inner living space is 
two-directional, since the entities are being separated and connected simul-
taneously.” (Blenkuš 2003: 110)

Envelope is considered not as a surface (predominantly two-dimensional 
spatial element) but as the spatial entity operating in depth of the space. 
Envelope could be understood as a fractal mechanism functioning between 
spaces of different characters within the same principle of being porous, op-
erational and mediating boundary (for material and information) throughout 
the entire space which is providing human habitat.

THE CONCEPTUAL FRAMEWORK FOR RESPONSIVE ARCHITECTURE
This paper aims to present a comprehensive and structured classification of 
examples of the responsive architecture. Framework enables to place the 
variety of concepts in context with each other and searches for existence of 
relations between the key variables.

There are several orderings, classifications engaged with the dynamic ar-
chitecture. Movement in architecture could be divided in four categories: in 
plan people move in certain way across a building, experience of people 
when moving through the building; urban implications of movements (pat-
terns of everyday life) and non-physical representation of movement (Brit-
tain-Catlin 2016: 465). Kronenburg is working with four terms describing 
flexible architecture: adapt, transform, move and interact (Kronenburg 2007). 
Presentations of “Adaptive architecture” conference (held in London, 2011), 
for example, were grouped into four categories: dynamic facades, transform-
able structures, bio-inspired materials, and intelligence. In similar manner, 
bioinspiration, materiability and intelligence are organizational topics of publi-
cation “Alive: advancement in adaptive architecture” (Kretzer 2014: 21).

Evidently, there is a range of proposed groupings of topics and projects 
dealing with dynamics and change in architecture. Listed topics could be 
grouped in three categories: typologies of change (move, adapt, etc.), mate-
rials (smart, bio, etc.) and non-physical implications (intelligence, representa-
tion, etc.).

Based on the overview of existing literature and on-line information about 
architectural projects dealing with movement, the author proposes that the 
concept of responsiveness in architecture is considered on five different lev-
els, ranging from quantitative entities (scales, materials, energy) to qualitative 
entities (incorporation of dynamics into design process, responsiveness be-
ing integral part of architectural project).

First level articulates scales, describing space and time dimensions, in 
which changes occur. Loonen and others propose the spatial scales of ad-
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aptation of climate adaptive building shells are divided into two classes. Mac-
ro scale implies that a certain kind of observable motion is present. Micro 
scale adaptation directly affects the internal structure of the material (Loo-
nen et al. 2013: 488). Time-scales definition seems straight-forward, divided 
into seconds, minutes, hours, years. Definition of time-scale, in respect to 
users, should introduce understanding of time, not as an abstract uniform 
category, but as qualitative entity of architectural objects in regard to peo-
ple. For example, diurnal (day-night cycle) and seasonal time-scales could 
be defined, finding the later the most elegant application area (Loonen et 
al. 2013: 487). Brand describes the fundamental relevance of time-scales 
for the buildings with following explanation “Because of the different rates of 
change of its components, a building is always tearing itself apart” (Brandt, 
1994: 13). Time-scales are critically related to the issue of visual pollution and 
obsoleteness “There is also the ever-present danger of creating “gimmicky” 
architecture that becomes “boring” very quickly” (Kolarević and Parlac 2015: 
87). Overwhelming responsiveness can obviously become tiring for people.

Second level is concerned with the stages in architectural production pro-
cess. Megahed is putting forward the conceptual framework where main di-
vision of kinetic architecture is based on the static approach and the dynamic 
approach. Static approach seeks virtual movement as an aesthetic effect and 
does not include real movement of elements of the building. It happens in the 
design phase using different digital tools and strategies. Dynamic approach 
on the other hand incorporates transformative structures into the building 
which literally change or move in space and time (Megahed 2017: 133). Dy-
namics in architecture can work on different levels of architectural activities, 
from the design phase, to the way it is build, to the way it is used, to the way 
it is disassembled. Self-assembly of elements (Tibbits 2012: 69), growth and 
printing of building materials, biological organisms as structure, are some of 
the topics being investigated to address the issue of erecting built structures. 
This challenges the role of an architect with computational, algorithmic and 
other design methods.

Third level deals with the materials as fundamental property of the built 
environment, energy as a source of movement and technology as means to 
bring them together. Three strategies, defining attitude towards technology, 
are being articulated: high-tech, low-tech and combination of both. High-tech 
strategy builds upon mechanical part, sensors and actuators. Mechanical 
parts tend to fail and are subject of becoming obsolete, therefore alterna-
tive thinking about responsiveness, in terms of low-tech solutions, is recently 
flourishing. Low-tech solutions do not have mechanical parts, taking advan-
tage of the material embedded computation properties, to replace machines 
and to “unfold truly ecologically embedded architecture” (Menges 2012: 58). 
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Movement of the elements can rely on different types of actuations: mechan-
ical, pneumatic, hydraulic, material-based, manual (Kolarević and Parlac 
2015: 71-84), which use different energy sources: produced energy (elec-
tricity, hydraulics), environmental energy (heat, moisture) and human activity.

Fourth level deals with a fundamental question of control of the movement, 
raised by the responsive elements in the buildings. The hybridized model 
of control is proposed by Tristan d’Estree Sterk, being useful “to produce 
responses that have adjustable response criteria, achieving this by using oc-
cupant interactions to build contextual models of the ways in which users oc-
cupy and manipulate space.” (Sterk 2006: 498). Possibility of user override of 
automated response is paramount to nourish human ontological complexities 
based with gradient of rational to emotional behaviour. Peter Šenk investi-
gates Japanese architecture of Metabolism (Nakagin Capsule Tower) in rela-
tion to power, and concludes with “free mobility has rendered (mega) struc-
ture management into a matter of the structure of power and control,” both 
of which are fundamental issues put forward by the responsive architecture.

Fifth level is concerned with the fact described by Mark Meagher, that “in 
rare cases these responsive elements become an integral and poetic element 
of a culturally significant work of architecture” (Meagher 2015: 159). Jules 
Moloney sees Zuk and Clarke (authors of Kinetic Architecture book, 1970) 
as being first to start discussion about describing kinetic aesthetics beyond 
functional and technological discourse (Moloney 2011: 31,32). Responsive 
building components have the potential to add to measurable goals of en-
ergy-efficiency and become “a poetic, expressive, and potentially subversive 
element in architecture” (Meagher 2015: 161), following the lead of “recent 
attempts to shift grounds of the architectural debate away from technology 
and production toward political critique and ideology are rightly aiming to 
recover some political ground that has been missing for some time within the 
discipline” (Zaera-Polo 2008: 76). Beyond aesthetics, we would argue, there 
is an opportunity for the concept of responsiveness to be connected to the 
expression of cultural values of community. General ethics, as described by 
Warwick Fox, would consist of three entities: (1) inter-human ethics, (2) ethics 
of the natural environment and (3) ethics of the human-constructed environ-
ment (Fox 2006: 8, 14). General ethics are referred to as the theory of respon-
sive cohesion, which describes the interaction between people (or objects) 
and the environment (as the context), somewhere between fixed- cohesion 
(domination) and non-cohesion (anarchy), being “concerned with identifying 
the deepest, most general source of value that exist” (Fox 2006: 63).
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Table 1: Comparison of examples of 
responsive architecture (using proposed 

framework) and evaluation of their cultural 
impact. Table prepared by author on the 

basis of the works of Kolarević and Parlac 
(2015), Meagher (2015), Menges (2012) 
and Besleey (2010). Space-scales (ss): 
(S) small scale object, (M) medium size 

buildings, (L) large buildings, (XL) high-rise 
buildings. Time-scales (ts): (M) minutes, (H) 

hours, (D) diurnal, (S) season, (P) period. 
Technology (th): (L) low-tech, (H) high-tech, 
(B) both; Material (ma): distinctive material 

used. Energy source (en): (E) electricity, 
(B) material embedded, (M) manual, (L) 

living organisms. Control: (D) deliberate, (A) 
automated, (H) hybrid.

CASE STUDY: RENOVATION OF THE MODERNISTIC BUILDINGS IN THE 
CITY OF LJUBLJANA
Possibility of designing responsive architecture was tested within elective 
course The Detail in Architectural Composition at the Faculty of architecture 
in Ljubljana, led by assoc. prof. Jurij Sadar and assist. Miha Čebulj in winter 
terms 2016 and 2017, working with undergraduate students of the fifth aca-
demic year. The objective was to analyze existing details of selected culturally 
relevant modernistic buildings in Ljubljana and to develop a new, projective 
details, with focus on designing dynamic and responsive architecture (in ad-
dition to energy-efficient renovation). Focus of investigation was to under-
stand and propose a possible integral responsive architectural elements to 
the buildings envelope, to maintain and update buildings cultural relevance.

Design method
It should be mentioned that proposed design method is to large extent the 
articulation of authors 10 years experience with working on numerous archi-
tectural projects of different scales (from furniture to large scale buildings). 
Proposed design method is not a set of rules but a dynamic system of (1) 
design attitudes and tendencies, (2) goals and decision mapping tools and 
(3) cyclical evaluation process of architectural effects.

The method consists of the analytical part and the project part. Both are di-
rectly linked in repetitive circular processes, informing each other. Both parts 
use parameters as a basic strategy to think about dynamics and responsive-
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ness in architecture. Diagrammatic evaluation matrix, as the articulation de-
vice, brings design goals, concepts and strategies in relations to each other. 
Tools of textual and diagrammatic articulation of the concepts, images banks, 
digital and physical models and technical drawings are used accordingly.

Inclusive design method uses technology pragmatically (such as paramet-
ric design and digital manufacturing) and is rather focusing on the architec-
tural concepts, dealing with the materials and geometries in innovative way.

Evaluation of the architectural proposals (applied continually during the 
design process) is based on three levels, as proposed by Blenkuš “(1)metric 
evaluation based on calculations and measurements, (2) empirical evalua-
tion (based on perceptual-recognition processes) and (3) semantic evaluation 
(based on culture)” (Blenkuš 2003: 168).

Architectural design process consequently operate on the objective, the 
subjective and the collective level. With an aim to include sociological, psy-
chological and cultural dimensions to the projects.

Results of the case study
In the first group of projects (winter term of the academic year 2015-2016), 
the emphasis was put on the articulation of material, texture and scale attrib-
utes of the existing facades, which constitute the building’s identity. Selected 
materials (concrete, stone, bricks, etc.) were investigated in terms of new 
techniques of the material processing. Buildable geometries were proposed, 
to enable spatial effects and expressions, based on and responding to the 
material, emotional and cultural entities. For example, the projects for the ren-
ovation of The Museum of Modern Art in Ljubljana, employed new technology 
of ultra thin flexible natural stone, to change different textures of the existing 
stone (as prevailing facade material of the existing building) into performative 
three-dimensional facade apertures, controlling quality of the light penetrat-
ing the gallery, lobby and offices. First group of projects were introduced to 
design method which gives a way to think about dynamics in architecture.

Second group of projects (winter term of the academic year 2016-2017) 
were introduced to the concept of literally moving parts of the building. The 
project Twisted Curtain (elaborated by Ines Galun) provides sensor controlled 
shading system of the multi-layered ETFE cushions to negotiate between fa-
cade envelope functions. Simultaneously being a mechanism to control light 
atmosphere in the gallery space and the interactive boundary responding to 
act of the visitors entering the building (see figure 1). Reference to the existing 
building, with expressed vertical shading, was adopted but changed in scale 
to providing improved light ambience of the space.
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The project Bending Belts (elaborated by Emmanuel Ganzhorn) works on 
the office tower providing beautiful views over vast territory. Temperature 
loads, deriving from the inefficient shading system, is the main problem of 
the building. Idea of small responsive components, providing movement of 
larger spatial elements, was introduced by shading system with responsive 
bimetallic joints moving vertical louvers (see figure 2). Material embedded re-
sponse yields a need for additional control systems to enable user override of 
the movement of louvers.

Figure 1: Twisted Curtain project proposes 
renovates HALA C building (architect Milan 

Mihelič, 1967, Gospodarsko razstavišče) 
by using movable multi-layered ETFE foil 
curtains, negotiating between controlling 
light condition and entering the building.

Figure 2: Bending Belts project proposes 
renovation of S2 building (architect Milan 

Mihelič, 1980, Bavarski dvor) by using 
bimettalic joint components to move 

larger scale louvers by material embedded 
capacity.

Evaluation of a case study
The focus group method is a form of group discussion where participants are 
directly involved in the participation and expression of their opinion. Focus 
group session was conducted at Faculty of Architecture in Ljubljana (cab-
inet no. 19), on Wednesday 22nd of February (from 13.00 to 14.45). Four 
student, who were the most successful at the subject course, attended the 
focus group session (two of Slovene and two of French nationality). Debate 
focused on five main topics: (1) responsiveness in architecture, (2) technol-
ogies and materials which enable responsiveness, (3) do we need specific 
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design strategies and methods to design responsive architecture, (4) scales 
of responsiveness in space and time and (5) can responsiveness become an 
integral part of architecture with broader cultural impact.

Students were not familiar with the concept of responsiveness before 
the course. They were familiar with some examples of responsive buildings, 
but did not understand responsiveness as projects main architectural issue. 
When defining responsiveness in architecture, students talked about the abil-
ity of architecture to affect people and the environment and the ability to 
interact with the context. On the topic of relevance of responsiveness for ar-
chitecture, answers differed from responsiveness being understood as useful 
(in sense to keep up with constantly changing world), interesting (with scep-
ticism about problems when responsive elements fail) and offering new pos-
sibilities. They did not find it necessary, for responsiveness, as a design goal, 
to require special design tools and strategies (but they found usage of digital 
techniques helpful). Students did not understand the relation of responsive-
ness and technology as mandatory but optional. When trying to define the 
spatial scales, which would be the most suitable for realisation of respon-
sive elements (furniture, partitioning elements, rooms, facades, on city scale), 
opinions were scattered and not unified. Nevertheless, the scale of building 
facade was rated as the most appropriate for integration of responsive ele-
ments. Student did see potential to apply the concept of responsiveness in 
the public buildings, where it could contribute to broader cultural impact of 
the buildings, but not as the primary architectural issue.

CONCLUSION
Responsiveness as architectural concept is not new (Lee 2012: 11) but it is 
gaining momentum due to the advancement of technology and new materi-
als. Presented paper aims to shift attention from technical issues to psycho-
logical, sociological and cultural aspect of the concept of responsiveness 
and bridge the gap between “those who believe architecture is a mere social 
construct and those who believe that architecture’s facts are determined by 
the inexorable laws of physics, economics, buildability, climatology and er-
gonomics” (Zaera Polo 2008: 76). Student projects of renovation of relevant 
modernistic buildings in Ljubljana show possible way to introduce the con-
cept of responsiveness as integral and potentially subversive architectural 
concept. At the same time, our findings point to the responsiveness as not 
being a mature concept. It is lacking, for example, articulation of the typology 
of operational processes (seen as possible future research topic) and fur-
ther development of favorable cultural atmosphere, to achieve architecture 
“that correlates living with nonliving, passive with dynamic, sustainable with 
self-adaptive,” (Collet 2014: 8), which would be able to work with, and gain 
from, the ontological challenges of dynamic habitats we live in.
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FRANCISCO CONCEIÇÃO SILVA IN HIS CONTEXT
Francisco Conceição Silva (1922-1982) was born in Lisbon. He graduated 
in Architecture at the Fine Arts School in Lisbon in 1946, during a period in 
which there was great repression and political confrontation in Portugal, coin-
ciding with the end of World War II.

In opposition to the Portuguese regime politics, the I.C.A.T. group1 ap-
pears in Lisbon in 1946. This was a group formed by several architects of a 
new generation “in defense of a new architecture” (Fernandez, 1988), among 
which was the young Francisco Conceição Silva (FCS), and it would have an 
influential role in the architectural and visual arts debate.

During this period the magazine Arquitectura reappears under a new man-
agement, with strong conections to I.C.A.T., and becomes an important in-
strument in the diffusion of a new Portuguese architecture that tries to move 
away from a language associated with the architecture of the Estado Novo2. 
This magazine was also notable by the strong references to international 
architecture through the publication of several representative works of the 
Modern Movement.

In 1948, the 1st National Congress of Architecture was held with the 
strong presence and participation of the I.C.A.T. and the ODAM3, a group 
of architects from Oporto. For the first time several themes were discussed 
by two generations of ideologically distant architects, assuming different po-
sitions. Nonetheless, the freedom of their speeches and their contents were 
guaranteed, and a general contestation of national values emerged (Tostões, 
1997). In this context, FCS and Cândido Palma de Melo presented a mani-
festo on Teaching in Architecture, a critique of the architectural panorama in 
teaching and in practice.

Another initiative of I.C.A.T. was the participation in the organization of the 
General Exhibitions of the Arts (1946-1956). This consisted in a number of 
controversial exhibitions that became dynamic in the dissemination of portu-
guese neorealism and surrealism and clearly against a regime architecture. 
These exhibitions were set to establish a strong connection between archi-
tecture and the arts, and it is worth mentioning their multidisciplinary nature, 
including works of painting, sculpture, architecture, graphic design, decora-
tive arts and photography.

Sensitive to this relationship between architecture and the arts, FCS, with 
his vast experience in furniture design, proposed to João Alcobia the or-
ganization of the exhibition Exposição de Mobiliário e Decoração Moderna4 
at Casa Jalco5 in Lisbon. Participants in this exhibition included José Bas-
tos, Conceição Silva, the decorator Carlos Ribeiro, the painters Julio Pomar, 
Querubim Lapa, Sá Nogueira and the sculptors Rocha Correia, Jorge Vieira 
e Vasco Conceição. With the aim of creating a showcase of works that guar-

1 I.C.A.T. - Cultural Artistic and Technical 
Iniciatives

2 Estado Novo - the ruling fascist regime in 
Portugal (1933-1974)

3 ODAM - Organization of Modern Architects 
from Oporto

4 Modern Furniture Design and Decoration
Exhibition at Casa Jalco in Lisbon, 1951. 

5 Casa Jalco - Furniture Store in Lisbon
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anteed a modern environment, the exhibition turned out to be a surprise for 
the public (Vitorino, 1951), “and it was, at least, a scandal at the time” (Silva, 
1971).

FCS ended up maintaining a strong connection to Casa Jalco, organizing 
several exhibitions in this store. The exhibition on surrealist art (1952) with 
Vespeira, Fernando Azevedo and Fernando Lemos was striking and contro-
versial. From this relationship comes the invitation of João Alcobia (owner of 
Casa Jalco) to FCS to design the Hotel do Mar in Sesimbra (1960-1966). This 
is a work that marked the beginning of his atelier in terms of dimension and 
organized structure, as we will see ahead.

The methodology of integration of various artistic disciplines was evident 
in the work of Rampa store (1955-56). It was a project elaborated with José 
Daniel Santa-Rita, with the important intervention of Querubim Lapa in the 
design of the ceramic tiles on the entrance porch. The store went beyond 
a commercial space, as an exhibition space (Figure 1), and containing art 
works by Julio Pomar, Hansi Stal, Almada Negreiros, Querubim Lapa, Alice 
Jorge, Carmo Valente, Sá Nogueira among others.

Figure 1: Rampa Store. Source: Magazine 
Atrium n1 (September/October 1959).

Another example of his work process was the competition for the Portuguese 
Pavilion in Lausanne in 1957, which FCS won by presenting a multidiscipli-
nary team composed by José Daniel Santa Rita, António Sena da Silva (with 
experience in ephemeral projects), Manuel Rodrigues in the area of decora-
tion, and artists Almada Negreiros, Querubim Lapa and Jorge Vieira.

“In the field of furniture and objects it has led to something that I consider 
very important in my profession: that is to dominate, in fact, a project in its 
totality and to provide a relationship with parallel activities” (Silva, 1971)6

In this context and in a strong relationship with the arts, FCS was the 
director of the National Society of Fine Arts between 1957 and 1970, having 
been its president for the last three years. In 1956 he was also responsible 
for the creation of the Egraving Cooperative and four years later he created 
the Portuguese Tapestry Center. At the same time, he was the director of the 
National Syndicate of Architects (1954-1967).

6 Free Translation from: “(...)no sector do 
mobiliário e do objecto levou a uma coisa que 

considero muito importante na minha profissão: 
é o dominar, de facto, um projecto na sua 

totalidade e proporcionar uma relação com 
actividades paralelas.”
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THE STUDIO DEVELOPMENT
“I can say that there are three decisive moments in my career: the first was 
the Rampa, the second the Hotel do Mar, and the third, finally the Hotel da 
Balaia, in the Algarve” (Silva, 1971)7

If in an early period FCS had an important collaboration with Adelino Nunes 
and José Bastos (1945-1953). It was nevertheless his ambition to start an 
independent activity. The first atelier in Rua Nova da Trindade emerges with 
mostly single-family housing projects and several shops in downtown Lisbon. 
A significant relevance came from the work Rampa store, which is relevant in 
its approach to project design in its multidisciplinary components. The space 
was designed scenographically, with a ramp as the central element (Figure 
1). The ramp was the main feature in the overall spatial organization, thus cre-
ating a formal richness and intensity that was visible from the street through 
a big shop window. In turn, this strong interior/exterior relationship was un-
derlined by the portico, covered in ceramic panels by Querubim Lapa, which 
revealed the entrance to the store.

During the same period, FCS had the opportunity to design the project 
that represented a decisive moment in the office, because it represented a 
private work of great dimension and it would have repercussions on the future 
structure of the company - the Hotel do Mar in Sesimbra. The project was 
developed within a concept of total design, from architecture to furniture, 
with the integration of works of art and ceramics, and also the design of the 
exterior spaces.

“The Hotel de Sesimbra, in the early 60’s, launched the Atelier Conceição 
Silva and established, through an architecture with good formal quality and 
easy perception, the standard to be adopted by countless later achieve-
ments.” (Fernandez, 1985)8

This was the work that marked the turning point of the architecture of 
FCS into the beginning of the great Atelier Conceição Silva (ACS). The pro-
jects developed afterwards started to have more complex programs, always 
associated with large scale works. After being invited to develop the project 
of the Hotel da Balaia in Algarve, FCS invites Mauricio de Vasconcelos to 
be his partner, creating a joint office between 1965 and 1967. In order to 
guarantee a high quality response, a total control of the design development 
process and of the completion of the work, FCS with his entrepreneur spirit 
and awareness of the existing limitations, undertook himself the leading role 
in the construction of the Hotel da Balaia. This is the first example of a turn-
key project, where the architect is responsible not only for the design of the 
project but also for its construction.

“Imagining a future that was inclined to ever-growing organizations, he ad-
vocated the creation of large companies that would cover all the operations 

7 Free Translation from: “Posso dizer que há 
três momentos decisivos na minha carreira: o 
primeiro foi a Rampa, o segundo o Hotel do 
Mar, e o terceiro, finalmente o Hotel da Balaia, 
no Algarve” 

8 Free Translation from: “O Hotel de Sesimbra, 
no início dos anos 60, lançara o Atelier 
Conceição Silva e consagrava, através de uma 
arquitectura do bom nível formal e de fácil 
percepção, o modelo a adotar por inúmeras 
realizações posteriores.”
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of production, in which architects had a more active voice, precisely because 
they alone would know how to defend the whole process, so necessary to 
good completion of architectural works.“ (Toussaint, 1987)9

During this period, the ACS created a large business structure with ap-
proximately one hundred and forty employees, located at Rua D. Pedro V 
in Lisbon (from 1965 onwards). It was organized in several departments, 
maintaining multidisciplinarity as the main principle, the one in which FCS 
had always firmly believed. The company consisted of the departments of 
architecture, design, urban planning, photography, landscaping, art and en-
gineering. There was a radio station that was managed by the studio itself. 
Within the architecture department there were several working groups with 
a clear hierarchy in their organization and output, this being a unique model 
in the country.

This was a period with an extensive private project demand, with pro-
jects of collective housing, offices, and tourism related buildings, such as 
the Housing Towers in Alfragide in 1968, the Castil office Building in Lisbon 
in 1971, the Avenida de Roma Plan and the Tourist Complex of Tróia Pen-
insula (1971-1974). The ACS starts to collaborate with companies that will 
influence the definition of the constructive options of its works, thus ensuring 
their proper execution. In the case of the Tróia project, the partnership with a 
precast plant leads the office to realize that the use of pre-fabrication could 
be an innovative strategy as a constructive system. Both for its effectiveness 
in terms of construction speed as for the guarantee of the final work quality 
(Chamberlain, 1987).

CASE STUDIES
In order to answer the set question: What are the main characteristics of the 
design methodology of ACS that made it stand out in its time? Two case 
studies were developed: Hotel do Mar and Hotel da Balaia. The selection 
criteria were: i) they are outstanding works in the work course of FCS, ii) they 
are of the same building typology, iii) they are both large scale works.

Hotel do Mar
Following the exhibition at Casa Jalco and at the invitation of João Alcobia, 
FCS had the opportunity to design the Hotel do Mar (1960-1966) in Sesim-
bra.This is a work featuring a very sensitive and delicate insertion in the terrain 
- the volumes are composed by the sequence and unification of the room 
modules that accompany and reconstruct the topography of the slope. At 
one moment, horizontally, by the twists that the bodies of the rooms present, 
and at another, vertically, through the stepped volumes (Figure 2), creating a 

9 Free Translation from: “Imaginando um futuro 
entregue a organizações cada vez maiores, 

defendia a criação de grandes empresas que 
abarcassem a totalidade das operações dessa 
produção, na qual os arquitectos tivessem voz 
mais activa, exactamente porque apenas eles 

saberiam defender a globalidade do processo, 
tão necessário à boa conclusão dos trabalhos 

de arquitectura.”
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Figure 2: Exterior view of Hotel do Mar 
(1st phase – 1960/1963) (2nd phase – 
1963/1966). Source: Atelier Conceição 
Silva (1), Photography by the autor (2)(3).

strong relationship between interior and exterior.

On the other hand, it was an innovative project in its time, developed within 
the concept of a total and integrated design. It aims at the creation of a global 
environment, where the integration of the arts is clearly developed to the last 
detail. For instance, the furniture10 and lighting designed by FCS were devel-
oped in the perspective of a continued production, one that would later be 
used in other of his projects.The intervention of Querubim Lapa also stands 
out in the collective spaces and circulation areas of the Hotel, with the use of 
ceramic panels that in a poetic and figurative way identify the various spaces 
(Figure 3). We can also find works by Sá Nogueira, Maria Velez and António 
Charrua produced by the Engraving Cooperative and the Portuguese Tapes-
try Center11, the lithographs and serigraphs by Tomás de Melo, the sculptures 
by João Cutileiro and Graça Costa Cabral and the paintings by Pedro Leitão. 
Within the concept of a global and integrated design, the dinner services and 
the decorative pieces by the SECLA factory12, were also designed exclusively 
for the Hotel do Mar. After the opening of the second phase of the Hotel 
(1966), FCS maintained his connection with the work and with João Alcobia, 
and invited the young filmmaker José Fonseca and Costa to shoot a promo-
tional documentary of the Hotel - “E era o mar”.

10 Part of the furniture and lighting were 
designed by FCS. Another part being chosen 
by FCS and João Alcobia and purchased from 
Casa Jalco. The designed furniture was also 
produced by the same store. 

11 In 1956 FCS was responsible for the creation 
of the Engraving Cooperative and in 1960 also 
created the Portuguese Center of Tapestry. 

12 SECLA was a decorative ceramic factory 
created in 1947 in Caldas da Rainha, with the 
particularity of having as collaborators renowned 
designers and artists - Júlio Pomar, José 
Aurélio, Hansi Stael, António Quadros, Ian Hird 
e Ferreira da Silva.
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Figure 3: Furniture and lighting (FCS) 
exemples in a circulation space within the 
rooms area, ceramic panel by Querubim 

Lapa – Hotel do Mar. Source: Photography 
by the author.

Figure 4: Exterior view of Hotel da Balaia 
(1st phase – 1965/1967) (2nd phase – 

1971/1973). Source: Francisco Conceição 
Silva Catalog.

Hotel da Balaia
The Hotel da Balaia, located on Maria Luiza beach in the Algarve, is clearly 
the work that determines the beginning of the great company ACS. It brings 
to the country the unprecedented concept of a turnkey project. FCS thus 
proposes to take a more active role in the whole design and construction 
process.

(...) FCS equated the professional action from a new perspective: in addition 
to the design of the building, it was the architect’s task - for the first time - to 
create the material conditions for its completion, controlling everything from 
investment, procedures and construction techniques, to furniture and equip-
ment design, to the decoration and design of the logotype. (Lobo, 2010)13

To meet this new challenge, FCS created the construction company AC14, 
which would be responsible for building the Hotel da Balaia. The companies 
SIURBE real estate development and ARP advertising were also created as 
support structures and guaranteed the success of the venture - these were 
companies managed directly by FCS in close collaboration with ACS. It would 
be more valuable for FCS to manage the entire process, given the need to 
guarantee the architectural quality of the project without compromising the 
short time for its elaboration, eighteen months. “This is a great advantage, 

13 Free translation from: (...) FCS equated the 
professional action from a new perspective: in 

addition to the design of the building, it was the 
architect’s task - for the first time - to create the 

material conditions for its completion, controlling 
everything from investment, procedures and 

construction techniques, to furniture and 
equipment design, to the decoration and design 

of the logotype.

14 Construction Company AC - Arquitectura e 
Construção - founded by Francisco Conceição 

Silva
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Figure 5: Common areas room at Hotel da 
Balaia – featuring equipment and artistic 
works. Source: Francisco Conceição Silva 
Catalog.

that when we design not only are we familiar with the construction process-
es, but also that we keep the construction society immediately abreast and 
following the evolution of the project.” (Silva, 1971).

Similar to the project for the Hotel do Mar, several artists and designers 
were also involved, some as external collaborators and others part of the 
structure of the ACS company: that was the case of the artist Sá Nogueira 
responsible for the art department and that would produce pieces in tapestry 
and painting; The designers Carmo Valente and Carlos Calvet were respon-
sible for furniture design. From furniture design, decoration, artists’ interven-
tions, tapestries, and graphic design (Picture 5), everything was coordinated 
and managed by FCS.

This business model within architecture was one of the main themes at the 
National Congress of Architecture (1969). With two opposing views: criticized 
by Nuno Portas and Keil do Amaral that believed the architectural quality was 
not guaranteed when combined with the economic interests of large compa-
nies, and defending the philosophy of the exercise of the liberal profession; 
On the other hand Carlos Duarte pointed out the process of the Hotel da 
Balaia as an example of success (Fernandez, 1988).

Results
The following table compares the disciplines and authors envolved in both 
case studies. (Figure 6)

After analyzing the comparative table on the collaborations of the projects 
presented as case studies, we can observe that both have as process the 
integration of the arts. In both cases various creative areas actively participate 
in the process, from ceramics, painting, sculpture, engraving, serigraphy, tap-
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estry, graphic design and equipment design.
In Hotel do Mar, we only find the name of FCS as the author of the architec-
tural project. In Hotel da Balaia, two authors and collaborators were already 
identified as part of the ACS company, organized by departments. In the 
same way it is in Hotel da Balaia that the various companies managed by 
FCS: ACS (Architecture Office), AC (Building Company), ARP (Communica-
tion Company) and SIURPE (Real Estate Developers) appear.

We can also abserve the need to manage the whole process even after 
the completion of the architectural work, through its promotion. In Hotel do 
Mar a documentary was made by the film-maker José Fonseca e Costa and 
in Hotel da Balaia the communication company ARP was created.

CONCLUSION
The case studies developed demonstrate that FCS adopted a multidiscipli-
nary approach in his studio, making the most of his colaborators skills. These 
colaborators came from different creative areas, and thus contributed to the 
entire project as a whole composed of many different qualities and angles.

FCS adopted in Hotel do Mar the concept of a total architecture work, 
by controlling the design of all the different specialities. This experience and 
acquired knowledge led him later, on the development of the Hotel da Balaia, 
to constitute a company that would control the full proccess, from design, to 
construction, comunication and marketing of the building as a whole product. 
This way, he kept under control the quality of the overall project design.

DISCUSSION
Creating as a process - may be the expression that better defines the archi-
tect Francisco Conceição Silva. He had the capacity to constantly adapt his 
studio and its structure to each project and context’s needs.

Given his relationship with the various disciplines in his work process, we 
are led to think that he was responsible for the dissemination and promotion 
of some of these artists, as well as some of the associated industries.

Are there in the portuguese context currently offices with the same char-
acteristics as ACS, in regard to design process dimension and methodology?
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Figure 6: The table compares the 
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case studies.
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INTRODUCTION
Over the past two decades, several authors started writing the digital ar-
chitecture history by bringing new perspectives and visions on how digital 
technologies are changing architecture and design (Rocha 2004; Picon 2010; 
Cardoso 2012; Perry 2014; Steenson 2014). But those historic perspectives 
did not consider the evolution of transdisciplinary digital architecture like this 
ongoing research intends to make.

Although not considering a historic perspective of transdisciplinary digital 
architecture, the last-mentioned authors considered transdisciplinarity in ar-
chitecture and design. Rocha references the use of quantitative methods in 
architecture, Picon considers nowadays architecture as an outcome of the 
information revolution, Cardoso traces the inventiveness of design across dis-
ciplines, Perry writes about the work of pioneers of digital of graphical design 
across disciplines of some pioneers of digital graphical design and Steenson 
proposes transdisciplinarity to describe the work of Christopher Alexander in 
his PhD dissertation (Rocha 2004; Picon 2010; Cardoso 2012; Perry 2014; 
Steenson 2014).

Further than being digital, nowadays architecture tend to become trans-
disciplinary and like other transdisciplinary practices can use science and 
technology, concepts from other disciplines that are not as restricted as con-
ventional procedures. Transdiciplinarity is relatively new concept, first used 
by Jean Piaget and others in a 1970 congress (Jantsch, 1972; Lichnerowicz, 
1972; Piaget, 1972; Nicolescu, 2003, 2006; Klein, 2013). Authors like Mark 
Burry, Carole Despres, Roderick Lawrence, Isabelle Doucet and Nel Jans-
sens have promoted the transdisciplinarity in architectural research, teaching 
and practice (Burry, 2013; Després, 2012; Doucet & Janssens, 2011; Law-
rence & Després, 2004).

Therefore, transdisciplinarity can be considered a new approach in archi-
tecture, being plural, generative, formative, and interrogative (Klein in Dou-
cet & Janssens, 2011). An architect that has a transdisciplinary approach 
in research, teaching or practice can be considered a transdisciplinarian. A 
“transdisciplinarian develops their own discipline through practice while en-
meshed with others in shared design space, but they also redefine their disci-
pline through project-based working association” (Burry, 2013, p.84).

Contemporary architecture is probably a combined version of digital ar-
chitecture and transdisciplinary architecture and both concepts go some-
how against the classical view of pure fine arts architecture. In both cases, 
transdisciplinarity and digital, architecture is involved with science and it is 
important to understand the change in architecture and the contributions to 
that change.

In fact, architecture in the last hundred years has undergone a big change 
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but this transformation maybe has not started with early digital computers 
from the sixties. Nowadays digital architecture can be tracked back to the 
groundbreaking work of Ivan Sutherland and to his 1963 PhD thesis Sketch-
pad a Man-machine Graphical Interface at MIT. This was the first interactive 
CAD system to be known and even contemplating other pioneer work and 
the fact of being developed in an engineering department, this can be con-
sidered the start of digital architecture (Sutherland, 1963).

But before the digital change of architecture, it can be considered that a 
transdisciplinary change came first. Even knowing that the transdisciplinarity 
concept was only developed in the late sixties and early seventies, a contribu-
tion to a transdisciplinary change in architecture was being developed since 
the twenties with new teaching methods at Bauhaus with teachers like Walter 
Gropius and László Moholy-Nagy who taught future architects with a new 
machine-based method (Moholy-Nagy, 1947; Gropius, 1965).

With Bauhaus, a change of attitude started with architecture being taught 
considering technology and science. That change went from Germany to 
the UK in the mid-thirties and from there to the USA in the last years of that 
decade. In those years new ways of teaching architecture and design started 
in the US with Gropius in Harvard Graduate School of Design’s Department 
of Architecture and in the Chicago’s New Bauhaus founded by Moholy-Nagy 
(Findeli, 1990, 2001; Rocha, 2004; Pearlman, 2007).

Researchers have been writing the digital architecture history and theory 
grounded on methods that manage limited sets of primary sources and sev-
eral relationships with context and influences are lost. Following the increas-
ing availability of digital data sources in the internet, which were not created 
and structured with research purposes in mind it is necessary to adopt new 
computational approaches that allow researchers organize complex informa-
tion.

In this research, the methodology focuses on relating key figures using 
both traditional methods and new approaches that use the increasing availa-
bility of digital data sources in the internet. Those sources are not structured 
as primary sources but can be used as those to establish interactions. This 
new varieties of digital data sources, broadly available, can be systematized 
through new computational approaches like databases and methods of rep-
resenting geospatial time-based data.

Therefore, is fundamental to outline a transdisciplinary view of digital archi-
tecture and to apply together with conventional historical research methods a 
new kind of methodology, closer to the new media and data availability to link 
key people. The key figures identified for this research are: Walter Gropius, 
László Moholy-Nagy, Serge Charmayeff, György Kepes, Leslie Martin, Steven 
Coons, Herbert Simon, Lionel March, Christopher Alexander, Ivan Suther-
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land, Nicholas Negroponte, William Mitchell and Charles Eastman.
The research methodology can help us to understand how transdiscipli-

narity in the teaching of architecture can be related to Bauhaus and also be 
related to the development of digital architecture in the sixties. This ongoing 
research seeks to outline the evolution of architecture considering two im-
portant dates Moholy-Nagy arrival at Bauhaus in 1923 and Sketchpad forty 
years later. It is focused on relationships and interactions between people, 
places, and institutions, in a fifty-year period, using both conventional histor-
ical research methods and computational methods of mapping, analysis and 
visualization.

It is aimed to achieve the following primary research objectives:
• To verify the influence of Bauhaus and their disciples in early architec-

tural computer users
• To establish a path of change in architectural research as well as in 

teaching and practice from beaux-arts to transdisciplinary digital archi-
tecture by tracking all possible links between the key figures including 
new approaches of representing it in space and time

• To validate the importance of early research in computer graphics to 
transdisciplinary digital architecture

This project main contribution is to extend the literature in three thematic are-
as, the use of science and technology in the teaching of architecture, the path 
to transdisciplinary digital architecture including links between key figures and 
importance of early computer graphics in transdisciplinary digital architecture.

METHODOLOGY
The overall research design is intended to address the main research 

questions listed above and intends to be focused on using the 21st century 
media possibilities mixing together text, audio, picture, video as well as al-
phanumerical and spatial databases to help us to trace the links between the 
key figures in the historic perspective of transdisciplinary digital architecture.

It is expected with this methodology to improve the possibilities over tradi-
tional historical research approaches used in this kind of study, based mainly 
on written text and oral interviews.

To achieve the referred objectives, the research methodology encompass-
es five stages:

•     Literature review
•     Data collection and Geospatial temporal database development
•     Mapping, analyzing and visualizing
•     Establishing the connections between Bauhaus teaching and com-
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puter use in architecture
• Validating the importance of early research in computer graphics to 

transdisciplinary digital architecture

Literature review
In the literature review stage, will be assessed relevant literature, focusing 
transdisciplinarity in architecture and digital architecture, including key figures 
publications. It will be considered all the important literature to establish a 
historic perspective including subjects like Bauhaus, constructivism, digital 
art, history of computer graphics.

The literature review as well as all the research, considers two important 
points in time to be studied, Moholy-Nagy arrival at Bauhaus - Weimar in 
1923 and Sketchpad at MIT, Cambridge, Massachusetts, USA, 1963. Start-
ing from those dates it is expected to establish interactions that led to the 
development of digital architecture.

It is a fact that part of Bauhaus faculty went to the UK in the early thirties. 
In the UK, they took part in a British avant-garde movement that promoted 
a culture of scientific research that was extended to architecture. And those 
emigrated architects and designers carried those ideas when they re-emi-
grated to the USA by the time that World War II began. This made possible 
that those transdisciplinary ideas could flourish on both sides of the Atlantic 
(Whitford, 1984; Kentgens-Craig, 2001; Rocha, 2004; Finch, 2005; Picon, 
2010).

Moholy-Nagy, established a school of design, the New Bauhaus in Chica-
go, 1937. The New Bauhaus was followed by other Moholy-Nagy established 
schools like the Institute of Design. Kepes and Chermayeff were teachers at 
the Institute and Chermayeff was also the second director. This ones were 
the teachers of a first generation of digital architects like Alexander, March, 
Negroponte and Mitchell (Chermayeff and Alexander, 1963; Alexander, 1964; 
Findeli and Benton, 1991; Rocha, 2004; Picon, 2010; Steenson, 2014).

That first generation of digital architects was constituted by the few that 
had access to computers in architectural research. Those very early archi-
tectural computer users like Alexander, March Negroponte and Mitchell were 
students or researchers under the guidance of Chermayeff or Kepes. Before 
that, in the UK, Alexander and March were also students at Cambridge, UK 
with Martin from the British avant-garde movement (Chermayeff and Alex-
ander, 1963; Alexander, 1964; Rocha, 2004; Picon, 2010; Steenson, 2014).

Negroponte had three dissertation advisors, one was Kevin Lynch, urban 
planner and author of the influential The Image of the City, the other was 
Kepes and the third was Coons, a crucial figure in the CAD history and one of 
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the MIT’s CAD Project directors, where Sutherland’s Sketchpad was devel-
oped (Lynch, 1960; Coons, 1963, 1967; Sutherland, 1963; Cardoso, 2012; 
Perry, 2014; Steenson, 2014).

In the mid-sixties, Alexander became teacher in Berkeley and Eastman 
was his student. After graduating, Eastman went to Pittsburgh’s Carnegie 
Mellon University (CMU) to have the future Nobel Prize laureate Herbert Si-
mon as his PhD dissertation advisor. In nowadays digital architecture, East-
man still is a crucial figure and is best known for being one of the first and 
most fluent promoters of BIM (Simon, 1969; Rocha, 2004; Cardoso, 2012).

Data collection and Geospatial temporal database development
The second stage consists in bringing together information through a prede-
fined procedure. Secondary sources cannot be used directly on research as 
primary sources but can be collected to be used in a geographic information 
system (GIS) database, creating a geospatial temporal database to establish 
the links between key figures.

Data collection is not restricted to a specific field or area and data can be 
collected in almost any research area, enabling researchers to answer ques-
tions that were not possible to answer though primary sources. In this re-
search, that kind of data can be used in a geospatial database management 
system to establish the links between key figures. It can be used to illustrate 
geospatially and even temporally the relationships and interactions between 
people, places, and institutions.

In this research phase, data collection and storing accuracy is essential for 
the intent goals, indistinctly of being quantitative or qualitative data. Storing 
data through database tables structured fields considers the possibilities of 
executing relational or spatial queries that can be helpful to the research.

Mapping, analyzing and visualizing
This stage will be based on the previous data collection stage. It has as its 
main challenge, the development of a customizable tool that that helps to 
organize complex geospatial temporal collected data into interactive relation-
ship maps.

At this phase, the capability to organize information with efficiency be-
comes the big challenge to obtain a good visualization. With the increase of 
digital data availability, namely internet data, the information design task is 
becoming more essential.

Also on this stage, will be defined the interaction map that illustrates in 
space and in time the key figures interactions, using the relational database.
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Establishing the connections between Bauhaus teaching and 
computer use in architecture
The fourth stage main goal is to achieve a tool that graphically can trace 
all the interactions, relating not only people but spatial data like institutions 
and time related data through mapping, a time-line or a simple query. A tool 
to gather secondary sources, subsidiary information, and use it, jointly, with 
classical research methods.

As showed on the literature review stage, there are many connections that 
can be established between key figures. In this stage those links are going 
to be established through primary sources and through secondary sources 
with the help of mapping, analyzing and visualizing tools that deal with mul-
ti-dimensional data.

The use of visualization techniques gives the possibility to make the rep-
resentation of data items resulting from queries. This database exploration 
tools are useful for table-based, cartographic displays or any other kind of 
visualization.

Validating the importance of early research in computer graphics to 
transdisciplinary digital architecture
In the fifth stage will be pondered the relevance of Sketchpad and early re-
search in computer graphics to transdisciplinary digital architecture teaching, 
researching and practice.

The kind of influence that we intend to validate is related with methods 
and tools developed in the early days of computer graphics research. For 
instance, if we consider that on contemporary architecture the majority of 
architects use Graphical User Interfaces (GUIs) to draw and is a fact that 
Sketchpad was, in 1963, one of the first GUIs, this is an influence of early 
computer graphics on nowadays architecture (Sutherland, 1963; Cardoso, 
2012; Perry, 2014).

If the above Sketchpad influence can be undoubtedly validated, others are 
more difficult to be traced. The data visualization tool can help us also to es-
tablish this kind of connections and validate those links that helped to change 
architecture into transdisciplinary digital architecture.

DISCUSSION AND PRELIMINARY FINDINGS
Based on the literature review, some preliminary findings can be disclosed. 
Starting with the Bauhaus, a connection is showed between a first-genera-
tion Bauhaus faculty, comprising Gropius and Moholy-Nagy, with a second 
generation of slightly young teachers that included Chermayeff, Kepes and 
Martin. Contemporary with the Sketchpad sixties era, there is a third gener-
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ation with March, Alexander, Negroponte and Mitchell, some of the earliest 
digital architects (Rocha, 2004; Steenson, 2014).

But this is data taken from traditional historical research, the new methods 
and new data sources also gave us preliminary findings. The combined use 
of conventional historical research methods and new methods can give us 
new ways of analyzing links in a historical perspective. Data extracted from 
literature review together with publications or interviews metadata, as well as 
curricula or obituaries data, can be treated through databases and used in 
the research.

An example of data that could not be properly handled in a traditional 
historical research is the geographical and temporal data from the curricula. 
We could confirm with the use of geographical databases, that in the first 
years from the 1960s, most of the key figures were living and working in the 
Boston area.

In fact, considering that Moholy-Nagy had died in 1946, from the twelve 
key figures alive in the early sixties, Gropius, Chermayeff, Kepes, Coons, 
Sutherland, March, Alexander and Negroponte, eight of them were living, 
teaching researching or practicing in Cambridge, Massachusetts, USA (Cher-
mayeff and Alexander, 1963; Sutherland, 1963; March, 2000; Rocha, 2004; 
Pearlman, 2007; Anderson, 2010; Steenson, 2014).

Being at a research early stage, some preliminary findings can be extract-
ed, hence it is not possible to guarantee that the research new methods can 
deliver the instruments to draw all the links that are not possible to demon-
strate thorough conventional historical research methods. Although it is pre-
dictable to confirm the utility of the method as a new quantitative analytical 
tool to analyse key figures links in a historical perspective.
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INTRODUCTION
Advances in the integration of generative design systems and digital fabri-
cation in architecture have lead a number of authors to speak of the emer-
gence of a mass customized construction paradigm (Kolarevic, 2001, 2003, 
2013, 2015; Kieran and Timberlake, 2003; Naboni and Paoletti, 2015). Mass 
Customization (MC) has been widely studied and adopted in manufacturing 
with the purpose of improving customer satisfaction by allowing the user to 
participate in the design of the product. It is a particularly fitting paradigm for 
the building construction industry, whose products are mostly prototypical in 
nature (Kieran and Timberlake, 2003). The applicability of mass customization 
at the scale of architecture has been demonstrated in mass housing (Duarte, 
2005; Benros and Duarte, 2009) and recent work is aiming to do so in cus-
tom prefabricated housing (Khalili-Araghi and Kolarevic, 2016; Kwiecinski et 
al., 2016), either using BIM or shape grammars, and at the scale of the build-
ing component (Sass and Botha, 2006; Gramazio and Kohler, 2008).

While at the research level there has been significant developments in 
generative systems with the capacity to automate the design of buildings, a 
precondition for MC, applications of MC in practice have been limited to the 
choice of finishes in prefabricated housing (Kolarevic, 2015) or customization 
of materials and components by the supply side of the construction industry 
mostly aimed at architects. Though architects frequently act as proxies to 
clients, these may or may not be the customers / building owners or even its 
users. Also, in interior renovations, where partitions and interior finishes are 
the most frequently replaced components in the building lifetime (Crowther, 
2009), the architect is often not involved. These works are frequently handled 
by small contractors, directly hired by the building owner, that use existing 
construction methods that do not cater for reuse or disassembly (Durmisevic 
and Yeang, 2009) and are less likely to use or benefit from high performance 
custom made solutions. Open Building philosophy proponents suggest a dif-
ferent path to MC, focusing on open standards of interfaces between building 
layers or components (Habraken, 2003; Nijs, Durmisevic and Halman, 2011). 
These goals are in fact complementary to the proponents of generative sys-
tems and digital fabrication, but as Habraken (2003) suggests, construction is 
both cultural and technical and to successfully change it, the solutions must 
involve all actors, architects, builders and users, and focus not on the longer 
lasting layers, such as the building structure, but on the fit-out systems.

Recent research has aimed to develop solutions for retrofitting building 
facades using integrated design-to-fabrication processes to provide high 
energy-efficient customized prefabricated building components (Veld, 2015; 
Mestre, Iten and Almeida, 2016; Barco et al., 2017) to building owners.

The aim of this research is to develop a disassemble-able and customiza-
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ble solution of partition walls, with natural and renewable materials, insulation 
cork board and wood, for the context of building renovation, with a paramet-
ric model and graphical interface that allows users to co-design and digitally 
fabricate and assemble their walls.

We foresee that the adoption of a file-to-factory process will present sev-
eral advantages in this context: maximizing efficiency and speed of the con-
struction process without reducing scope or increasing cost, contributing 
to a more sustainable construction process and to socially more adaptable 
buildings.

In the following section, the context of the research will be briefly outlined. 
In Methodology, the proposed method for the PhD research will be described 
together with the research objectives.

Renovation
Building renovation as gained increasing importance in the Portuguese con-
text, in a background of decreasing construction industry activity (INE, 2016). 
In a framework of housing surplus (Carvalho, 2013), with circumscribed ex-
ceptions, a tendency of increasing relevance of building renovation is foresee-
able, bringing it closer to EU average (Freitas, 2012), where it represents more 
than half of the activity in the construction sector.

Building renovation design and construction are piecemeal by nature and 
as such not prone to standardized construction methods. While in buildings 
built with traditional construction methods the difficulty arises of the charac-
teristics of the constructive system and the age added entropy, in modern 
buildings the main cause is the division into horizontal properties, which elimi-
nates possible economies of scale. Other important aspects of the renovation 
work in these types of buildings is the need to intervene while the building is 
in use. Which further justifies the importance of light construction and dis-
assembly methods that reduce inconveniences such as noise, dust and the 
removal of large quantities of debris.

The partitioning and the interior finishes are the most frequently replaced 
components in the building lifetime, nonetheless partitions, as other building 
components, are still frequently built with construction methods, such as ce-
ramic hollow brick walls or galvanized steel frame partitions, that don’t cater 
for reuse or disassembly (Durmisevic and Yeang, 2009). And while there is a 
growing awareness of the need to reduce the waste of materials and energy 
in the building’s lifecycle, most efforts have concentrated on the construction 
or demotion processes and not on the reuse of materials or components 
(Crowther, 2009).

Previous research (Veld, 2015) as suggested that a path to overcome 
these issues is to change the renovation process to an off-site prefabrication 
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process with the potential to reduce cost, waste, time and disturbances while 
at the same time increasing performance and quality. Further, moving the 
high-skill work from the site to the factory and leaving the only unskilled as-
sembly work to be performed on-site may have several advantages to work-
ers (Kieran and Timberlake, 2003) and to users (Habraken, 2003).

Digital Design and Fabrication
In this context, it is urgent to develop an efficient constructive system that 
adapts traditional materials and techniques to contemporary requirements 
and technologies. According to Stevens and Nelson (2015) it is necessary to 
understand the role of the new tools available to architects to integrate ver-
nacular construction knowledge. Gramazio and Kohler (2008) state that ma-
teriality is being gradually augmented with digital features and is developed 
by its interaction with digital processes in design and construction. Digital 
workflow logics in architecture are beginning to change design and build-
ing processes effectively reorganizing the industry (Marble, 2012). Which is 
leading to new “material praxis” (Oxman and Oxman, 2010) and shifting the 
main role of the architect of mass customization systems to the design of 
metatypes (Kolarevic 2015). Fabian Scheurer (2014) points to Design-to-Pro-
duction, File-to-Factory and Digital Crafting as important steps towards cus-
tomized construction. The key lies in CAD parametric models where elements 
may be automatically generated and connected with CAD/CAM production 
processes, that reduce the cost of production of complex forms (Kieran and 
Timberlake, 2003).

The previously referred factors enable us to state that the integration of 
digital design and fabrication, in a file-to-factory logic, is prone to flexible and 
precise processes (Sousa, 2010). Architecture, a prototypical activity in which 
each building is designed for a client and tested on the construction site (Ki-
eran and Timberlake, 2003), can now benefit of the advantages of mass pro-
duction - precision, low cost, simulation and testing - combined with those of 
customization. According to Kolarevic (2015), the enabling technologies are 
available so the main challenge is the development of interfaces for customi-
zation. The Instant House (Sass and Botha, 2006; Cardoso and Sass, 2008) 
and the underlying Wood Frame Grammar (Sass, 2006) are paradigmatic 
examples of integration of generative processes with digital fabrication, how-
ever they only approach part of the construction problem, ignoring thermal 
and acoustic issues or the integration of infrastructural systems. The need 
to communicate the assembly or disassembly processes are not considered 
either. Other examples, such as Benros and Duarte (2009) or Kwiecinski et al 
(2016) have developed generative systems for existing construction systems, 
and Benros et al (2011) develops a generative system for a new construction 
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system, yet none of them explicitly addresses the disassembly problem or is 
aimed at building owners.

METHODOLOGY
The main objective of the proposed research is to develop a disassem-
ble-able and customizable construction system of partition walls, with natural 
and renewable materials, insulation cork board and wood, for the context of 
building renovation, implemented through a computational model for a ge-
neric user which generates drawings for digital fabrication and instructions 
for its assembly. This system, which we name Cork reWall, will be composed 
of a parametric model, a construction system and a graphical user interface.

From the research objective, the following investigation questions are de-
rived:

1) State-of-the-Art: Which design-to-production systems exist?

1. To what extent do these systems respond to the specific research ob-
jective?
2. Which are the relevant criteria to be considered in the development of 
the proposed system?

2) Design / Prototype / Test: How can a design-to-production system 
of a wood and cork partition wall be designed for building renovation 
and disassembly, to be used by building owners?

1. How is the system assembled and disassembled?
2. How can it be digitally fabricated?
3. How should a design interface be so that it can be used by a generic 
user?
4. How should instructions be communicated to and end user, without 
previous construction experience, that would allow him to assemble a dig-
itally generated construction system?

3) Test:

1. What limitations do users find in the system?
2. How does Cork reWall compare with existing partitions in standard 
tests?
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4) Reflect:

1. What are the improvements and limitations of Cork reWall? (Conclu-
sions)
2. How can the limitations be addressed? (Recommendations)

Figure 1: Research methodology (adapted 
from (Nijs, Durmisevic and Halman, 2011)).

Each group of questions will be addressed in its specific phase of the re-
search, in the sequence outlined in figure 1, except for the second group 
which will be spread about Design, Prototype and Parametrize phases. The 
development of these phases will be performed in cycles, we foresee that at 
least 3 cycles are needed to develop the construction system and the para-
metric model.

In the first phase the theoretical framework will be outlined based on a liter-
ature review and a field study of building renovation. The literature review will 
focus on: how the paradigms of Mass Customization and Personal Fabrica-
tion have been adopted in architecture and construction; generative systems 
and their integration with graphical user interfaces; digital fabrication as a 
production tool of customizable components of construction systems; Open 
Building and Design for Disassembly as philosophies for more eco-efficient 
and flexible construction systems; properties and possibilities of personali-
zation of Insulation Cork Board (ICB) and wood. The field study will focus on 
interviews with academics in the researched fields, architects, construction 
companies and users.

The literature review and the field study will allow to establish a set of 
design goals and criteria for the development of the design-to-production 
system. This development will occur over the second, the third and the fourth 
phases, each with its specific focus, iteratively along several cycles of design-
ing, prototyping and parametrizing, including the feedback from the partici-
pating industry partners.

The first cycle of the Design phase will start with several candidate sys-
tems based on typical examples found in the literature or the field, progress-
ing to a single solution.

In the first cycle, generic subdivision grammars of candidate construction 
systems will be developed for a simple wall, defining for each of them its 
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components and the assembly / disassembly sequence. A maximum of two 
alternatives will be chosen for the next cycle, based on how they achieve the 
goals and criteria defined on the first phase. These alternatives will be rede-
signed based on the findings of the subsequent phases and the critiques of 
the industrial partners. In this cycle, the candidate systems will be developed 
to respond to further cases, such as baseboards, doors or corners. The final 
solution will have to respond to all the cases and have a viable assembly and 
disassembly sequence. These sequences will be digitally simulated, using 
3D modelling software. Simulations will be also used to optimize static and 
acoustic behavior.

In the third phase, the alternatives will be prototyped to physically check 
viability, constraints, dimensioning and determine the specific problems of 
using the chosen materials with digital fabrication processes. They will also 
be assembled / disassembled using the sequence predefined at the design 
phase to determine its adequateness. At later cycles, the assembly will be 
performed in conditions that simulate the context of application, with the ob-
jective of finding unforeseen constraints and problems. Registering the fabri-
cation and assembly steps, times and material and energy flows will allow to 
gather data for a life cycle study.

The fourth phase includes developing the parametric models for each of 
the candidate systems, determining what is customizable - the user design 
space, how does the user interact with the model, and the nature of the 
user inputs. We foresee that graphical interface is necessary at least to pro-
vide visual feedback of the generated results. Previous experience indicates 
that models of interface that mix selection and generation of options with 
user direct input are needed to allow the system to generate higher complex 
solution whilst maintaining the user required CAD knowledge low. The other 
outputs must include, drawings in appropriate format for digital fabrication, 
bills of materials, cost estimates and visual instructions for user assembly.

Having clarified the nature of inputs and outputs, the next step is to extract 
the design rules of the constructive system that meet the user design space 
and the rules of assembly to build the generative systems. The analytic sys-
tems (statics, acoustic, quantities, lifecycle) and the production system for 
digital fabrication will them be built.

The deliverable of these three previous phases is a working design-to-pro-
duction system, comprising a constructive system, a parametric model and 
the prototype of the graphical user interface. The research will be conducted 
with the participation of a construction company, the largest manufacturer of 
ICB and a manufacturer of wood composites, respectively Grupo CASAIS, 
AMORIM ISOLAMENTOS and LAMINAR.

The aim of the fifth phase is to test the previously developed system from 
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the user and technical viewpoint. User tests will be conducted in the context 
of workshop in which users unfamiliar with the system can interact with the 
model, generate solutions, digitally fabricate and assemble them, to deter-
mine:

1- Design of solutions: Clarity and usability of the generative system, ca-
pacity to produce viable solutions that meet the user requirements
2- Digital Fabrication: Adequateness of the generated files for digital fab-
rication.
3- Assembly: Ease of assembly of the system and clarity of the generated 
solutions.

The technical test will be based on the European Technical Assessment 
Guidelines (ETAG) 03 for partition walls and will be conducted in controlled 
setting at ITECONS laboratory. Acoustic tests not included in the ETAG will 
also be performed. The user feedback and the test reports will provide infor-
mation for the research questions of this phase and for an overall revision of 
the system.

The last phase will allow the evaluation of the application of the system 
in the renovation of a building. A solution will be generated by the building 
owner / architect, digitally fabricated and assembled on-site. It will provide 
data about the functioning of the design and lead to a set of conclusions and 
recommendations.

EXPECTED RESULTS
The proposed PhD research aims to develop a complete design-to-produc-
tion system of partition walls for building renovation, which comprises a con-
structive system with natural and renewable materials that is disassemble 
able, a parametric model that generates designs for production and instruc-
tions for assembly and a co-design interface for building owners, and which 
will be a step forward towards mass customization of building, contributing 
to a more sustainable construction process and to socially more adaptable 
buildings. It will further contribute to the extension of the literature on gener-
ative systems with methods of generation of assembly instructions for con-
struction systems.

REFERENCES
Barco, AF, Vareilles, E, Gaborit, P and Aldanondo, M 2017, ‘Building renovation adopts mass 
customization’, Journal of Intelligent Information Systems, 49(1), pp. 119-146.

Benros, D and Duarte, J 2009, ‘An integrated system for providing mass customized hous-



257

ing’, Automation in Construction, 18(3), pp. 310-320.

Benros, D, Granadero, V, Duarte, JP and Knight, T 2011, ‘Automated Design and Delivery 
of Relief Housing: The Case of post-Earthquake Haiti’, Proceedings of the 14th International 
CAAD Futures Conference, pp. 247-264.

Cardoso, D and Sass, L 2008, ‘Generative Fabrication’, Design Computing and Cogni-
tion’08, pp. 713-732.

Carvalho, J 2013, ‘Ordenamento do território e política de habitação: Que caminhos para 
Portugal?’, Revista Portuguesa de Estudos Regionais, 32(1), pp. 79-85.

Carvalho, A (eds) 2016, Estatísticas da Construção e Habitação 2015, Instituto Nacional de 
Estatistica (INE), Lisboa.

Crowther, P 2009, ‘Designing for Disassembly’, in Newton, P, Hampson, K and Drogemuller, 
R (eds) 2009, Technology Design and Process Innovation in the Built Environment, Spon 
Press, pp. 224-237.

Duarte, JP 2005, ‘A discursive grammar for customizing mass housing: The case of Siza’s 
houses at Malagueira’, Automation in Construction, 14(2 SPEC. ISS.), pp. 265-275.

Durmisevic, E and Yeang, K 2009, ‘Designing for disassembly (DfD)’, Architectural Design, 
79(6), pp. 134-137.

de Freitas, VP (eds) 2012, Manual de apoio ao projecto de reabilitação de edifícios antigos, 
Ordem dos Engenheiros da Região Norte, Porto.

Gramazio, F and Kohler, M 2008, Digital Materiality in Architecture, Lars Muller Publishers, 
Baden.

Habraken, N 2003, ‘Open Building as a condition for industrial construction’, 20th Interna-
tional Symposium on Automation and Robotics in Construction, pp. 37-42.

Khalili-Araghi, S and Kolarevic, B 2016, ‘Development of a framework for dimensional cus-
tomization system: A novel method for customer participation’, Journal of Building Engineer-
ing, 5, pp. 231-238.

Kieran, S and Timberlake, J 2003, Refabricating architecture, McGraw-Hill, New York.

Kolarevic, B 2001, ‘Designing and Manufacturing Architecture in the Digital Age’, H. Penttila 
(ed.) Architectural Information Management, 19th eCAADe Conference Proceedings, Helsinki 
University of Technology, Helsinki,, pp. 117-123.

Kolarevic, B 2003, Architecture in the Digital Age: Design and Manufacturing, Taylor & Fran-
cis.

Kolarevic, B 2013, ‘Mass Customization + Non-Standard Modes of ( Re ) Production’, 
ACSA101: New Constelations / New Ecologies, San Francisco.

Kolarevic, B 2015, ‘From Mass Customisation to Design ‘Democratisation’’, Architectural 
Design, 85(6), pp. 48-53.

Kwiecinski, K, Santos, F, De Almeida, A, Taborda, B and Eloy, S 2016, ‘Wood Mass-Cus-
tomized Housing A dual computer implementation design strategy’, Complexity \& Simplicity 
- Proceedings of the 34th eCAADe Conference, pp. 349-358.



258

Marble, S 2012, Digital workflows in Architecture: designing design, designing assembly, 
designing industry, Birkhauser.

Mestre, A, Iten, M and Almeida, M 2016, ‘Soluções de Reabilitação de Fachadas como 
Contributo para Assegurar os nZEB – Um Caso de Estudo em Portugal’, Seminário de Rea-
bilitação de Fachadas, Guimarães, pp. 103-117.

Naboni, R and Paoletti, I 2015, Advanced Customization in Architectural Design and Con-
struction, Springer, London.

Nijs, JC, Durmisevic, E and Halman, JIM 2011, ‘Interface design for open systems building’, 
Open House International, 36(1), pp. 35-43.

Oxman, R and Oxman, R (eds) 2010, The new structuralism, Wiley, London.

Sass, L 2006, ‘A wood frame grammar: A generative system for digital fabrication’, Interna-
tional Journal of Architectural Computing, 04(01), pp. 51-68.

Sass, L and Botha, M 2006, ‘The Instant House : A Model of Design Production with Digital 
Fabrication’, International Journal of Architectural Computing, 04(04), pp. 109-124.

Scheurer, F, Stehling, H and Roulier, J 2014, ‘Bridging the Gap from CAD to CAM: concepts, 
caveats and a new grasshopper plug-in’, Fabricate: Negotiating Design & Making, Zurich, 
pp. 52-59.

Sousa, JP 2010, From Digital to Material: Rethinking Cork in Architecture through the use of 
CAD/CAM Technologies, Ph.D. Thesis, IST, Technical University of Lisbon.

Stevens, J and Nelson, R 2015, Digital Vernacular: Arquitectural Principles, Tools and Pro-
cesses, Routledge, New York.

Veld, POt 2015, ‘MORE-CONNECT: Development and advanced prefabrication of innova-
tive, multifunctional building envelope elements for modular retrofitting and smart connec-
tions’, Energy Procedia, 78, pp. 1057-1062.



259

Nica Junker
THE BEAUTY OF THE LINGERING WHITE

KEYWORDS
Time, white, ma, space, deconstruction, method, double-exposure. 

ABSTRACT
“Life holds one great but quite commonplace mystery. Though shared by 
each of us and known to all, seldom rates a second thought. That mystery, 
which most of us take for granted and never think twice about, is time.Cal-
endars and clocks exist to measure time, but that signifies little because we 
all know that an hour can seem as eternity or pass in a flash, according to 
how we spend it.Time is life itself, and life resides in the human heart.” (Ende 
1974: 57)
I would like to work about the question, if the color „White“ represents „Time-
lessness“. exploring other ideas in its visualisation like silence emptiness, 
death and eternity. My photography offers thereby possibilities to question 
our understanding of time and space. Time is thought as something linear, 
it begins and ends somewhere in the future. For me, time is to be described 
as a circle and it repeats. There are certain rhythms and parameters, like in 
music. I deal with topics of death and life, both limiting our understanding of 
time and realise those themes in a very abstract and poetic way. Through my 
studies of the „Practice Based Artist Research“ I aim to explore my question 
by using the different medias of the gained visual material. I will try to link the 
images and their connotations to time.

AUTHOR
PhD candidate, ‘Kunstuniversität Linz, 

Austria’; ‘Filmuniversität Potsdam-
Babelsberg’, Germany. 

www.nicajunker.de 
nica.junker@googlemail.com

SUPERVISOR
Thomas Macho



260

GENERAL
My work focuses on photography and the moving image. I am specifically 
interested in combining narration into my photography and the poetry of the 
unspoken into my movies. Photography is an important tool for me to ex-
press new perspectives and attitudes towards the world surrounding us. In 
my films and my photography I work through improvisations, coincidences 
and found situations as well as staging scenes and directing actors. For my 
PhD in artistic research at the Kunstuniversität Linz I am researching the visu-
alization of time. My aim is to develop a method of deconstructing “models of 
thought” (such as time) through photography. In the form of a photographic 
essay book (like a film essay, in form of a book) I aim in a collage of photo 
experiments, diaries, interviews, thoughts and poetry to gain a better under-
standing of the big topic of time and to look at it from different points of view. 
In the first part of the book I will offer my contribution to the question of how 
to picture time in the visual medias. In particular I would like to work through 
the question of the color white representing “timelessness” and explore other 
ideas in its visualization like silence, emptiness, death and eternity. Through 
my photography I hope to offer possibilities to question our understanding 
of time and space. “Time” is thought of as something linear. It begins and 
ends somewhere in the future. For me, time should also be described as a 
circle that repeats. There are certain rhythms and parameters, like in music. I 
deal with topics of death and life, both limiting our understanding of time and 
realize those themes in a very abstract and poetic way. Through my studies 
of practice based artist research I aim to explore my question by using the 
different media. I will try to link the images and their connotations to time. In 
the second part of my book I realize that time is different depending on the 
context in which you think about it and as a “thought model” it seems to me 
to be a constructed idea. There are other systems of time, where time seems 
to work totally different, for instance in memories and dreams. In a double 
exposure project I try to deconstruct the linear time flow into a time flow of 
parallel times and flashes of punctual memories in between. The aim of the 
work is to develop a method of how to deconstruct models of thought (such 
as time) through photography: by ways of a “seeing the otherness.”

I ARTISTIC RESEARCH OF “TIME” THROUGH PHOTOGRAPHY
Why do I want to research time through photography? Photography is de-
scribed in academia as a no-time based medium. Film is supposed to or-
ganize time in the flow of the images versus photography, that just presents 
one time in one picture, that is in the past. But is that really so? Photography 
is commonly seen as a medium that can capture a fraction of a second to 
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present one moment in time. It can also, through the change of the shutter 
speed and aperture, present the duration of time. If I understand time as a 
movement in space, I can visualize this movement in space through pho-
tography: if I freeze for instance one moment in the picture. It connotes to the 
spectator the before-and-after and creates, in this way of seeing a picture, 
a movement in space. In a long exposure picture the spectator can follow 
the movement that was drawn by the light on the photograph and so it also 
creates movement in the space. The photo itself appears at the same time 
two-dimensional. Through composition of the picture, the way it plays with 
dynamics, shapes and lines, it creates movement in the space, and so we 
can follow the flow of the time. Following these thoughts, it seems essential 
to better understand ways of visualizing time, different ways of seeing and the 
essence of photography itself. In our everyday life “time” also plays changing 
roles. Through my artistic research I aim to understand better what “time” 
means nowadays, and how to present a new knowledge of its visualization. 
We speak more and more about “not having time or consuming time, about 
wasted time, time-killing or time-saving”. In a TV program by Richard David 
Precht (a German philosopher) for instance, the sociologist and time-scientist 
Professor Hartmut Rosa talks about the increasing speed of our society in the 
western world. He argues that through our time-managing schedules we feel 
ourselves to be time-sinners, as we didn’t reach the goals of our to do lists. 
Why do we think so much about the need to save time, in a world in which 
we could all have the time of our life? One of my favorite books as a child, was 
“Momo” by Michael Ende (written in 1973). The subtitle of the book reads as 
follows: “Momo, or the strange story of the time-thieves and the child who 
brought the stolen time back to the people”. Momo is the story of a little girl, 
who lives in the old ruins of an amphitheater, and saves her friends, as well 
as the whole world, from the Men in Grey. The Men in Grey steal the time of 
humans and smoke this time in cigars that they need to survive. Michael Ende 
criticizes the increasing power of the financial world and how in that world 
time is transformed into money. With the help of her tortoise friend Kasseio-
peia, Momo escapes to the “Nowhere House” of Master Secundus Minutus 
Hora, the administrator of human time. And she experiences her own time 
there as flowers, as a flow of her own time in hour-lilies, that come into being 
and pass by. In the movie of the same name directed by German director Jo-
hannes Schaaf, one scene impressed me as a child and made me question 
time in its representation: the Men in Grey chase after Momo and the tortoise 
Kasseiopeia. Shortly before they reach the “Nowhere House” of Master Hora, 
Momo is surprised, as the slower she walks, the faster she seems to advance 
on her journey. At the same time the Men in Grey seem to fall back and slow 
down the faster they run. The law of time is reversed in the territory of Master 
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Hora’s “Nowhere House”. In the book as well as in the movie this “Nowhere 
House” is described as a white space. It is called a place of a state of eternity, 
as time there never ends. Time is life and its rhythm originates in the heart. 
Momo is listening to her own heartbeat, and the rhythm of her own experi-
enced and lived time. The white representation of the “Nowhere House” left a 
strong and remaining visual impression on me. And so in my artistic research 
the representation of timelessness as a white space began to play a crucial 
role in the way of understanding time better. So in two experiments during my 
PhD I tried to investigate an understanding of what time in photography could 
mean and how I could develop a new knowledge from an othered perspec-
tive. In the first sequence called “the beauty of the lingering white” I tried to 
experiment with the opposite of time, the absence of time. If I could visualize 
“timelessness”, then by knowing the opposite, I could gain a knowledge of 
its visualization. So I began a sequence of the visualization of timelessness 
through the color white as in the “Nowhere House”, meant as a state of eter-
nity where time does not flow (it circles endlessness). To present an empty 
space through the color white, snow landscapes in white-outs seemed to be 
a good first approach. In a second experiment “the beauty of the lingering 
time” I thought about deconstructing the flow of time as we know it and 
reconstructing it in a new way of seeing it, in a dream or memory sequence. 
The “unified time” is a quite new invention of our neoliberal society: the idea 
of unifying time, so that people could work more efficiently by meeting on 
time, or trains being organized by time, human beings directed on how to use 
time in a 24 hour schedule. Time was unified in time zones, and it is after this 
concept, that we live in a rush of events. In bygone times, people had their 
own concepts of time parameters. In my artistic research I try to reimagine 
methods of ways of “seeing the otherness,” to think about new perspectives 
of the time we live in and how to enjoy its plentifulness.

II A: THE BEAUTY OF LINGERING WHITE
In April 2014 I spent four weeks as an artist-in-residence in Salzburg to work 
upon the visualization of time in my photography. I decided to investigate 
the topic of time by thinking first about the opposite of time. The absence of 
a time-flow. When time stands still. Eternity or how you could call it: “time-
lessness”. I tried to circle a visualization of timelessness by thinking of as-
sociations in my mind about timelessness: emptiness, silence, light, death, 
nothingness, white. At the same time all of these are only experienced in their 
contrasts. So I am only able to know what emptiness means by experiencing 
opulence for instance. To visualize timelessness through emptiness in the 
picture I chose the color white. Black could have been a choice as well. Just 
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influenced by the idea of the Japanese “ma” white seems as an emptiness I 
could fill with something new, whereas black doesn’t give me much oppor-
tunities to fill it. In white we find an openness to build something up. Black 
is closed. All options are already used to fill it. The first picture I took, was a 
picture of a white wall in the residency room. From that picture as a beginning 
I brainstormed different ideas and options for the visualsation of timeless-
ness. Of course Ari Kakkinen’s sequence “WHITENESS” as well as Rinko 
Kawauchi’s “APPORACHING WHITENESS” book inspired my experiments. 
What fascinated me most in my experiments was working with an interaction 
of snow and fog, both changing elements made from water. Water itself con-
tains a time-based idea of morphing from one state to another. In the pictures 
space disappeared in the white-outs that were created by the snow, the air 
and the fog in the mountains. The objects disappeared and lost themselves 
in the depths of the picture. Through the white-out a never ending space 
beyond the picture was created. By photographing the snow landscapes, 
the way of seeings seemed to linger beyond an endless space behind the 
picture. There is a play created between the what is and what seems to be 
behind the white. At the same time, imagined possibilities of what could be 
in the white is opened to the spectator. In this way the spectator is asked to 
participate in the creation of the picture, as he or she is asked to fill the white 
spaces within his or her imagination. I was mostly inspired by the photogra-
phy of Michael Kenna, especially his book “FORMS OF JAPAN”. Another 
inspiration is Austrian photographer Josef Hoflehner and his minimalistic ap-
proach in composing landscapes in his photography. Especially his sequence 
taken in Hakkaido was crucial for the way I developed my projects. Hiroshi 
Sugimoto and Japanese photography around the concept of “ma” was a 
reference in taking the photos as well. I had taken photos in Japan, Austria 
and Finland as an experiment to find out if my photographic experiments 
“about time experiences” change from country to country. At the end it was 
my “inner self” experience of time, that was visualized. This “inner self” is like 
a puzzle created by different influences and experiences. Which means, that 
our time and space perception is relatively different according to what has 
built up our “inner self”.
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Figure 1: The beauty of the lingering white, 
2017 by nica junker.

Figure 2: The beauty of the lingering white, 
2017 by nica junker.
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Figure 3: The beauty of the lingering white, 
2016 by nica junker.

Figure 4: The beauty of the lingering white, 
2014 by nica junker.
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II B: THE BEAUTY OF LINGERING TIME
Through the knowledge, that my photo sequence of “the beauty of the lin-
gering white” was led by my own inner experience of time, I concluded, that 
as Michael Ende had described it in “Momo”, each human perceives time 
relatively according to his or her “inner self” made experiences: the places 
people have moved in, their background and many other influences. At the 
same time, how does the rhythm of time of each human go along with the 
time, we are unified in? Until the late 19th century each location in the world 
had its own time measurement. So a journey from one place to another could 
seem like a time travel in the past, if the place you were traveling to had 
another time measurement. Therefore a Coordinated Universal Time (UTC) 
was created to coordinate train schedules for instance as well as production 
processes in a world based more and more on capitalist neoliberal ideas. 
Production was intended to rise through a more efficient use of time. It seems 
to me that this Coordinated Universal Time constructed a perception of time 
for the purpose of production, that stands in opposition to the time that is 
perceived from place to place and between humans. In this regard I am influ-
enced by the thinkings of Danish writer Peter Høeg. He discusses time in his 
book, “Borderliners”: “Now I will say it. What I, personally, believe about time. 
To sense time, to speak about time you have to sense that something has 
changed. And you have to sense that within or behind this change there is 
also something that was present before. The perception of time is the inexpli-
cable union in the consciousness of both change and constancy. In peoples’ 
lives, in yours and mine, there are linear time sequences, with and without 
beginnings and endings. Conditions and epochs that appear with or without 
warning, only to pass and never come round again and there are repeti-
tions, cycles: ups and downs, hope and despair, love and rejection, rearing 
up and dying away and returning again and again. And there are blackouts, 
time-lags. And spurts of time. And sudden delays.There is an overwhelmingly 
powerful tendency, when people are gathered together, to create a common 
time. And in between all of these, every conceivable combination, hybrid and 
intermediate state is to be found. And, just glimpsed, incidences of eternity.” 
(Høeg 2014: 294) In my first experiment I tried to approach time from the ab-
sence of time, and by the ways of seeing it in our view of snow landscapes. 
Now in a second experiment I tried to visualize the different layers of time, and 
as Peter Hoeg had described it “every conceivable combination, hybrid and 
intermediate state is to be found”. The idea was to take an old camera with 
a film rewind option: to take photography of seaside and snow landscapes 
and then double expose them with industrial areas of the ports. The project 
appeared to me as visualizations of these both time concepts. The one expe-
rienced individually by the nature landscapes (mostly not heavily constructed 
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by humans) and the other of the industrial areas where likewise mankind has 
constructed an artificial landscape. The effect comes close to Peter Hoeg’s 
description. I took visual references to the multiple exposure and the layering 
of the time from the Finnish Helsinki School, such as the photography of Ari 
Kakkinen, Jorma Puranen and Eeva Karhu. Photographic experiments of the 
“New Vision” group, as well as Man Ray, Raoul Hausmann or the “Subjective 
Photography” of Otto Steinert were also references in the realization of the 
project.

Figure 5: The beauty of the lingering time, 
2017 by nica junker.

Figure 6: The beauty of the lingering time, 
2017 by nica junker.
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III WAYS OF “SEEING THE OTHERNESS”
Each human being in his or her individuality and character sees the world in a 
different way. The ways of seeing depend on several parameters, that shape 
our lives. Photographers reproduce the world as they see it. As the photogra-
pher Germaine Krull expressed, the lens not only pictures the exterior world of 
a photographer, it at the same time pictures the photographer’s inner world. 
“The most important skill of the photographer is to know how to see. Yes, one 
sees through one’s eyes but the same world seen through different eyes is no 

Figure 7: The beauty of the lingering time, 
2017 by nica junker.

Figure 8: The beauty of the lingering time, 
2017 by nica junker.
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longer the same world; it is the world seen through that individual’s eye. With 
just one click, the lens captures the exterior world at the same time it captures 
the photographer’s inner world” (Krull 1931). The photographer’s inner world 
is formed by what he or she has experienced, seen, and listened to. Therefore 
each human being is different. And our ways of seeing is very different as well. 
In my opinion it needs a certain openness and awareness as well as interest 
in changing perspectives and seeing the world from someone else’s point of 
view or ways of seeing. Such considerations lead to the need for a new way 
of a “seeing the otherness”. A photography that celebrates “otherness”. A 
photography, that doesn’t show, what we already know and we agree with, 
but rather searches out diversity. I assume a photography, that guides us to 
look at the otherness and discover multiplicity. So what am I able to picture 
with a photography of “seeing the otherness”? The spectator participates in 
his or her spectatorship, in the meaning of the image and changing point of 
views and perspectives. The point is to show that there are different truths. It 
is about deconstructing and reconstructing perceptions and reflecting on the 
outcome critically. The spectator will be challenged to learn ways of seeing 
“otherness”. It is an exercise in mindfulness, similar to meditation. In my Phd 
work I have been developing this method of “seeing the otherness” through 
my mentionned experiments. The aim was not to show a point of time, that 
we already know, like visualization of time, by the representation of change. 
The point was, to look at the topic “time” from another point of view, to ap-
proach it from a different perspective. In the first experiment I approached 
the photography though the appearance of snow-filled landscapes and to 
find timelessness. The second experiment emphasized the method of mul-
tiple exposure to demonstrate the multiplicity of different layers of time as 
described by Peter Hoeg in his novel “Borderliners”. Both ways in “seeing 
the otherness”, one the “look” and the other, a “method of deconstructing 
and reconstructing”, contain an aspect of participation of spectatorship and 
mindfulness. In both experiments the spectator is asked to either fill the white 
space with own imaginations or to reconstruct the deconstructed multi-ex-
posed picture as a new picture in his or her mind. I chose the term ‘lingering’ 
for the sequences to distinguish a moment of consistency/persistency, as a 
pause to rest and to make oneself aware of the space you are in right now, to 
look at it mindfully and with respect.
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The focus of this paper is to elaborate on the idea of collecting and gathering 
specific kinds of object, that as a collection go beyond each single object 
to create a constellation which in itself produces parallel other-worlds or re-
alities. The reason for this interest is that my art practice is centred around 
the ‘object’ and objecthood in contemporary practice, specifically collecting, 
transforming and appropriating objects in continuously. These objects come 
from different places of my every-day environment, which is also a witness to 
my moving and change of location. All those objects are then put together in 
one place without reference to their origin. In that way, they form a memory 
of various stories that is very personal to me and somehow hidden in the 
objects. But what is important is that these objects - brought together in one 
space - produce a constellation of parallel worlds through the obsession of 
collecting.

There is a fascination in collecting found objects as well as continuing to 
build this collection through different ways of reproducing the object. For ex-
ample, the objects are often reproduced by casting them in various materials. 
What I’m interested in is how these objects produce other kinds of different 
space-time relation. This relation is produced by juxtaposing them in different 
orders of relation and at times also manipulating them by combining objects.

I believe in the everyday as the site of a fundamental ambiguity: it is both 
where we become alienated and where we can realize our myriad forms of 
artistic practices. Each object of my collecting process comes from a dif-
ferent context and a very specific experience of my everyday. I’m question-
ing the ‘everyday’, particularly through the writings of Blanchot. Blanchot 
(Johnstone, 2008) suggests that the everyday should exhibit an ‘absence of 
qualities’, cannot be approached cognitively, and ‘that it should display an 
energizing capacity to subvert intellectual and institutional authority’. It is ‘in-
exhaustible, unimpeachable, always open-ended and always eluding forms 
or structures’. This open-ended quality of the everyday is the interest and the 
drive of my collection process day by day. It becomes a kind of daily ritual that 
is embedded in my daily life through which I experience different places and 
objects specific to a particular site. But the process of my collection places 
the objects in a series that begins to build its own kind of narrative outside of 
culture, location and time.

This discussion is continued by Blanchot where he states that the every-
day is the place ‘where repetition and creativity confront each other’ (John-
stone, 2008). In my interpretation of this, the everyday becomes a reality that 
is translated in another kind of creative mental process through the relation 
of collecting and attention to perhaps insignificant objects. The repetition that 
forms the everyday becomes a creative act, far from the pragmatism and the 
banality of everyday life. Collecting is part of my everyday repetition which at 
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the same time takes me away from the routine, and the meaning of a life full 
of unpredictability and yet creating a sort of structure in the act of gathering 
the object. Collecting creates an uncontrollable excitement producing both 
mental space as well as physical space for the admiration of those selected 
objects.

In this sense, the uncertainty of life and existential instability is assuaged 
by fictional parallel worlds created by the mental obsession for these objects. 
The obsession with collecting objects is also pragmatic in this sense of creat-
ing my fictional worlds. In our present reality, which lacks future certainty, the 
objects and things bring a consistency to the everyday moments.

My artistic production takes form as investigations of the ‘everyday’, par-
ticularly as it exhibits an absence that cannot be approached cognitively. The 
objects of my installations become the mediators that shift realities into new 
experiential domains, beyond the everyday, transported into another kind 
of spatial parallel. The agency and power of the object are made tangible, 
building narratives that expose the drive of our behaviours and form the rep-
resentation of ourselves within our surroundings. In this instance, the object 
becomes the carrier of us and our subjective self. It functions as an activator 
moving in time and place abstracted from its various social, urban, personal, 
intimate conditions to enable ‘new’ theatrical conditions.

Both my artistic activities and my curatorial experiences have been 
prompted and focused on processes that position the object (or art object) 
within a new type of network and organizational relationship. Through which 
the object begins to take on a new role and effect our perceptive reactions, 
returning to Bruno Latour’s actor-network- theory, where object are subjects, 
an actor in determining social meaning.

For me, this also reflects a nomadic and flexible lifestyle, which is a large 
part of this generation. A kind of movement where the found, collectable 
things of a place are assembled and then shattered again to be reassembled 
at some other place. The collected matter forms a certain aura to a current 
place and dissolves again as we move, and new spatial realities and new 
things are collected.

In the process of movement and shifting, certain things dissolve and re-
main and other things follow - in time, transforming the repeated act of col-
lection into a system of disparate things from many different places. And so, 
through this pattern a sort of ‘new-place’ is formed for the individual, em-
bodied through the associative content that these selected objects contain. 
And this makes the subject feel as a citizen of a non-place, a place outside 
of a location, more connected to the new system of object-meaning and a 
personal narrative.

This perhaps brings us to the necessity for ‘lightness’, or the practicality of 
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not solidifying the structures of our object environments. Yet the obsession of 
collection is itself against this lightness with a desire to hold onto everything. 
Through a series of tangible objects collected at each place, a sort of artifi-
cial belonging is shaped and each object becomes part of a new life mean-
ing. The fact that these objects extend life and allow for place-making also 
makes them difficult to let go. The obsession of collecting and the difficulty 
of shedding things is a concern that accompanies me constantly, from place 
to place.

Perhaps it is this that is reconnected to the idea of identity, and the no-
tion of a place, or of a person and individuals. Objects contain meaning for 
each particular person as separate intensity of networks and connections to 
the things around us. A phenomenon that continuously occurring confronted 
with the obsession of accumulating things (desperate objects and artworks 
exchange).

*
In the next part I would like to discuss how this process of collecting and 

positioning of objects is part of a larger practice that repositions the artist-cu-
rator relation in a different way. The artist is at the same time the curator of 
those objects, selecting from a set collection that is defined, as well as pro-
ducing the context or display in which those objects are presented. Through 
this selection process and deliberate display the artist-curator intent allows 
the objects to begin to take new meaning.

This kind of practice can also be seen in the work of Haim Steinbach in the 
way he clearly focuses on the selection of the specific everyday object which 
is chosen in a specific way from a formal point of view. The way these objects 
are juxtaposed is not in a pragmatic or material way but assembled without 
meaning or connection. It is a strict formal choice of colour and shape and at 
the time relating to the industry they come from. The display also becomes 
part of the work, a triangular shelf that is of distinct and recognizable signa-
ture of Steinbach which produces the magical setting that presents those 
select objects and puts them into a new world.

It is part, of a contemporary practice of artists that work primarily either on 
appropriating objects that are part of the visual cultural landscape, transform-
ing them, juxtaposing them or on using them as ready-mades. Boris Groys 
reflects on this common interest, stating:

“Art today is defined by an identity between creation and selection. At least 
since Duchamp it has been the case that selecting an artwork is the same as 
creating an artwork. That ... does not mean that all art since then has become 
ready-made art. It does, however, mean that the creative act has become the 
act of selection: ... producing an object is no longer sufficient for its producer 
to be considered an artist. One must also select the object one has made 
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oneself and declare it an artwork. Accordingly, since Duchamp there has no 
longer been any difference between an object one produces oneself and one 
produced by someone else.” (Groys, 2008, 93)

This practice of selecting and displaying of object into new constellations 
as kind of artistic production is what I reflect on in the evolving role of art-
ist-curator.

In his book Postproduction. Culture As Screenplay: How Art Reprograms 
The World, Nicolas Bourriaud discusses a shift in the way artists gather ma-
terial. In the chapter titled The Flea Market: The Dominant Art Form of The 
Nineties, Bourriaud quotes from Liam Gillick explaining that the search for 
material for art production is no longer in the art shop but perhaps in unsuita-
ble and unpredictable places. Bourriaud states: “since the early nineties, the 
dominant visual model is closer to the open-air market, the bazaar, the souk, 
a temporary and nomadic gathering of precarious materials and products 
of various provenances. Recycling (a method) and chaotic arrangement (an 
aesthetic) have supplanted shopping, store windows, and shelving in the role 
of formal matrices.”

In this way, the boundary between artist-curator and perhaps even a kind 
of collector become mixed. Shifting the process of art making from primary 
materials to existing objects that are juxtaposed and displayed.

*
This paper is the start of a research that studies the mechanisms and 

structures that arise between a nomadic position, objects and the obsession 
of collecting. In this context, the intent is to better understand the artist-cura-
tor position and the blurred relation in the process of collection and display. A 
further step might be the discussion of artists who, with their ‘objects’, have 
contributed to a growing collection and are part of a similar practice.

The act of collecting is related to various circumstances that interact with 
time, place and obsessions. Although for others apparently without real 
meaning, objects collated produce a constellation of parallel worlds.
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Figure 1: federico del vecchio _ collage of 
images: works of art, fragments of works, 
objects (found, bought, gift...), art collection 
of works by colleagues, etc.
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Figure 2: federico del vecchio _ collage of 
images: works of art, fragments of works, 

objects (found, bought, gift...), art collection 
of works by colleagues, etc.
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Figure 3: federico del vecchio _ collage of 
images: works of art, fragments of works, 
objects (found, bought, gift...), art collection 
of works by colleagues, etc.
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PART 1: THE FUNCTION OF ART
“If the world were clear, art would not exist.” -Albert Camus, 
The Myth of Sisyphus (1942)

All art, including architecture, functions as hypothesis: proposals for interpret-
ing the world. As end products, (painting, sculpture, music, writing, photogra-
phy, film, asf.) art embodies universal principles (time, space, nature, God, 
death, myth, asf.) precisely because it examines them. In this way, art is able 
to resonate broadly irrespective of culture or time period and is, therefore, 
while a product of its age, timelessly relevant. This is what is meant by critical 
art\ architecture, work that intuitively resonates and carries meaning beyond 
its immediate condition of history, time, society, or science; think of the Mona 
Lisa, Beethoven’s Fifth, Frank Lloyd Wright’s Falling Water, asf.

PART 2: CRISIS IN ARCHITECTURE + PALLASMAA
Contemporary architectural practice is in crisis, specifically the crisis of the 
ability to create critical architectural form. This ‘crisis of form’ can be contrib-
uted to the dominance, in the practice, of designing in an impoverished digital 
design environment, one informed solely through visual information; a situa-
tion eloquently queried by Steven Holl in his forward to Juhani Pallasmaa’s 
“Eyes of the Skin” (a well-known treatise on the lack of sensory inclusion in 
contemporary architectural design):

“... why is it that architectural schemes which look good on the draw-
ing-board or the computer screen can be so disappointing ‘in the 
flesh’? The answer, argues Juhani Pallasmaa, lies in the dominance of 
the visual realm in today’s technological ... culture, which has pervaded 
architectural practice and education. While our experience of the 
world is formulated by a combination of five senses, much ar-
chitecture is produced under consideration of only one - sight.” 
- Steven Holl, (Pallasmaa, 1995)

Contemporary 3D CAD environments routinely include the ability to model 
light, shadow, and material qualities with respect to light - reflectivity, trans-
parency, translucency, including textural qualities (smooth, bumpy, etc.) - i.e. 
towards ever more sophisticated means for producing convincing pho-
to-quality realistic images.

“More human than human’ is our motto.” - Tyrell, Blade Runner, 1982
Yet due to the singularity of focus concerned with replicating visual reality, 

CAD environments are fairly reductive in terms of real-world dynamic interac-
tions of gravity, weight, tension, compression, etc. - to say nothing of the re-
sulting physical and spatial complexity occurring from their interaction. In the 
words of Finnish architect Juhani Pallasmaa, such CAD softwares contain: 
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“...(an) imbalance of our sensory system ... a pathology of the senses 
... The dominance of the eye and the suppression of the other senses 
(which) tends to push us into detachment, isolation, and exteriority.” 
(Pallasmaa, 2009)

PART 3: POLYKLEITOS AND THE CONTRAPPOSTO SOLUTION
Cut to: contrapposto and Doryphoros (Figure 1), a Classical statue from 
about 440 B.C. by the Greek sculptor Polykleitos “...extolled as the most 
rational and most perfect embodiment of...contrapposto” in which “rest and 
movement, contraction and expansion, are exactly calibrated and resolved.” 
(Havelock, 1995). As a technique in Classical Sculpture, contrapposto in-
tentionally places the figure in an off-balanced pose creating a dynamically 
charged, hyper-physical situation of immediate engagement between figure 
and space, requiring that the figure incorporate balance and multi-axial-ro-
tations, producing a non-frontal, complete figure-in-the-round, multi-orien-
tation; thus an extreme use of, and full engagement with, three-dimensional 
space:

Viewing the Doryphoros, we sense the axial rotation of each element 
of the body as they pivot one to the other, capturing one moment of 
motion, the flux of alternately losing and achieving balance. The pose 
of the figure succinctly articulates the complexity of simultaneous ori-
entation in multiple directions; each rotation and shift not randomly 
placed, but necessary to achieve the pose as a whole. Space, the 
negative partner of form, is calibrated through the reactions re-
corded in the figure.

Figure 1: Doryphoros Polykleitos, 440 B.C.
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hypothesis: In order to create complexity of form we must first 
create complexity of context.
Contrapposto therefore, creates a hyper-physical condition of precarious bal-
ance between the figure/ form and physics/ gravity. This dynamically charged 
complex context is antithetical to the impoverished CAD environments previ-
ously identified, and thus begins to offer its antidote.

PART 4: DOCTORAL STUDY SITE: ARCHITECTURE DESIGN PROCESS
The ‘site’ of this doctoral study is the architectural design process - here 
defined as analysis through making; the careful unpacking of concepts 
carried out in a series of makings (drawings, models, asf.), emphasizing phys-
ical engagement over purely conceptual or text-based methods of analysis. 
Significantly architectural design process, as intensively analytical, is the gen-
erator of critical architectural work, and in contemporary architectural prac-
tice, is increasingly performed in the digital CAD environment.

 Therefore, with the engine of critical architecture: architectural design pro-
cess, located in the impoverished context of digital CAD, thus removed from 
all characteristics of physical space save one (visual), the source of the crisis 
in the ability to produce critical architecture begins to emerge.

architecture design process in the digital environment
“The word ‘medium’ has many meanings: a medium may be a material 
... or a means, ... (or) a pervasive environment, in which bodies exist, 
like the air in which birds fly.” (McCullough, 1996) or like the 3D digital 
environment in which architectural design is developed.

“Sometimes the resistance of a medium is a good thing...” (Mitchell, 1995)
Taken together, these two quotes introduce the notion that resistance may 
be added into the medium of CAD environments - such a digital environment, 
one that includes aspects of physicality (sun, gravity, wind, light, shadow, 
weight, hard and soft materials, etc.) to allow for a combined sensory en-
gagement to problem solving - a method of analysis requiring an integrated 
intelligence inclusive of all our senses, and in opposition to:

“(the) division of body and mind ... (solidly founded) in the history of 
Western philosophy and prevailing education pedagogies and prac-
tices (which) continue to separate mental, intellectual and emotional 
capacities from the senses and the multifarious dimensions of human 
embodiment.” (Pallasmaa, 2009)
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architectural design process as historical basis of handcrafts
Architectural design process is unique in that it is the only space\ time when 
architects physically engage with form-making (i.e. modeling). As a direct en-
gagement with tools and materials, architectural design process connects to 
the historic underpinnings of the practice as a lineage of handcrafts: masonry, 
metal work, sculpture, asf.; and this study is motivated, in part, to acknowl-
edge and strengthen the need to retain the connection to physical making 
within digital practice.

PART 5: PROBLEM STATEMENT + HYBRID MODELING
Within the above outlined conditions, this doctoral study, Rabbithole Re-
search (rbt_h0l): Towards a Hybrid Modeling Technique in Architec-
ture, seeks to support the creation of critical architecture by enriching the 
context in which it is created: the digital 3D CAD environment.

Following the method suggested by the sly muse of contrapposto: that 
complexity of form results from complexity of context, this study seeks to 
insert complexity into the digital context, by adding factors of physicality other 
than visual (gravity, weight, material resistance, asf.) as called for in the writ-
ings of Juhani Pallasmaa.

In order to bring physical aspects into the digital context this study will 
effectively generate a new modeling technique, a hybrid of digital-physical 
modeling, to translate between analogue and digital data.

PART 6: PRECEDENT FOR MODEL INVENTION
The necessity to first create new tools\ modeling methods in order to explore 
new architectural forms, finds initial precedent in the innovative models of 
Antoni Gaudí, Frei Otto, and Pierre Bézier.

All three architects\ engineers experimented using scale-modeling allow-
ing material elements and forces (compression, tension, asf.) - to be mod-
eled; while building directly into physical context (gravity, weight, asf.). This 
is similar to a sculptural process - working directly with physical forces in 
real-time/space through a material medium (cables and weights, soap bubble 
solution, wire and netting, etc.); whereby the resulting figure\ form is informed 
by full physical engagement and sensory participation.

Such methodology recognizes that built form is, in part, the product of 
stresses acting in the surrounding context as applied to materials in gravity 
- what Georg Vrachliotis, referring to the work of Frei Otto, calls ‘the causal 
context’ (Vrachliotis, 2016).
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(ARCHITECTURAL DESIGN) PROCESS AND MODELING TECHNIQUE 
INVENTION

Antonio Gaudí, 1852-1926
The design process of Antonio Gaudí can be seen “(in) “La Sagrada Família” 
(where he) developed a new method of structural calculation based on mod-
els ... the church was traced on wood ... on the ceiling, with ropes that hung 
from the points where columns had to be ... pellets - weighing ... a fraction 
of the weight the real arches would have to support - were hung from each 
arch formed by the ropes... these were catenaric arches ... (and) After taking 
photographs of the resulting model ... (turning these) upside-down the lines 
of tension formed by the ropes and weights” became the iconic form of the 
church. (Lorenzi and Francaviglia, 2010) 

Pierre Bézier, 1910-1999
Bézier’s design process included scripting “a mathematically defined curve 
... (described) by four points: the initial position and the terminating position 
(“anchors”) and two separate middle points (“handles”), the shape of a Bézier 
curve can be altered by moving the handles” (Bézier curve - Wikipedia). This 
is similar to Gaudí’s hanging catenaries in which two fixed points anchor the 
curve; however, whereas in Gaudí the specific shape of the catenary acts to 
uniformly distribute the ‘load’ of gravity; in the weightless (gravity-less) digital 
context, the Bézier curve is scripted to maintain the smoothest curve\ distrib-
ute the ‘load’ evenly between two adjustable leavers.

Frei Otto, 1925-2015
In “considering a key aspect of Frei Otto’s work (/ architectural design pro-
cess) ... Georg Vrachliotis defines Otto as the pioneer draftsman of a vision 
of space as a set of (physical) relationships.” (Vrachliotis, 2016) Here 
space is a causal context of forces which, when harnessed by materials, gen-
erates form. Also, Otto’s design process included developing “instruments ... 
measurement tables for determining force flows, ... researching pneumatic 
design forms and tools for the analysis of sophisticated network models.” 
(Szope, 2016); this is a variation of tools, some to perform calculations and 
others as directly form-finding - echoing Camus, that art (and architecture) is 
an instrument of research.
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PART 7 CRITICAL ARCHITECTURE
So we return to the beginning of this paper and the quote by Camus, essen-
tially stating that the function of art (and architecture) is to examine\ interpret\ 
critically analyze the world. Also, as stated previously, the impetus of this 
doctoral study is to address the crisis of critical form-making in contemporary 
architectural practice; therefore a working-definition of critical architecture is 
here provided:

Critical architecture acts as formal hypothesis, examining contem-
porary contexts (social, political, scientific, theological, spatial, asf.) 
through formal articulation, with respect to technology and the ex-
pansion of knowledge, and thereby achieves relevance beyond satis-
fying the immediate needs for shelter and functionally.

Further, we may say that critical architecture, as a practice combining 
both art and science, carries their shared responsibility: to examine and to 
advance our combined knowledge, such that ideas may be collectively ac-
cessed, examined, and further defined - rendering the built environment as 
social dialogue, one that occurs over time, bridging history by extending be-
yond individual societies’ life time, serving as a continual experiment in the 
public examination, analysis, and progression of civilization. 

“Contemporary science and architecture ... meet on the common 
ground of an inquiry regarding the changing nature of the material 
world that surrounds us.” (Picon, 2008)

Examples of critical architecture’s participation in a shared critical dis-
course\ theory of art, science and technology - can be found in the works of 
Mies van der Rohe (1886 - 1969) as follows:

Barcelona Pavilion - “Fusing building and garden into one, the 1929 
Pavilion extended the idea - crucial to the eighteenth century - that associates 
nature with human nature and personal liberty.” (Hill, 2007)

Farnsworth house (Figure 2)
“In The Space as Membrane, published in 1926, (Siegfried) Ebeling con-

ceives of architecture as a protective membrane ...” 
“Viewing nature from a sealed glass enclosure is a familiar theme ... Le 

Corbusier proposed a universal ‘neutralizing wall’ to isolate from the out-
side...” Further, “Romanticism... equated self-exploration with the exploration 
of wild landscapes rather than gardens ...” and Edmund Burke, the famous 
Irish philosopher writing in the mid-1700s, evoked the sublime as a “desolate 
and expansive landscape subject to the uncertain drama of natural forces.” 
(Hill, 2007) 

Thus, in the Farnsworth house, Mies designed a glass box floating in the 
landscape, a ‘still’ place (physically and psychologically) from which to expe-
rience the sublime - the tempest of weather\ human emotion.
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PART 8: INTERMISSION - RESEARCH BY DESIGN PHD STUDY
The body of this text up to now has attempted to describe the context, inter-
ests, motivations, and goals of this study. As a research-by-design doctoral 
study, the remaining text will describe the initial research/ design experiments/ 
videos, which in turn are used to guide future experiments and direction.

First a summary: In the spirit of Gaudí, Otto, and Bézier, this study seeks 
to invent a modeling technique to bring physical aspects into the digital CAD 
environment; thus, increasing complexity in architectural (digital) design pro-
cess by adding factors other than visual - as influenced by contrapposto and 
writings of Pallasmaa - thereby addressing the contemporary crisis in the abil-
ity to produce critical architectural form, with the expectation that generating 
complexity in digital space will initiate complexity in form-making.

PART 9 PROCESS AUTOPSIES
Initiating this doctoral study is a series of video animations which carefully ex-
amine and dissect past architectural design process (drawings, models, etc.) 
from a few of my previous projects, referred to as ‘process autopsies’. The 
‘significance’ identified in each process autopsy is called out per project 
below and seek to support the premise:

That the physical act of making: negotiating with material properties 
(weight, rigidity, etc.) within the physics of space (gravity, tension, balance, 
etc.) and inclusive of tooling methodologies each material requires - creates a 
dialogue during the design process that enriches the outcome, yet is lacking 
in the contemporary digital CAD environment - where so many of us currently 
‘think\ make’ about architecture.

Figure 2: Farnsworth House, Mies van der 
Rohe, 1945-51, Plano, Illinois



287

Process Autopsy 1: National Museum of American Jewish History 
(NMAJH), Philadelphia, 2007-08 (Figure 3)

Significance 1: Modeling with rigid board introduced material resist-
ance and awareness of differentiation in behaviors of material and ge-
ometry (flat vs. curve) in space; requiring the addition of detail (pleats, 
seams, etc.), and anticipates construction details at points of stress in 
the form.
Significance 2: Architectural projects, as outlined previously, exist-in\ 
generate a context of critical discourse\ theory (related ideas. meta-
phors, concepts) - enriching the project in associations and mean-
ings, and cultural significance; the NMAJH atrium connector elements 
(bridges and stairs), contained 2 such metaphors:
• Metaphor 1: “paths of light” - the American Jewish experience as 

metaphorically traveling along paths of light.
• Metaphor 2: bioluminescent bodies - contemplating the 5-story 

Atrium and paths of light metaphor, initiated the concept of Atrium 
as a vast cavity\ deep volume inhabited by floating bioluminescent 
bodies.

Process Autopsy 2: Cape Orient Hotel, C0, Cape Town, South Africa, 
2013 (Figure 4)

Significance 1: Working primarily with Massing Models (solid blocks of 
foam) de-emphasis space, focusing instead on the building design as 
an overall form - having shape, configuration, and pose.

Figure 3: NMAJH Process Autopsy 
(image from video)
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Significance 2: Emphasis on sun path in these formal manipulations 
created a constant design partner of shadow and light (and time); 
whereby light may be considered as a substance articulated similar 
to form.

Process Autopsy 3: Urban Totem, uT, Smart City Startup, 2015-2016
Significance 1: Designed in vignettes of human behavior and placing 
strong emphasis on ergonomics resulted in the design of form which 
calibrates program with location of elements ( i.e. a table surface antic-
ipates cup and laptop, a footrest anticipates posture, etc.)
Significance 2: Designed using fixed structures of measurements 
such as: Modulor, Fibonacci, and Golden Section - dimensions here 
exist prior to form.
Significance 3: The combination of laser fabrication with a non-orthog-
onal design created a set of unique component parts, whereby each 
is shaped specific to its location (non-interchangeable) similar to a 3D 
puzzle, thus each component required tracking via coding\ tagging - 
as part of the design for next step\ assembly.

Process Autopsy 4: Flughafen Berlin Brandenburg (BER) 
Nachstömbauwerke\ Glaskuben, 2016-2017

Significance 1: As framing models - the strength of the model increas-

Figure 4: C0 Process Autopsy (image from 
video)
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es with the completion or addition of members in the frame, making 
these frames by hand created an immediate tactile awareness of a 
potentially weak detail\ locations of instability in the frame.

PART 10: PROCESS AUTOPSIES AS GUIDE - NEXT STEPS\ HYBRID-
MINIS (FIGURE 5)
The above process autopsy video evaluations identify the ‘Significance’ in 
my previous architectural design process -working by hand in physical space, 
and are intended to guide the next step of this doctoral research: a series of 
small hybrid-modeling studies of limited scope: Hybrid-Model-Mini-stud-
ies or Minis, translating each process autopsy ‘Significance’ into a digital 
process. These Hybrid-Mini exercises describe a broad palette of potential 
for altering the digital design environment to better inform and encourage crit-
ical architectural work; within the scope of this study, only a few may be test-
ed, recognizing that during testing, other paths\ methods may be revealed, 
changing and developing the direction of this research.

Figure 5: Arduino: LCD Screen (above) + 
Distance Sensor (below)
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TEST SUBJECT\ PILOT PROJECT: DESK CHAIR VIA HYBRID-MINIS
In order to evaluate the Hybrid-Mini exercises, a test subject is required, 
one containing program, scale, and site. The test subject considered is the 
design of a chair - achieving a manageable scale while acknowledging the 
precedent of architects testing design theories in furniture: Eileen Gray, Gerrit 
Rietveld, Mies van der Rohe, Le Corbusier, asf.

The following lists some examples of Hybrid-Mini experiments\ architec-
tural design process - informing the final chair design and constitutes the 
Pilot Project of this doctoral study - evaluating the effect of hybrid modeling 
- adding physical aspects into a digital CAD context:

Hybrid-Mini 1: Test digital material resistance. 
This experiment will model complex curves using Arduino Flex Sen-
sors to measure degrees of stiffness and thereby test the ability to 
digitally read and locate surface areas requiring articulation (scoring, 
pleating, asf.) or potentially requiring a change in material. Query: Can 
material bending capacities generate form or alternatively can form be 
maintained and material change be based on tightness of curve and 
material bending capabilities?

Hybrid-Mini 2: Test critical discourse\ theory as a Smart Data-
base. 
This exercise examines CAD smart-object and shared CAD Library 
software. Query: Can such systems be used to create publicly acces-
sible Database cataloguing: metaphors, theories, concepts, asf. with 
keywords, similar to shared CAD Library objects and symbols - to dig-
itally collect and distribute critical discourse?

Hybrid-Mini 3: Test ‘carving-a-solid’ digitally. 
This exercise will model with Arduino Laser Surface Readers and Am-
bient Light Sensors. Query: Can an adjustable structure\ figure inte-
grating such sensors change light levels while ‘carving’\ shaping the 
figure, or alternatively do changing light levels themselves ‘carve’ the 
figure?

MODELING MATERIAL STRATEGY
Necessary to the development of an analogue-digital-hybrid-modeling-tech-
nique is an innovative modeling material strategy - currently anticipated as 
one similar to construction detailing, employing a composite\ layered materi-
ality rather than a monolithic one, such that the model is formed composed 
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of a distribution of materials (wood, mesh, plexiglass, plaster, etc.) located in 
response to tensions and compression within the figure\ form with respect 
to gravity.

PART 11: CONCLUSION AND SIGNIFICANCE
Driving rbt_h0l research is a perceived crisis in contemporary architectur-
al form-making (building design) identified in my 18+ years of architectural 
practice, a career which happens to coincide with the shift in architectural 
methods from analog (by hand) to digital; and sensitizing me to a deficiency 
of physicality when working in digital architectural design. This deficiency, in 
my view, reduces the architectural design process to the execution of formal 
manipulations divorced from any context of physical space, and resulting in a 
loss of critical significance in contemporary architectural work.

This doctoral study is currently in a foundational stage, however, already 
there is profound implication into changing the way that architects interact 
with digital design, one that suggests a more tactile engagement to digital 3D 
design elements, such that these elements inform\ are in dialogue\ provide 
resistance and feedback - with respect to the design; suggesting that archi-
tectural modeling can cultivate sensor technology, such that material formal 
manipulations are made within the effects of gravity, weight, temperature, 
light, material properties, asf. - and further, that digitization itself has the po-
tential of formatting critical analytic design process as an open-access Data-
base\ Digital Library, supporting interdisciplinary critical discourse, historically 
a key part of critical architecture.

Lastly, in the words of Frei Otto, who worked with both physical and com-
puter models, “... in computers you only find what you are looking for, but 
with free experimentation (physical modelling) you can find what you have not 
sought.” (Gutiérrez-Mozo, 2008) It is the hope of this study, concerning the 
development of a hybrid-digital-analogue-modeling-technique, to find free 
experimentation into the digital design process.
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UTOPIAN CONVULSION IN THE DESIGN PROCESS: TOWARDS 
DEVELOPING AN ANTHROPOMORPHIC EVEN-TEMPERED 
ESTRANGEMENT
Why have we had to invent Eden, to live submerged in the nostalgia of a lost 
paradise, to make up utopias, propose a future for ourselves? (...) we carry it 
in the color of our eyes, in every love affair, in everything that deeply torments 
and unties and tricks. (Cortazár, 1987|1963)

Imagination of alternative reality is essential process in architectural and 
urban design. Regardless of the scope and the type of intervention, each 
design solution denotes rethinking of the present context. Therefore, to de-
sign is to stalk a utopia, a proposed improvement of spatial reality. Creational 
observation of the place of intervention brings imaginative vigilance towards 
its site-specific blossoms and scars (unfolding of the first and healing of the 
later).

In order to develop a capacity for creative re-evaluation of the present reali-
ty, it is necessary to observe it from different viewpoints through an even-tem-
pered estrangement: both vigorous enough (to intensify the existing beauty) 
and fragile enough (not to disrupt it by an extreme freshness). Thus, each 
utopia is conceived as a critique of reality, a revolutionary vision of a beautified 
tomorrow. Cortazár’s yearning for the lost paradise, is an inherent ingredient 
of design: a dream between pleasant memories and inner yearnings for spa-
tial future different than the wounded places, a nostalgia crucified between 
the absolute abstract Beautiful and the fragmented traces of its necessity in 
the everyday reality.

In spatial utopias with deep semantic layers estrangement is based on: 1. 
a close connection with the spatial reality; 2. an attentiveness towards anthro-
pomorphic capacities in a holistic sense. This is an even-tempered estrange-
ment denoting: 1. raising of consciousness between limits of familiarity in the 
ever changing built environment; 2. awakening which situates the “strange” 
in the framework of sanity by respecting the human processing fluency be-
tween sensuous knowledge and conceptual thinking. Observed through the 
lens of designing aims, this signifies two things: 1. creating places sensitive 
towards previous spatial layers (avoidance of the “tabula rasa” approach and 
application of “performative contextualism” instead (“never demolish, always 
change, add, reprogram”) (Druot et al, 2007); 2. creation oriented towards 
harmonizing of all dimensions of human needs: physiological, psychological, 
spiritual and material, groundy and sublime ones.

Even-temperedness here means that in the process of architectural and 
urban design the unfamiliar should linger between borderities of oddity and 
familiarity. The metaphor of convulsion (upheaval, turbulence) indicates an 



295

internal torsion during confrontation with the eerie, the different. According to 
Breton, convulsion is a pre-condition for the existence of the Beautiful: “Beau-
ty will be CONVULSIVE or will not be at all” (1960|1928, p.160). The Beautiful 
as a core of the Artistic, has to displace, to overturn and to re-create. But one 
should be careful not to bring this convulsion to the limit of monstrous mad-
ness through an intense detachment from reality. So, how intensive should 
estrangement be to keep a healthy (constructive) impact on the observer, to 
prevent crossing the line between courage and madness, to design a conti-
nuity between existing values and upgrading novelties?

Let us try to define the “estrangement” in the design process first. In-
troduced in 1929 by V. Shklovsky in the literature of russian formalism, the 
concept goes across radically variable interpretations. Shklovsky explains the 
word “defamiliarization” as a resistance to overauthomatization of percep-
tion - the “algebraic method of thought” - which obstructs the poetic/holistic 
perception of the object observed (1991|1929, p.5). As a possible escape 
from the slavery in perceptual habits, Shklovsky proposes estrangement as 
a tool for achieving slowness (thoroughness) in observation: “by enstranging 
objects and complicating forms, the device of art makes perception long and 
‘laborious’ “ (p.6). Unexpected twist during perception would cause an abol-
ishment of prediction-making process. The unpredicted calls for attention, 
which implies a suspension of our previous knowledge about the thing: it 
forces us to contemplate it as seen for the first time. So, while Shklovsky 
attempts to introduce a poetic approach of action and perception through 
“strange” which harmonizes the emotional and the rational inside the person, 
later interpretations of defamiliarization have gone awry of this idea.

B. Brecht renames the concept into “Verfremdung” (1936), a way of 
achieving “emotional distance” inside the audience, and by that - disrupts 
the balance of Gardner’s “multiple intelligences” (1983). By emphasizing the 
rational and rejecting the emotional in the perception-cognition process, he is 
making a violent dialogue with viewer’s innerness. In a similar way, S. Eisen-
stein makes an inappropriate adjustment of estrangement from literature to 
film art: “While seeming to offer the audience something ‘artistic’, the intercut 
shot of a breaking wave actually both distracts and insults their intelligence” 
(Christie, 1990, cited in Richards, 2009). This is disrespect towards the audi-
ence as a specific Otherness. An abstention from imposing one’s own belief 
in the creation could protect the author from converting his thought into a 
“despot” which “leaves no ‘air’” or prevents “unspoken elusiveness” (Tark-
ovsky, 1999). Translated in designing, it would improve the attitude towards 
the existing place of intervention and is users: strangeness in architecture 
as an artwork should speak to all human dimensions equally, not only to the 
rational.



296

Although utopian defamiliarization is inherently a refuting of reality, each sug-
gestion for implementing novelty undergoes a process of creating connection 
between the old, criticized, “wrong” realities and the new alternative worlds. 
By applying even-tempered estrangement in design, one can create the 
necessary intensity of convulsion inside the audience (the users) bearable, 
desired, hermeneutically fragile and creatively productive. One hybrid tool, 
settled in the border between subjective and objective, emotional and ration-
al, visual and literal in architecture, is poem-drawing.

Applied in the works of Hejduk, Le Corbusier, Brodsky, Šejka, Van Den 
Berghe, poem-drawing is a device for harmonization of estrangement, be-
tween overwhelming subjectivity and extreme coolness. It is a path towards 
achieving a holistic sense of the “human scale”. It helps in overcoming archi-
tect’s indifference towards the place of observation, prepares his innerness 
for an authentic bonding with that place as an otherness. Placing oneself in 
the skin of the different users of the design solution, makes one evaluate rig-
orously the spatial idea. On the other hand, it protects the inner place where 
creativity (towards “places actual, places imagined”) occurs (Figure 1): it is a 
weapon for ensuring solitude and dialogue with oneself in design-decision 
making (Hejduk 1987).

The convulsion in the utopian and the artistic - splintering between de-
sired and possible - is genetically inherited human feature. Šejka, Yugoslav 
poet-architect, echoes Cortazár’s concept of nostalgia: “no matter how close 
can art come to emptiness and non-art, it is always created as resistance to 
emptiness (...) It is human precisely because it strives for wholeness but never 
finds it, because man never concedes to resolve his contradictory situation; 
such resolution is possible only in the inanimate, the disintegrated, the ob-
jectified. Because of this, art is a constant denial of death and a resistance to 
nothingness” (2013|1964, p.103). By comparing these words with the chal-
lenges of a living design process, we can say that such inner convulsion is 
a precondition for stalking inside the (yet) non-material, or - the impossible.
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POEM-DRAWING AS ENTWINEMENT AROUND DESIGN: “MAKING A 
ROOM” THROUGH AN ASTONISHED DANCE BEYOND THE PRACTICAL
Entwinement of poem and drawing integrates the two creational pathways 
towards cognition. According to E. Trías, cognition and philosophy in general 
“arises from astonishment (spanish ‘asombro’)” and, “over time, this aston-
ishment transforms into an insatiable curiosity, into an ability to experience in 
a different way - wonder, curiosity and memory - and to produce new objects 
of the imagination and powerful arguments” (Lynch, 2013). This leads to two 

Figure 1: From Curtain to Cobweb: a spatial 
translation of Calvino’s Baukid/Octavia. YAC 

Observatory Houses, competition entry. D. 
Spasevska and V. Bogdanova.

Figure 2: 
Astonishment|Understanding|Sense-

Order|Wonder|Windows.
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conclusions open for interpretation: firstly, one’s sense of wonder (astonish-
ment-estrangement and question creating) and sense of understanding are 
interdependent; secondly, the poem-drawing is a hybrid order-creating win-
dow which makes one able to authentically appropriate and cognitively ac-
knowledge the outside world (otherness). The action of entwinement denotes 
interlace of two threads spiraling around third entity. In Figure 2 poem-draw-
ings are windows on the membrane between the personality and the world, 
constantly twining around. This membrane can also be imagined out of its 
initial two-dimensionality into a spatial permeable sphere: wrapped around 
the subject or wrapped around the world. The poem-drawing entwinement 
(mutual permeation and in-dwelling of the linguistic and the visual) is one of 
the ways to establish an imaginary order (reality) in the relation between the 
architect and the world.

Imaginary order (reality) is derivative of a phrase by the neurologist A. Seth: 
“agreement about the controlled hallucination” (2017). He states that one’s 
own understanding of the world and the self (bodily, perceptual, volitional, 
narrative and social self) is actually a “fragile construction of the brain” (2017). 
This hypothesis is built upon a radical rethinking of the definition for per-
ception: “instead of perception depending largely on signals coming into the 
brain, from the outside world, it depends as much, if not more on percep-
tual predictions flowing into the opposite direction. We don’t just passively 
perceive the worlds, we actively generate it” (2017). The emphasis on the 
personality’s perceptual predictions as crucial builders of “objective exterior” 
exhibits the border between the self and the world as trembling fragile curtain, 
constantly recreated through the collision of predictions (expectations) and 
exceptions (astonishments). Comprehending perception as a controlled hal-
lucination makes the subject-object dichotomy shatter. Inserting strangeness 
allows rethinking of the prediction system between the extremes the everyday 
and the unusual, and then the change|convulsion|crisis point of being invites 
a healthy thought in creational existence. This membrane of even-tempered 
astonishment (through which the poem-drawing dance occurs) is embodi-
ment of a simultaneous reciprocity between liminal distance (hesitation as an-
ticipatory condition) and liminal closeness (empathy, proximity, blind commit-
ment deeply embedded in believe), necessary in the designing process. Both 
prediction and astonishment are needed for a healthy creational approach.

As a more concise explanation of the crucial words in this paper, they are 
exhibited as a system of few trilogies (Figure 4). Perichoresis is a term initially 
used to describe the essence of the Holy Trinity in the theological circles: in-
terpersonal harmonious in-dwelling between individual personalities as parts 
of a dynamic whole. Its original connotation is a combination of the greek 
words chora - “space” (chorein - “to make space”), and peri - “around”. The 
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etymological interpretation denotes “a way in which someone or something 
makes space around itself for others or something else” (Shroyer, 2015). It is 
a way to creating a void where the otherness can settle, a void between be-
ing and non-being where one’s existence depends from the connection with 
otherness and their relation through a third instance. This relation is brilliantly 
elaborated in the words of Horvat: “none of the individualities gives what the 
other has or has not, each of them opens a space for the Other and for Oth-
er’s freedom.” (2016, p.153-154). By modifying the formula into a triangle be-
tween two lovers and a Revolution, he moves the usual perception of the di-
ametric opposition between social revolution and private world. Similarly, the 
following three analogous re-definitions of the trinity attempt to contemplate 
on the possible circular connections between our words. The thing the three 
diagrams have in common, is the aspiration to prevent corrupting the dance 
into a “choreography of conflict” (Spencer, cited in “The Dance of Love: Per-
ichoresis”, 2017) through sinful ignorance towards the specific otherness. 
What does “sinfulness” towards the built environment mean? How can one 
prevent choreography of conflict in the urban dance, in the dance of design?

Figure 3: A fragile curtain between the 
architect and the Place: exhibition instead 

of solution (text-image relation problem). 
Poem-drawings exhibition at CA2RE 

conference, 10th September 2017, Faculty 
of Architecture, University of Ljubljana.

Figure 4: Stalking trilogies. Diagram 1 (left); 
Diagram 2 (center); Diagram 3 (right).



300

Diagram 1 (see Figure 4, left). According to Buber (1937), the self comes into 
being through relation with a living otherness - a Thou: other man, the outside 
world (if one is treating it as a living being) or the unknown inside one’s own 
interiority (beyond the construction of the self). Each of the three entities (I, 
Thou, and the outside world) is a specific individuality: it BECOMES integrat-
ed in the other two through co-creation. For this to happen, an “imaginative 
empathy” is needed (Palasmaa, 2015, p.55). Creational observing is not a ba-
nal admiration or unconditional surrendering of oneself to the outside world; 
it is an attempt for a dialogue with the land observed as specific Otherness.

Diagram 2 (see Figure 4, center). Poem-drawing is a path of creational 
observation crucial for the design process. Windows between the self and 
the world, and participants in to so called “agreed reality” (Seth, 2017) they 
are softening the border between the subject and the object. In Pallasmaa’s 
words: “The poetic experience brings me to a borderline-the boundary of my 
perception and understanding of self-and this encounter projects a sense 
of existential meaningfulness” (2015, p. 56). Poetic experience of one’s own 
relation to the world embeds a re-examination of what is meaningful. The 
even-tempered poetization balanced through the visual in the drawing, con-
tributes to a poetic “understanding” which requires “nearness, identification 
and empathy”, and differs from the rational understanding which “calls for a 
critical distance and separation from the subject” (p. 60). Hillier, implements 
collage in his architectural stories as a technique with “unpredictable” and 
“visceral” nature (2011). It is not only about the subject flowing into the object 
and reverse, it is about building an order/logos in the relation between the self 
and the world during the process of doing.

Diagram 3 (see Figure 4, right). In designing, “productive” intensity of as-
tonishment (subversion, estrangement) exists in the limits between the every-
day and the artistic. Estrangement occurs as an awakened consciousness 
for a co-creative I-Thou relation, and for the unfolding of this tie in the built 
environment: Perez-Gomez’s “space of desire” or Soja’s “thirdspace”. Ac-
cording to Šejka, each existing object-phenomenon is “a stamp of man’s 
intentions to understand the world and himself” by “metamorphosis” through 
“activity (heuristic or practical) towards the object-phenomenon” (2013|1964, 
p.82-83). “Heuristic” activity contains “artistic” as constant recreation of the 
agreed reality, whereas “practical” activity occurs when the object-phenom-
enon is reduced to its function, when each “beyond” or “meta” is irrelevant. 
Estrangement occurs as a result of interference between the two extremes; it 
embraces sets of various views as essential result of their hybridization.

In these trilogies, the personal interaction of individual entities is compre-
hensible only through their relation. The space made by their dance is the 
space of wondering. None of them is identical to the others, but they are 
moving together around the common center.
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GAINING COURAGE THROUGH CREATION PROCESS: WHAT DOES THE 
POEM-DRAWING DO IN ARCHITECTURAL DESIGN?
During the design process, each idea can change with each line drawn, with 
each word, with each displacement of the elements in the working model. 
Poem-drawing is a hybrid purifying filter in the process. It is released from 
the bounding of harsh predictability and it subverts the design approaches 
through widening and ennobling of the concept of the Real. A poem-drawing 
could be created as pure observation, or as entwinement circulating around 
the design process. The first helps in observation, but it is deficient in im-
agining a spatial transformation. The second is an active tool in rethinking 
of built reality: it intensifies the porosity between fact and fiction, it is design 
process-oriented. It is a never-finished work which resembles to an experi-
mental field.

So how does estrangement occur here? Here is one example. Hejduk in 
Vladivostok (1987), animates the urban elements, by transforming them into 
protagonists. He is an urban storyteller through words (poems, dictionary 
fragments, short stories) and visual material (technical and hand-drawings, 
photography of built work). The openness and complexity of their semantics 
(far beyond their function) encourage an active participation of the reader. 
The poem-drawings are written during the design processes on his journey in 
Vladivostok, Baikal Lake, Riga... Such attachment of human characteristics 
in the “inanimate” things resembles a similar approach of defamiliarization, 
introduced by Shklovsky. By explaining Tolstoy’s works as an example, he 
states that thanks to the unusual narrator in “Kholstomer”, the story is con-
veyed to the readers from “horse’s point of view (rather than a person’s)” 
(1991|1929, 7). Applying this technique in architecture can make us more 
sensitive towards the needs of the people for which we re-design the places: 
placing ourselves into the skin of different archetypes of users and trying to 
express the experience in verse. Verses are more receptive towards the hu-
man emotional dimension, so they allow us to understand more thoroughly 
ours and others feelings in their complexity. Drawing intensifies the signifi-
cance of that “beyond” through a visual reflection. We will go through these 
“shells of thought” (Hejduk, 1980s) through comparison.

First of all, “you must write a poem about something you are passionate 
about.” (Longenecker, 2014). Developing intensive immersion in design helps 
us to live with the project from the very beginning. This is especially important 
in the field of education. There is a sad, unexplainable ignorance or superficial 
rational criticizing towards the places of intervention visited by the student. 
Pressed by the blur definition of “scientific” and “objectivity”, students weaken 
the relationship between their innerness and their work. It is necessary to find 
a way to develop one’s own sensitivity towards the everyday, not the spectac-
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ular, and to find the poetic and the artistic inside the ordinary. Writing poetry 
can help one develop a passion in the process of design, whereas draw-
ing has the same power to enhance authentic bonding: the more you draw 
something, the more you remember it, understand it, and interpret it innerly.

Secondly, both poetry and drawing, different artistic expressions, deal with 
the emotional depths of the creator. Both are channels through which aston-
ishment turns the ordinary upside-down and merges the emotional with the 
rational self of the creator. So, poetry helps in stretching the imagination: “The 
poet makes connections that nobody else makes and to understand them, 
you must get your mind out of a rut and double check your understanding of 
reality.” (Longenecker, 2014). Poem-drawing as two-dimensional (verse-im-
age) estrangement-device, is a fragment of the imagined spatial proposal - it 
awakens imagination in the viewer about what is beyond the framed scenario. 
This leads ordinary concepts of urban elements be “transformed into an ar-
chitectural metaphor” by “converting the urban environment in a real theater” 
(Hillier, 2011).

Finally, both tools collide in the openness of the solution-ambition: they 
create a space for wondering regardless of the decisiveness of the final spa-
tial proposal. “The point of reading a poem is not to try to ‘solve’ it.” (Sim-
mons, 2014). Writing an urban poem does not bring a final answer to the 
questions - it multiplies their semantic elasticity. On the other hand, drawing 
and model-making “improves decision-making skills and helps with prob-
lem-solving” (Wells, 2014). Thus, the fusion of poetry and drawing in architec-
tural and urban design can work as solution-based thinking, but at the same 
time, its inherent poetic approach can help in creating a design proposal with 
open meanings, hermeneutical voids, and spaces of wonder.

CONCLUSION
The theory of architectural poetry, or poetics in architecture places the po-
em-drawing entwinement as estrangement-device around design process. 
This condition resembles E. Trías’s “Poética filosófica” (poetic essence of 
logos and ratio): the path (the dynamic journey of design) is the “discourse 
of truth”, and this truth is a subject of “faith and trust” (Trías, cited in Vallejo, 
2013). The interpretative openness of an estranged view through these two 
ways of permeation between the self and the world, becomes building mate-
rial of each personal variation of the true way in spatial rethinking.
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INTRODUCTION
The paper is a brief exposition about the research project developed during 
the PhD study years in Politecnico di Milano.

The title is quoting Steven Holl’s definition about phenomenologycal ar-
chitecture and is used to describe the dual aspect of the visible and tangible 
appearence of a building and its invisible, symbolic value and it is a metaphor 
applied to Bogdanović’s memorials as they embody both the material and 
the immaterial.

THE IMPORTANCE OF MONUMENTS IN THE POST-WWII
Since the very first years after the Second World War, there has been a rethink 
about the issue of public space and in particular the need to reconfigure the 
theme of monumentality as a mean of empowering the masses (Gideion, 
Sert, Leger in Nine points on monumentality, 1956). The importance stressed 
out by the authors related to a quest into the synthesis of the arts relating to 
monuments rather then the rapresentation of political themes that were main-
ly derived from the previous totalitarian regimes and which developed the big 
scale rather than the narrative.

If we think about the history of architecture memorial architecture has al-
ways been at stake since the building of pyramids and particularly oriented 
towards funeral buildings and entire cities devouted to the remembrance of 
dead.

The importance of burial places and memorial architecture in general tras-
cends political or religious beliefs and marks one of the most important mo-
ments in life.

The WWII established the necessity for the creation of memorials as such, 
with the specific purpose of keeping and shaping the collective memory. In 
the architectural field such a purpose marked the cretion of a spatial typology 
on its own and a field of a plural disciplinary research. In terms of architectural 
expression, monuments and memorials in particular have no function if we 
adhere to the Functionalist definitions and divisions. The Athens Chart never 
mentions a function for memorial purposes and partially leaves behind an ever 
present theme on architect’s drawing desks. The urban monument became 
anchillar to the most impellent (compelling) necessities of the post-WWII re-
construction and sometimes left the architectural field in order to show up 
in the plastic-arts. In relation to this, The Nine points on monumentality that 
establishes the necessity of something more than strictly functional - relating 
to monumental architecture - advocating a lyrical and not simply utilitarian.

Rosalind Krauss in her 1979 text Sculpture in the expanded field wrote:
The logic of sculpture, it would seem,is inseparable from the logic of the 
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monument. And: Because they [scultures] thus function in relation to the logic 
of representation and marking, sculptures are normally figurative and vertical, 
their pedestals an important part of the structure since they mediate between 
actual site and representational sign. The Krauss article recognizes this emi-
nently vertical configuration of monuments in relation with the context.

The verticality of calssical monuments has a relation with the urban fabric 
and particularly in the articulation of the public spaces. The representational 
value of monuments acquires in value as it configures to be an exception-
al-outscaled element within the city, placed in the public space. The role of 
the sculptural i.e. artistic element is predominant in the urban monuments 
even during the XXth century leading to the predominant importance of the 
static viewpoint.

It is arguable that the post-WWII questioned the pre-existing cornerstones 
of monumental architecture and particularly due to the fact that art and ar-
chitecture start to focus on the landscape and the territory advocating in 
expanding the field (Krauss,1979) of action for architects and artists.

Jugoslavia represents a newly established country witin the European 
continent and the importance of the creation of a national identity was driven 
by the Partisan movement which assumed a heroic and legendary contours. 
The Liberation War, and the Socialist Revolution led to the construction of an 
epic narration of the WWII battles, offansives, personalities and tragedies. 
The extent of such an identity re-shaping was huge and allowed art, archi-
tecture and urbanism to develope and work toghether in order to establish 
a synthesis.

A monument being the integration of the work of the planner, architect, 
painter, sculptor, and landscapist demand demands close collaboration be-
tween all of them.

The importance of Jugoslavia as a case study lays in the fact that histori-
cally it set a third way amid opposed Blocks, flirting with West and ideologi-
cally looking east.

The Non-allignment of Yugoslavia politically opened to the possibility of 
searching into monumentality as a quality not mimicking the classical ele-
ments from the past and creating a laic sacrality linked to the idea of people’s 
struggle and sacrifice. The theme of the sacrality became a recurrent theme 
in the architecture-critic circles and marked also the success of Yugoslavi-
an memorials in the journals and Bogdanović’s personal recognition among 
Western architects. The monographic number of L’architecture d’anjour hui 
108 dedicated to sacred architecture from 1963 numbers the Yugoslavia’s 
memorials among the post-war sacred architectures and focuses on Bog-
danović’s work with a particular attention.

Relating to this in an article published in Borba that relates to the L’archi-
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tecture d’ajour hui article Bogdanović says:
[...] our sacred buildings are atheistic. But they find values in our archi-

tecture because we are stepping back to ancient, archaic and elementary 
human symbols..

[...] Even the man who has materialistic visions is facing the matter of 
death. In this case it’s a violent death, A human suffering or a conscious vic-
tim, and these extraordinary ethical values of our time, our revolution seek for 
their spiritualized, artistic creation..

And more:
The French didn’t miss the fact that it is a new type of memorial entity with 

spatial features wich integrate architecture and sculptures in a single whole, 
just like it happend in ancient architecture.

JUGOSLAVIA AND ITS GEOGRAPHY OF MEMORY
The focus on Jugoslavian memorials is the result of a clear intention of explor-
ing a particular case within the European context, first of all for the reform-
ing agenda in the field of architecture and urbanism - manifested by the will 
to create a new way (in particular compared to the question of non-aligned 
countries as the third path between the opposing Western and Eastern 
Blocks) - and above all, to establish the terms of a renewed sense of monu-
mentality and an anti-rhetoric narrative of self-managed socialism.

The Non-allignment in political views played an important role in the devel-
opement of a certain kind of ‘imagery’ in different fields such as art, architec-
ture and particularly in monument building. This search for a new monumen-
tality relied on the theory of the synthesis of the arts as a mean for braodening 
the field of architecture and set the ground for a more complex thinking about 
monuments and monumentality itself.

In 1958 (year of the National Competition for Jajinci), in Jugoslavia the 
architects took a path on theoretical and design experiences that established 
the interpretation of the theme of memory spaces as public space interacting 
with the landscape and the trauma places, rooting the foundation for what 
can be called Memorial.

The pan-Jugoslavian competition for the Jajinci area in Belgrade was 
among the first ones to deal with the theme of a trauma-site and can be 
considered an important event in establishing some of the features of a new 
monumentality that had to be clearly distinguished from the totalitarian re-
gimes of the past and in particular from the Soviet social-realism.

As Josip Seissel, member of the judging commision, wrote:
The competition has demonstrated the primary importance of the memori-

al and the need of emphasizing the eminently memorial character of this site. 
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The symbolical meaning of the great memorial trascends everything utilitarian 
to such an extent that all our attention must be concentrated on this one as-
pect. [...]Modern monumentality! Two terms until recently mutually exclusive. 
Today we pronounce them toghether again. The developement of modern 
architecture was bound to proceed in a direction opposite to the monumen-
tal. It was just in the name of monumentality that violence was commited in 
this area not long ago.....

The Jajinci competition is a breaking point due to the fact that among the 
participants there were the most important memorialist architects of Jugo-
slavia of the time. The most prominent figures were obviously the Croatian 
members representing the winning groups (NOTA) and Bogdanović’s group 
for the newness of the proposal and its open refusal to adhere to the most 
functional aspects of the competition requirements.

Bogdanović’s proposal started from the poetic concept of the death - tak-
ing as inspiration a verse from Garcia Lorca - and its translation into spatial 
dramatization as a tool for visitors to ri-live an experience through perception. 
The modernity of such a proposal lies in the fact that the architectural compo-
sition of space had to be narrative not to simply inform or educate the visitor 
but to make the experience of the space memorable.

Bogdanović and his group wrote in the submitted brief:
A possible and frequent error in memorials of this type is that they may 

be approached from different quarters. Our is an opposite attitude: we have 
closed the whole area and lead the visitor along a definite route, so that he 
may realize the essence and the entiretly of the memorial in the shortest time. 
The principles of exposition are similar to the principles of museum display 
but, of course, on a large scale. [...] our aim is to preserve with the aid of 
impressive strokes the character of this area wich devoured a hundred thou-
sand victims. The original topography is preserved and by beeing remodelled 
it is even accentuated. [...] the configuration of the terrain is dramatized, given 
greater stress, and rendered more sensitized, than as it was found. 

In this unrealized project as in many others the positioning of a plastic ob-
ject in the landscape works with the theme of the classical monument (Violi, 
2014) but with an architectural appraoch to the verticality involving not only 
the sculptural element but the space in general.

BOGDAN BOGDANOVIĆ AND THE CREATION OF MEMORIALS
The focus on Bogdanović will be placed on the period between 1955 and 
1965 as it can be considered the period of the creation of the idea of memo-
rial as a specific ‘’typology’’ of architecture and space. This period coincides 
with the publication of a trilogy about the city and the Bogdanović’s open 
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opposition towards the reconstruction and re-foundation of the new Jugosla-
vian cities. The criticism is ever present in Bogdanović’s both cultural-theoret-
ical standpoints and his architecture. Infact the Avala worker’s colony shows 
clearly such an attitude and moreover it gives an insightful hint about the 
closeness to the so-called picturesque and vernacular re-birth in Bogdanović 
interests. The importance of this period is marked also by the periodical pub-
blication of columns called Mali Urbanizam ( i.e. The Small Urbanism) dealing 
with the themes of urban design as a possible alternative to Functionalism 
and CIAM-driven rules towards urbanism.

The focus into the ouvere of Belgrade-born architect Bogdan Bogdanović 
(1922-2010) and his own anti-modernist parable represents the paradigm of 
non-dogmatic modernity, aiming to explore the symbolic values of the memo-
rial as a spatial figure of the traditional monument.

One of the most eminent features that a memorial acheivements is un-
doubtly the narrative construction of its architecture. In Bogdanović case this 
narrative traces back to the history of ancient cities and antropological values 
in establishing sacred places within the cities. Rather then beeing outsopken, 
the narrative is personal, relied on the experience that architecture and the 
interaction with landscape are able to create.

In a couple of very succesful texts entitled O postavljanju spomenika 
(About the disposition of Monuments), appearing both in an article for Delo 
(1956) and in an article for Arhitektura Urbanizam (n.10, 1961) Bogdanović 
deals with the formal aspects of monuments from a spatial point of view. In 
particular the Belgrade architect focuses on the perception of monuments 
and the sptial-time whirl that plasticity should acheive (as advocated also in 
the Nine Points) through movement-wise disposition of elements. In these 
texts he stresses out the crafted staging of sculptural elements wich is an 
architects ability rather than artist’s one that creates its art within an atelier 
and not amid the urban landscape. Such an approach implies necessarily the 
manipulation of the surroundings of the monument itself thus creating a total 
embodied experience of sensual perception.

Infact since the Jajinci competition the idea of designing the whole exe-
cution ground as a single memorial, taken as a whole has been present in 
Bogdanović’s opus.

The monument is usually perceived by the sight but the experience of it 
interacts with the landscape in the most poetic way. The creation of such an 
experience is the memorial itself because establishes a certain relation from 
the subject to the object and it is capable of making feel (Violi, 2014) rather 
then making know (idem).

The artful construction of archetypical experiences (Holl, 1996) through 
design is one of the basis of Bogdanović’s work and represents one of the 
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main aspects involving the transformation of landscape through the artificial-
ization of the ground.

Such an approach enables the creation of certain experiences capable of 
establishing the process of memorialization. Entering, ascending, descend-
ing, wandering are just some of those archetypical experiences mentioned 
before and they are related to a skillfull design of the section line of the ground 
and the positioning of plastic elements within the memorials.

The formal configuration of Bogdan Bogdanović’s memorials have an 
undoubltly symbolic meaning which interpretations are not always univocal. 
Rather than trying to develope an interpretation it is arguable that Bogdano-
vić’s memorials all acheive in developing a ritual use of the space likewise their 
designing process that follows a precise pattern.

It is not a matter of style rather the principle of re-shaping the landscape 
in order to re-create a certain type of experience and re-establish a balance 
between nature and artifice so common in the ancient sacral buildings.

BUILDING MEANINGFUL DISTANCES: THE CASE STUDIES
Mali Urbanizam was a column published by Bogdanović during the late 50s 
of the XXth century and unquestionably marks the early stage of the serbian 
architect’s career. This periodi s characterized by the curiosity of Bogdan 
Bogdanović towards the British revival of the XVIII century Picturesque in Ur-
banism and landscape.

Infact it’s not an interst for Picturesque as a style rather as an aesthetic 
movement interwining the natural beauty and the artificial man-made one. 
The so-called Picturesque garden was a highly artificial landscape yet leaving 
the impression of beeing more natural than nature itself and made perceptible 
only by moving throug it. The main tool to acheive the artificialization of the 
ground was through the creation of an artificial section of the ground called 
ha-ha wall that divided the garden from the park. Such an articial section 
established the creation of a meaningful distance that allows to see from 
great distance while being far from the landscape park (called the Theory of 
Appropriation by )

The characteristicness of Picturesque tradition is defined by the relation 
between horizontal construction and vertical counterpoints. Such a feature 
has been acheived since the XVIII century by the positioning of temples, mon-
umental trees and vertical artifacts in the picturesque park and by towers and 
steeple-like structures in picturesque architecture.

The importance of Picturesque aestethic background for Bogdanović me-
morial architecture lies in the artful manipulation of ground section and in the 
the choice for a peripathetic experiencial space over the abstract geometry 
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and moreover the creation of a cultural landscape.
Three out of many Bogdanović memorials have been taken as case-stud-

ies.
They are: Slobodište in Kruševac, Partizan Necropolis in Mostar and the 

Memorial of the Concentration Camp in Jasenovac.
Each case study developes a particular relation with the ground: by mod-

ifying its surface, overlapping or mimicking it and by rooting in it and each 
turns to be a theme of the vertical line and section as a compositional ele-
ment.

The case-studies have been approached in a very physical way avoiding 
a symbolical interpretation.

The importance of studying them from the section point of view, the lies 
in the methodology of a research that consideres itself anatomical somehow.

For instance Slobodište is an excaveted field where the verticality is 
acheived throug the idea of descending and carving out the horizon. In the 
Partizan Necropolis a raising ramp and a cascade of open-air terraces create 
an uphill viewpoint facing Mostar and the Neretva. In Jasenovac the verticality 
of the Flower sculpture contrasts with the flatness of the ground and creates 
an ideal axis (sky-ground) through its reflection in the water beneth.
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INTRODUCTION
Architectural design and urban design projects were generally realized by 
considering only physical values with the top-down approach in the first half 
of the century. Users who are the main actors of the process couldn’t in-
volve in decision making and design phases of the projects. On the other 
hand, there were new events and developments were taken place in terms 
of theoretical and practical context in relation to social and political actions 
in the 1960s. Some architects and planners like John Habraken, Christopher 
Alexander, Lucien Kroll ve Henry Sanoff wanted to find new ways because 
they claimed that design approach of the era couldn’t find a solution to the 
problems of architectural and urban issues and it didn’t respond to needs and 
desires of users.

Community consciousness in the 1960s led to increase sense of social 
responsibility and triggered public to involve to their physical environment so 
these situations caused a new movement. After this movement, Community 
Design Centers (CDCs) were established in United States and United King-
dom. These organizations were established in order to offer planning and 
design services to enable the poor to define and implement their goals. Gov-
ernment financial aid programs encouraged and supported the public partic-
ipation in community improvement programs. Many designers and planners 
adopted Paul Davidoff’s advocacy model of interventions. They rejected tra-
ditional practice, advocated for the right of poors and developed participatory 
methods (Sanoff, 2006).

There were two main approaches prevailed in the 1970s. While one group 
tried to develop methods by setting up a neighborhood office and carrying 
out workshops and consultation meetings, the other people focus on both 
design and construction process and they realized some activities by using 
“self-build” method (Awan et al., 2013). Although the number of CDCs in-
creased 80 in America, the activities of these centers weren’t successful be-
cause these activities are mainly carried out by inexperienced young people 
who mainly focused on process instead of product and funds of federal social 
programs were cut down. On the other hand, some experienced architect 
such as Ralph Erskine, Lucien Kroll, Giancarlo diCarlo could implement suc-
cessful projects in the same years. In the 1980s and 1990s, CDCs transferred 
to professional sector (Comeiro, 1987). After that, new movements occurred 
such as New Urbanism which enabled to middle and upper-income groups 
the right of choice by making some activities such as information meetings. 
Public participation lives its pragmatic age at that time so some practices of 
this time defined as “pseudo-participation” (Toker and Toker, 2006).

Some changes have been taken place about participation because of 
some developments such as the spread of the internet all around the world 
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and developing technologies. The Internet has changed living, working and 
social habits and citizens have become individuals of “Network Society” (Cas-
tells, 2011). Public participation implementations through the use of Informa-
tion and Communication Technologies have become prevalent in this era. 
Moreover, there are some concepts and systems have been developed for 
public participation so far. Some of these concepts and systems, their defini-
tions and examples are shown in the below (Table 1).

Table 1: Concepts and systems based 
on Information and Communication 

Technologies.

While these technologies have been used especially in developed coun-
tries, there are fewer tools or applications have been used in undeveloped 
or developing countries like Turkey. Thus, this study aims to propose a new 
model towards to formation of participation mechanism which is based on In-
formation and Communication Technologies for urban interventions in Turkey. 
Urban transformation is selected as an urban intervention type because many 
urban transformation projects are planned to realize in near future. Current 
urban transformation situation in Turkey is examined in terms of political and 
social aspect in the following part.
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URBAN TRANSFORMATION PROCESS IN TURKEY
Turkey is one of the most important countries in terms of historical and cultur-
al values. It hosted important civilizations in different eras throughout history. 
Turkey is located on three main fault line so it is a risky country in terms of 
earthquake. Moreover, the population of Turkey increases day by day and 
there are many unplanned areas located in the cities of the country. There are 
many urban interventions have been realized in order to solve these problems 
especially in last years. Urban transformation is the one of the most preva-
lent intervention type. According to Minister of Environment and Urbanisation 
(2017), %71 percent of the Anatolian part of country is under earthquake risk 
and there is 7,5 million housing unit are not strong against to earthquake so 
a great majority of these buildings must be pulled down and rebuilt in next 15 
years (Url-1). 187 risky areas, which covers 11.971 hectare and where nearly 
1,8 million people live, have been announced as risky areas so far and these 
numbers increase day by day (Url-2).

Although there were some practices were realized since the beginning of 
the 2000s to transform these areas, this process gain speed with the “Law 
no. 6306 on Transformation of Areas under Disaster Risk” which was enacted 
in 2012. According to this law, there are three main steps are considered in 
this process: 

1. Determination of risky areas
2. Evacuation of building & Pulling down building
3.Construction.

Figure 1: Current process of urban 
transformation projects.
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When this law and its implementations are examined, the transformation pro-
cess takes place as shown in below (Figure 1).

There are not any participatory or flexible approach for users in this trans-
formation process except for deciding whether residents’ parcels integrated 
or separated after the evacuation and pulling down of buildings and making a 
deal with contracting firms. There is need for developing alternative strategies 
which include public participation. Thus, this study proposes a new model 
towards to formation of participation mechanism for urban transformation 
process by considering the problems of process, increasing consciousness 
of community, actively used social network platforms, petitions against top-
down urban interventions and developments of information and communi-
cation technologies. This model proposes an urban transformation process 
which includes actively citizen involvement to decision making, design and 
implementation phases. This model enables users to get information about 
urban transformation areas from official units, to collect data (needs, sugges-
tions, desires, feedbacks) from users about the current situation of the area, 
to visualize these informations and share them with all actors.

ICT BASED PARTICIPATORY MODEL FOR TURKEY
There are some actions need to be realized in order to create a participatory 
process for urban transformation areas in Turkey. These actions are stated 
below:

• Self-organization for participation before announcement of risky areas,
• Raise the awareness of public towards to formation of informing, inter-

action and participation phases in self-organization,
• There is need of intervention at urban design scale instead of building 

scale interventions,
• Decision-making right of users towards to features and design charac-

teristics of public spaces,
• Accountability and transparency in production and post-production 

phases.

Current urban transformation approach ignores the participation of users in 
the phase of preparing 1/5000 Scale Master Plans and 1/1000 Scale Imple-
mentary Development Plan. These phases are realized by only officials who 
are entitled by administrations so there is one direction information flow from 
administration to citizen and top-down decision making approach take place 
in this process. However, there is need of user participation especially for 
preparing upper scale plans and deciding the features and design character-
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istics of these areas. Thus, some steps providing user involvement should be 
added to the current urban transformation process. The first step is the col-
lection of data from users about problems, suggestions and desires towards 
to current situation of the area, visualize and share them with all actors. This 
step should be added between the announcement of risky area step and 
preparation of 1/5000 scale plan step.

The second step is the collection of suggestion and demands (request-
ed functions, qualitative characteristics and design criterias etc.) from users. 
This step is aimed to get design input for administration before the prepara-
tion of 1/1000 Scale Implementary Development Plan. The third step is the 
collection of suggestions and feedbacks from users about proposed project 
alternatives. This step is planned to take place after the preparation of 1/1000 
Scale Implementary Development Plan. Required revisions are made by con-

Figure 2: Current Transformation Process 
vs. Suggested Transformation Process.
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sidering the suggestions and feedback of users in this phase. It is aimed that 
related administration and construction firms give informations about every 
work package to users in order to provide accountability and transparency in 
production and post-production phases (Figure 2).
Actors who play an active role in the process, actions which are realized, type 
of data and type of technologies and tools used in suggested transformation 
process are stated below (Table 2).

Table 2: Main components of the proposed 
model.

This model is planned to base on Information and Communication Tech-
nologies because of recent technologic developments in the area and some 
failures of traditional participation methods. A lot of research project have 
been carried out in recent years about this subject. Smarticipate (www.
smarticipate.eu), UrbanData2Decide (www.urbandata2decide.eu), C3PO 
(c3poprojectblog.wordpress.com) are some research projects which based 
on Information and Communication Technologies and they mainly aim to cre-
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ate collaborative design and decision making process for urban issues. These 
projects are carried out by consortiums which include ICT firms, Universities, 
research institutes from different countries and they are funded mainly by the 
European Union. While these projects are mainly carried out in developed Eu-
ropean countries, there are not any comprehensive research project carried 
out for urban issues in Turkey. This study is believed to have singularities be-
cause it focuses on creating a public participation for urban transformation ar-
eas in Turkey and it enables users to involve in both urban planning and urban 
design scale interventions. Moreover, this model includes different steps from 
the beginning of transformation process to post-production phase. Thus, 
proposed model has many participation levels such as informing, reporting, 
two-way communication/interaction, consultation and decision making so 
that users can participate in every level of the process. Different technologies 
and tools, which are Web 2.0, Geoweb 2.0, Social Media, Mobile & Web 
applications, Public Participation Geographic Information Systems etc., are 
planned to use in this model (Table 3).

Table 3: Actions, participation levels and 
technology/tools of the proposed model.
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After the determination of main components of the model, the integration of 
these components is very important. This model composed of three main 
actions which are data collection, data visualization and decision making. 
It is planned to organize information flows amongst these actions by using 
information and communication technologies. As mentioned above, data is 
collected from users via different tools which are social media, Geoweb 2.0 
applications and mobile&web applications. Additionally, the official data about 
users and area is planned to get from geographic information systems of 
administrations so it is required to collaborate with them.

Moreover, it is aimed to collect survey results, analyses and suggestions of 
professionals about transformation areas. These informations are processed 
and visualized by IT experts as more comprehensible format such as charts, 
infographics, diagrams and tables so that citizens can understand easily. 2D 
Scenario and 3D Simulation services, online discussion platforms and the 
other technologies are planned to use so that users can vote proposed al-
ternatives, give suggestions and feedbacks and discuss interactively in deci-
sion-making phase which is the most important component of this model. All 

Figure 3: A schematic framework of the 
proposed model.
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of these informations are stored in data repository and transferred to mobile 
and web applications. All actors, who take an active role in this process, can 
access the system via different interfaces which are designed by considering 
capabilities and responsibilities of them. The schematic framework of the pro-
posed model is shown in below (Figure 3).

CONCLUSION
Urban interventions have been realized by only considering physical values 
since the beginning of the 20th century. Although residents are the main ac-
tors of the city, they haven’t any right to participate in any phase so they have 
only right to use these areas like any other object. When the urban interven-
tion process in Turkey is examined, the same situation is observed. Nearly 7,5 
million housing units will be planned to rebuild in next 15 years because of 
some reasons such as earthquake hazard. Thus, there is a need for creating 
a participatory process for these areas.

This study proposes a model which based on information and commu-
nication technologies in order to enable users to participate actively in every 
level of the urban transformation process. The model doesn’t ignore current 
urban transformation process and it adds some steps to the current process. 
This model consists of three main actions which are data collection, data vis-
ualization and decision making. Different actors have different responsibilities 
according to their capabilities. If the main components of the model and suit-
able atmosphere are provided, it is possible to create a participatory process 
for these areas. This model needs to be tested in the pilot study and it may 
be revised according to research findings. Then, it should be developed as 
a mobile application or web application in the future and used for the areas 
which are under disaster risk in Turkey.
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signed process is independent of scale, materiality and function - these are 
considered when defining constraints and parameters. The aim is to explore 
how variability changes the design and thinking process, merging formerly 
separated disciplines. How can technology be exploited to optimize designs 
in order to fit in our consumer-good based society while giving back desired 
individuality and uniqueness?
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INTRODUCTION

Metal 3d printing
Within the fields of Architecture and Design, the use of additive manufacturing 
has for a long time been limited to building prototypes or models in materials 
that are not suitable for construction or finished long-lasting products. The 
technology of direct metal 3d printing allows for producing highly specialized 
and unique products and has over the past few years developed on a high 
pace, mainly applied in an engineering environment for machine parts such 
as aerospace or medical engineering. In the process fine metal powder is 
melted together with a laser; a 3D printed piece therefore has the same qual-
ity as a casted metal piece but offers a range of opportunities in design. The 
design process is therefore influenced by the request of generating shapes 
that are not producible by any other technique. Three advantages are of spe-
cial interest within the project:

• The technology allows for producing series of unique pieces at no 
higher cost than series of standard pieces.

• Parts can be printed interlocking which means that a unique expe-
rience of the interaction between digital and physical model can be 
created.

• Within a piece these interlocking parts can be varied from one to each 
other.

The interaction of a piece with the human body combined with constraints 
and opportunities of the fabrication method set the frame for the project. In 
the current status this process is tested in the realization of precious met-
al products such as luxury jewelry but is embedded in a larger research of 
creating series of unique and varying construction parts within the field of 
Architecture. Two specific examples are discussed in the paper to describe 
the developed process. The intricate computational model inherits design, 
detailing and fabrication information - These steps are combined within one 
single process, allowing for eager interaction through testing, evaluating and 
optimizing. For each design problem, a new tool is scripted, aiming at most 
effectively emphasizing and optimizing characteristics of the design. The ar-
chitect is no longer ‘only’ the designer for a single physical design problem, 
but moreover the designer of a specific computational tool that communi-
cates between the digital and the physical world.
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DESIGN PROCESS

Scale - Geometry first
Designing a scale-less process means to integrates design, detailing and fab-
rication in one single computational model. Always starting from a geomet-
rical logic, the process allows for thinking in a scale-less environment in the 
developmental phase. Yet the scale of course plays a major role in very pro-
ject - it comes into account when precisely defining constraints and variables 
for the developed design-process. (Figure 1)

Figure 1: Thinking process: Stadium 
Structure - Exhibition Installation - Bracelet.

In an initial state, a geometrical system is chosen accordingly to its potential 
of fulfilling the functionality and material integrity of the given design problem. 
In a first step it can be observed on a purely mathematical level. Looking pre-
cisely into how the system’s geometry influences its performance allows for 
constituting similarities to the actual design requirements. Characteristics that 
could be relevant for the final design are filtered; these can include structural 
aspects, porosity, agility or simply aesthetics. The system finally is chosen 
accordingly to its potential of fulfilling the functionality and material integrity of 
the given design problem.
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The principles of the chosen geometrical structure are then abstracted and 
translated into a three-dimensional model. Taking the example of nature, 
there is no distinction between material, structure or shape - one single sys-
tem solves several problems at various levels of hierarchy through geometri-
cal formation. Variables of the generated system are defined - which factors 
should be stable and which factors can change in order to generate the vari-
ations of the system? Further, the range in which the variables can occur and 
how their value is influenced have to be explored. Parallel to this variability, an 
explicit design intention has to be developed. At what point are the generated 
outcomes evaluated and how can I measure the effectiveness of a design 
outcome? And how do the evaluation results inform the optimization of the 
design?

For each new design task the same questions are posed: Is it possible to 
scale natural strategies? To which extent is it possible? How can perform-
ative aspects, such as structural ability be implemented rather than purely 
abstracting the visual appearance? How can these complex systems be ac-
tually fabricated? The principles of the chosen geometrical structure are then 
abstracted and translated into a three-dimensional model. Taking the exam-
ple of nature, there is no distinction between material, structure or shape 
- one single system solves several problems at various levels of hierarchy 
through geometrical formation. The aim is to explore further how variability 
changes the design and thinking process, merging formerly separated dis-
ciplines. How can technology be exploited to optimize designs in order to fit 
in our consumer-good based society while giving back desired individuality 
and uniqueness

TECHNOLOGY - PRINTER SPECIFICATIONS
The printer specifications have great influence on the designed pieces. The 
desire within the pieces always lies in making them as light as possible while 
offering unique and comfortable design for the wearer. Therefore we are 
working with minimum possible thicknesses of 0.35mm per part. Generat-
ing large overall volume while minimizing the piece’s weight, optimizing the 
amount of handcrafted finish needed while offering a new user experience. 
The technology’s economical scalability, as well as its long-term potential has 
to be explored.

DIGITAL TO PHYSICAL
In each of the designs the step from the digital to the physical environment is 
extremely valuable - since the artifact is 100 percent calculated and exactly 
predictable, the factor of materiality and finishing plays a major role; it is the 
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only not entirely from the digital environment predictable part of the pieces. 
Although reflection and material appearance can be simulated the actual im-
pact of the piece on a wearer’s cognition is not comparable with a physical 
experience.

APPLICATION

Genesis Collection - Series of unique pieces

Figure 2: Digital Model - Physical Model.

Figure 3: Genesis Collection: Natural 
System - 3D Translation - finished piece.



332

In the genesis collection, the surface of water and how it changes in different 
environments was analyzed and translated into unique pieces of pendants. 
The range of states of the surface was observed: The geometry of the wave 
can be described through rotating circles, depending on external influence 
such as wind conditions and the depth of the water in a specific location. The 
underlying principles of the moving surface are captured in static moments in 
the developed script. For generating the shape of the pendant the principles 
are abstracted, translating them with coordinates as simple as possible into 
a 3-dimensional shape. In the design, the wave height and intensity can be 
varied. The thickness of the piece is then added in a way that the piece is as 
thin as possible.

Figure 4: Genesis Collection - Pseudo-
Randomness.

Embrace Collection - Hierarchy and Variation
In the embrace collection the focus lies in how the piece adapts to the human 
body and interacts with it. It is based on the principle of a fine scale structure 
on the one hand protective, at the same time smooth and adaptive. It cre-
ates a new sensual appearance for the user, rigid but smooth, like a woven 
fabric. The basis here is a three-dimensional, component that in assembly 
interlocks with the neighboring components. In this case, merely the per-
formative part of the scale structure is translated rather than the literal natural 
geometry itself. Since the component interlocks in a two-dimensional way, 
the components’ base-geometry is at first developed in two dimensions. At 
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first, different options were tested of interlocking parts based on 3-sided to 
8-sided geometry. As a first step the polygons were layout in a two-dimen-
sional pattern, looking into options of how to build various pieces from them. 
In a second step the polygons were three-dimensionalised in different ways - 
for each polygon there are various options for three-dimensionalization. Main 
criteria here is the ability to vary the shape from one component to another as 
well as the weight of the pieces.

After executing a few formal tests and printing prototypes to test physical 
behavior, the decision was made to go further with the hexagonal shape, 
splitting it into two triangular guidelines defining the geometry. This geometry 
was chosen because it allowed for a very differentiated way of combining 
components and creating variation of pieces. On the one hand it generates a 
high degree of flexibility and on the other hand the geometry is not obviously 
readable like in the four-sided polygon. Since there are three points in which 
components can be connected together, it is possible to generate a linear 
as well as a diagonal appearance. It allows for generating a great variety of 
pieces starting from one single geometry. In further steps, the factor of irreg-
ularity will be added which allows for an even higher degree of variation. One 
further important factor is to develop a geometry that is smooth from all sides, 
therefore easy to wear and comfortable for the customer.

Figure 5: Embrace Collection interlocking 
system geometry variations.
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The attraction of irregularity
Starting from a strictly system-based and mathematical design approach, the 
potentials of randomness and mistakes in the system are investigated, look-
ing into natural artifacts as a basis. Natural artifacts are intriguingly beautiful 
and fascinating, yet never perfectly shaped in a mathematical sense. They are 
based on very strict mathematical rules that define their base geometry; the 
final outcome though is endlessly variable and differentiated. Variation may 
be expressed in size, geometry, porosity or color within a certain range. The 
designed process is independent of scale, materiality and function - these are 
considered when defining constraints and parameters. They are essential in 
setting up the project’s constraints. Experience shows that the clearer the lim-
its are set, the more freedom is created to develop a strong design outcome.

Figure 6: Introducing irregularity.

Principles learned from nature are extracted and implemented in the metal 3D 
prints. Another dimension is therefore added to the strictly system-based de-
sign approach. In the past, the developed geometries show variation in a very 
regular and readable way. Within a piece each segment changes gradually 
in shape to be slightly different from its neighboring segments. Variation has 
been expressed mainly through gradients. Four strategies have been investi-
gated to create an organic and at first sight mathematically incomprehensible 
overall shape. Each of them usually provides very different outcomes, and for 
some designs they can be combined to generate a meaningful result.

1. Pseudo-Randomness: In the system-based design approach, geome-
tries are defined and programmed by vectors and values. Instead of de-
fining one final value for a certain geometrical dimension, in this option a 
range of possible values is fed into the system. Important here is to define 
a range of numbers within which a meaningful shape is created. Often it is 
a process of trial and error to find out about the minimum and maximum 
value.
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2. Created diversion through manual surface-modeling: Many of the gen-
erated geometries are based on the division of a surface. The code can be 
programmed to divide the surface into segments and the final geometry 
is developed by directly manipulating or generating another shape on the 
surface. Before running a code, the surface can be manually manipulated 
by changing its isocurves at their controlpoints. The shape of the isocurves 
influences the shape of the surface and therefore the script that is running 
on the surface. As soon as the surface is not rectangular and flat any more 
it will have an effect on the regularity of the generated geometry.
3. Intended destruction: Removing or manipulating parts manually after a 
shape has been created. This is the option in which manual decisions are 
taken in a second step.
4. Errors: Frequently when scripts are run, unexpected errors occur and 
sometimes these errors create beautiful and unplanned shapes. This is 
definitely the most uncontrolled and non-predictable way of varying a 
shape.

For all four methods it is clear that the more profoundly a generated geometry 
is developed and understood, the more freedom can be set up to create 
variation. The reflection in this stage of developing directly 3D printed metal 
pieces introduces the following questions: How much does irregularity effec-
tively add on to the overall design? Is it too ‘forced’? Is it just implemented 
to justify the technology or does it actually make the pieces more attractive, 
comfortable and as a result more valuable?

CONCLUSION AND FURTHER DEVELOPMENT
In the current state the developed strategies are successfully tested in dif-
ferent designs. These designs may vary in size, shape and function, still the 
thinking process is the same for each new task. Embedding this research in a 
larger, ongoing process of projects, the same is true for very different scales. 
The focus in each of the projects - no matter which scale - lies in creating 
differentiated shapes, consisting of complex and unique parts and realizing 
shapes with new technology that haven’t been possible to being produced 
without the tools.

Within the body of work, the question of scale of course still does matter 
in the final results. In larger projects the thinking process may be applied to 
parts of a construction, such as customized joints that are 3d printed. The 
exciting part of working in such a small scale is the quick realization and ex-
tremely fast feedback on design. The next step will be to print prototypes of 
various irregular pieces and compare their behavior in the real world. The aim 
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is to explore further how variability changes the design and thinking process, 
merging formerly separated disciplines. How can technology be exploited to 
optimize designs in order to fit in our consumer-good based society while 
giving back desired individuality and uniqueness?

The applied methods leave no space for mistakes or unpredictability, each 
irregularity is based on a system as well or on rules of how to interrupt the 
system. Except for very few unwanted mistakes that create some unexpect-
ed working outcome, everything is thought through within the system. At 
some part this almost forced need to control every step and every little detail 
on a macroscale can lead to controlling values that do not even matter or ap-
pear in the real world. Sometimes focusing on every detail in a mathematical 
sense generates a loss of the big picture.

REFERENCES
Bhavar, V, Kattire, P, Patil, V, Khot, S, Gujar, K and Singh, R, ‘A Review on Powder Bed Fusion 
Technology of Metal Additive Manufacturing (Tech.)’.

Gibson, LJ (eds) 1997, Cellular solids, Cambridge university press, Cambridge.

Pearce, P 1990, Structure in nature is a strategy for design, MIT Press, Cambridge.

Smart Tech Publishing, S 2016 ‘Opportunities in 3D printed precious metals: Jewelry and 
other applications’.

Weinstock, M 2006, Self-Organisation and Material Constructions. Techniques and technol-
ogies in morphogenetic design, Wiley-Academy, London.





Riet EECKHOUT 
Dimitri VANGRUNDERBEE

Jana FEČKANINOVA
Hanne VAN REUSEL

Petra MARGUČ
Marie JOJA

Natasa CHRISTOU
Dorotea OTTAVIANI 

Cecilia DE MARINIS
Cecilia DE MARINIS

Ana KREČ
Alicia VELÁZQUEZ

Michael WILDMANN
Gitte JUUL

Alisa KOROLOVA
Giuseppe TUPPUTI

C
A
R
E
2

Andrea LEITMANNOVÁ
John MCLAUGHLIN

Miha ČEBULJ
Celia GOMES

Ricardo MENDES CORREIA
Filipe BRANDÃO

Nica JUNKER
Federico DEL VECCHIO

Aileen IVERSON
Viktorija BOGDANOVA

Tadeja ZUPANČIČ
Aleksa KOROLIJA

Ahmet GÜN
Yüksel DEMIR

Marie BOLTENSTERN


