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PREFACE

Architecture has always been one of the most fundamental and
dynamic dimensions of the human condition, shaping and reshaped
by the ways in which societies live, produce, and imagine their
worlds. It has never been a mere practice of building; rather, it has
continuously unfolded as a complex field of thought and
production that integrates cultural values, technological capacities,
and ecological sensitivities. With this book, Space, Design and
Human in Architectural Sciences, we invite readers to rethink the
architectural discipline through a broad spectrum of theoretical and
practical perspectives, each grounded in original scholarly
contributions.

The primary aim of this volume is to address contemporary
architectural questions not from a singular viewpoint, but through
a multi-authored, multi-layered, and wide-ranging framework.
Architecture, by its very nature, simultaneously touches upon
human life, the environment, and technology. For this reason, it
cannot be confined within the boundaries of a single field; rather,
it emerges at the intersections of different disciplines. By gathering
contributions from various scholars, this book highlights that
pluralism and offers a comprehensive integration of philosophical,
technological, social, pedagogical, and material-oriented
discussions.

The human dimension of architecture is also inseparable from
philosophical reflections on the human condition itself. The

opening chapters of this book are therefore devoted to ontological



and humanistic considerations. The first chapter, From Humanimal
to Humus: Rethinking Human and Architectural Ontologies,
critically reconsiders anthropocentric paradigms and proposes an
expanded ontology of architecture in which humans, animals, and
natural forces intersect in shared spaces of existence. The second
chapter, Humanoid Technologies in Architecture: Redefining the
Boundaries of Spatial Experience, examines the hybrid
relationship between humans and emerging technologies, arguing
that the boundaries of spatial experience are being radically
redefined in the age of digital design and artificial intelligence.
Together, these perspectives push us to understand architecture as
more than a response to human need: it becomes a field of
encounter between multiple forms of being.

The exploration of human—technology relations extends into
critical readings of modern and experimental architectural
movements. The third chapter, Conceptual Transformation of
Archigram Futurism and Its Reflections in Architecture, revisits
the radical visions of the 1960s Archigram group and interrogates
their relevance for contemporary conditions. By doing so, it
demonstrates how architecture continually negotiates its relation to
technology, urbanity, and lifestyles. In parallel, the fourth chapter,
Architecture of Madness: R. D. Laing’s Kingsley Hall vs. Jeremy
Bentham’s Panopticon, develops an alternative discourse where
architecture is discussed not only as a rational and ordering practice
but also as a domain entangled with psychology, social control, and

the quest for freedom.



Following this, the book turns toward the representational and
expressive dimensions of architecture. The fifth chapter, Hidden
Supporters of Architects: Narrative Codes, reveals how underlying
narrative structures shape design processes, even when they remain
unseen. The sixth chapter, Tracing the Pre-Modern Representation
in Contemporary Architectural Drawing, argues for drawing as
more than a technical tool: it is a form of pre-representation that
grounds the very possibility of architectural thought.
Complementing these, the seventh chapter, Color in Function: The
Perceptual Role of Chromatics in Spatial Experience, highlights
the perceptual and functional dimensions of color in shaping spatial
experience, while the eighth chapter, Representation of Materials
and New Dimensions of Perception in Digital Spaces, examines
how digital technologies reconfigure the ways in which materials
are perceived and represented. Collectively, these chapters
underscore that architecture is as much about expression and
perception as it is about construction.

The third thematic axis of the book concerns urban and institutional
dynamics. The ninth chapter, Exploring Methodologies on Housing
Production: Open Building Approach in Habraken’s Sar73,
investigates flexible and participatory approaches to urban infill,
reconnecting historical methodologies with contemporary urban
challenges. The tenth chapter, Operational Dynamics and
Challenges of Architectural Design Competitions in Tiirkiye: A
Process-Oriented Analysis, analyzes architectural competitions in
Tiirkiye as complex processes shaped by both opportunities and

constraints. The eleventh chapter, Holistic Interpretations and



Contemporary Critical Readings in the Context of Architectural
Pedagogy, situates architectural pedagogy within broader
interpretative frameworks, proposing a more holistic approach to
teaching and learning. These three contributions make clear that
architecture cannot be reduced to the scale of the building alone; it
must also be understood in relation to cities, institutions, and
systems of knowledge.

The fourth and final cluster of chapters is dedicated to
sustainability and material research. The twelfth chapter, Cross-
Laminated Timber (CLT) for Sustainable Buildings: An
Assessment for New Zealand and Tiirkiye, evaluates cross-
laminated timber (CLT) within both the New Zealand and Turkish
contexts, situating timber construction within global discourses of
sustainable building. The thirteenth chapter, Investigation of
Stabilization Using Mineral Binders for Earthen Materials under
Varying Curing Conditions, presents a scientific investigation into
the strengthening of traditional earthen materials through mineral
binders. The fourteenth chapter, Application of Boron Compounds
in Building Materials: A Review, examines the innovative potential
of boron in construction practices, reflecting the growing
intersections between material science and architecture. The
fifteenth chapter, Quality Management Systems in Construction
Projects: Reframing OQMS Tools through Complexity Principles,
addresses management and organizational dimensions by
exploring how complexity theory can illuminate the challenges of
implementing quality systems in construction. Finally, the

sixteenth chapter, An Assessment of the Relationship Between



Tiirkiye’s Residential Stock and Environmental Impact in the
Context of Structural Systems, presents the importance and
analyzes the relationship between Tiirkiye's residential stock and
life cycle environmental performance in the scope of load-bearing
systems.

Taken together, these sixteen contributions guide the reader from
ontological reconsiderations of the human condition, through
debates on representation and perception, into urban and
pedagogical processes, and finally into sustainability and material
innovation. The deliberate sequencing of the chapters aims to
create a coherent trajectory while preserving the richness of
plurality.

What emerges is a portrait of architecture as a deeply
interdisciplinary and multifaceted field. Human—environment
relations, technological transformations, social complexities, and
material experiments converge in ways that demand new forms of
scholarly engagement. The multi-authored structure of this book is
not only a methodological choice but also a necessity, given the
complexity of the questions at stake. The diversity of perspectives
and contexts represented here provides readers with a more
nuanced and comprehensive understanding of architecture’s
current challenges.

Our aspiration for the future is that this book will serve not only as
a scholarly reference but also as a catalyst for new debates and
inquiries. To comprehend the ever-shifting relationships among
space, design, and humanity is not simply an academic exercise; it

is also an ethical and practical imperative for building a sustainable,



equitable, and imaginative future. We hope the insights and
discussions presented here will make lasting contributions to the
architectural sciences and inspire future generations of scholars and
practitioners.

Finally, we would like to extend our sincere gratitude to all the
contributing authors, whose original and comprehensive works
form the backbone of this volume. We are equally indebted to the
reviewers, whose meticulous evaluations and constructive
suggestions for revision have significantly enhanced the scholarly
quality of the book. Our thanks also go to IKSAD Publishing
House for providing the platform that made this collective
endeavor possible, and Prof. Dr. Atila GUL, who is the General
Coordinator of the Architectural Sciences book series, for his
invaluable support. Above all, we acknowledge the spirit of
dialogue, intellectual curiosity, and commitment that has guided
this project from its inception to completion.
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1. Introduction

The intellectual legacy that places the human at the center of the universe
has left profound marks, particularly within the knowledge systems of the
modern era. This legacy defines the human as a being who thinks,
represents, and shapes the world through technology—positioning them as
a transcendent and superior subject, separate from nature and all other
entities. Grounded in humanism, this approach has evolved into an all-
encompassing framework that not only shapes the human’s understanding
of being but also dictates how space is constructed, how values are
distributed, and how the Other is represented.

However, the order established by this model of the subject has begun to
unravel. The planetary crisis, climatic collapse, interspecies loss, and the
complex entanglements between technology and matter have made it
necessary to reconsider the human’s central position. Today, intellectual
responsibility is felt not only for the human, but also with the human—and
at times, for those who exist beyond the human.

This transformation entails not only a philosophical search but also an
ethical, aesthetic, and ontological reconfiguration across various fields—
including architecture. From classical antiquity through the Renaissance
and into the modern period, architecture has been shaped by an
anthropocentric perspective that takes the human body as its measure,
regards nature as a passive background, and centers representation. In
antiquity, Vitruvius articulated three essential principles of architecture—
firmitas (strength), utilitas (utility), and venustas (beauty )—which located
the human body and its proportions at the core of architectural thought

(Vitruvius, 2001). The Renaissance reinterpreted these principles through




ideals of harmony, symmetry, and perspective, further consolidating the

human as the central reference point in spatial order (Wittkower, 1949).
Modernist discourse, in turn, often foregrounded notions of form and
function—exemplified by Louis Sullivan’s maxim “form follows
function” (1896) and Le Corbusier’s design principles (2000)—as
dominant tendencies, even though architectural practice has always
encompassed a broader range of concerns (Le Corbusier, 2000).

The research approach has three conceptual planes: Humanimal, Human,
and Humus. These strategic planes propose not only a typology of being,
but also a theoretical repositioning of architecture in relation to ethical and
ontological transformation. This orientation necessitates the dissolution of
anthropocentric frameworks, the expansion of the limits of representation,
and the rethinking of the material, sensorial, and political conditions of co-
existence.

2. Material and Method

This research adopts a theoretical and conceptual analysis in order to
evaluate the historical development and dissolution of the anthropocentric
model of subjectivity, along with the alternative ontological orientations
that have emerged in its wake. The object of the research is not a physical
structure or a specific architectural project, but rather the philosophical and
ontological transformation of the human’s relationship with nature, the
body, and nonhuman entities. Within this framework, architecture is
approached not merely as the production of physical space, but as a
conceptual domain that shapes inter-relational dynamics, organizes

systems of representation, and bears ethical responsibility.




The research is conducted through a theoretical analysis grounded in

literature review, through which the transformation of the human
conception is conceptualized across three main planes: Humanimal,
Human, and Humus. These planes are not chronological categories
confined to specific periods; rather, they are constructed as analytical
frameworks aimed at comparatively understanding different regimes of
being, modes of representation, and approaches to spatial organization.
Each plane reveals the ruptures that have occurred both in the conception
of subjectivity and within the discipline of architecture.
Methodologically, the research follows a multilayered analytical strategy
that values conceptual permeability and brings together critical theory with
new ontological approaches. Alongside the interpretation of the thinkers’
arguments, it also constructs a strategy for how these theoretical
approaches can be rearticulated within the field of architecture. The
methodology is both analytical and speculative in character.

The strategic structure of the research is organized around three conceptual
planes, and each section discusses the relationship between a
corresponding ontological approach and architecture. The Humanimal
plane explores alternative modes of thought in which the human is not
separated from nature but conceived as a relational being. The notion of
“Humanimal” a term employed in posthumanist literature to highlight the
ontological continuities between humans and animals (Braidotti, 2013) is
“extended to articulate the broader entanglements between humans,
animals, and the natural environment, thereby challenging the boundaries
that separate species. The Human plane examines how the dominant model

of subjectivity, through structures of representation and domination, has




shaped architectural discourse; and the Humus plane addresses

posthumanist approaches that reimagine the human as an earth-bound,
multispecies, and material being.

In this context, the methodological aim is to develop an interdisciplinary
theoretical reading that is not reducible to any single idea. The objective is
to deconstruct the prevailing anthropocentric framework in architecture
and to propose a form of architectural thinking that embraces the principle
of ontological pluralism, considers ethical responsibilities, and is grounded
in relational reciprocity.

3. Findings and Discussion

The historical and theoretical transformations concerning the ontological
position of the human are examined in this research through three primary
planes: Humanimal, Human, and Humus. These planes are constructed as
conceptual frameworks that enable a reconsideration of the nature of the
human’s relationship with nature and of architecture’s place within this
relational network. Each plane points to different conceptions of being,
material encounters, and modes of ethical responsibility.

This analytical structure aims not only to reveal epistemic ruptures, but
also to make visible how these ruptures affect architectural production,
spatial organization, and an ethics grounded in reciprocity. The discussion
is shaped by multiple perspectives drawn from theoretical orientations
such as anthropological ontology (Descola, Viveiros de Castro) and
posthumanist thought (Haraway, Barad), in pursuit of an architectural

thinking that moves beyond representation.




3.1. Settled Ontology and Dwelling in the Humanimal Plane

In the history of Western thought, the figure of the “human” has long been
defined as a subjectivized being that is separate from nature and
ontologically privileged. However, this understanding of the subject does
not merely indicate a historical definition of the human; it also produces a
deeper ontological framework that determines the human’s relationship
with nature, animals, objects, and space. In contrast, peoples, cultures, and
modes of thought that fall outside of this framework conceptualize the
human as a species that is entangled with nature, co-existing and co-
thinking with it (Descola, 2013).

In the Humanimal framework, the human does not occupy a central
position but is rather situated within an ontological plane shaped by co-
existential modalities. This perspective emphasizes not only the biological
continuity between humans and animals but also their intertwined modes
of being. Philippe Descola’s typology of four ontological regimes provides
a foundational theoretical background for understanding this framework
(Descola, 2013).

Descola categorizes the ways in which human societies make sense of the
world into four fundamental models, which he refers to as "ontological
regimes": naturalism, animism, totemism, and analogism. Each regime
defines the type of relationship established between beings in terms of
interiority (such as feelings, consciousness, and will) and physical
appearance (Figure 1) (Descola, 2013, p. 103—-113).

Modern Western thought is grounded in naturalism, which assumes that
nonhuman beings are physically similar to humans but differ in their

interior states. As a result, humans are distinguished as conscious,




subjective agents, while animals or objects are reduced to passive entities

devoid of interiority (Descola, 2013, p. 121). In contrast, animism—
common among many Indigenous communities—acknowledges that
nonhuman beings also possess inner experiences (Descola, 2013, p. 129).
The perception of a jaguar as a hunter or a tree as a sensing subject by
Amazonian peoples are clear examples of an animist ontology (Descola,
2013, p. 130). In this view, bodies may differ, but internal qualities such
as thinking, feeling, and intending are shared. Totemism, on the other
hand, establishes collective affiliations based on both physical and interior
similarities (Descola, 2013, p. 142). In analogism, every being is distinct,
yet relations among them are constructed through symbolic
correspondences and analogical reasoning (Descola, 2013, p. 154). The
four ontological regimes are comparatively summarized in Figure 1, which
illustrates how beings are related according to their interior qualities and

physical attributes (Descola, 2013).

Figure 1. Philippe Descola’s Four Ontological Regimes (Descola, 2013,
p. 111)




The Humanimal plane closely parallels animistic ontology (Descola,

2013). In this framework, the human is not defined solely by internal
consciousness, but rather envisioned as a living being who attains
subjectivity through reciprocal relationships with animals, plants, and the
surrounding environment. Here, subjectivity is not an individual privilege,
but the outcome of a multispecies entanglement. The human exists not
merely as a “self,” but through encounters with others and through
cultivating responsiveness toward them.

Within this understanding, “dwelling” is no longer merely a physical
necessity or a technical process of building structures. Instead, it gains
meaning through reciprocal relations woven between humans and animals,
nature and material, memory and topography. At this point, Tim Ingold’s
concept of the dwelling perspective deepens the spatial articulation of the
Humanimal plane. According to Ingold, space is not a pre-designed, static
backdrop, but a dynamic process continuously shaped through the
cohabitation and interweaving of humans, animals, soil, wind, and other
beings (Ingold, 2000, p. 186). This conceptual framework resonates with
Songline maps, which exemplify how certain Indigenous peoples relate to
topography. For instance, the Songlines of Australian Aboriginal
communities illustrate that the land is understood not simply as a
geographical surface, but as a dynamic and layered landscape, animated
by ancestral memories, navigational knowledge, and collective social ties

(Figure 2) (Chatwin, 1988).




Figure 2. Seven Sisters Songline, Josephine Mick (1994), Ninuku Arts

(National Museum of Australia, n.d.)

Ingold argues that modern thought conceives space as a static, empty, and
pre-given stage upon which humans and buildings are subsequently
positioned. In contrast, within the dwelling perspective, space is
understood as a living process: it is continuously woven through the
coexistence of beings such as humans, animals, soil, wind, material, and
sound (Ingold, 2000, p. 153). In this sense, to dwell means to take part in
a living fabric and to participate in its ongoing renewal.

Within this framework, architecture is not merely a discipline concerned
with formal or functional arrangements. Rather, it becomes a relational
field where different species encounter one another and develop shared
modes of cohabitation. Structures are not solely designed to facilitate
human life; they are conceived to enable the spatial conditions for
sustaining mutual and continuous relations with nonhuman beings (Ingold,

2000, p. 186).




In this respect, the Humanimal plane redefines dwelling as a shared sphere

of existence among multispecies beings. What matters here is not merely
possessing a structure, but living, orienting, and sensing together with
others within it. To dwell is to take part in a kind of collective fabric.
Architecture, then, becomes a practice through which this fabric is woven,
felt, and sustained.

One of the key thinkers who argues that the relationship between humans
and nonhumans operates not only on a physical or symbolic level, but also
on cognitive and meaning-generating dimensions, is Eduardo Kohn. In his
work How Forests Think, Kohn (2013) investigates the world of the Runa
people in the Amazon and argues that animals and plants are not merely
reactive beings, but also subjects capable of thinking, producing signs, and
interpreting. This approach removes meaning-making from being an
exclusively human trait and instead conceptualizes thought as a process
emerging from semiotic relations among all living beings, not limited to
the mind alone. Kohn’s concept of “thinking with life” intersects with
Descola’s animistic ontology, yet moves in a more radical direction by
understanding thought as an immanent outcome of bodily, environmental,
and multispecies entanglements (Kohn, 2013, p. 76).

According to Kohn, for a living being in the forest, to think is to sense the
gaze of a jaguar, to associate the sound of a woodpecker with a potential
predator—in other words, to exist within the world and to be affected by
it. This approach offers a mode of existence that challenges the limits of
representation. Instead of a human-centered epistemology, it posits a
reciprocal process of meaning-making among beings that co-constitute the

world. The philosophical foundation of the Humanimal plane is rooted in

10



pluralism and a notion of multiple subjectivities. Within this framework,

Kohn’s work opens the door to an understanding that recognizes not only
humans but all living beings as epistemological subjects. Dwelling, too, is
conceived within this multispecies epistemological realm as a world
jointly constituted by beings who engage in shared meaning-making.

The deeper philosophical roots of this ontological approach can be found
in Spinoza, who defines nature as one of the infinite modes of a single
substance (substantia) (Spinoza, 2004). According to him, the human
being is not separate from nature but rather an immanent expression of it.
This understanding displaces the human from a privileged position of
agency and re-situates them within a continuum of beings.

Spinoza’s notions of conatus and potentia are crucial in this regard:
conatus refers to the intrinsic striving of each being to persevere in its own
existence, while potentia denotes the capacity of a being to act and to
enhance this capacity through its relations with other entities (Deleuze,
1988; Braidotti, 2013). From this perspective, the human is not positioned
as a ruler over nature but as a participant that evolves and diversifies
through mutual adaptation with it.

An immanent ontology envisions a realm shaped by mutual influence,
emerging not from a transcendent source or from nature in isolation, but
through the ongoing interrelations among diverse forms of existence.
Spinoza’s framework thus grounds the Humanimal plane both ethically
and ontologically. The human bears responsibility not only toward their
own species but also toward the animals, the soil, the air, and the water
with which they share existence. Such a sense of responsibility calls for an

ethical approach based on reciprocity and interconnectedness, contrasting

11



with the hierarchical and rule-based logic that typifies modern moral

systems (Braidotti, 2013). Spinoza’s philosophy of immanence further
suggests that architecture is not merely a technical activity of form-
making, but a practice of establishing zones of interaction among beings
(Deleuze, 1988).

In this context, the Humanimal plane points to a deeper and more relational
ontological ground that extends beyond the superficial biological
similarities between humans and animals. This approach recognizes that
human existence has historically unfolded not in isolation, but in constant
interaction with animals, plants, and other living beings in the
environment. The primary aim here is to reconceptualize the human not as
a fixed, autonomous, and central subject, but as an entity constituted within
a web of relations. Human existence takes shape not within individual
boundaries alone, but through its entanglement with shared worlds.
Within this framework, the act of dwelling can be understood not merely
as the construction of a physical shelter, but as a mode of being shaped by
reciprocity, continuity, and the desire to co-inhabit with other living
beings. Space is no longer a static and objective entity, but a dynamic and
relational process that weaves together the fabric of coexistence.
Architecture, then, becomes not simply an aesthetic or technical
arrangement of forms, but the spatial expression of the intimacy and
companionship humans cultivate with other sentient beings.

In Tim Ingold’s dwelling perspective, space is not a predesigned and empty
ground; rather, it is conceptualized as an ongoing process woven through
lived experiences (Ingold, 2000, p. 186). According to him, dwelling is not

merely about inhabiting a structure, but about participating in a meshwork

12



of life formed in relation with other beings. When this approach converges

with Eduardo Kohn’s (2013) semiotic account—asserting that nonhuman
beings are capable of producing meaning and constructing cognitive
worlds—dwelling ceases to be an activity exclusive to humans. Instead, it
becomes a shared life practice among animals and other living entities.
Spinoza’s ontology of immanence, which posits nature as a single
substance, offers a deeper ontological grounding for this shared existence,
arguing that it is not only perceptual but also existential in nature (Spinoza,
2004, p. 51). In this light, dwelling is redefined as a field of existence
emerging from interspecies encounters.

The modern conception of the subject has positioned the human at the
center by separating them from nature, animals, and the material
environment—an ontological rupture that has profoundly shaped
architectural thought. In contrast, the Humanimal plane recalls that
throughout history, humans have lived not only among their own kind but
also in continuous contact with other beings—contacts that have
significantly shaped the human's ontological constitution. Within this
framework, the human ceases to be an autonomous agent and instead
becomes a being who co-exists and co-evolves with nature.

Accordingly, dwelling is not merely the act of producing physical
structures but entails becoming part of an environment that is sensed,
experienced, and shared with other life forms. Animals, plants, and
material elements are not passive components of this environment; rather,
they are active subjects that inhabit space through their sounds,
movements, and presences. The Humanimal perspective thus defines

space as the primary and foundational terrain of these encounters and
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positions architecture as one of the most refined sensory textiles that can

be woven upon this terrain.

3.2. The Modern Subject and Architecture in Representation within
the Human Plane

The foundations of the modern understanding of the subject are rooted in
a framework that ontologically and intellectually separates the human from
nature, bodily existence, and nonhuman entities—a framework shaped by
centuries of Western metaphysical thought. This conception crystallized
during the Scientific Revolution and the Enlightenment, when rationalist
philosophy and mechanistic science (e.g., Descartes’ mind—body dualism
and Newton’s laws of nature) established a dualistic separation between
mind and matter, human and nature (Descartes, 2005; Toulmin, 1990).
This perspective constructs the human as a privileged being, not only by
virtue of reason and consciousness but also through the capacity to
represent, transform, and regulate nature. Accordingly, the human has
been positioned as a decisive agent not only over the natural world but also
in the organization of space, the lives of other beings, and systems of
meaning.

Over time, this model of subjectivity became normative not only in the
production of knowledge but also in spatial practices such as architecture;
the authority to organize and control space was assumed to belong to the
human. It became dominant precisely because it aligned with the rise of
political, scientific, and technological control mechanisms that reinforced
human sovereignty over nature and institutionalized the authority of the

modern subject (Foucault, 2001).
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Especially from the Renaissance onward, modern architecture inscribed

this representational regime—that is, the system through which spatial
order reflects and reinforces human-centered authority—into the material
world through form, scale, and symmetry. Nature, in turn, was
reconstructed as a passive and controllable background.

The historical foundations of this process of subjectification can be traced
back to the human—nature divide articulated in Ancient Greek philosophy.
Plato’s theory of ideas positioned the world perceived through the senses
as a deficient and deceptive reflection of truth, while locating real
knowledge within abstract forms accessible only through reason (Platon,
2006, 509d—511e). This approach relegated nature to a realm considered
disordered, mutable, and materially inferior, while elevating the human—
particularly the rational human—to a higher and more orderly ontological
plane (Copleston, 1994). This ontological separation redefined not only
the epistemological conception of knowledge, but also reconfigured the
human’s position in the cosmos through a hierarchical lens.

Aristotle, on the other hand, articulated this separation within a more
systematic framework by formulating the concept of the scala naturae, or
the “great chain of being” (Figure 3). According to him, beings must be
understood through the unity of form and matter (hylomorphism), and all
entities in nature are to be hierarchically arranged based on their functional
and cognitive capacities. Inanimate matter possesses only the quality of
existence; plants exhibit vitality; animals demonstrate faculties such as
sensation and movement. Due to the unique human capacity for reason
(logos), the human is positioned at the top of this hierarchy. This

classification may also be read as a metaphysical structure that presumes
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a teleological order among beings. Thus, the human is situated not merely
as one species among others but as a privileged and central subject over
nature—defined as the regulator of the ontological hierarchy of beings

(Aristoteles, 1996, s. 112).

GOD
(supreme power)

HUMANS
(reason + sensation + life)

Figure 3. Aristotle’s Hierarchical Order of Beings (scala naturae)

(Created by the authors)
This metaphysical mode of thought also manifested itself strongly within
the field of architecture. In Ancient Greece, architecture was conceived as
a domain of knowledge that sought to tame the chaotic multiplicity of
nature by reshaping it according to principles of order and harmony
(harmonia, symmetria) (Vitruvius, 2001). Architecture aimed to reflect the
rational order of the cosmos, becoming an expression of the human desire
to impose form upon nature through concepts such as measurement,

proportion, and geometry (Vitruvius, 2001). Within this framework, space




is not merely understood as a physical setting for habitation, but as a

representation of the form imposed by human reason upon nature. In this
way, the human subject not only organizes nature through architecture, but
also assumes the right to represent and interpret it.

The rationalist model of the subject was further consolidated throughout
the Middle Ages through its fusion with Christian theology. As a being
created in the image of God, the human was exalted both as sacred and as
the ruler of all other beings on Earth. However, this theological
centralization gave way in the modern period to a secular conception of
subjectivity. The modern subject, formulated through René Descartes’
famous proposition “Cogito ergo sum” (“I think, therefore I am”), is
defined as a conscious being that thinks and represents (Descartes, 2005).
Within this framework, the body is regarded merely as the vessel of
thought, while nature becomes the object of that thought. His dualistic
formulation of mind and body as two separate substances—res cogitans
and res extensa—paves the way for an ontological rupture that isolates the
subject from nature and bodily existence. In this division, the mind is
elevated as the primary domain of reality, while the body and nature are
reduced to mechanical, passive, and controllable systems (Descartes,
2005).0ne of the visual manifestations of this epistemic rupture became
evident during the Renaissance with the emergence of one-point
perspective. The fixed viewpoint placed at the center reinforced the
position of the subject as a dominant, ordering, and representational force
over the world. This gaze asserted its influence not only in painting and
artistic production but also in architectural organization, where human-

centered spatial constructs were transformed into instruments of visual
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authority. One of the early visual exemplars of this representational
regime is the Renaissance fresco The Holy Trinity by Masaccio. In this
work, the singular perspective system based on a fixed viewpoint

powerfully illustrates the human subject's spatial centrality (Figure 4).

Figure 4. The Holy Trinity (Masaccio 1427) (Wikimedia Commons
Contributors, 2023)
With the Renaissance, the subject centralized in visual representation
evolved in the modern era into not only an aesthetic but also an
epistemological foundation. The subject endowed with a fixed point of
view no longer organized merely the visible image, but also knowledge
and truth from a central position. This transformation became particularly
pronounced in scientific thought, wherein nature was redefined as a system
to be comprehended and governed through representation. Isaac Newton’s

approach, which conceptualized nature in terms of mathematical laws,
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framed the universe as a mechanical system functioning according to

specific rules. The Newtonian view of nature presumes that physical
phenomena can be explained through causal principles, and that these laws
can be discovered and controlled by human reason. Thus, nature becomes
an objectified system devoid of inherent meaning or subjectivity, while the
human assumes the position of a privileged observer external to that
system (Toulmin, 1990). This perspective contributed to the centralization
of representation not only in the production of knowledge but also in the
organization of space.

Within this framework, representation is no longer merely a tool for
depiction; it becomes an epistemological medium for accessing and
intervening in reality. The modern subject is thus transformed into an agent
who not only observes the external world but also defines, interprets, and
reconstructs it. This transformation becomes particularly concrete in
spatial production domains such as architecture. In this context,
architecture is not merely the organization of the physical environment; it
is also a spatial articulation of an anthropocentric worldview.
Representations created through plans, sections, models, and drawings
place a particular body, gaze, and mode of life at the center. As such,
architecture becomes not only a formal organization, but a
representational apparatus that determines who is made visible and who
is excluded.

The historical roots of this representational regime can be traced back to
the Roman architect Vitruvius and his theory of proportion, which
accepted the human body as the universal unit of measurement. According

to Vitruvius, the architectural principles of firmness (firmitas), utility
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(utilitas), and beauty (venustas) are best expressed through the ideal

proportions of the human body (Vitruvius, 2001). In the Renaissance, this
approach gained symbolic visibility through Leonardo da Vinci’s famous

drawing of the Vitruvian Man (Figure 5).
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Figure 5. Vitruvian Man (Leonardo da Vinci, c. 1490) (Wikimedia
Commons Contributors, 2019)
In the modern period, this understanding was revived in Le Corbusier’s
Modulor system, where the proportions of the human body were
established as normative standards within the discipline of architecture (Le
Corbusier, 2014, Vol. 1, p. 45). Although presented as a universal
reference, the human figure employed in this system actually reflects a
particular anthropometric standard—rooted in the body of a Western,
white, and able-bodied male (Figure 5). By relying on the proportions of
an idealized male body, the Modulor system informs spatial organization
through a human-centered lens, thereby excluding bodies that fall outside

its normative framework and reinforcing architectural bias (Le Corbusier,
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2014, Vol. 2, p. 78). Within this framework, nature and nonhuman entities
are rendered invisible, and diverse bodies, subjectivities, and species are
excluded. Thus, architecture becomes not merely a matter of formal
production but the spatial construction of a particular typology of being.

Within this framework, nature and nonhuman entities are rendered
invisible, and diverse bodies, subjectivities, and species are excluded.
Thus, architecture becomes not merely a matter of formal production but

the spatial construction of a particular typology of being, exemplified in

Le Corbusier’s Modulor Figure (Figure 6).

Figure 6. Modulor Figure (Le Corbusier, 2014; Adapted by the author
from ArchDaily (2018))
The functioning of representation in this way leads to the organization of
space not only as a physical entity, but also as an epistemological
instrument. Space constructed through representation determines who will
occupy the center, who will be excluded, which beings will be made
visible, and which will be silenced. In this sense, modern architecture
becomes not merely a formal aesthetic or functional system, but a

representational structure that dictates visibility and marginalization.
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Beginning in the second half of the 20th century, emerging currents of

critical thought initiated a profound interrogation of the modern subject
model. These critiques revealed that the representational subject—
conceived as separate from nature, the body, and other beings—is not a
universal figure but a historically, culturally, and politically constructed
one. Within this framework, the “human” is reconsidered not as a purely
biological or metaphysical category, but as a discursively produced figure
embedded in structures of power.

Michel Foucault emphasized that the modern subject is produced by
regimes of knowledge, and that this subject model becomes possible only
under specific historical conditions. In The Order of Things, he defines the
human as a “transcendental-empirical double” and demonstrates how it is
positioned at the center within modern epistemic formations. According to
Foucault, this subject model is the product of a provisional arrangement—
one that will eventually disappear: “If those arrangements were to vanish,
as they appeared in the first place, then one might indeed speak of the
disappearance of man, like a face drawn in sand at the edge of the sea”
(Foucault, 2001, p. 539).

Foucault’s approach reveals that representation, too, is neither an absolute
nor a neutral medium of knowledge. This extends into spatial practices
such as architecture, where representational techniques—plans,
perspectives, and visual regimes—function as mechanisms of power that
define visibility and invisibility. It functions as a technique of power that
determines what counts as knowledge and who is allowed to speak or be
seen. This critical perspective is further deepened by Donna Haraway’s

concept of the god trick, developed within the framework of feminist
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epistemology. Haraway argues that scientific knowledge is often attributed

to a neutral and universal subject, whereas such a gaze is always situated—
emerging from a particular social, historical, and embodied position.
According to her, knowledge is always situated, and every representation
of reality is simultaneously an act of valuation and exclusion (Haraway,
1988). Haraway’s notion of sifuated knowledges challenges not only
epistemology but also the ethical and political dimensions of
representation.

Bruno Latour extends these critiques into a broader ontological
framework. According to Latour, the conceptual separation of nature and
society as distinct domains is a modern illusion. The modern human
objectifies nature, positioning it as a passive field within their own
production of knowledge; and presents this hierarchical mode of relation
as if it were a natural and inevitable reality (Latour, 1993, pp. 6-9).
Latour argues that this approach not only shapes the understanding of
nature but also transforms knowledge production into a system governed
by representation and control. Within the framework of Actor-Network
Theory (ANT), he proposes a mode of thinking based on multi-actor
networks shaped by both human and nonhuman entities, establishing an
ontology grounded not in representation but in interaction and reciprocal
relationality (Latour, 2004).

Rosi Braidotti defines the modern subject model as a reason-centered, self-
sufficient, boundary-drawing structure of selfhood that excludes other
beings. This conception of subjectivity not only hierarchically positions
nature, but also women, animals, Indigenous peoples, and all marginalized

identities. According to Braidotti, representation is not merely a reflection
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of reality; it is a normative tool that determines who can speak, who can

be seen, and who is considered valuable (Braidotti, 2013, pp. 27-30).
Karen Barad, by contrast, offers a more radical critique of the concept of
representation. According to Barad, representation assumes a fixed
separation between subjects and objects, and this separation distorts the
nature of reality itself. Therefore, what matters is not representation, but
processes of mutual becoming. Through the concept of intra-action, Barad
argues that entities do not preexist as separate and stable units, but emerge
through relational interactions. Her approach, which she terms ethico-
onto-epistemology, posits that knowledge, being, and ethical responsibility
are inseparable (Barad, 2007). Within this framework, architecture, too,
must be reconsidered not merely as a matter of form-making, but as a
material-ontological apparatus that organizes representation.

The modern conception of the subject has enabled a worldview in which
representation 1is equated with knowledge, and architecture with
anthropocentric order. Within this framework, the subject positions nature
as an external object and perceives space as a surface over which control
can be exerted. However, as contemporary critical theories have shown,
this subject model is neither universal nor inevitable. The exclusionary
functioning of representation determines not only how space is organized,
but also who becomes visible within that organization. Therefore,
architecture should be recognized not merely as a technical or aesthetic
practice, but as the material expression of historically constructed relations
among subjectivity, knowledge, and ethics. The next section will explore

alternative ontologies of being that might replace the representational
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subject model and will move toward a new conceptual ground—what this

study refers to as the Humus plane.

3.3. Relational Ontology and Spatial Reciprocity within the Humus
Plane

This section marks the transition to the Humus plane—an ontological level
in which the modern conception of the subject begins to dissolve, and the
human re-establishes connection with nature not only intellectually, but
also materially, perceptually, and spatially. Within this plane, the human
is no longer conceived as a central, ordering, and meaning-bearing subject,
but as a being situated among soil, objects, other living entities, and
material processes. Graham Harman’s object-oriented ontology places the
human on an ontologically equal footing with all other entities; no entity
can ever be fully accessed or exhausted by another. This approach removes
the human from the position of a privileged agent, rethinking it instead as
merely another thing among things. Similarly, Karen Barad’s principles of
entanglement and intra-action propose that entities do not emerge from
pre-existing essences but from ongoing processes of relational encounter.
The human thus becomes a being that gains its form through entangled
existence with nature, objects, and other entities—one that is constantly in
formation and defined through material reciprocity (Harman, 2020; Barad,
2007).

Bruno Latour’s concept of the terrestrials deepens this ontological shift
through a spatial perspective. According to Latour, the human is no longer
a transcendent agent ruling over nature from a celestial vantage point, but
a relational subject embedded within the Earth—part of the soil itself.

Indeed, the etymological root of the term human can be traced back to
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humus (soil, compost), revealing the human’s existential embeddedness in

nature, transformation, and mortality (Latour, 2018, pp. 31-34). In 4
Cautious Prometheus? A Few Steps Toward a Philosophy of Design,
Latour further emphasizes the inadequacy of existing systems of
representation, arguing that design must move beyond the depiction of
static forms toward practices that register relations, processes, and
responsibilities (Latour, 2008).

A similar etymological connection is emphasized by David Abram: “Just
as the Hebrew term for human (adam) is directly related to the word for
soil (adamah), so too is the English term human directly related to
humus—that is, to soil. Thus both the Hebrew adam and the English
human can be accurately translated as ‘earthling’ or ‘earthborn’” (Abram,
1996, p. 143). Abram’s emphasis on this linguistic and existential link
invites us to consider the human’s relation to place not as a mere
etymological coincidence, but as a philosophical and ontological
reorientation.

This ontological transformation calls into question not only the human
relationship with nature, but also the humanist subject model constructed
by modern philosophy. In this sense, the Humus plane represents a moment
of ontological rupture—one that moves away from the modern subject
model which placed the human outside of nature, and instead embeds the
human within a network of multispecies, material, and transient relations.
This rupture reconfigures not only our understanding of the human but also
the conceptual foundations of architecture. Architecture is no longer seen
as merely the sum of structures built for humans, but rather as material

sites of encounter where different species, objects, and environmental
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processes interact, breathe together, and mutually transform one another.

Within this framework, “space” becomes more than a formally organized
physical domain; it emerges as a living milieu of transitions between
beings, of traces left behind, and of shared transformations. Representation
gives way to reciprocity, form to becoming, and the subject at the center
of design to interactive agency.

At this point, it is crucial to note the insights of Mark Dorrian, who has
extensively examined the limits of architectural representation. He
emphasizes that traditional representational systems—such as plans,
perspectives, and drawings—tend to reduce architecture to fixed and stable
images, overlooking its relational, temporal, and material dimensions. The
challenge for architecture today, in this view, lies in inventing new modes
of representation capable of registering surface effects—the shifting
appearances that arise in spatial experience—together with temporal
processes and situated encounters that unfold in lived contexts (Dorrian,
2015). Within the context of the Humus plane, this perspective is
particularly significant: as space is rethought as a field of reciprocity and
becoming, representation itself must also be reconceived as a practice that
traces relations and mediates shared conditions of existence.

Such an architectural paradigm generates a multisensory surface of
encounter—one that includes tactile, auditory, olfactory, and affective
experiences. Beyond human-centered visual codes, experiences such as
bodily proximity, material porosity, and embeddedness in the soil come to
the fore. Architecture becomes no longer an object-producing discipline,
but a mode of action that organizes the material, sensory, and temporary

conditions of living-together.
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This mode of relating concerns not only how space is produced, but with

whom it is produced.

Donna Haraway’s concept of sympoiesis emphasizes that no entity exists
on its own; everything takes shape in relation with others (Haraway, 2016,
p. 61). This plural mode of existence suggests that in architecture, the
design process is no longer guided solely by human will, but becomes a
collective configuration involving material environments, nonhuman
beings, climatic conditions, and even time itself. Karen Barad’s approach
of intra-action further deepens this perspective. According to Barad,
entities do not possess pre-defined and stable identities; rather, they gain
their existence through ongoing relational processes of becoming (Barad,
2007, p. 33). In this context, architecture no longer aims to produce
finalized objects, but to generate arrangements that enable temporary and
material encounters. Open systems, symbiotic surfaces, and ephemeral
spatial forms are concrete expressions of this understanding. What matters
here is not what the space looks like, but how it brings different beings
together.

The Humus plane invites us to rethink architecture not merely as the
production of form or the organization of function, but as a practice of
interaction that senses the conditions of shared existence and remains open
to shaping those conditions collectively. While reducing this orientation to
mere architectural experimentation risks flattening its ethical and
ontological depth, the Humus plane nonetheless offers a fertile conceptual
ground for understanding the plural ontological regimes and relational

responsibilities illuminated by posthumanist design approaches.
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A relational mode of existence inevitably leads not only to mutual

influence but also to the acknowledgment of an ethical obligation. Donna
Haraway’s concept of response-ability emphasizes that cohabitation is
grounded not only in material entanglement but also in the capacity to
respond. For Haraway, this term expresses not so much the ability to act,
but rather the ability to sense the presence of others, to show sensitivity to
their needs, and to participate in the conditions of living-together
(Haraway, 2016, p. 105). While Haraway highlights the affective and
relational capacity to respond to others, Karen Barad extends this
orientation by developing a model of ethico-onto-epistemology, which
asserts that ethics, ontology, and knowledge are inseparable. In this view,
intervening in the world is not merely a physical act; it is also a decision
about how the world will come into being, who will be included in this
becoming, and who will be left out (Barad, 2007, p. 90).

Therefore, every architectural decision carries not only aesthetic or
technical implications, but also an ethical orientation: Who is given space?
Whose trace is made visible? Whose voice finds resonance in the
environment? Posthumanist architecture poses these questions before
considerations of form, function, or aesthetic quality—because shaping the
conditions of co-existence is not merely an aesthetic concern, but an
ontological and ethical one.

In conclusion, the Humus plane calls for a reconsideration not only of the
concept of the human, but also of how space is designed, how entities come
together, and what kinds of responsibilities architecture entails. Through

the conceptual power of posthumanist thought, this plane enables
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architecture to be understood not merely as a material practice, but as an

ethical and ontological mode of action.

This tripartite ontological model conceptualizes the human—nature
relationship as a transformation that extends from immanence to
entanglement, from representation to reciprocity. The following diagram
summarizes the conceptual and philosophical structure of this

transformation (Figure 7).
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Figure 7. The Historical-Ontological Transformation of the Human:
Epistemic Shifts and Relational Modes across the Humanimal,

Human, and Humus Dimensions (Created by the authors)

This research has examined the historical roots, disintegration processes,
and emerging alternatives to the anthropocentric subject model shaped
within modern humanist thought through a tripartite conceptual
framework: Humanimal, Human, and Humus. These three planes do not

only trace ruptures in human self-conception but also offer a theoretical
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lens to understand how architecture’s relation to nature, the body, and

more-than-human entities can be reconfigured.

The Humanimal plane foregrounds a condition in which the human is not
yet fixed as a separate and transcendent subject, but exists in relational
continuity with nature, other species, and material environments. Dwelling
is conceived less as technical construction than as a practice of living that
enables sensory, bodily, and multispecies forms of being-in-space. This
orientation resonates with the ontology of immanence (Spinoza, 2004), the
dwelling perspective (Ingold, 2000), and approaches emphasizing
nonhuman forms of thinking (Kohn, 2013). Cross-cultural ontological
regimes—such as animism, totemism, and analogism—further show that
the nature—culture divide is not universal but specific to Western
modernity (Descola, 2013).

In architectural terms, the Humanimal plane suggests that design should
not be reduced to form-giving but understood as enabling encounters,
reciprocal flows, and shared sensory fields. Rather than an imposition of
order, architecture becomes a milieu for multispecies cohabitation.

The Human plane represents the consolidation of the modern subject
model, where the human is positioned as central, rational, and
transcendent. Within this framework, nature was progressively reframed
as an object of knowledge to be mastered and controlled, while all other
beings were reduced to instruments at its disposal. This epistemological
orientation was reinforced by early modern science and philosophy, which
depicted nature through metaphors of domination and mechanistic order
(Merchant, 1980; Descartes, 2005; Toulmin, 1990). Architecture, in turn,

came to embody this anthropocentric regime: the body of the human male
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was elevated as the normative measure, most clearly exemplified in Le

Corbusier’s Modulor system (Le Corbusier, 2014, Vol. 1).

Here, architecture functioned not only as a utilitarian discipline but as a
representational system that projected the modern subject’s imagined
superiority onto space. Nature became raw material to be classified,
regulated, and shaped, while the human body became the normative unit
of design. Yet ecological crises and posthumanist critiques have
destabilized this anthropocentric regime, opening the way for alternative
ontological orientations.

The Humus plane articulates this ontological rupture by repositioning the
human within entangled relations of soil, matter, other beings, and
environmental processes. In this perspective, the human is no longer a
transcendent subject but one among many, continuously shaped through
encounters and transformations. Humus thus conveys both a material
rootedness in the Earth and an ontological orientation toward reciprocity,
impermanence, and interdependence.

Within this orientation, philosophical approaches reveal distinct facets of
relational existence. The idea that entities can never be fully exhausted by
one another reflects the premise of object-oriented ontology (Harman,
2020). The insistence that ethics, knowledge, and being are inseparable
echoes the framework of ethico-onto-epistemology (Barad, 2007). The
emphasis on earthly embeddedness resonates with the concept of the
terrestrials (Latour, 2018). Finally, the recognition that existence is always
co-created with others finds expression in the notion of sympoiesis

(Haraway, 2016).
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Together, these perspectives allow architecture to be redefined not as a

representational practice but as an existential and ethical one.

Representation gives way to reciprocity; the centralized subject dissolves

into distributed agencies; and space is reimagined as a porous,

multisensory milieu in which the conditions of collective coexistence are
cultivated.

Building on this orientation, emerging approaches in architectural thought

emphasize:

e Developing participatory and pluralistic approaches to spatial
production that acknowledge the agency of nonhuman entities and
material processes;

e Moving beyond classical design frameworks based on representation,
toward practices that enable sensory, temporary, permeable, and
interaction-oriented forms of space;

e Approaching design not merely as a technical process but as an ethical
and ontological act—placing the questions of “with whom,” “for
whom,” and “how” at the center of design thinking;

e Reconceptualizing architecture as a domain that bears responsibility
toward multispecies forms of life and opening possibilities for
collective coexistence.

Ultimately, the trajectory that begins with Humanimal, becomes fixed in

Human, and transforms through Humus invites a rethinking not only of the

human but also of architecture, space, and modes of co-existence. This

tripartite framework positions architecture within a new intellectual and
practical horizon—one that is situated, relational, and ethically attuned to

the plural conditions of life.
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1. Introduction

Architecture is the art of shaping the human environment, and this gains
meaning fundamentally through human experience. However, with the
rapid advancement of technology, architecture has moved beyond the
limits of merely designing physical structures. Especially, humanoid
technologies are redefining the human-space relationship, profoundly
transforming both the functional and aesthetic dimensions of architecture.
As the boundaries between humans and technology become blurred, the
fundamental parameters of architectural design are also undergoing a
radical transformation. In this context, architecture in today's world is
being redefined as a complex field of experience. This shift means that the
processes by which architectural environments and spatial experiences are
perceived, lived, and meaningfully interpreted by users are evolving
alongside technological developments.

The digital transformation of architecture gains a new dimension with the
integration of humanoid technologies into architectural practice.
Something that is humanoid looks or acts like a human being, although it
is not human (Collins Dictionary, n.d.). In terms of integrating humanoid
technologies into design processes, the use of artificial intelligence, robotic
structures, and algorithmic systems in architecture plays a critical role in
the evolution of the relationship between space and humans.

The potential of humanoid technologies to transform spatial experience is
becoming increasingly important in today's technology-driven social
structure. While traditional architectural understanding treats space as a
physical, fixed, and static entity, the transformation enabled by humanoid

technologies turns space into a dynamic, multi-layered field of interaction
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involving emotional and cognitive processes. In architecture, these

technologies go beyond building automation, allowing space to become a
structure that responds to humans and actively interacts with them. Spatial
experience is no longer limited to the direct relationship between the user
and the space but extends into a context of data-based simulation and
prediction.

Humanoid technologies, especially artificial intelligence-based systems
and robotic tools, offer new possibilities in both the architectural design
process and the stages of use and perception of the structure. Al
architectural design tools, with their ability to "think and design like an
architect," enable a dynamic, collaborative relationship with the architect
during creative processes. They also allow design decisions to be tested
with multiple scenarios, alternative solutions to be proposed, and aesthetic-
spatial criteria to be optimized algorithmically. Therefore, changes in
spatial experience encompass not only physical and visual perception but
also information-based and cognitive dimensions.

The primary motivating force behind the use of humanoid technologies in
architecture is to enable the “continual rediscovery” of the multilayered
nature of space. In the architectural context, space is an existential field of
experience; it represents a complex network of relationships shaped not
only by the physical environment but also by human senses, mental
perception, and technological interfaces. While traditional approaches
have users experience space through vision, touch, movement, and other
sensory inputs, humanoid technologies mediate these different dimensions
of experience, creating a revolutionary change in how space is perceived

and lived.
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Technologies such as virtual reality, augmented reality, and mixed reality

expand the boundaries of experience by transporting users beyond the
physical space into digital realms, while robotic systems establish
interactive and organic connections between the user and the space. In this
sense, spatial experience and perception become deeply intertwined with
humanoid technologies, undergoing a multidimensional transformation.
Unlike previous architectural understandings, space is no longer defined
solely by physical boundaries; through artificial intelligence and robotic
systems, new forms of experience emerge that align with social, cultural,
and cognitive contexts. These new types of experience break the static and
inert nature of space in architectural practice, facilitating the emergence of
more dynamic, flexible, and customizable environments.

Spatial experience is a fundamental dimension of the relationship between
architecture and its users, encompassing how people perceive, live in, and
make sense of space. Machine learning, artificial intelligence, and robotic
systems are revealing transformative effects on spatial perception and
experience. Within this context, the aim of the study is to examine the
impacts of humanoid Technologies on spatial experience. The study seeks
to reveal the ways humanoid technologies alter spatial perception and
experience while also questioning their effects on the architectural
production process, design decisions, and user-space interaction.

The study will analyze how advanced technologies defined as humanoid
technologies—such as artificial intelligence, Generative Adversarial
Networks (GAN), parametric design tools, robotic architectural elements,
augmented reality (AR), and virtual reality (VR)—radically transform not

only creative design processes but also users' spatial perception and
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experience. Specifically, it will examine the role of Al in the architectural

design process and its interaction with architects; the integration of Al-
based systems like GAN into design decisions; the use of robotic
technologies in structural and spatial transformations in architecture; the
impact of algorithmic design and parametric tools on spatial forms and
arrangements; spatial experience simulation through virtual and
augmented reality technologies; and the contributions of haptic robotic
systems to multisensory spatial experience.

The methodological approach of the study aims to achieve new levels of
knowledge and insight at the intersection of architecture and technology
through a multidisciplinary perspective and a holistic view. Qualitative
analysis techniques are used as the primary tools in the study. Data
obtained from literature review and case studies are thematically classified
through content analysis and phenomenological reading. Within the scope
of qualitative analysis, the experiential components of architecture are
evaluated to describe transformations in spatial perception and experience.
Case analyses involve examining technology-based architectural products
in terms of their visual, auditory, tactile, and cognitive dimensions of
spatial experience. In this context, the study aims to contribute both
theoretically and practically to the field by exploring how the interaction
between architecture and humanoid technologies transforms architectural
production and spatial experience.

2. Theoretical Framework of Spatial Experience and Perception
Architectural design is not only the construction of physical structures but
also the process of creating spaces experienced within and around these

structures. Space goes beyond being merely a physical place; as a
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multilayered system where social relationships, cultural values, and

individual experiences interact, it holds psychological and social meanings
as the stage for human connections with both the external world and their
inner selves.

The sense of self, strengthened by art and architecture, allows us to engage
fully in the mental dimensions of dream, imagination and desire. Buildings
and cities provide the horizon for the understanding and confronting of the
human existential condition. Instead of creating mere objects of visual
seduction, architecture relates, mediates and projects meanings. The
ultimate meaning of any building is beyond architecture; it directs our
consciousness back to the world and towards our own sense of self and
being. Significant architecture makes us experience ourselves as complete
embodied and spiritual beings. In fact, this is the great function of all
meaningful art (Pallasmaa, 2024). In this context, spatial experience and
perception refer to the sensory, emotional, and cognitive relationships
users establish with space, playing a central role in the meaning-making
process of architecture.

2.1. Spatial Perception and Cognitive Processes: How Do We
Understand Space?

Perception is not a science of the world, nor even an act or a deliberate
taking of a stand; it is the back ground against which all acts stand out and
is thus presupposed by them (Marleu-Ponty, 2012). Within this
framework, spatial perception is the result of a person's sensory and
cognitive interaction with their environment and is not limited to the
physical characteristics of the space. Instead, it is interpreted through the

individual's senses, memories, cultural codes, and psychological state.
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Spatial perception, as a comprehensive part of sensory perception, shapes

the relationship between a person and their environment.

Spatial perception generally arises from physical activities beginning in
the brain, resulting from a person's interaction with the space through
multiple sensory channels. The use of a space can be observed behind the
unconscious actions in a person's mental perception and bodily
understanding of that space. The way a person perceives their location is
linked to the interactions formed by accumulated knowledge in memory
based on visual and intuitive perception. This interaction occurs through
both experiences and bodily actions rooted in intuition (Erap et al., 2021).
One’s perception of its environment, including objects, is in direct relation
with its kinesthetic dimensions; the perception and the kinesthetic
dimensions together create the meaning for the said environment or objects
for the individual (Husserl, 1970; Gallagher & Zahavi, 2012). Spatial
perception is the sum of cognitive activities that begin the moment an
individual encounters a space and are continuously updated. When
encountering a space, the mind first recognizes and organizes the physical
structures of the space, then makes sense of this information by relating it
to past experiences.

Spatial perception is multimodal and fundamentally bound to the body that
is not a mere receptor of sensory stimuli but an active agent engaged with
the perceivable environment. The body apprehends the experience in
which one’s kinesthetic engagement and knowledge play an essential role
(Kwon & Iedema, 2022). The integration of the senses enables space to be
experienced as a multidimensional phenomenon. This process leads to the

formation of both the physical and symbolic meanings of space. At the
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core of this process is the individual's creation of mental maps and the

attribution of meaning to the space. Thus, space transcends being merely
a physical structure and becomes a place within the individual's subjective
world of meaning.

Sensory experiences become integrated through the body, or rather, in the
very constitution of the body and the human mode of being.
Psychoanalytic theory has introduced the notion of body image or body
schema as the centre of integration. Our bodies and movements are in
constant interaction with the environment; the world and the self inform
and redefine each other constantly. The percept of the body and the image
of the world turn into one single continuous existential experience; there
is no body separate from its domicile in space, and there is no space
unrelated to the unconscious image of the perceiving self (Pallasmaa,
2024).

Spatial perception is a complex cognitive process that occurs through the
brain's processing of sensory inputs, involving a holistic interaction of the
sensory organs, emotions, memory, and mental processes beyond mere
visual perception. Humans understand space not only in terms of
measurements and forms but also based on meaning, functionality, and
social context, with these comprehension processes deeply intertwined
with cognitive and psychological experiences. The sensory responses of
the human body to space affect the spatial experience on both physical and
emotional levels.

When interpreting space, the human brain takes into account past
experiences, cultural codes, and emotional states, which leads to variations

in spatial experience. Therefore, spatial perception is not merely a simple
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reaction to external stimuli but the creation of a cognitive map shaped by

individual experiences. As a result, spatial perception is not a passive data-
gathering process; it is an active interpretive process involving the
formation of mental maps, categorization of space, and shaping by
expectations. The relationship between perception and space is critically
important for understanding how space is represented and experienced in
the human mind. In this context, perceiving and "understanding" space is
part of a dynamic process of experience that continuously interacts with
the environment.

2.2. The Multilayered Structure of Spatial Experience: Sensory and
Mental Reflections

Relph (1976) defines spatial experience as the continuity between direct
experience and abstract thought. Furthermore, he posits that space and
society are inherently interlinked, as space is both socially constructed and
shaped by the relationship between the experiencer and the experienced.
This perspective integrates mental conceptions of existence with the
physical dimensions of defined boundaries (Tasdemir & Oztiirk, 2024).
Spatial experience, as one of the most fundamental elements of
architecture, is not merely about an individual's presence in a physical
space; it is a holistic integration of sensory, mental, and cultural
interactions with the environment. Humans begin to relate to space through
their senses; perception channels such as vision, hearing, touch, smell, and
taste gather information about the space’s light, color, texture, sounds, and
atmosphere.

Since an architectural space is not an independent entity from its

environment; separations and integrations between the space and its
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environment shape experiences. It is known that the essence of the spatial

experience based on the relationship between subject and object, is
revealed by our reactions to space; in this sense, our body and somatic
experience play a major role in the formation of spatial image (Soltani &
Kirei, 2019).

Sensory experience forms the foundation of the initial contact with space,
and in this process, the function of the senses is extremely important.
Experience begins with visual perception; the eyes are the organic
prototype of philosophy. Their enigma is that they not only can see but are
also able to see themselves seeing. This gives them a prominence among
the body's cognitive organs. A good part of philosophical thinking is
actually only eye reflex, eye dialectic, seeing-oneself-see (Sloterdijk,
2001). Our eyes stroke distant surfaces, contours and edges, and the
unconscious tactile sensation determines the agreeableness or
unpleasantness of the experience. The distant and the near are experienced
with the same intensity (Pallasmaa, 2024). Vision enables the initial
contact with space, while the other senses contribute to perceiving the
space as a whole, determining how the space is physically experienced.
However, sensory experience is only the surface of spatial perception. The
mental dimension of this process involves the brain coding and
interpreting sensory information to give meaning to the space. The human
mind blends incoming sensory data with past experiences, memories, and
expectations, reshaping space not merely as a physical entity but as an
meaningful environment. In this context, when sensory perception
combines with the mental processes that help the individual make sense of

space, the spatial experience becomes far richer and multilayered.
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The information received from the senses of the individual experiencing

the space is combined with mental processes to gain meaning. The sensory
perception of space is organized and interpreted by cognitive processes.
This allows the individual to synthesize the space with their own
experiences and knowledge, creating new meanings. Spatial perception is
intertwined with human memory and cultural codes. At the cognitive level,
spatial experience is shaped by navigation within the space, understanding
the functional relationships between different areas, and grasping spatial
organization. The meaning attributed to space is strengthened not only by
individual experiences but also through social and cultural contexts.
Space is not merely a sensory object but becomes a structure woven with
meanings, impressions, and emotions. This nature of spatial experience
reflects a fundamental reality emerging from the intertwining of sensory
and mental layers and is closely connected to the dimension of time. Space
changes over time; people have different experiences within it, and these
experiences form the temporal context of the space. While space
physically transforms over time, individuals’ perceptions and meanings
associated with it also evolve. In this context, space is in a continuous
process of formation and reinterpretation.

This multidimensional interaction process allows the meaning that the user
attributes to space to deepen, enabling space to transcend its physical
boundaries. In this context, spatial perception cannot be limited solely to
structural and geometric features; rather, it also encompasses the
emotional, mental, and cultural dimensions arising from the interactions
between the user and the space. Space becomes a multilayered meaningful

environment, enriched by the individual's sensory experiences, memories,
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perceptions, and social relationships. From this perspective, space emerges

as a dynamic “field of experience” shaped by the user's perceptual and
meaning-making processes.

3. Humanoid Technologies: Limits and Possibilities in Architecture
Humanoid technologies are systems that mimic or complement human
behavior and cognitive processes both physically and mentally. These
technologies encompass a wide spectrum, including robotics, artificial
intelligence, learning algorithms, and human-like interaction forms. In the
context of architecture, humanoid technologies have evolved beyond being
mere tools for shaping, modeling, or optimizing space; they have become
active agents that influence how space is experienced and how spatial
perception is organized.

The development of technology in contemporary architectural practice,
especially with the emergence of humanoid technologies, is reshaping the
boundaries of architectural design. In architecture, humanoid
technologies—from Al systems that think, perceive, and decide like
architects to robotic architectural applications—are redefining spatial
experience and perception. These technologies play a transformative role
at multiple points, from the architect's creative process to the way space is
experienced. Their use in architecture represents not merely a technical
innovation but a paradigm shift that fundamentally transforms design,
construction processes, and spatial experience and perception. While
creating a new ground for interaction and communication between
architect, user, and architectural product, these technologies also redefine
the nature and limits of human-machine collaboration in the design

process.
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3.1. The Scope of Humanoid Technologies and Applications in

Architecture

In architecture, humanoid technologies go beyond being mere tools for
production; they become multilayered entities that transform how space is
experienced, perceived, and how the design process itself unfolds. These
technologies expand the boundaries of spatial experience while developing
new paradigms based on the shared creativity between humans and
machines.

Humanoid technologies are not merely robots or artificial intelligence
software that imitate humans, but systems operating at physical and
cognitive capacity levels that are human-like or compatible with humans.
This scope represents the shift of space from being a static, passive
structure to becoming a living or “quasi-living” entity that is shaped,
transformed, and developed within historical, cultural, technological, and
algorithmic contexts. The scope of such technologies in architecture can
be examined in three main dimensions:

3.1.1. Physical humanoid entities (robotic systems)

Robots with human-like mobility, autonomous machines, and
manipulative devices fall into this category. These entities create versatile
applications ranging from building production and spatial transformation
to maintenance, repair processes, and artistic or aesthetic interventions.
Robotics in architecture refers to the integration and application of
automated machines - or robots - into architectural design processes and
construction, fundamentally transforming how architects create and
execute their projects. Robotics in architecture is a growing field. It

uses machines to design, build, and research. These robots can bring new
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ideas to how we make buildings. With computer logic and digital skills,

they're changing the game for architects (Cvetkovic, 2024).

In architecture, robotic science encompasses a wide range of
applications—from material transport and 3D printing to the assembly of
an entire building. This integration streamlines construction processes,
enhancing both productivity and efficiency in the workflow. It also opens
new possibilities for design exploration. The machines used are highly
equipped and integrated with advanced sensors to make the entire process
automated and precise (Camusoglu, 2024).

Robotic technologies, with their movement capabilities beyond human
physical and spatial limits and autonomous control, introduce new
dimensions to architectural production and spatial experience. In
architecture, these technologies play critical roles not only in material and
structure production but also in reconfiguring spatial experience.
Humanoid robots or robotic systems are considered not only for their
mechanical functionality in design and construction processes but also as
spatial entities. This technology enables robotic design elements that move
within space, interact, and dynamically relate to their environment.

3.1.2. Cognitive humanoid systems (artificial intelligence and machine
learning)

Algorithmic systems that support spatial decisions, learn from experience,
and play roles in creative production and analysis processes belong to this
category. Artificial intelligence (Al) in architecture stands out not only as
an automation tool but also as a thinking and decision-making mechanism
that mimics human cognitive processes. Defined as a technology that

automates data analysis, learning, and decision-making, Al introduces new
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perspectives in spatial production (Pekince, 2024). Al, encountered in

almost every area of life, has begun to be used in architecture alongside
rapidly advancing technological developments. Initially focused on
imitating human thinking and learning processes, Al later also addressed
forms of human interaction, bringing new descriptors to architecture such
as “interactive, informational, intelligent.” Today, with the increasing use
of information technology in architecture, the widespread understanding
of smart building/space design is a result of Al application in the field
(Tasg1 & Aktas, 2016). This technology holds significant potential in
analyzing complex architectural decisions, producing alternative design
solutions, and personalizing spatial experience.

Advances in artificial intelligence (Al) and machine learning (ML) present
an opportunity to advance architectural spatial layout planning (SLP) and
resolve limitations in previous work. Spatial layout planning in
architecture requires a deep understanding of topological spatial
relationships, yet the process remains repetitive and laborious for
designers. However, advancements in artificial intelligence (Al) offer new
perspectives through automated spatial layout planning (ASLP), diverging
from traditional human-centered approaches (Ko et al., 2023).

Humanoid artificial intelligence systems learn the architect's way of
thinking, offer aesthetic and functional suggestions, and act as active
collaborators in the design process. Al's direct impact on architectural
design decisions goes beyond processing numerical data, becoming an
integral part of creativity. Generative models like GANs add originality
and diversity to the design process while facilitating the architect's ability

to transcend cognitive boundaries.
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3.1.3. Interactive humanoid interfaces

Sensors that establish emotional and cognitive dialogue between space and
user, responsive interface systems, smart technologies, and adaptive,
dynamic structures fall into this category. These technologies give space
personalized, adaptable, and dynamic behaviors. Humanoid interfaces that
respond to human movements, voices, or emotional expressions transform
spaces into more dynamic and personalized experience zones. Dynamic
and adaptive interactive humanoid technologies add multilayered
perceptual and functional qualities to architecture. Space is no longer
solely visual but enriched with tactile, auditory, and kinetic interactions.

Dynamically controlled adaptable building facades refer to fagades that
can adjust to changing environmental conditions. Terms like "smart,"

"o

"kinetic," "intelligent," and "active" are various variants of "dynamic" and
"adaptable," often used interchangeably despite having different specific
meanings (Kara, 2025). Dynamic building envelopes can be designed with
mechanical systems that are movable, rotatable, expandable, or
contractible through different operation methods. Research continues on
"zero-energy" dynamic facade designs based on materials. These systems,
which provide shading effects at micro and macro scales, aim to optimize
energy performance to the highest possible level (Yaman & Arpacioglu,
2021).

3.2. The Evolution of Human-Machine Collaboration: New Roles and
Responsibilities in Architecture

In architecture, human-machine collaboration represents a more complex

and layered process than unilateral human control. New humanoid

technologies become active and creative partners in architecture.
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Integrating these technologies into architectural design processes

necessitates a new collaboration model that blends human creativity and
intuition with technology's technical power and processing capacity. This
collaboration requires the architect to be not only a designer but also a
technology user, decision-maker, and technology-focused thinker.

As humanoid technologies become integrated into architectural practice,
the concept of space extends beyond traditional boundaries. Space
transforms from a static structure or environment into a dynamic,
multilayered, and interactive experiential field. This transformation
requires architects to adopt innovative methods supported by algorithmic
thinking, data analysis, and simulation capabilities alongside classical
architectural approaches when making design decisions. Thus, the design
process evolves beyond manual aesthetic and functional evaluations into a
collaborative intelligence enriched by machine learning and generative
adversarial networks (GAN)-based suggestions and optimizations.

Thus, architecture has entered a phase of transformation into a new
discipline where human-machine interaction is elevated, and human
perception and experience boundaries are extended through technology.
This change redefines the limits of spatial experience, opening new
horizons in both the theoretical and practical perspectives of architecture.
In this context, collaboration with humanoid technologies can be examined
in the following dimensions:

Shared Decision-Making Processes: Artificial intelligence and robotic
systems provide decision proposals through big data analysis, rapid
calculations, and simulations. In architecture, this requires a balanced

synthesis of the architect's intuition and creativity with the algorithmic
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power of technology at different stages of design. The multiple and

complex decisions arising during the design process are effectively
distributed between technology and humans. For example, while Al offers
alternative solutions based on big data and simulations, the architect makes
the final decision considering aesthetic, historical, and cultural contexts.
Adaptation and Learning: The interaction between humans and machines
is a continuously evolving dynamic process. Algorithmic systems learn the
architect’s design preferences while the architect experiences new
methods, databases, and analytical approaches offered by the technology.
Machine learning algorithms, by understanding the architect’s preferences
and the project-specific context, produce more competent and adaptable
designs. This accelerates the design process and enables innovative
solutions.

Integrated Creativity: Human-machine collaboration offers a dual yet
integrated mode of production in the creative process. While the architect
develops abstract concepts, artificial intelligence models quickly test and
optimize these ideas, enhancing both the speed and depth of creative
experimentation. Humanoid technologies expand the architect's
exploratory scope by rapidly generating and testing different design
scenarios. This enables the optimization of spatial programs according to
diverse user needs and environmental conditions.

Phenomenology of Interaction: The dialogue established between humans
and humanoid technologies synthesizes the architect’s intuitive approach
with algorithmic suggestions, supporting the emergence of innovative and
context-sensitive design forms. Within this framework, human-machine

collaboration is not only a technical process but also a phenomenological
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experience. The dialogue itself in the design process enables the

redefinition of spatial perception and phenomenological experience. The
capacity of humanoid technologies to respond to human emotion and
spatial perception enriches user experience, deepening architecture’s
phenomenological dimension, multiplying the ways of relating to space,
and expanding the boundaries of spatial experience.

4. Paradigm Shift in Architecture: The Effects of Humanoid
Technologies on Spatial Experience
The discipline of architecture, shaped throughout history by social,

cultural, and technological changes, is now undergoing a profound
paradigm shift influenced by humanoid technologies such as artificial
intelligence, robotic systems, and interactive interfaces. This
transformation reshapes the foundations of spatial experience, alters the
architect’s role in their relationship with space, and adds a new dimension
to the way experience is lived.

One of the most tangible reflections of the paradigm shift caused by
humanoid technologies in architecture is the change in the perception and
experience of space. In this new paradigm, the concept of space moves
beyond being fixed, static, and one-dimensional to being defined as a
temporal and experiential "plurality." Space continuously evolves through
users' perception, sensory responses, technological interactions, and socio-
cultural contexts. Humanoid technologies play a role in this process by
both intervening in the physical characteristics of space and expanding its
experiential dimension.

The paradigm shift brought by humanoid technologies in architecture

causes radical transformations in both the design and perception
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dimensions of spatial experience. These technologies analyze micro-

spatial experience patterns and continuously adapt to users' needs,
enabling space to acquire a flexible and pluralistic structure. Space no
longer remains a fixed and static entity but transforms into a dynamic,
responsive, and relational process supported by digital and artificial
sensory systems.

The user-space relationship is the dimension that most directly reflects the
impact of humanoid technologies in architecture. Traditional architecture
bases the experience of space on certain universal patterns and views this
experience as static. However, today, the user's individual experience of
space becomes dynamic with the involvement of sensors, artificial
intelligence algorithms, and robotic systems. These systems make
responsive adjustments based on the user's presence and conditions in the
space. In this way, space transforms from a passive environment into an
active entity interacting with the user.

This type of spatial flexibility allows for personalized experiences,
multiple user scenarios, and contextual adaptability. Al-based systems can
provide continuous, real-time feedback on the expected architectural
experience, even in the early stages of design. This approach allows
students and young architects to refine their proposals based on informed
predictions, without the need for direct interaction with real users (Fischer
& Schmid, 2025).

Al is transforming design, shifting designers from hands-on creators to
curators focused on strategy. As design becomes more about shaping
experiences than creating from scratch, this shift is setting the stage for a

new era of design practices. Al models can recognise and emulate patterns
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in design. This enables people who may lack technical training to turn a

conceptual idea into a visual draft, essentially bypassing the need for
extensive design skills. For designers, this automation can accelerate the
process of prototyping or wireframing, allowing more time to focus on the
creative aspects of a project (Budd, 2024).

The integration of robotic technologies into the construction process
transforms the mode of spatial production, increasing flexibility and
customization in the design and assembly stages of building components.
Robot-assisted structures accelerate the architect’s process of bringing
imagination into the physical world, offering new form possibilities and,
accordingly, new experiential opportunities.

Humanoid technologies expand not only the technical aspects of
architectural design but also the ways space is experienced, making spatial
perception more multilayered, interactive, and dynamic. While traditional
architecture relies on physical senses for spatial experience, today this is
broadened and deepened through sensors, augmented reality (AR), virtual
reality (VR), and sensory shaping technologies offered by humanoid
technologies. Space now becomes an environment intertwined with digital
layers, shaped by the user's time spent within it, responsive to them, and
even reprogrammable. This requires space to be designed not merely as a
physical structure but as a comprehensive system of interactive
technologies. Within this context, the paradigm shift in architecture leads
to an evolving, technology-integrated, and user-centered spatial
experience.

When spatial experience is defined as the entirety of human sensory and

cognitive processes, the impact of humanoid technologies enables the
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emergence of a multilayered and enriched experiential network. In

scenarios where space interacts with its user in a "multisensory" manner,
Al-based systems become tools that differentiate, measure, and guide
every dimension of experience. The way these technologies transform
spatial experience involves the continuous restructuring of the subject’s
knowledge and perceptions. By creating a new ecosystem between the user
and space, humanoid technologies turn space from merely a place to live
into an experience zone constantly explored by the user.

Technological advancements also pave the way for diversified forms of
experience within space. Through the manipulation of robotic systems,
users can physically reshape the space or interact with smart elements that
move within it, differentiating spatial functions. In this context, new
scenarios emerge at the intersection of space, user and technology. Smart
systems can respond instantly to users' needs, thereby enhancing both the
functionality and tangibility of the environment. This demonstrates that
spatial experience is shaped not only by the space itself but also by
technological entities within it and the interactions established with them.
Another important dimension of the paradigm shift involves ethical and
philosophical questions arising during the design process. The use of
humanoid technologies that expand spatial experience raises new
responsibilities regarding privacy, user autonomy, and transparency in Al
decision-making processes. Designers must be sensitive to the potential
risks of these technologies and act consciously from an ethical standpoint
while enhancing spatial experience. Moreover, establishing ethical and
creative balances between technology and humans in design has become a

fundamental topic of debate in architectural practice.
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In summary, the paradigm shift in architecture is manifested through

humanoid technologies as space has become a multilayered, dynamic, and
interactive environment shaped by human perception, Al predictions and
interventions, and robotic system manipulations. This transformation
fundamentally alters the epistemology of the architectural discipline,
design processes, and understanding of spatial experience, while creating
new opportunities and responsibilities. By embracing these humanoid
technological tools, architecture expands the boundaries of spatial

experience and compels a renewed reflection on the space of the future.

Architecture has historically been shaped by modes of perceiving space
and spatial experiences. Traditional architectural approaches are largely
based on static structures and fixed forms, relying on the user’s physical
and visual relationship with space while remaining as fixed environments
without interactive or variable dynamic systems. Today, with the
integration of humanoid technologies into architecture, spatial experience
gains new dimensions, replacing the static architectural understanding
with dynamic, responsive, and adaptable building systems.

5.1. The Biomimetic Transformation of Experience and Perception:
The BIQ House

BIQ House (Figure 1) is a significant milestone in the innovative use of
robotic systems. The BIQ House in Hamburg, became the first building
worldwide to feature a full-scale bioreactive fagade system covered with
microalgae. This fagade goes beyond the static architectural approach,

offering a dynamic and responsive building envelope experience.
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Figure 1. BIQ House Working Concept (Rethinking the Future, n.d.)

Built as part of International Building Exhibition 2013 in Hamburg, the
BIQ house features 200 square metre of integrated photo-bioreactors
(Figure 2). The innovative passive-energy BIQ house generates
microalgae biomass and heat as renewable energy resources. Highlighting
the full potential of the technology, the system integrates additional
functionalities such as dynamic shading, thermal insulation and noise
abatement (FX Design, n.d.).

The building’s form is a straightforward cuboid with a total built-up area
of approximately 1,350 sq.m. Its design is intentionally functional,
prioritising performance over elaborate aesthetics. The north-east and
north-west facades feature basic fenestration, while the south-east and
south-west sides are clad in bio-adaptive panels, or bioreactors, that house
algae cultivations. These bioreactors, which are seamlessly integrated into
the facade and form its outer shell, are strategically positioned to harness
the abundant sunlight available on these sun-facing sides of the building,

using it to fuel the algae’s photosynthesis and generate bio-energy. The
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minimalist approach reinforces the building’s emphasis on practicality and

environmental innovation (Rethinking the Future, n.d.).

Figure 2. Bioreactive Facade with Algae Filled Panels (Beciri, 2013)

Robotic systems control the air bubbles inside the bioreactor containers
filled with microalgae in the facade panels of the BIQ House. These
bubbles promote the photosynthesis of the algae, optimizing the
biochemical processes. Since the system automatically regulates the
growth of algae based on the intensity of sunlight, the facade gains varying
colors and transparency under different lighting conditions.

This design decision goes beyond the traditional boundaries of static
architecture. The facade is no longer just the outer shell of the building; it
functions as a system responsible for energy production and environmental
control. Components such as thermal comfort, light quality, and sound
insulation are directly influenced by the performance of the robotically

operated bioreactors. The architect transforms the facade into not only a

63



visual or mass element but also a design tool focused on environmental

and technological interactions. Users cease to be passive occupants of the
space; instead, they encounter an environment that interacts with the
facade and changes accordingly.

The fagade of the BIQ House, integrating robotic and biological systems,
expands the boundaries of spatial experience. It symbolizes the transition
from a static facade concept to a dynamic and sustainable system model
that is responsive to the presence of users and external environmental
conditions over time. This system allows us to perceive architectural space
as a "living" organism and serves as a significant example of how spatial
experience in architecture can be transformed through human-centered
technologies. This transformation in spatial experience makes the user-
building relationship dynamic, extending beyond the physical limits of
architecture. The microalgae interaction in the fagade shapes the visual,
thermal, and ecological qualities of the space, providing users with a
continuously changing experience and enhancing the temporal and sensory
dimensions of the environment.

5.2. New Horizons in Spatial Perception: AI-Based Generative Design
and Zaha Hadid Architects

Zaha Hadid Architects uses Al text-to-image generators like DALL-E 2
and Midjourney to come up with design ideas for projects, studio
principal Patrik Schumacher has revealed (Figure 3). Ata recent
roundtable discussion on how artificial intelligence (AI) could change
design, Schumacher delivered a presentation about Zaha Hadid Architects'
use of image-generating technology (Barker, 2023). Zaha Hadid

Architects is one of the pioneering architectural firms that brings a new
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dimension to the design paradigm by using artificial intelligence in

architecture. By especially integrating generative design methods, they
have not only accelerated spatial design processes but also expanded the
boundaries of design, enabling the emergence of organic and complex
forms that were previously difficult to achieve (Figure 4 & Figure 5).
Projects carried out with ZHA's Generative Al tools have transformed the
traditional decision-making mechanism of the architect, creating a

revolutionary impact on the perception of space.
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Figure 3. ZHA Images Produced by Stable Diffusion (Barker, 2023)

Designs obtained through generative design enable the emergence of
complex, fluid, and organic forms from the early draft stages of the space.
The combination of Zaha Hadid’s aesthetic approach with the
computational power of artificial intelligence offers an unconventional
sensory richness in spatial experience. The user not only utilizes the space
shaped by AI’s suggestions but also gains a new spatial awareness by

perceiving the depth, flow, and continuity of the form.
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Figure 5. ZHA Images Produced by Midjourney (Barker, 2023)

Al-based designs emerging in ZHA projects enhance the continuity and
fluidity of space, enriching the relationship between the user and the
environment. The space transforms not only through its physical
boundaries but also into a sensory and perceptual experience field shaped
by Al-generated formal and spatial decisions. Al-assisted designs can
propose different spatial solutions based on user movements, lighting
conditions, and functional needs. Thus, the spatial experience becomes a
dynamic process that evolves over time according to the interaction
between the space and the user. This transformation in architectural design

makes the space more customizable and user-centered.
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Zaha Hadid Architects’ Al-supported generative design applications open

new paradigms in redefining spatial experience in architecture. Space is
not merely the sum of physical forms; thanks to AI’s innovative
algorithms, it becomes a continuously evolving environment that interacts
with users and offers a multi-layered sensory experience. These systems
expand the boundaries of spatial perception by enabling the creation of
dynamic, adaptive forms that were previously impossible, moving
architectural practice beyond static codes.

5.3. The Evolution of Perception in Spatial Experience: Humanoid
Social Robots and Superflux’s Drone Aviary Project

Superflux's "Drone Aviary" Project (Figure 6) constitutes an important
example of how humanoid social robots introduce new forms of
experience in the context of spatial experience. Superflux co-founder Anab
Jain explains “Drone Aviary is a research and development project, which
explores the social, political and cultural implications of drone technology
as it enters civil space.” (Hobson, 2015). The project examines the social,
political, and cultural impacts arising from the presence of autonomous
drones with human-like characteristics in the urban environment. Space
becomes not only the sum of physical structures but a multi-layered and
dynamic experience shaped by the symbiotic and interactive relationships
established with robotic entities.

Drone Aviary depicts swarms of drones that move and make decisions
autonomously in the city, exhibiting human-like behavior. These
humanoid robots gain a significant presence not only in the physical space
but also in the social space. The user’s experience of the environment is

shaped by the mobility and behaviors of these robotic entities, replacing
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the static and inert urban experience with dynamic, interactive, and

emotionally rich mechanical organizations.
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Figure 6. Drone Aviary Installation at the Victoria and Albert Museum
(Hobson, 2015)
Architectural design mandates that robotic systems be considered not only
as technological components but also as social agents. Drone swarms
redefine the physical and social structure of urban space. The spatial
experience is shaped by the continuous flow, visibility, and surveillance
dynamics created by these drone movements (Figure 7). People's sense of
safety, expectations of privacy, and modes of social interaction in the

urban environment vary depending on the behavior of the drones.
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Figure 7. Madison Advertising Drone & Nightwatch (Hobson, 2015)
Space is no longer just a functional platform for human experience but also
for the actions, perceptions, and decision-making processes of robotic
agents. This shared living environment is a complex hybrid space requiring

both physical and social regulations. When users encounter these robotic
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swarms in the city, their spatial perception is continuously redefined, and

with mechanisms such as movement, surveillance, and social control, the
spatial experience becomes more layered and complex. Human-robot
interaction provides a dynamic that affects space emotionally and
cognitively, opening the door to new forms of sensory and social
experiences in the urban environment.

5.4. Al and Robotics Integration: MIT Senseable City Lab’s
Responsive City Pavilion

MIT Senseable City Lab is one of the pioneering projects on how artificial
intelligence and robotic technologies can be integrated into architecture.
The Responsive City Pavilion (Figure 8 & Figure 9) demonstrates how Al-
supported robotic systems transform spatial experience. This pavilion is a
structure that can dynamically change its form and function in response to
environmental data and in accordance with the movements of users. Thus,
the space goes beyond fixed forms and becomes a responsive and adaptive

organism that is in consant harmony with the user.
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Figure 8. Data Points to Create Virtual Environments (Tesler, 2022)
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The functionality of Al and robotic integration enables new approaches in

the design process. Space now adapts to the expectations and behaviors of
the user, guides them, and simultaneously creates new experiential
situations. Since the user's movements and environmental variables
determine the form and function of the space, the static boundaries of the

space disappear, leading to a continuously reshaping form.

Figure 9. Data Points to Create Virtual Environments (Tesler, 2022)

In the case of the Responsive City Pavilion, space is not just a physical
area occupied; it is a living experiential field shaped by the presence and
movement of users, environmental conditions, and data flows. Al
algorithms and robotic systems continuously alter the pavilion’s form
based on external stimuli such as temperature, light, and wind, as well as
the movements of users inside. This offers users a spatial experience that
changes over time, adapts, and remains open to interaction.

Consequently, the perception of space is enriched with temporal and
sensory layers. The user engages with the space not merely passively but
through a form of mutual communication and interaction. This constant

change in spatial experience transcends the static boundaries of
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architecture, enabling the space to be experienced as a living, responsive,

and dynamic organism.

The Responsive City Pavilion stands out as an architectural example where
the spatial experience adapts to the presence and interaction of the user.
Users engage with the space by directly experiencing the movement and
shape-shifting of the pavilion’s components. This interaction blurs the
boundaries between space and user, while also redefining spatial
perception on both collective and individual levels. With this model, Al
and robotic technologies enable the creation of new responsive systems
and forms of experience in architecture, extending spatial experience
beyond the purely visual or functional. The space, with its variable and
adaptive qualities, responds to users’ mental, physical, and emotional
states, bringing a fresh perspective to the ideal of human-centered design.
6 Conclusion and Suggestions
The rise of humanoid technologies in architecture is leading to profound
changes in spatial experience and perception. Artificial intelligence and
robotic systems, which go beyond traditional architectural approaches, not
only transform design processes but also enrich and redefine how users
interact with space. Spatial experience, influenced by humanoid
technologies, transcends limited sensory and cognitive dimensions to
become a form capable of interactivity and adaptation. This shift
represents the user's move from a passive observer of space to an active
and interactive participant. Thanks to the possibilities offered by humanoid
technologies, spatial experience reaches multidimensional and dynamic
levels, and the architectural discipline evolves from human-centered

design toward a human-technology hybrid approach (Table 1).

71



Table 1. Role of Humanoid Technologies on Spatial Experience &
Perception and Collaboration in Architecture (Developed by the author)

Technology Impact on Impact of Role and Example of
Spatial Spatial Collaboration Use/
Experience Perception in Contribution
Architecture
Virtual Experiencing Enhancing Realistic Deepening
Reality (VR) space the visual spatial the
through and simulation in experiential
movement, physical the design and
time, and dimensions process emotional
bodily of space perception of
interaction spaces
Artificial Producing Expanding Support Creating
Intelligence new spatial perception during rapid and
(GAN) solutions in by analysis, diverse
the design synthesizing  synthesis, and design
process alternative evaluation alternatives
spatial stages
formations
Robotic Adding new Increasing Automatic Automated
Technologies dimensions interaction production building
to the between and spatial systems,
physical humans, adjustments in moving
interaction machines, collaboration elements
with space and space with architects
Augmented Expanding Increasing Enhancing Interactive
Reality (AR) experience real-digital user-based solutions for
by adding interaction experiences the use of
digital layers within the and providing space
to real space space design
feedbacks

One of the most fundamental impacts of technologies transforming spatial

experience is making spatial qualities customizable and universally

accessible. Advanced systems analyze users’ needs, habits, and emotional

states to optimize the form and function of the space. This challenges the

generalized approaches, leading to unique and accessible designs for
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everyone in terms of spatial experience. Thus, architecture can take on an

inclusive, responsive, and flexible form within social and cultural contexts.
The integration of humanoid technologies in architecture brings a radical
transformation to the process of meaning-making in space. Space is no
longer just a physical entity; it emerges as a phenomenon that interacts
with, learns from, and evolves through artificial intelligence and robotic
systems. This reconfigures the temporal dynamics of spatial experience,
allowing the relationship between space and its past, present, and future to
be continuously updated through technological infrastructures.

The new understanding of spatial experience developed alongside
humanoid technologies is expected to become increasingly personalized
and integrated in the future, thanks to artificial intelligence’s growing
learning ability and adaptation capacity. The combination of Al with
technologies like augmented reality and virtual reality will create hybrid
spaces that establish a strong connection between real and virtual worlds,
featuring multiple sensory and symbolic layers. The design process will be
able to more consciously and comprehensively guide spatial solutions by
perceiving users’ behaviors, preferences, and emotional states, enabling
more effective and flexible implementation.

In light of these developments, transformation is required in many areas,
from architectural education to practical applications. Increasing
knowledge and skills in artificial intelligence and robotic technologies and
encouraging interdisciplinary approaches should be prioritized. However,
the ethical, social, and cultural questions brought about by these
advancements must not be overlooked. The power of technology to

reconfigure spatial experience should be considered for its significant
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impacts on fundamental elements such as the public nature of space,

privacy, and cultural identity. The evolution of architecture with humanoid
technologies necessitates rethinking the human mode of existence in space
and reflecting this reconsideration in design practice. Within this
framework, a sustainable collaboration model between architects and
artificial intelligence should be developed not only on a technical level but
also ethically and aesthetically.

In conclusion, humanoid technologies in architecture are redefining the
boundaries of spatial experience while also transforming the
epistemological and ontological foundations of architecture. Space is
shaped as a living and dynamic experiential field, a collaborative product
of human and machine intelligence. This evolution signifies a lasting
transformation in the nature of architectural design, calling for a
reinterpretation of spatial perception within the framework of user-
machine interaction and the development of design approaches
accordingly. In this context, technology in architecture ceases to be merely
a tool and becomes a creative and active component of spatial experience.
The deeper integration of humanoid technologies in architecture in the
future will enhance the personalization, adaptation, and sustainability of
spatial experience, elevating architecture’s function and meaning in human

life to new levels.
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1. Introduction

This study aims to analyze the works of the Archigram group, one of the
prominent representatives of the futurist avant-garde movement that
emerged within the architectural atmosphere of the 1960s modern period.
Rather than approaching Archigram as a singular and fixed phenomenon,
the study focuses on its multifaceted character and the conceptual diversity
that resulted from its internal critiques and transformations over time. The
rich and experimental vocabulary developed by Archigram has continued
to resonate in the architectural productions that followed, leaving
conceptual traces in contemporary design thinking.

According to Alan Colquhoun, modern architecture derives its value from
being part of a historical continuum. Its true meaning is not found solely
within the lineage of architectural history, but rather in its ability to reflect
the collective values of its own time. Architecture must be new in a way
that evokes the spirit of its age (Colquhoun, 1990). Within modern
architecture, futurist tendencies have also evolved through shifting
approaches across different periods. When Archigram emerged in the
1960s, the intellectual discourse around futurist architecture had already
shifted significantly from its early twentieth-century roots. Antonio
Sant’Elia’s Citta Nuova, with its aesthetics that merged machinery and
architecture, became emblematic of the early modern style later criticized
as soulless and emotionally detached.

By the 1960s, the cumulative effects of two world wars, along with
sweeping technological and sociological transformations, had reshaped

everyday life and acted as a driving force behind new architectural
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paradigms. Established norms and traditions were increasingly being

challenged and replaced by new ways of thinking.

The architectural thinkers of the time who intellectually nourished the
formation of Archigram are also embedded within this historical cycle.
Although collective formations such as CIAM, Bauhaus, and Team 10, as
well as architectural pioneers like Buckminster Fuller, Constant
Nieuwenhuys, Bruno Taut, Cedric Price, and Yona Friedman, each
represent different architectural approaches, various conceptual ties can be
drawn between them and Archigram. These connections suggest that the
designs produced by each architect or collective are not only the result of
their own internal critiques, but also reflections of shared ideas and ways
of seeing shaped by the broader modernist process (Conrads & Yavuz,
1991).

According to Sadler, despite these affiliations, the ideas that inspired
Archigram went beyond merely looking back at academic precedents.
While they respected earlier avant-garde approaches, they shared
modernism’s foundational notion of constantly seeking out what is new
and potentially pioneering (Sadler, 2005). This orientation reveals their
distanced perspective toward site-specific design and traditional
architectural methods.

Why did Archigram emerge? According to Peter Cook, the origins of
Archigram lie in the spontaneous architectural conversations he had with
David Greene and Michael Webb. Their shared sense of suffocation within
the existing architectural environment of the 1960s, and their desire to
influence the dominant discourse through their own publications, became

the driving force behind their work (Cook, 1994).
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The term Archigram was coined by combining the words Architecture and

Telegram. While it was initially used as the name of the group’s first self-
published magazine, it eventually came to represent the entire collective,
their architectural philosophy, and their expressive style in the
architectural discourse. The first issue of the magazine that only two pages
long was published in 1961 by newly graduated architects Peter Cook,
Michael Webb, and David Greene. It aimed to provide a rapid means of
communication for the rising wave of architectural avant-garde thinking
among students and young architects, and to establish a common platform
for like-minded individuals. In the following issues, Ron Herron, Dennis
Crompton, and Warren Chalk joined the team, forming the group’s well-
known core of six members. Archigram’s work continued through nine
issues published until 1970, with a final publication, titled 92, released in
1974, marking the end of their active collaborative period (Cook, 1999).

Archigram’s unique style of expression was one of the key factors in its
recognition within architectural circles. Their stylistic approach that
formed through a combination of collage, comic strips, posters, and
slogans set them apart from the mainstream architectural discourse and
shaped their international public identity. Beneath their bold visual
language, their published works reveal clear and at times subtle ideas that
critically reflect on social, economic, and architectural issues. The
emergence of Archigram as a futuristic avant-garde movement within
modern architecture, as well as the scope of its activities, reveals a notable
diversity. Though the six founding members produced under a collective
identity, their differences in age, geography, and areas of interest fostered

the development of innovative perspectives within the group and enabled
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a continual process of renewal driven by this internal variety (Kardas,
2024).
2. Material and Method

Archigram’s evolving mode of production can be observed through the
publications they produced over the years. The varying themes, design
trajectories, and architectural positions they explored in each irregularly
issued magazine provide insights into the group's shifting focuses.
Nevertheless, overarching principles that span across all their publications
are also present. These core principles, articulated in their manifestos and
expanded over time, are evident in their architectural outputs.

For this reason, a comprehensive examination of all of Archigram’s output
forms the structure of this study. The nature of their work is evaluated
along several axes, including function, scale, user, form, and spatial
organization. As a group that emerged within the modernist architectural
environment, their work cannot be considered separate from the social,
temporal, and spatial context that shaped their era. A deeper understanding
of this modernist context is crucial for interpreting the dynamic and
reciprocal relationship between architecture and the human condition.
Accordingly, both individual and collective contributions to modern
architecture have been explored through the writings of architectural
historians, critics, and sociologists. This approach has enabled a detailed
reading of Archigram’s formation, transformation, and lasting impact.

3. Findings and Discussion

Based on an evaluation of Archigram’s written and oral publications, the
group’s evolving design paradigm over the years has been examined in

three phases. These can also be interpreted as an introduction,
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development, and conclusion. Although the chronological progression of

their work does not present rigid breaks, it aligns with the principles
outlined in their manifestos. Still, the direction in which their ideas and
forms evolved reveals a clear intellectual transformation.

The conceptual diversity brought about by this transformation has left
discernible traces in various fields of architecture in the following decades.
In tracing these influences, this study aims to reflect on theoretical
frameworks, architectural practices, and the diverse realities of existence
that shaped the era in which these ideas emerged.

3.1. The Expressionist Phase 1961-1964

The first issue of Archigram was published in 1961 as a two-page leaflet.
Edited by Peter Cook, David Greene, and Michael Webb, the issue
compiled selected student projects alongside slogans that reflected the
themes they wished to explore. It also featured a poem by David Greene
that could be considered a kind of manifesto for the group. In his poem,
Greene highlighted the significance of the new phenomena emerging in
contemporary life and spoke of novel possibilities. In his view,
architecture should align itself with the realities of its time like the
countdown to a rocket launch, the helmet of an astronaut, or new
mechanical and technological equipment capable of carrying the human
body. Using the example of the brick, he argued that traditional methods
of construction and standardized angular forms were no longer adequate
to express the complexities of the human mind. This conventional
approach had reduced architectural thought to fagades and a surface-level
artistic language. According to Greene, it was this condition that had

caused the “love” for architecture to die. A new generation of architects
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had to emerge one that rejected the increasingly rigid principles of

modernism in order to truly capture its original spirit (Cook, 1999).

In his poem, Greene also spoke of the new materials made possible by the
era and how their forms could be shaped in countless ways. Steel could be
bent to any desired curve, plastics could assume infinite shapes through
their molds, string could be woven into any network, and paper tubes could
be manufactured at any length (Cook, 1999). For Greene, discovering and
continually seeking out this latent potential within everyday life would be
the path to rediscovering the lost “love” for architecture. Additionally, the
first issue of the magazine featured a series of slogans that outlined the
group’s emerging design direction form, futurism, expressionism, flow,
skin, plastics, mechanics. ..

The special project selection featured in the first issue included works that
Archigram members had recently developed or drawings by architects
whose design sensibilities resonated with the group’s vision. Movement,
vitality, and shell-like forms were recurring themes among the chosen
works. One of the most significant examples supporting this narrative was
Michael Webb’s 1958 project Furniture Manufacturers Association
Building, featured in the issue. The structure, composed of rounded units
joined together, reflected Archigram’s desire to break away from the right-
angled rigidity of conventional modernist architecture. According to
Webb, the project that is presented during his fourth-year jury was harshly
criticized by James Stirling, one of Britain’s leading architects of the time,
who likened it to a “prehistorical monster” attempting to shed its outdated
exoskeleton (Chalk & Crompton 2018). The project is also considered the

first example of the “Bowellism” movement. It became one of the most
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celebrated student projects in the avant-garde scene of the late 1950s

(Sadler, 2005).

Another drawing featured in the first issue was David Greene’s Baghdad
Mosque, designed as his diploma project in 1958. The structure resembles
a flower on the verge of blooming. The slogan “the inner void pushes the
skin” was inscribed around the visuals of the project. (Chalk & Crompton,
2018). This phrase offers insight into Archigram’s expressionist
ambitions. The building’s boundaries, the voids created to let in light, the
pressure exerted outward by the interior, and the enclosing skin together
formed an organic shell where each element balanced and constrained the
others. As a building type, the mosque had minimal functional
requirements, offering flexibility in shaping the form. This allowed Greene
to prioritize form, structure, and surface. With a conceptual structure in
mind, he meticulously focused on technical, technological, and material
aspects. According to Greene, the structure resembled a hyper-baroque
object formed by carefully rotating a Gothic section around itself, where
vaults, walls, floors, and ceilings merged to blur their distinctions (Chalk
& Crompton, 2018).

In the early part of the century, modern architectural practice was largely
guided by functional control. However, the ensuing dissolution of this
approach began to manifest in student projects and avant-garde thinking.
Within Archigram’s design trajectory, the form of the architectural
structure and its constituent elements began to merge, creating organic
shapes in which the boundary between interior and exterior gradually

dissolved. The principle of form follows function held little appeal for
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Archigram; for them, form should instead follow the idea that makes

architecture delightful (Chalk & Crompton, 2018).

Archigram’s second issue was published in May 1962, continuing the
group’s experimental approach to architectural projects. In this issue, other
members of the group Dennis Crompton, Warren Chalk, and Ron Herron
appeared for the first time with their projects, introduced as employees of
the London County Council (L.C.C). Unlike the earlier student-driven
projects, these members represented a bridge to the architectural
profession, actively participating in built architecture at the time (Sadler,
2005). The projects in the first issue were associated by architectural
circles with the aesthetics of Gaudi and Erich Mendelsohn. However, the
group members regarded this comparison as an incomplete assessment.
While they acknowledged partial similarities with Art Nouveau and
Mendelsohn’s expressionism, they emphasized that the inevitable changes
brought by the passage of time played a crucial role in shaping their own
distinct style (Chalk & Crompton, 2018).

The Living City installation, prepared in 1963, marked the first
collaborative work involving all members of Archigram The Living City
exhibition, organized by the Institute of Contemporary Arts (ICA), invited
Archigram members to reflect on the current state of architecture and the
city under the conditions of modernity (Cook, 1999). In the editorial
section of Archigram’s second issue, Peter Cook published a statement
explaining the contributors’ roles. According to this statement, each
individual who influenced the formation of the group had their own
trajectory, with varying interests and commitments, and it was intended to

remain that way. Yet, these diverging views also had the capacity to
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overlap. Cook emphasized that those who would become architects and

practice architecture should carve their own paths (Chalk & Crompton,
2018). In this sense, Living City holds a significant place within
Archigram’s body of work. The members of the group interpreted the
complex structure of urban architecture through the diversity generated by
their individual differences.

According to Sadler, before their breakthrough projects in 1964,
Archigram’s stance in Living City was tentative, evolving, and poetic in
tone (Sadler, 2005). Living City represented the group’s first collective
stance against the architectural status quo. Although minimal in structural
scale, their ideas found expression through the installation realized within
the exhibition space. (Steiner, 2013).

Archigram’s Living City was conceived around the essence of lived
experience. The group expressed the underlying idea of the project as
follows: “Our belief'in the city as a unique organism underlies the whole
project” (Chalk & Crompton, 2018, p.42). The fixity of the elements that
compose the environment stood helpless against the vitality of the city. As
urban relationships were constantly being formed and reformed,
architecture’s static form became the manifestation of an incompatible
relationship.

The analogy between architecture and rain on Oxford Street, one of the
slogans of the exhibition, reflected the group's intentions. “When it rains
on Oxford Street, architecture is no longer as important as the rain.” Later
on, David Greene pushed this idea further: “If buildings are no more
important than rain when it rains on Oxford Street, then why draw

buildings instead of rain?” (Steiner, 2013, p.33).
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The idea that the city is a living organism, shaped by the interaction of all

the entities that compose it, was a central view within Archigram. The
different rooms, referred to as “gloops,” were assembled side by side in a
way that resembled the organization of cellular units or the walls of an
organic tissue under a microscope. The main concepts chosen for Living
City and names of gloops were: man, survival, crowd, movement,
communication, place, and situation. Those were believed to shape the city
through their effects.

Although the initial sketches of Living City envisioned balloon-like,
transparent, amorphous plastic domes, the actual construction used tense
triangular structures made of thin rods, as they were more practical. The
design, which evokes Buckminster Fuller’s geodesic structures, also
reveals Archigram’s struggle at the time between design and realization.
Archigram’s Living City suggested that the force animating urban life
should also shape its form. The city was not a rigid built entity but a
dynamic organism that existed simultaneously in the past, present, and
future. Efforts to create spatial comfort tend to encourage suburbanization,
and this in turn may lead to homogeneous and low-quality environments
that lack the natural evolution of urban life. In contrast, Archigram argued
that urban life is shaped by cross-stimulation, multiple layers, and
unexpected encounters. What keeps the city alive is not the orderly or
planned, but rather a pluralistic structure made up of diverse individuals,
varied experiences, and mental worlds that cannot be easily classified as
good or bad. Therefore, defending the value of what is difficult to define
is a critical approach for ensuring the continuity of urban existence. For

Archigram, the city is a collective space of ongoing creation shaped by
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personal and collective memories, enriched by emotions, and constantly

evolving. In their own words: “The image is a total image of it all like a
film” (Chalk & Crompton, 2018, p.42).

The fourth issue of the Archigram magazine, published in 1964, marked
the beginning of a period in which the group attracted increasing attention.
The issue’s theme, “Zoom” represented one of the turning points in the
direction of Archigram’s futurism. A space-themed comic was designed
with the aim of merging the futuristic architecture of that imagined world
with everyday reality. This design approach reflected Archigram’s focus
on technology and mechanics, while also expressing their role as mediators
between fantasy and reality. According to the group, the new vernacular
would be shaped by space capsules, expendable systems, and the atomic-
electronic age.

The post-World War II expansion of mass production networks and the
cultural dominance of the United States also shaped the characteristics of
the production tools chosen by Archigram. In a sense, this can be
interpreted as a desire to integrate contemporary technological advances
into the more archaic practices of architectural production. At this stage,
Archigram presented a new architectural vocabulary to the professional
community, such as systems, balloons, domes, satellites, rockets, and
expandable, mobile cities. Their formerly expressionist language began to
shift toward an industrial framework.

3.2. Departure from the Megastructure and the Turn Toward
Individual Solutions

The fourth issue of Archigram, published in 1964, and the fifth issue with

the Metropolis theme, released in the autumn of the same year, presented
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some of the group’s most striking projects to date. Among these, Peter
Cook’s Plug-In City stands out prominently (Figure 1, Figure 2). With
Plug-In City, Cook aimed to create a city composed of an expandable and
reconfigurable system. Units with various functions such as offices,
educational facilities, housing, accommodations, and commercial spaces
would be designed to be replaceable based on their lifespan and necessity,
thereby allowing the city to be continuously reprogrammed. Warren Chalk
and Dennis Crompton contributed by designing the infrastructural and

superstructural elements required to support this city (Cook, 1999).
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Figure 1. Peter Cook, Plug-In City Max Pressure Area 1964 (IV Toran,
2016Db)
Archigram’s new technological approach presented a dynamic and flexible
urban vision on a large scale; however, it also displayed certain
shortcomings in terms of detailing. While the overall image portrayed a
seamlessly functioning, modular city system, a closer examination reveals

minor ambiguities. For instance, it is unclear what an individual entering
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the structure through its front door would actually encounter. The complex
accumulation of spatial components such as staircases, elevators, and

corridors seems to envelop the entire structure (Chapman, 1965).

Figure 2. Peter Cook presents Plug-in City (Lindberg, 2008)

Archigram’s new technological approach presented a dynamic and flexible
urban vision on a large scale; however, it also displayed certain
shortcomings in terms of detailing. While the overall image portrayed a
seamlessly functioning, modular city system, a closer examination reveals
minor ambiguities. For instance, it is unclear what an individual entering
the structure through its front door would actually encounter. The complex
accumulation of spatial components such as staircases, elevators, and

corridors seems to envelop the entire structure (Chapman, 1965).
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At this point, it can be argued that what Archigram intended to convey was

not an emphasis on architectural detailing, but rather a vision at the scale
of systems. Plug-In City heralded a megastructure that could expand
infinitely through aggregation and a dynamic, constantly renewing urban
organization. Reyner Banham interpreted Archigram’s attitude as a
helping hand extended to the imagination-starved field of architecture.
Through architectural components placed on racks and cranes standing
above the resulting stacks, the project aimed to reflect the notions of
incompleteness and motion. With the idea of continuous organization, the
city could remain adaptive. Banham deemed their position valid, as they
sought to answer the question everyone was wondering: “What the city of
the future is going to look like” (Banham, 1965, p.30). The Plug-In concept
also expressed a desire related to life itself. The ability of space to adapt
made its sustainability possible, while offering a framework that
questioned the rigidity of architecture. This approach paved the way for a
structure to be both short-lived and immortal at the same time.

Another significant project published in the same year was Walking City
by Ron Herron which is one of Archigram’s most well-known works. The
project appeared in Archigram No. 5 under the theme Metropolis.
Described by Herron as “a city that was nowhere and everywhere”
Walking City contributed to the architectural debates of the 1960s
concerning the relationship between architecture and its environment.
Within their own search, the group asked a fundamental question: “What
was architecture about?” (Misterbigtown, 2010).

Herron defined this mobile city as a “friendly-looking machine,”

expressing a vision of architecture unbound from fixed location (Chalk &
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Crompton, 2018). Among Archigram members, the idea that architecture

could change and adapt was a shared understanding. Herron advanced this
notion further, asking, Why shouldn’t it move? (Misterbigtown, 2010).
After 1965, Archigram began moving toward a more independent
direction in terms of architectural thought. They no longer prioritized
fulfilling the moral responsibilities traditionally associated with
architecture. Gradually, this also led to a departure from mainstream
architectural forms. Although projects such as Plug-In City, Capsule
Homes, and Walking City presented unconventional visuals, they still
retained ties to traditional architectural organization. At this point, Peter
Cook argued that architecture’s inward-looking nature and its constant
reference to previous projects had caused it to lose touch with industry,
environment, and human life. He claimed, architectural style and fixed
discourses, had become a form of escape (Cook, 1999) However, this
continuity of spatial and formal organization would be disrupted by
mechanical, biological, and individually autonomous systems, as seen in
projects such as Living Pod, Auto-Environment, Suitaloon, and Cushicle
(Figure 3, Figure 4) (Cook, 1999).

Michael Webb’s Auto-Environment concept, developed during this
period, aligns closely with this line of thinking. It was based on the
principle that folded, leaf-like plastic panels could automatically unfold
and form the floor and walls of a building. The aim was to enable
prefabricated units to be organized and planned in an adaptive manner. On
the floor composed of modular plates, the walls would be able to move and

accommodate spontaneously emerging functions. Webb suggested that
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such a mobile system could offer the comfort of a conventional home in

locations like caravan parks, which provide a minimal infrastructure.

Webb’s response to the question “Why?” reflects Archigram’s critique of
urban organization. While Europe stood on the edge of the space age, its
built environment remained inefficient. For a working individual or
family, it was practically impossible to transport their architectural setting
when seeking to spend the weekend in a rural area or by the sea (Chalk &
Crompton, 2018). Webb’s 1966 projects Cushicle and Suitaloon also
aimed to address this issue. As he wrote: “Clothing for living in or if it

wasn'’t for my Suitaloon I would have to buy a house” (Cook, 1999, p.80).
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Figure 3. David Greene, Living Pod 1966 (IV Toran, 2016a)
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Figure 4. Michael Webb, Suitaloon in Milan Triennale 1968 (Wikimedia
Commons, 2024)
Cushicle was conceived as a neurally-mechanized extension of the human
body, a mobile system that could carry space with the individual,
supplying food and water as needed. This wearable architecture eliminated
the necessity of remaining in a fixed location to meet basic needs.
Suitaloon, on the other hand, was a wearable architectural product that
could expand to create a space for rest when necessary and incorporated
the services provided by Cushicle. The combination of Cushicle and
Suitaloon offered mobility, a functional protective shell, food and water
storage for survival, and multimedia interfaces such as radio and television

screens all within a single unit (Cook, 1999).
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Archigram first blurred architecture’s boundaries with Plug-In City and

Capsule Homes, then rendered it mobile and ephemeral through Walking
City, and later fragmented this organization into individual components in
Living Pod. The user, liberated from place by mechanical-architectural
solutions, became autonomous. After 1966, with Webb’s Auto-
Environment project, Archigram began developing non-building solutions.
Through Cushicle and Suitaloon, the user’s connection to place was
severed once again. Nomadic, bio-mechanical systems transformed the
architectural form. Archigram argued that architecture could be more than
a building sometimes a machine, an electric circuit, a semi-organic form,
a mathematical system, or sometimes randomness (Cook, 1999).

3.3. From Machine Aesthetics to the Aesthetics of Invisibility and
Lightness

The endless search for the form of the home and the city echoes Martin
Heidegger’s reflections on dwelling: “The real dwelling plight lies in this,
that mortals ever search anew for the nature of dwelling, that they must
ever learn to dwell.” (Heidegger, 1971, s.159)

Archigram’s relationship with architecture and their constant pursuit
aligns with Heidegger’s notion. Dwelling is not merely the construction of
a building; it is a process in which life is continuously reconstituted.

The seventh issue of Archigram magazine, published in 1967, hinted that
future works might no longer involve buildings. In the editorial section of
this issue, Peter Cook suggested that the group was embarking on a new
journey. Since the first issue, Archigram had emphasized that life,
technology, and architecture had not been adequately integrated and by the

time they reached this issue, not much had changed in the architectural
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scene. The two questions posed by Cook in the magazine: “Does

architecture have anything to do with life anymore? Are there any abstract
values worth waiting around for whilst we fall further and further behind
reality?” express their disconnection from traditional architectural values,
and perhaps also a sense of disappointment (Chalk & Crompton, 2018,
p.147).

In the eighth issue, published in 1968, the idea of “architecture without
buildings” began to manifest in Archigram’s output. Webb’s Cushicle and
Suitaloon projects appeared in this issue, presenting a more explicit
interpretation of reducing the concept of architecture to the scale of the
individual. In the editorial, Cook summarized the transformation of their
practice, claiming that the entire discourse had shifted over the course of
seven years. According to him, Archigram initially sought new forms.
Then, it began to question the lifespan of architecture, introducing
concepts such as “expendability” and “throwaway architecture” into the
core of their design thinking. From there, they moved toward the idea of a
city in constant flux with unlimited possibilities, inevitably leading them
to contemplate the future of the building itself. Ultimately, the
architectural object they once pursued began to loosen, blur, and lose its
boundaries. At this point, architecture had evolved into a form that aimed
to ensure comfort and personal satisfaction, shaped by individual needs
and desires.

Cook described the point they had reached as bringing an immense sense
of relief. For him, the absence of buildings in this issue signified the
collapse of boundaries. He expressed happiness at embarking on a new

exploration once again (Chalk & Crompton, 2018). According to Steiner,
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with the eighth issue, for the first time, the textual content of the magazine

outweighed its visual elements and drawings. This may be seen as a result
of the disappearance of form itself. There were fewer things left that could
be expressed through drawing (Steiner, 2013)

The first Instant City project, published in 1968, emerged as a consequence
of the logical formlessness of Archigram’s architectural thinking (Sadler,
2005).

In Instant City, the architectural connection to place is no longer present.
Architecture becomes fragmented, blurred, and lighter, ultimately
reaching a point where it is capable of flight through a kind of “urban
emergency service.” Designed by Cook, Herron, and Crompton, the
project aimed to create an environment for urban inhabitants that was
engaging but not permanent. The nature of this environment that entering
through infiltration, articulation, and appearance was reminiscent of a
traveling circus that would disappear once its function had been fulfilled.
Instant City was not so much an architectural object as an event, a festival,
a form of temporary intervention.

Several collage works were produced for Instant City, but among them,
the image of the zeppelin gained particular importance. The zeppelin
represented Archigram’s architecture of infiltration, suspension and flow
as a technological image that could gently fade from the scene. In one of
Ron Herron’s collages, the zeppelin is shown disassembling as it arrives
at its target location. The dispersed components from the massive body
spread out to form Instant City. This visual narrative serves as a summary
of Archigram’s own evolution: the megastructure has been reduced to the

human scale. Instant City marks the point at which no single element is
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dominant and architectural aesthetics have been fragmented. At this stage,

the most important aspect of the city is no longer its form, but rather the
human interaction it enables. Architecture assumes the role of a mediator
merely a tool to facilitate engagement.

From the beginning, Archigram had emphasized the role of the human as
a key element in the urban equation. In Living City, they had proposed that
the city should merely serve as a backdrop in the film of the urban
dweller’s life. In this sense, Instant City becomes the set that completes the
scene. Architecture transforms into a service that responds to temporary
needs of individuals or society, capable of constant reinvention.

The ninth issue of Archigram magazine was published in 1970 and is
considered the group’s final issue in the conventional sense, both in terms
of visuals and written content. Its cover resembles that of a gardening
magazine, signaling a clear shift toward the natural environment and
systems associated with it.

By 1970, however, the systems they proposed began to turn toward a more
intuitive relationship with nature and its forms. Peter Cook invited readers
to explore this desirable return to nature. Concepts such as birth, death,
and rebirth indicated not only a dramatic but also a rhythmic condition.
Their self-constructed technological order was now envisioned as
integrated with nature, producing responsive environments attuned to the
individual. Along with this, the interaction between environment and mind
became another topic of discussion. At the point when Archigram’s
architecture began to vanish and conceal itself, attention turned to the
possibility of mentally transcending the physical world with the help of
technology. The idea of going beyond physical limits gave way to mental
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architectures constructed within the imagination, supported by responsive

technological environments (Chalk & Crompton, 2018)

An example of these nature-related systems is David Greene’s
L.A.W.U.N. concept (Locally Available World Unseen Networks), which
was introduced in this issue. Greene summarized the system as follows:
“L.A.W.U.N. means doing your own thing in a way that is invisible because
it does not formally declare itself and does not disrupt the happenings on
the current scene. It may or may not be there at any moment, because it is
concerned with time” (Cook, 1999, p.115).

When a person leaves the scene, no trace should remain. Greene’s story of
the fisherman encapsulates this idea. The old man sits with his portable
television and cooler. His car, which brought him there, stands in the
background. He has temporarily customized his surroundings. After
creating his portable environment and fulfilling his needs, the user departs,
leaving behind nothing more than some flattened grass and fading
impressions. What has been created is an architectural setting unique to
that moment in time. Portable devices and the invisible networks that
support them have the capacity to render fixed architecture obsolete. The
presence of the structure is no more legitimate than its absence, as human
needs are subject to temporal change. Greene regards architecture’s
historical insensitivity to the concept of time as somewhat absurd.

Greene also designed two “invisible” service units within the L.A.W.U.N.
system: Logplug and Rokplug. These would form concealed service nodes
in natural environments, replacing traditional roadside rest stops. Without
disturbing the landscape, they would provide equivalent services. From the

outside, the system might appear to be just a log or a rock, but it would
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contain everything needed for a caravan journey. As hardware, software,

and organic forms merge within the design, Greene presents a peak of
group's technological idealism (Cook, 1999).

Peter Cook offered a different perspective on dissolving architecture form
in the Cheek by Jowl project featured in Archigram’s 9th issue.

Cook had already explored the future of housing in his 1968 drawings
under the title Metamorphosis. These drawings, featuring deconstructivist,
autonomous, electro-mechanical systems based on personal preference,
reflected the group’s general outlook at the time. However, his 1970 piece
The Metamorphosis Of Our Town Cheek by Jowl suggests a shift in the
narrative. A classic urban fagade slowly becomes overtaken by trees, hills,
and earth until the architectural structures appear to dissolve into the
landscape. Cook asks: “Where might it lead? Which is building and which
is growth?” (Chalk & Crompton, 2018, p.227). This design recalls scenes
from science fiction films where an abandoned city is revisited decades
later, but for Cook, it symbolizes a perfect fusion between nature and
architecture. A new form is envisioned that is outside the bounds of
classical order, composed of chaotic yet controllable elements.

Another approach in Archigram’s 9th issue becomes evident in Peter
Cook’s Room of 1000 Delights, Ron Herron’s Enviro Pill, Holographic
Scene Setter, and Mike Webb’s Dreams Come True. These drawings share
a common purpose: rather than producing physical space, they aim to
construct a mental realm of perception.

Cook’s design explores the idea of a sensory-stimulating room, aiming to
transcend environmental limits within the mind. It envisions an oscillation

between reality and the unreal, aspiring to bring dreams closer to tangible
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experience. Herron’s work shares a similar ambition. He describes a

device that, once activated, could transport you to Hollywood Boulevard,
bring Laurel and Hardy to your side, and change your surroundings and
the entire scene as the film shifts. Merely switching it on would be enough
to initiate the transformation (Cook, 1999). Webb’s project, Dreams Come
True, presents a fictional company that provides life scenarios. To escape
an unsatisfying life, one simply selects a new life plan from a broad range
of options. Dreams Come True Inc. will then provide the chosen life
(Chalk & Crompton, 2018).

Across these projects, a kind of psychedelic therapy can be discerned.
Perhaps it is more accurate to relate these efforts to the condition of human
existence itself. The solution to a depressive state, a design of
consciousness, is proposed to emerge through dreaming. These works
envision a means of escaping dystopian reality by crafting a new one. The
form and organization of the home, neighborhood, or city are pushed into
the background, framed as grander, perhaps unsolvable issues. Instead, a
deeper focus is placed on the individual’s mind and emotions, constructing
a world of pleasure and comfort. These visions articulate the indifference
of existing systems and institutions toward the human self. It is a striking
approach to what it means to be human and to the modern condition of
helplessness.

Published in September 1974, the issue titled Archigram 9 /2 compiled the
group’s activities in the intervening years. However, it lacked the visual
and theoretical depth of the earlier issues. As its title suggests, the group

itself did not consider it a full issue. Though Archigram’s publications and
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projects continued in various forms afterward, the creative intensity of the

1961-1970 period was never quite matched again.

Archigram believed that architectural structures should be temporal,
allowing them to better adapt to life. In this sense, it would not be incorrect
to view the avant-garde structure they built as one that had fulfilled its
purpose, realized its ambitions, and thereby completed its life cycle.

One of the most frequently raised criticisms against the group was the
impractical nature of their ideas and the fact that none of them were ever
built. Yet this very condition allowed them to remain flexible, to operate
freely, and to produce ideas across a wide spectrum. The only principle to
which they consistently adhered throughout their productive years was a
desire to explore. When considered from a broader perspective,
Archigram’s avant-garde style and futuristic vision emerged through a
wide range of very different forms over time.

3.4. Traces of Archigram

Throughout its existence, Archigram created its own sphere of influence
through its publications, academic involvement, conferences,
symposiums, and on-air appearances. The abundance of conceptual
material they produced gave rise to an avant-garde existence of its own,
precisely in response to the absence of realized physical structures.

One of the main criticisms directed at Archigram’s projects is their alleged
unbuildability and their tendency to prioritize iconic imagery (Venturi et
al., 1993). However, this notion was firmly rejected by the group
themselves (Moore, 2018). In fact, it is possible to acknowledge both
positions without declaring one absolutely right or wrong. On the one

hand, the lack of realization may support the criticisms; on the other hand,
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the recurrence of their ideas in various forms over time suggests that the

real issue may have been organizational constraints. According to Tanyeli,
this reflects a problem of temporality. He argues that the values Archigram
introduced would be better understood with the lapse of time (Tanyeli,
1998).

Peter Cook regarded Archigram’s architectural experience as a practice
rooted in discovery which is closer to that of a scientist or a technical
specialist. The prevailing academic and artistic doctrines of architecture
held little appeal for them. At this point, the relationship between the
architect and their product diverges from the traditional design process.
The architectural role, according to Cook, should reflect the methodical
and sometimes incidental nature of invention, where the “scientist-
designer” reveals what is necessary and latent. Though this fragmented
approach may at times overlook the bigger picture, Cook argued that it
would still achieve its intended goal. Fundamentally, this is because, in his
view, intellect itself emerges from problem-solving, innovation, and
invention (Cook, 1970).

In the post-Archigram period, it is possible to observe numerous designers,
architects, and engineers who embody this outlook. Indeed, architectural
movements that later gained popularity such as High-Tech, Bowelism, and
Blob Architecture can be traced back to Archigram’s approach. The terms
and behavioral concepts that formed Archigram’s unique architectural
vocabulary appear again in a variety of subsequent works. Their insistence
on ideas such as plug-in, clip-on, industrial aesthetics, expendability,
adaptability, indeterminacy, nomadism, temporality, lightness,

expandability, systemic logic, hardware and software, responsiveness, and
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many others, reflects their pursuit of uncovering and extending the

potential of architecture.

The diverse forms of production in which these recurring concepts appear
have been analyzed through concrete examples. These investigations take
into account the different requirements of remaining within the theoretical
realm versus applying architectural ideas in practice. Thus the selected
topics propose a comprehensive framework. The examined examples
reflect Archigram’s concepts reinterpreted in practical terms, adapted to
the specific time and space in which they were realized.

3.4.1. Modular, reconfigurable, and open-ended architecture
Archigram’s Plug-In concept was driven by the ambition to create a form
that could expand endlessly through modular addition. The goal was to
address contemporary needs through an embedded sense of
systematization. The Igus Plastic Factory and Headgquarters built in
Cologne by Nicholas Grimshaw Architects (Figure 5) stands as a realized
embodiment of this idea.

Nicholas Grimshaw’s connection with Archigram dates back to his student
years, as an alumnus of the Architectural Association School of
Architecture (AA). His thesis project at the AA was featured in the sixth
issue of Archigram in 1965 (Chalk & Crompton, 2018). Peter Cook praised
Grimshaw for successfully translating avant-garde ideas into built
architectural practice (Grimshaw, 2019).

The architectural challenge in the Igus project was to meet the evolving
demands of a rapidly growing company. The building was designed with
a flexible plan capable of accommodating a variety of production

scenarios. This was achieved through a wide-span, unobstructed layout
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enabled by a roof suspended on steel pylons. Modular fagade and ceiling

components allow for the seamless addition of new units. Within the
factory, administrative spaces and technical volumes are housed in
custom-designed metal pods, elevated from the ground to maintain the
continuity of operations. These service and office capsules bear a clear
resemblance to David Greene’s Living Pod concept. Due to their
autonomous structure and compatibility with the factory’s modular
infrastructure, they can be positioned both indoors and outdoors. In this
way, the building maintains adaptability to new layouts (Moore, 1993).

Over the twenty years following its construction, the Igus building
underwent seven expansions in response to changing needs. This outcome
can be seen as a testament to the success of the designed system

(Grimshaw Architects, 2016a).

Figure 5. Nicholas Grimshaw, Igus Factory 2000 (Wikimedia Commons,
2013)
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3.4.2. Industrial and technological language—driven design

Robert Maxwell describes the foundations of the industrial language and
the fascination it evokes as rooted in a unique sense of beauty, which is
derived from the logic and engineering embedded in its components, and
the visible presence of calculated necessity. According to Maxwell, the
architect creates aesthetic harmony by assembling these objects with
deliberate intent and order (Sennott, 2004).

Archigram’s fascination with the industrial domain can be traced in the
poetic tone of their manifestos. They declared the end of the brick era and
envisioned a new age shaped by space capsules, orbital helmets, and
mechanical body transport systems. Their designs frequently drew
inspiration from forms emerging in the industrial and technological fields,
incorporating them into architectural expression.

Peter Cook relates the idea of assembling a whole from small components
to a tradition deeply rooted in British culture. He also connects the
emergence of High-Tech architecture to this tradition (Grimshaw, 2019).
He further notes that this architectural movement gained momentum
through the collaborative synergy between prominent British engineers
and architects, including Peter Rice, Frank Newby, Tony Hunt, and Ted
Happold. (Cook, 2016). Frampton suggests that Archigram’s
technological aesthetic reflects Fuller’s Dymaxion ideals, a lineage that
can be traced in the subsequent works of architects like Richard Rogers
and Renzo Piano (Frampton, 2020)

One of the most iconic buildings to emerge from this movement is the
Lloyd’s of London project by the Richard Rogers Partnership (Figure 6).

Though it serves a conventional function as an insurance market, the
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building’s striking use of industrial forms recalls the imagery of oil

refineries. Despite the fragmented and seemingly chaotic exterior, the
interior offers a stark contrast with its open and minimal office layout

(Ingersoll, 2018).

.. |
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Figure 6. Richard Rogers Partnership, Lloyd’s of London 1984 (1liff,
2007)
The placement of circulation, service, and mechanical infrastructure on the
exterior, wrapping the building like an exposed skeleton, is characteristic
of Bowellist architecture. In this regard, the building shares conceptual
similarities with Michael Webb’s Furniture Manufacturers Association
Building. The glass atrium roof evokes memories of the Crystal Palace,

while the metallic pods and cranes positioned along the fagade and
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rooftops clearly echo the adaptable modules of Plug-In City. The

sophisticated assembly and expressive nature of these components blurs
the boundaries between machine and architecture, offering a new aesthetic
that bridges the two.

3.4.3. Lightweight structures and ephemeral architecture

Interest in lightweight structures frequently appears in Archigram’s later
projects. Their explorations into the disappearance of architecture and
nomadism redefined the relationship between structure and site. Projects
like Instant City, L.A.W.U.N., and Cushicle-Suitaloon questioned the
permanence of architecture, its footprint, and its dependence on a fixed
location. These projects proposed ephemeral spatial alternatives tailored
to specific moments. Through lightweight and nomadic design, they aimed
for a minimalist yet refined form of building. Form of lightweight structure
and its relationship with the ground demand unique and qualified
solutions.

One such project that embodies this meticulous integration is 7he Eden
Project, designed by Nicholas Grimshaw Architects (Figure 7).
Functioning as a large-scale botanical garden and visitor center, the project
consists of eight geodesic domes of varying sizes. These domes adapt to
the site's natural contours, defining their boundaries accordingly. Located
within a former clay pit, the structure required minimal intervention in the
topography (Larsen, 2016). The lightness of the structure and its
relationship to the site embody Archigram’s idea that a building should

feel like a natural intervention.
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Figure 7. Nicholas Grimshaw, Eden Project Cornwall 2001 (O'Sullivan,
2007)

The design process unfolded during a period when the site remained under
the commercial control of a quarry operator. Faced with constantly
changing topography data each week, Grimshaw’s team identified the
geodesic dome as the most adaptable form. Thanks to the modular nature
of the structure, the domes could be trimmed precisely where they met the
ground. The standardized units also contributed to reduced construction
costs. The dome’s membrane is composed of semi-transparent,
lightweight, inflatable ETFE (Ethylene Tetrafluoroethylene) pillows,
which are easily replaceable and facilitate assembly and maintenance
(Larsen, 2016). Grimshaw envisioned the modular units as a means to

accommodate future material advancements that could make Eden even
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more efficient. Perhaps, new technological materials could one day enable

the structure to generate its own outer skin (Grimshaw Architects, 2016b).
Similar ideas can be seen in Peter Cook’s Cheek by Jowl drawings. The
concept of a system that balances organic growth with human intervention,
forming a controlled chaos, became one of Cook’s favored visions for the
ideal urban environment.

3.4.4. Organic form and vitality in architectural expression

The idea of organic form and the potential for architectural structures to
move has been one of the key conceptual themes explored in Archigram’s
work. Ron Herron’s Walking City envisions a machine that carries the city
on itself, thereby creating a unique aesthetic. The structure that described
by Herron as a “friendly-looking machine” seeks to become a responsive
shell, one that interacts through its movement, adaptability, and outward
appearance.

Another project reflecting this notion is Living City. In 1963, Archigram
proposed the city as a unique organism, bringing forward the idea that the
gap between architectural design and the dynamic, ever-changing nature
of life should be bridged.

Peter Cook and Colin Fournier’s Kunsthaus Graz is one of the most
notable buildings to carry Archigram’s conceptual legacy into the 21st
century (Figure 8). Cook recalls that during its construction, polls revealed
that 70% of Graz residents disliked the project. However, ten years later,
this percentage had completely reversed. He interprets this shift as follows:
perhaps people came to recognize that the building rather than being a

threat had become part of the city’s collective and complex cultural stage.

(Cook, 2016).
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Often referred to as the “Friendly Alien,” the building expresses vitality
through its inflated amorphous form, glossy surfaces, eye-like protrusions,
and interactive fagade. Hundreds of programmable light rings embedded
beneath the shell enable dynamic visual displays and establish a
communicative relationship with the urban space. The building aims to
assert its vitality not only through its shape but also through its behavior.

In the early stages of the project, one of Cook’s main goals was to design
a more meaningful interface between interior and exterior through semi-
transparent surfaces, LED screens, and sophisticated digital systems.
However, constraints related to budget and timeline ultimately shaped the
project’s final outcome (Cook, 2016). This also underscores how the
various filters inherent in architectural practice can significantly impact

the end result.

Figure 8. Peter Cook, Colin Fournier, Kunsthaus Graz 2003 (Schneider
& Aistleitner, 2006)
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3.4.5. Virtual space and transformation through software

In its later phase, Archigram adopted an approach that deliberately avoided
rigid interventions in the built environment. The rapid transformation of
contemporary values and needs cast doubt on the permanence of
architecture. While the Instant City concept aimed to create an urban image
through lightweight solutions, customizable displays, and portable units, it
sought to do so with minimal physical traces.

Pushing this idea further, Archigram’s final experiments ventured into
creating virtual realities enabled by hardware and software systems.
Projects such as Holographic Scene Setter, Info Gonks, Dreams Come
True, and Rooms of 1000 Delights reflect a shared premise: the physical
environment is no longer sufficient, and users must be offered personal
virtual realities drawn from their own imaginations. With the right
technology, infinite spatial alternatives can be created within the mind,
giving rise to an immaterial subject-object relationship that defines an
individual’s informational space.

Today, individuals can create their own micro-environments using
personalized audiovisual devices. Lightweight, low-energy portable
systems allow these environments to be carried and experienced anywhere.
If we consider the 1970s as the foundational era of the digital age, it is fair
to say we are now several steps beyond. Although the comprehensive
infrastructure needed to fully realize Archigram’s vision is still emerging,
that vision seems less speculative and more imminent with each passing
year.

When we look at the example of Times Square, we can identify two distinct

aspects in relation to Archigram: it could be considered both as a source of
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inspiration and as a projection of the spatial conditions they envisioned

(Figure 9).

The area’s development spans over a century. Once a mixed-use

residential and commercial district in the 19th century, Times Square
became a cultural hub of theaters in the early 20th century. New York’s
rise as a commercial epicenter in the U.S., coupled with Times Square’s
function as a major subway hub, significantly increased its urban value.
By the 1920s, it had become the epicenter of America’s emerging

advertising culture (Taylor, 1991).

Figure 9. Times Square in 2014 (Created by the second author)

The square’s influence shaped consumer behavior and trends. Late-20th-
century investments enhanced its visibility, and new legislation even
required building tenants to display illuminated signs. In this way, Times
Square became the spatial manifestation of modern consumer culture, a

phenomenon that radiated from America to the rest of the Western world
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(Wallenfeldt, 2024). The urban image of the modern metropolis entered

the collective consciousness largely through Times Square, and that image
directly inspired several of Archigram’s collages. Ron Herron’s Urban
Action Tune Up from 1969, for instance, features enormous display
screens clearly informed by high-density visual environments like Times
Square and Piccadilly Circus (Sadler, 2005).

For Archigram, the city must offer more than static plans and fixed
functions; it should be sensitive to the evolving needs of individuals in a
rapidly changing world. In Instant City, a flexible arrangement of mobile
units and information surfaces aims to provide highly personalized
experiences rather than uniform structures. Similarly, in Living City, the
suggestion that the city should serve merely as a backdrop in the citizen’s
personal “film” underscores this perspective. Even in Times Square where
the buildings themselves remain static, the space is endlessly redefined
through the dynamic content of digital screens. With today’s technological
capabilities, it seems increasingly feasible to scale this condition down to
the individual level.

Georg Simmel once observed that the overwhelming display of countless
commodities at world fairs dulled perception, paralyzing attention with
sensory overload and leaving the individual with nothing but the
imperative to be entertained (Simmel, 2006). The same kind of cognitive
and visual intensity is now found perhaps even more intensely in Times
Square. In this sense, Archigram’s vision of the city resonates strongly
with this “space of stimuli,” which acts as a kind of neuropsychological

pomade for the challenges of urban modernity.
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“Beauty consists of an eternal, immutable element whose quantity is very

difficult to determine, and a relative element that changes according to
circumstances. This element may be the era in which one lives, the fashions
of that era, moral values, emotions, or perhaps all of these.” Charles
Baudelaire 1863 (Baudelaire, 2003, p.92).

The conceptual framework Baudelaire constructs in defining aesthetics
points toward uncertainty. The chaotic harmony of ever-changing and
uncontrollable values generates the visible image of beauty. This dynamic
is driven by critical thinking, which surrounds the modern condition. In an
era of uncertainties, perhaps the only certainty is that every principle can
and must be questioned.

Poggioli describes four stages of the avant-garde: activism, antagonism,
nihilism, and agonism (Heynen, 2011). Disappearance is as ordinary a
condition for the avant-garde as its birth, following these stages one by
one. When the futurist avant-garde in architecture is evaluated through
Archigram’s production, we observe a conceptual transformation that
leads to formal dissolution, fragmentation, adaptation, and ultimately, a
merging with the absolute order of nature an act of self-erasure. This
process is enabled by a secondary nature: technology.

Considering that all values of modernity are transient, to exist and then to
disappear might be the only enduring value. From this perspective,
Archigram’s architectural practice and its unbuilt condition can also be
interpreted accordingly. If today’s values are doomed to vanish, if all that

is solid eventually melts into air, then not building may become a
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conscious choice. And contrary to some criticisms, this may even be

considered a moral responsibility.

Archigram has created a small representation of the constant questioning
at the heart of modernism and the change that comes with it, across all
issues of the magazine, spanning years, it has explored diverse topics such
as organic forms, lightweight structures, modular buildings with adaptable
boundaries, architecture connected to nature, industrial language,
disappearing architecture, service networks, hardware and software,
nomadism, the lifespan of architectural structures, and temporariness. The
diverse range of topics covered has created a rich “vocabulary” whose
elements can be seen in the works of subsequent architects. The use of
these elements may be accompanied by other shaping factors in
architecture, such as location, time, cost, and users. Of course, the vital
values inherent in these factors shape the architectural product.

From this perspective, the limited resemblance between Archigram’s
designs and the physical examples in which their traces can be identified
is to be expected. However, the truly significant connection lies in the
desire for exploration, renewal, and inquiry. The images that seek to
establish a sense of affinity would remain incomplete without the founding
ideas that shape them. Yet, innovative attempts that pose a problem and
explore the boundaries of its solution will sustain Archigram’s legacy as

progressive steps that keep the architectural debate alive.
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1. Introduction

This study aims to analyze the evolving role of architecture in power
distribution and segregating practices among society by comparing
Panopticon, Jeremy Bentham’s renowned prison and asylum model, with
Ronald David Laing’s Kingsley Hall Experiment, an iconic communal
example of the Anti-Psychiatry movement, that gained momentum in late
1960s.

Madness has evoked almost always same response from the community
across time: spatial segregation or isolation. The predominant Western
reaction towards those seen as psychologically imbalanced has been about
creating designated facilities, be it for mending, confining or managing
purposes. The relationship between architecture and psychiatric illnesses
has long remained as a discussion reduced to medicinal purposes. The
design of built space has been considered as one of the most vital forces
forming differing methods of care for the mad. A closer study of these
spaces would reflect important insights about the transforming perception
of madness in society across time. Moreover, it would reveal important
truths about how these transformations have been driven by the ruling
authority and its desire to control power distribution in society. Therefore,
the reciprocal relationship between insanity and asylum spaces cannot be
reduced to the realm of medicine alone.

In this regard, Scottish psychiatrist Ronald David Laing and English
entrepreneur/lawyer Jeremy Bentham represent two very contradicting
figures. While the former advocated an inclusive open-community model,
it wouldn’t be an exaggeration to define the latter as the forefather of

modern incarceration facilities with increased surveillance and control
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mechanisms. The division between control and freedom as two rivaling

factors in determining the design of psychiatric spaces, contains valuable
insights not about psychiatry alone, but also about architecture and its
formative role in representing the power of governing institutions of the
society. A comparison between Laing’s famous Kingsley Hall, an
experimental residence where the psychiatric patients (mostly
schizophrenic) lived without any limitations together with doctors in an
open-community and Jeremy Bentham’s Panopticon; a schema designed
specifically for surveillance and control, which was suggested as a model
not just for asylums but also for schools, prisons, workshops; would
provide significant reflections about the underlying context of the implicit
relationship between architecture, psychiatry and social structures.

2. Material and Method

Since it’s beyond the scope of this work to include a comprehensive
historical background of psychiatric treatment and its designated spaces,
the study will mainly focus on a comparative analysis between R. D. Laing
and Jeremy Bentham’s models. The comparison method is based on
architectural scheme, spatial relationships, socio-cultural context and
psycho-spatial setting. A brief overview to the historiographical
relationship between architectural theory and the institutional care of
insanity would provide the relevant initiation point for the discussion. A
sole spatial comparison of two contradicting models would not be
sufficient to understand the intricate relationship between psychiatric
institutions, society and the ever-transforming power mechanisms that is
reflected through the spatial organization of these facilities. When

evaluated as a formative force, “asylum” can be explored as an emerging
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tool with a crucial role in social engineering. Hence a discourse analysis

of its cultural and historical context will accompany the examination of
case studies; one representing the open-community and the other the
absolute rule of surveillance.

It is impossible to understand the history of madness; it’s architectural
reflections and the underlying social mechanisms or governmental
structures without consulting Foucault’s extensive work about this subject.
Philo insightfully asserts that Foucault’s main contribution to this field was
the establishment of the vital relationship between psychiatric care and its
spatial organization (Philo, 2014, p. 8). Moreover, Foucault deciphered the
spatial symbolism of incarceration and its underlying metaphorical
meanings with a strong relationship to history and sociology. Prior to his
account, any history of psychiatric spaces was constructed as a linear
progression diagram, each new spatial organization being presented as a
major improvement, portraying the previous methods as unrefined and
disconcerted. Through his “archeological and genealogical surveys”, the
theory of insanity underwent a comprehensive and sophisticated
reconstruction process. Henceforth Foucault’s extensive account on this
subject matter constitutes an important trajectory for the discussion.

R.D. Laing’s emancipatory anti-psychiatric approach and Bentham’s
surveillance-oriented Panopticon model represent two systems of
knowledge, which can be described in Foucault’s terminology as two
contradicting epistemes or discursive formations. Foucault initially
formulated his “archeological” approach to examine discursive
formations; a method, which engages epistemic organizations as

multiplicities determined by rules, which transcend any logical syntax and
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perform subconsciously within individual subjects. This set of rules define

a system of theoretical potentialities, which demarcate the confines of
epistemes or discursive formations in a specific context and temporality.
The archeological method constitutes a vertical excavation, transecting
through discursive formations that govern the oral, written or any other
intellectual narratives (discourses) of a specific period. This approach
allowed Foucault to transcend the restraints of conventional
historiography, which is generally distorted through the subjectivity (or
consciousness) of the historiographer. The archeological method
constituted an important tool to construct comparative studies on different
discursive formations of different periods, but when it came to decipher
the transitions from one epistemic position to another, this critical
methodology displayed a significant deficiency. To overcome this barrier,
Foucault formulated what he called “the genealogical analysis” which was
inspired largely from Nietzsche’s genealogy of ethics. This approach aims
to unravel the genesis of discursive formations and the transformative
forces behind them, which, due to their ambiguous nature, are always
determined through an arbitrary flow of complex historical events
(Gutting, 2022).

This comparative study will employ both genealogical and archeological
approaches, as it targets two rivaling discursive formations. The analysis
of cultural and historical context of both models will follow a genealogical
methodology for understanding the transformations of what Foucault
characterized as “Psy-function”; a term for describing the unending power
struggle between madness and psychiatric discipline (Foucault, 2006).

Accordingly, the survey of psycho-spatial settings of Panopticon and
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Kingsley Hall will adopt an archeological methodology, as it constitutes

the comparative part between two distinct discursive formations.

3. Architecture of Compos-Mentis/Madness

3.1. The Genealogy of Psy-Function and Its Psycho-Spatial Setting
Architecture of mental institutions, as well as their organization and
methodological approach have been the most discussed topics since their
first establishment in Europe (Denny, 2014). Michel Foucault argues that
the hitherto historiographical accounts regarding psychiatric spaces have
been strategically over-simplifying the history of psychiatric spaces
(Foucault, 1961/2009, p. 462). They claim that this tendency dates to
eighteenth century France and Britain, accompanied by the initial attempts
to reform and rationalize the management of the mentally challenged by
introducing public asylum services (Moran et al., 2007, p. 8).

On the other hand, up until the foundation of institutionalized asylums, the
confinement of the “lunatic” in designated buildings remained a rather
seldom practice. The Ancient Greek and Roman law required them to be
prevented from harming life or property, but this was considered as a
domestic responsibility assigned to their family members as guardians.
Same practice was common in Christian Europe. Here too, the lunatic
remained as a neglected crowd among family, sometimes even subject to
cruelty, constrained at domestic cellars or pigpens, on many occasions they
were sent away to wander on roads for preventing further public disgrace
(Porter, 2002, pp. 89-90).

The official isolation of mental patients from society began towards the
end of Middle Ages, mostly in religious institutions as a reflection of

Christian virtue. An institutionalized concept of “madness” first
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established itself in France and England in 17® and 18™ Centuries. This

rapidly spread across the rest of the Europe in close connection to a series
of economic, political, ideological and socio-cultural transformations in
whole continent. In London, the religious House of St. Mary of Bethelem
(1247) became a care center for lunatics by the late 14" Century (Andrews
et al.,, 1997). Healing institutions at Flemish village Gheel or Spanish
Valencia, Zaragoza, Seville, Valladolid, Toledo and Barcelona, for which
the Andalusian Islamic hospitals may have served as a model, could be
listed among similar examples. Foundation of later establishments has
followed similar religious motivations, including asylums in Liverpool,
New Castle and York dating back to 18™ Century. Although, the Spanish
institutions were renowned with their humane conditions, focusing on
well-being, activities, nutrition and hygiene of their patients, and in this
regard, they were different than their British counterparts. At these
establishments, the devotees of faith have served as staff, offering care to
the insane as charity (Porter, 2002, pp. 90-91).

Around 1800, the conditions in asylums were often subject to heated
debates. Instead of mere confinement and control, questions regarding
treatment of the patients arose. Those advocated a moral reform, saw
insanity as a disorder of inner/mental mechanisms which had to be retuned
through “moral therapy” (Porter, 2002, p. 106). The merchant Tuke was
among them, who favored a behavioral approach instead of medical and
established a local community retreat at York in 1796, where any kind of
physical restriction was minimized. Similar developments followed in
different locations. In Florence, Chiarugi pioneered the replacement of

restraint and medication with mental therapy forms, which treated the
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insane individuals as a person instead of wild animals or degenerates.

Inspired by the ideals of revolution, Dr. Philippe Pinel initiated similar
reforms in France at the end of 18" Century. Guided by the Enlightenment
principles, he saw any possible catharsis for mental disorders in mental
methodologies, in his case, through moral treatment. These developments
led to the reformation and eventual institutionalization of psychiatric
retreats. They were no longer considered as spaces of mere isolation
(Porter, 2002, pp. 106-108).

3.2. Reform and Transitions

In 19" Century, psychiatric institutions saw a parabolic growth both in
sheer size and number. This increase had its reasons of course. The
positivistic Zeitgeist demanded from everyone to put their faith in
bureaucratic mechanism; approaching any problem with correct tool set;
in this case with designated buildings for incarceration. Urbanization and
industrialization brought demographic transformations with themselves,
which initiated the increasing demand for specialized buildings. Psychiatry
as a scientific methodology for handling mental disorders was first
conceptualized by Johan Christian Reil in 1808 and from then onwards it
entered the medical discipline as a phenomenon (Chase, 2018). Pinel’s 4
Treatise on Insanity (1801) and Daniel Hack Tuke’s Moral Management
of the Insane (1854) exerted great influence on the transformation of the
institutes and on emergence of new treatment methods, which paved the
way for development of psychoanalytic method throughout the 19
Century, that culminated in Freud’s approach (Oakes, 2021, pp. 53-55).
Regardless of location, architecture always played a vital role in treatment

of insanity. Specialized design methodology had to provide optimum

134



sanitary conditions (ventilation, sewage etc.) and above all maximum

security. The development phase of mental institutions reflects foremost
the ever-transforming architecture to meet these criteria. From late 18™
century onwards, design of psychiatric space has been under a constant
reform process. Each improvement attempt was seen as the ultimate
solution, whilst the narrative about the previous episodes were painted as
unrefined failures (Moran et al., 2007, p. 9). In this regard, it is important
to mark important turning points.

The reformation attempts of mental facilities underline the increasing
reciprocity between architecture and psychiatry. The ideals of
Enlightenment played an important role in this, by raising an awareness
about social wellbeing and individual rights, both phenomena being based
on the philosophies of John Locke and Baruch Spinoza. Then there was
the transcendent thought of German philosopher Immanual Kant, who in
1850°’s called for “emancipation of human consciousness from an
immature state of ignorance” (Kant, 1784/1991).

Tuke’s Quaker retreat was an inflection point on this matter, emphasizing
positive, humane treatment and a constant regular condition for patient’s
(Carlson, 1974). He contracted London-based architect John Bevans to
design him a house, which wouldn’t reflect any characteristics of an
asylum on its appearance (Topp, 2005). Unlike its counterparts, which
were initially built as something else and repurposed as a mental facility,
Tuke’s retreat would constitute the first example, that is designed and
constructed as a psychiatric institute from scratch. Francesca Denny argues
that Bevans composed the building as a physical metaphor for Descartes’

Cartesian Dualism. The building itself would constitute a guide for the
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body and eventually affect the mind, as both being entities of same unity

(Denny, 2014, p. 10). The principles of this moral approach were carefully
engraved into the design of the building (Figure 1). As an example,
peripheric walls and fences were hidden by virtue of embedding them into
the lower sides of the slope, preventing them from signifying captivity for
the inhabitants (Donnelly, 1983, pp. 52-55). Instead of control and
surveillance, the influence of design on the inhabitants’ mental state was
prioritized. In this regard, Tuke’s Retreat did represent the emancipation
of insanity from the punishment system of prisons and workhouses but at
the same time it was a sincere attempt to design for wellbeing of mental
patients instead of captivity. Bevans successfully transformed the form of
control to produce an environment that would allow the mental patient to
live a normal life, since sane and insane were now considered to possess

same awareness and needs (Edginton, 2007).

The Freonds’ e.gelzeﬂf, ﬁd‘Q& S)ﬁﬂfl‘ i e
Figure 1. A view of the North Front of the Retreat near York (Tuke

1813)
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The York Retreat represents an important turning point for marking the

relationship between asylum design and its influence on treatment.
Edginton accurately points out that many asylum architects of 19th century
paid visits to the facility and made remarks about the significant attention
paid to the details that would affect patients’ mood (Edginton, 2007). The
insane individual was now considered as suffering under a mental illness,
instead of being a disorder to public space, but in the end all similar
institutions preserved their inherent role in being instruments to the power
of gaze or surveillance of the rulers.

3.3. Jeremy Bentham and the Panopticon Model

A building circular... The prisoners in their cells, occupying the
circumference—The officers in the centre. By blinds and other
contrivances, the Inspectors concealed... from the observation of the
prisoners: hence the sentiment of a sort of omnipresence—The whole
circuit reviewable with little, or... without any, change of place. One
Station in the inspection part affording the most perfect view of every cell
(Bentham, 1798, p. 195).

It is interesting that the opening of William Tuke’s York Retreat virtually
coincides with the emergence of a complete contradicting idea. This was
the renowned Panopticon model, an imaginary facility with improved
surveillance proposed by Jeremy Bentham (Semple, 1993). The term is
derived from Greek words mav/pan- (“all”’) and -ornixog/optiki (“seeing’)
(University College London Bentham Project, n.d.). It is based on Argus
Panoptes, a mythological giant with hundred eyes (OVID, 2004; as cited
in Denny, 2014).
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Panopticon was originally designed by Samuel Bentham, Jeremy’s older

brother in Russia, where he was working as advisor for Prince Grigory
Aleksandrovich Potemkin, Catherine II’s most influential and favorite
military leader (Werret, 1999, p. 3). Samuel, a naval engineer, was tasked
with overseeing Potemkin’s manufacturing facilities in Krichev (CrichefY)
and constructing new transport vessels to transfer goods over Dnepr to
Black Sea (Bentham, 1856). For this task, he was provided with necessary
workforce, unlimited funds to expand Potemkin’s estate, experiment on
new inventions, a house and servants. However, his workforce was
consisted of serfs and supervising this unskilled labor force was an almost
impossible task. This immediate need to discipline his employees
motivated him to devise a circular schema with a surveillance tower in the
middle, to be constructed on the principle of central inspection, allowing
the supervisor to oversee large number of workers at once. The Krichev
Panopticon would transform horticultural, carpentry and other industrial
facilities in the estate into one structural unity and provide full control over
the production. It is important to understand the background of this
original idea, since it has strong affinities with Russian tendence towards
theatricality. Bentham’s initial attempt to achieve would eventually be
transformed into a European production utopia and an architectural stage,
one which materialized many Imperial metaphors of Russia. Envious of
the Western ideals, the inspection lodge in the middle would provide the
omnipotent throne for Empress Catherine, allowing her to place her
enlightened, watchful gaze on her peasants and represent them her great

achievements (Werret, 1999, p. 13).
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In 1786, Jeremy Bentham had an extended visiting stay in Cricheff and

became fascinated with the Panopticon idea. This coincides with British
government’s plan to construct a new correction facility in Middlesex.
Jeremy saw his brother’s invention as an excellent model for the planned
penitentiary and decided to propose it to the officials. He explained his
idea in detail through a series of letters that he first sent to his father and
his friend George Wilson. For reasons unknown the letters remained
unpublished until Chancellor of Irish Exchequer Sir John Pannell showed
interest in them during 1790’s. He took initiative to have Bentham’s letters
published in Dublin (Bentham, 1988, p. 373). Bentham revised and
extended his original letters and complemented them with three
illustrations (Figure 2), explaining the building in plan, section and
elevation, all of which was published in 1791 as a book (Bentham,

1791/1993).

it fi«-jmf ction Bypos.
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Figure 2. Jeremy Bentham’s Panopticon Illustrations (Bentham,

1791/1993)
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Bentham’s Panopticon was a circular structure consisting of radially

placed cell units around an observation tower in the middle. This watch
tower would allow the warden to hold all inmates under observation
without himself being seen. The central inspection point would be
separated from the cells around the circumference via multi-story galleries.
The only connection points between the watch tower and the cell area
would be the stairways and the whole building would be lit through central
skylights and peripheral windows on the outer cell walls (Semple, 1993).
The inspection principle would be applicable to the warden as well, when
the public authorities were to visit and observe his activities. This was a
clear indication of Bentham’s characteristic principle of transparency. The
window openings of this tower would be veiled through blinds or other
means, masking the observing-gaze of the warden from inmates,
preventing them from knowing if they are observed or not (Pease-Watkin,
2003). Simultaneously the communication between cell inhabitants was to
be blocked through side walls and Bentham suggested to connect all cells
to the central tower via conversation tubes, a system reminiscent of today’s
modern listening devices (Semple, 1993). The arrangement of this scheme
was carefully devised to keep all inmates under constant potential
observation, forcing them to behave obedient.

3.3.1. The Panopticon as a discourse

Panopticon became popularized through Foucault’s famous works
Discipline and Punish (1975/1985) and History of Madness (2009/1961).
Bentham Brothers never saw their proposal materialized, but the principles
of this diagram are embedded in almost all modern incarceration facilities.

Foucault describes how plagues forced societies to apply spatial

140



restrictions (discipline) and quarantine (segregation) during Middle Ages,

which later gave rise to what he calls Great Confinement of 17™ Century
or Age of Reason (Khalfa, 2009). Those authorized to exert power, apply
constant  divisions  between insane/sane, dangerous/harmless,
normal/abnormal, and make decisions regarding how they are defined and
where they are to remain (or kept). For Foucault, this differential
evaluation and resulting disciplinary/isolating actions represented the
operating core of psychiatric institutes, prisons, schools and in some ways
to hospitals.

Foucault considered Bentham’s Panopticon as the architectural figure of
this power distribution system, to keep the abnormal in isolation and
transform him according to what is considered as “normal” by the ruling
power (Foucault, 1985/1975, pp. 199-200). The trap of “visibility” and
lateral invisibility between cells would prevent any reciprocal bad
influence and violence upon one another. In this spatial unity the
encapsulated “abnormal” is under perpetual surveillance. This way, the
Panopticon becomes the ultimate device for ensuring automatic exertion
of power. Foucault defines Bentham’s diagram as “a machine for
dissociating the see/being seen dyad’ (Foucault, 1985/1975, p. 202). By
the virtue of panoptic mechanism there won’t be any need for power
display, since the control is engraved into the surfaces, lights, gaze and
compartmentalized distribution of inmates.

Foucault saw Panopticon as an authority device, but he also acknowledged
its function as a laboratory, a machine to alter behavior, train or conduct
medical experiments, with provision to observe their effects. However, in

his theoretical position, the Panopticon represented foremost a turning
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point from an era of exceptional (and mostly cruel) discipline actions to a

period in which surveillance became a general apparatus to exert power
(Foucault, 1985/1975, p. 209). This paradigmatic change reflects the
structural transformations that marks the transition from Age of Reason to
Modern Era.

3.4. A Counter-Asylum: Kingsley Hall

3.4.1 Ronald David Laing: An anti-psychiatric maverick

The initial way we see a thing determines all our subsequent dealings with
it (Laing, 1960/1966).

As the second part of the comparative study, this section will explore
Kingsley Hall, an experimental community established by the Scottish
psychiatrist R. D. Laing in London. Laing was a radical figure, like his
contemporary Foucault, he too had ambivalent views towards psychiatric
institutions. He criticized the common madness rhetoric of capitalist
society with a virtually anarchic method. Laing saw no significant
difference between sanity and madness, for him they were just different
dialects of human language, desperately seeking to be heard. In this belief
he sought transition and connection points between these two conditions
and developed a radicalized view towards the normative discourse of
psychiatric discipline (Kotowicz, 1997, s.2).

Before specializing in neurology and psychiatry, Laing studied medicine.
He became Karl Jasper’s apprentice until the break of Korean War where
he served in the psychiatric unit. Upon return, he first took a position in
Glasgow University and later at Tavistock Clinic, where his initiation to
psychoanalytic method began. In his younger years he very much admired

the European existentialist theory such as Sartre and Heidegger. During
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Tavistock years he adopted the American research tradition and focused

on intra-family interactions. Maturity period of his career was heavily
influenced by counter-cultural streams, which formed his iconoclastic
attitude towards the interactions between contemporary capitalist society
and psychiatric practice (Mullan, 1995).

Laing had a prolific career; although some as co-author, he published
fourteen books, of which eight were written between 1960-70. His oeuvre
contains many journal articles and book chapters. He was also one of the
active authors in New Leftist Review (Oakes, 2021). 1960s mark a period
of change in political and medical scene. Post-war atmosphere was
echoing with equality protests. The beat generation was in full swing and
its most important members like Yeats were close affiliates of Laing’s
close circle. Laing advocated the ideas of the counterculture. Crossley
argues that his views on psychiatry were major concerns inspired from this
political context (Crossley, 1998, p. 885). In the same year Laing published
The Politics of Experience (1967), he participated on Dialectics of
Liberation Conference (DLC). A wide array of politico-cultural thinkers
like Herbert Marcuse, Stokely Carmichael, Allen Ginsberg or Francis
Huxley were among the attendants, contributing to anthropology, critical
theory, poetry and civil rights (Kotowicz, 1997). Laing is often displayed
as a representative of avant-garde and The New Left group, but his critics
were never about mere everyday politics. In this regard the Dialectics of
Liberation conference exemplify a case where his political activism came
close to its full extent. His critical stance was generally directed towards
inner life, intra-family and inter-personal relationships/experiences in their

social context (Clay, 1996, p. 102).

143



Laing directed fierce critics towards the established position of psychiatry

in capitalist society. These political attacks transformed him into a
maverick in public eyes. His rigorous work was laser focused on
reinstating madness into its former position before asylums, before
incarceration or exile: back into public realm, where it once existed as a
natural member (Kotowicz, 1997, pp. 2-8). For Laing, the difference
between being mad or normal was a mere matter of the interpretation of
the attending psychiatrist. However, he did never underestimate the pain
in psychotic episodes or schizophrenic attacks, he saw them as transition
phases, communication attempts and foremost cathartic events that would
allow one to align himself with his true feelings. In this regard his critic
was more about the authority that was granted to psychiatry by the society
and its governing structures. Laing described the schizophrenia diagnosis
as a “political event”. An article that he wrote for New Left Review
displays his stance on this matter crystal clear:

“I do not myself believe that there is any such ‘condition’ as
‘schizophrenia’. Yet the label is a social fact. Indeed, this label as social
fact, is a political event. This political event, occurring in the civic order
of society, imposes definitions and consequences on the labelled person. It
is a social prescription that rationalizes a set of social actions whereby the
labelled person is annexed by others, who are legally sanctioned,
medically empowered, and morally obliged, to become responsible for the
person labelled. The person labelled is inaugurated not only into a role,
but into a career of patient, by the concerted actions of numerous others
who for some considerable time become the only ones with whom a

sustained relationship is permitted. The ‘committed’ person labelled as
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patient, and specifically as ‘schizophrenic’, is degraded from full

existential status as human agent and responsible person, no longer in
possession of his own definition of himself. [...] His time is no longer his
own and the space he occupies is no longer of his choosing. After being
subjected to a degradation ceremonial known as a psychiatric
examination, he is bereft of his civic liberties in being imprisoned in a total
institution known as a ‘mental’ hospital. [...] In the mental hospital he
must remain, until the label is rescinded or qualified by such terms as
‘remitted’, or socially readjusted.” (Laing, 1964).

Laing had worked in Gartnavel Royal Mental Hospital in Glasgow during
his psychiatric training after his army years. This 19" Century Victorian
building was initially constructed as an asylum. The psychiatric wards
were divided among fee-paying and non-fee patients. Some patients in the
free ward had been staying there for many decades. Laing proposed to
establish an experimental ward based on a research protocol. This special
unit was to be a separate area from other wings, and the treatment would
be based on inter-personal relationship with the psychiatrist. The
committee granted Laing permission and so was the “Rumpus Room”
established. He chose 12 patients which were considered as most
challenging cases among those in hospital. They were presented with a
well-lit, comfortably decorated room, equipped with various hobby
opportunities such as knitting, magazines, drawing and so on. The patients
and staff were to spend the daytime in this activity room, and everyone
was allowed to wear everyday clothes instead of uniforms. The reaction
was very positive; every morning the patients couldn’t wait to get back

into the room; they were gathering, laughing, talking in joy. The negative
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behavior significantly diminished, and in eighteen months all patients were

released from the hospital (Clay, 1996, p. 55). Although they all returned
within a year, the Rumpus Room experiment remained a very influential
experience in Laing’s career, and paved the way for Kingsley Hall
community, which he would establish some years later.

3.4.2. The Kingsley Hall experiment

The Kingsley Hall experiment was the grand project of Laing, which
granted him simultaneously vast critic and fame. Since his experimental
Rumpus Room at Gartnavel he wanted to explore this subject more and
has been searching for ways to establish something similar. In 1963, he
started to organize round table discussions on this matter with his
colleagues Esterson, Sigal, Cooper, Briskin, Cunnold and Wilkinson A
similar experiment had been conducted by Maxwell Jones; he had been
running a therapeutic community at Mill Hill Hospital for some time.
Another example was David Cooper’s experimental psychiatric ward at
Shenley Hospital, which went by the name Villa 21. But these projects
were run within psychiatric institutions, they were not independent
communities (Clay, 1996, p. 121). They were aiming an independent
establishment, with his own set of rules and psycho-spatial setting. In
1965, Laing and his colleagues collaborated in establishment of The
Philadelphia Association, which would provide the Kingsley Hall
community its needed legal basis (Kotowicz, 1997, pp. 76-77). The code
of the Association stated that its main goal was to emancipate mental
illness (schizophrenia in particular) from all formal descriptions, explore
its possible causes, diagnosis methodologies, preventive means and

treatment forms (Clay, 1996, p. 120).
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A suitable building for the community was found in the East End of

London. Kingsley Hall, designed by C. C. Voysey, was built originally as
an orphanage in 1923 by philanthropist sisters Muriel and Doris Lester.
This large building had been now deprived of its initial function and
remained unoccupied amidst Victorian terraces and high-rise blocks. The
Association signed a five-year lease and started the community in June
1965. With its arched windows and brick facade, this Art-Deco building

had a rather austere appearance (Figure 3).
_ TSR

Figure 3. Kingsley Hall, London East End (Joly, 2005)

The ground floor contained a spacious common room, and first floor had
two large rooms with vaulted ceilings. One of these was equipped with a
billiard table while the other one served as dining area with its long,
majestic table for 24 people. Second floor had a series of modest bedrooms
(Figure 4-5). The building was crowned with a roof terrace, which
contained additional four cell-like rooms (Clay, 1996, p. 122). In 1931,

when he visited England for the Roundtable Conference on the
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Independence of India, Gandhi stayed in one of these rooms with his goat

for several months (Chapman, 2021, p. 478).

1"V |

Figure 4. Self-drawn image based on architectural sectioﬁ_s of Kingsley

Hall, Powis Road, Bow, London (Cowles-Voysey, 1927)

Figure 5. Self-drawn image based on architectural plans of Kingsl/ey
Hall, Powis Road, Bow, London (Cowles-Voysey, 1927)
Laing’s experimental community was an attempt to combine his
theoretical work with practice. His goal was to facilitate madness as a self-
healing process (Laing, 1967, p. 110). Psychotic or schizophrenic episodes

were seen as an inherent part of this process. For some time, Laing had
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considered regression as an illuminating experience and saw the

disintegration-reintegration phases in a way very similar to death and re-
birth, granting the psychotic events an almost metaphysical character.
Majority of the inhabitants of the community consisted of schizophrenic
individuals, who under different circumstances would’ve been placed in
psychiatric institutions. Ultimately, this was not foreseen as an asylum per
se but rather somewhere to relieve the schizophrenic from their state of
distress by allowing them to experience their psychosis without being
confined or sedated. The inhabitants were free (even encouraged) to
express or act out they feelings; allowing them to explore and experience
each other’s true selves without having to display a semi-fake persona like
in outside world for being tolerated by the society. Here they would be
able to live through their psychotic episodes without any intervention. In
Laing’s view, vital knowledge is encrypted into schizophrenic’s speech,
listening and encrypting these so-called delirious talks was of key
importance in understanding their world. In this regard, “madness”
remained as a core element of Kingsley Hall (Clay, 1996, pp. 125-127).

Few months after the opening, Laing and his family moved to a compact
room at ground floor. Other therapists including David Cooper, Aaron
Esterson, Sid Briskin as well as four young American psychiatrists; Leon
Redler, Joseph Berke, Morton Schatzman and Jerome Liss lived among
the patients as a part of the commune, adopting equal roles. The
dissolvement of traditional psychiatrist role lifted the barrier between
patients and staff. Days would begin past midday with house chores like
cleaning or shopping; distributed equally among those who were able and

volunteered. Those who didn’t want to participate or were buried into their
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inner journey were left alone reading, listening to music, sitting silently in

common room or in their own rooms. The most colorful part of the day
was the communal dinner at late evening around the long table in dining
room, with Laing sitting at the head (Clay, 1996, p. 126).

Anyone was free to apply to stay here. Many sought out the community by
their acquaintance with Laing’s books. Some were in a disintegrated state
or about to have an episode, desperately looking for somewhere to be taken
care of or trying to prevent incarceration in an institute. Acceptance was
voted equally, prioritizing those in most dire condition. Laing never
enforced any decision on these matters. Each inhabitant paid around three
pounds weekly for common budget. Many of them received social support
from the government (Clay, 1996, p. 128).

Mary Barnes, a former certified nurse with schizophrenia, was the first
resident in Kingsley Hall. She co-authored in following years 7wo
Accounts of a Journey Through Madness with her therapist Joseph Berke,
in which they provided vital information about the domestic life of the Hall
(Barnes & Berke, 1971). During her stay, Barnes was able to experience
her insanity to its full extent, regressing back to her childhood. This inner
journey was marked with extreme distress and pain, from whence she
emerged through her painting activity and community life in the Hall,
eventually becoming a self-made artist. A similar example was Jesse
Watkins, a sculptor who immersed into a psychotic episode for over a
week by regressing back in time and recovered into everyday life.
Watkins’ story was told in Francis Horn Williams’ testimony (Williams,
1970), who had a similar experience like Barnes (Chapman, 2021). She

describes her regression as a rediscovery of her infancy and adulthood.
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With her experience, she could be called as “a cosmonaut of interior

space”, a phrase borrowed from Scottish Beat writer and Laing’s friend
Alexander Trocchi (Bartie & Bell, 2012). Laing saw it crucial to explore
uncharted intra-psychic waters, which was restricted in traditional society.
Anyone entering this forbidden zone would have been expelled from
normality. The ego, which mediates the social norms must be eliminated
and replaced with a more liquid state of mind. He contented this experience
with “metanoia”, a term borrowed from Jung’s terminology to define a
change in mindset (Laing, 1972). The counter-cultural expression of this
expression would be “expanding own consciousness” (Chapman, 2021, p.
476). Kingsley Hall had a strong spiritual association among its residents’
eyes. This view was endorsed by Laing’s opinions about post-war Western
culture, which in his eyes lost authenticity through being deprived of any
experience of sensuality, spirituality and fantasy (Laing, 1967).

Throughout its five-year life span, Kingsley Hall became a pilgrimage for
American hippies, students from recently established Anti-University,
members of counter-culture movement, Left-wing activists, Beat poets,
writers, journalists, painters, sculptors and various other artists. It was
launched to enable people live their state of distress freely without being
marginalized by psychiatric diagnosis. They were hoped to overcome their
disorientation through participation in this innovative community.
Chapman defines the Hall project as “a therapeutic art colony, which
posed an aesthetic challenge to ‘one-dimensional’ subject of post-war
affluent capitalism” (Chapman, 2021, p. 485). He borrows these terms
from Herbert Marcuse, the popular philosopher of 1960s counterculture,

who saw redemption in marginalized groups (Marcuse, 1964). Chapman
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compares the Hall’s performative character and its challenge to

conventional boundaries with London Drury Lane Art Labs (1967-68),
which Laing and his community members frequently visited and
participated on performative arts. The Lab, which was a multimedia center
that included a theatre, cinema, gallery, a restaurant and accommodation
units, focused mainly on experimental arts. Its main goal was to establish
a reciprocal relationship between everyday life and arts, with experimental
culture and dwelling, deconstructing and reconstructing each other
endlessly (Chapman, 2021).

After its first year, Kingsley Hall started to evoke negative reactions from
its surroundings. Residents from neighboring housing blocks and other
middle-class locals started to become hostile. Unusual visitors, long
drinking sessions, noise was not always easy to tolerate. Class difference
was one of the most contributing factors to this matter. The avant-garde
population inside the Hall displayed profound differences from the
inhabitants of East End London living few blocks away. By that time much
of the London’s underground culture posed same contrast in comparison
to the rest of the population, of which majority was low-income middle-
class citizens. In his interview with Mullan, Laing explained the hidden
reason for this situation with ideological view about mental institutions
among society members. The neighbors saw the residents of the Hall as
poor souls, who deserved a better treatment in “designated facility”. In
defense of the community, he commented that in those five years, the Hall
harbored many people who didn’t have any place to stay. He stated that,
despite occasional guidance, there wasn’t any restrictions for the

inhabitants and yet, in this period no single case of suicide, murder or death
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happened in the building. Laing describes his experimental community as

“beacon of light in the mental health field at the time, a place that held out
hope in an era when the sane/made divide was first being questioned.”
(Mullan, 1995, pp. 181-198)

Kingsley Hall was shut down in 1970, when the lease ran out. According
to community statistics it hosted 113 people between 1965-69. The most
veteran resident stayed about four and half years. None of the community
members had to be hospitalized during or after their stay in any mental
institution (Clay, 1996, p. 137). The Kingsley Hall was a bald
materialization of the radical 1960s counterculture in mental health
discipline, the crown jewel of the movement that was named by David
Cooper as “Anti-Psychiatry”. The psycho-spatial setting was nothing like
any of its contemporaries or its predecessors. Its architectural setup
promoted unity and interaction, where conventional class roles and
definitions would be dissolved and reintegration of one’s own inner world
would constitute the singular concern. It represented an utopian optimism,
an alternative community, the vision for a new world. Chapman accurately
summarizes its diverse roles as “an inner spaceship, a location for
exploring the psychic interior, an embattled middle-class countercultural
plantation in a working-class locale; a site of spiritual renewal and
development; a single-building art colony;, and a countercultural
experiment with the accent on therapy as attention to the practice of
everyday life.”

As a concluding remark, citing an analogy from Keith Musgrove’s
writings on Laing’s experimental community appears strikingly adequate.

In his essay, Musgrove characterized Kingsley Hall as a theatre, an
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experimental live stage which defamiliarizes social roles and theatricality

in everyday life. His definition borrows heavily from Antonin Artaud. This
is no coincidence, because one of the inspiration sources of Ronald David
Laing’s anti-psychiatric views was Antonin Artaud, a prominent avant-
garde figure in Paris in the 1930s, who experienced a mental breakdown
prior to his literary and acting career and had to stay for an extended period
in an asylum. Artaud’s disenchantment with psychiatry is most notable in
his essay “Van Gogh, The Man Suicided by Society”. Laing never referred
to him directly, but the resemblance is still uncanny (Kotowicz, 1997, pp.
60-63). Musgrove compares the theatrical character of Kingsley Hall with
Artaud’s Thédtre de la Cruauté (Theatre of Cruelty). There is no border
between illusion and reality but just an appeal to antagonism, an elaborate
mixture of magic and danger. He describes the whole setting as “an arena
in which pervasive self-consciousness blurred the customary distinctions
between actor and audience, the player and his parts” (Laing, n.d.).

As a totality, The Kingsley Hall constitutes an important inflection point
in the history of asylum. This experimental residence represents the
culmination of a critical discursive formation towards established position
of psychiatric authority regime in Western society. The most common
discipline tools of this mechanism have long been disguised under
normative standards imposed by the authority structures, and they are sole
materializations of their contemporary epistemological systems. The
extensive Foucauldian analysis of these potentialities in previous sections
made this relationship more apparent. In this regard, the theatre metaphor
not only underlines the role of Laing’s experiment in disrupting the

conventional operations of psychiatric authority, but also the obvious
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affinity between visual regime, social seclusion/inclusion mechanisms and

psycho-spatial settings of mental institutions. As a discursive formation,
Kingsley Hall experiment can be described as a strong criticism towards
the established methodologies and practices of traditional psychiatric
treatment. It represents an “anti-psychiatric spatiality”, which eventually
became a materialized form of resistance towards psychiatric discipline
mechanisms.

e N
In this comparative study, asylum represents a conceptual container for
various potentialities, which define the relationship between insanity,
subject and power in accordance with the epistemological position in a
specific temporal and cultural context. Bentham’s Panopticon and Laing’s
Kingsley Hall experiment constitute two radically different discursive
formations, with each establishing this relationship in unique psycho-
spatial organizations. Previous chapters attempted to engage these
differences in two parallel trajectories. The genealogical examination
targeted the transitions between corresponding epistemological positions
and the transformative forces in play. On the other hand, the archeological
evaluation of two typologies revealed how governing power structures
materialize in discipline institutions, what tools they employ and how are
these disguised in plain sight.

The theatrical character of Kingsley Hall, conveyed from Keith Musgrove
in previous section will constitute a significant connection point in this
duality. This metaphor becomes very interesting, when it’s applied
simultaneously to the definitive character of the Panopticon, which was

explored previously. After all, neither experimental art nor experimental
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living as its counterpart is about norms, codes and definitions. It is always

incomplete, challenges established canons, displays its authors iterative
trial, it is nearly impossible to categorize, it addresses a limited, specific
group and it is never mainstream (Attridge, 2018). In this regard, Kingsley
Hall could never be more than a sketch, which would require each time an
interpretation in accordance with differing local and social contexts.
Panopticon on the other hand, was devised as a universal model for any
future incarceration facility.

Chapman and Ostwald apply Nietzsche’s Apollyonic/Dionysian
dichotomy to this paradigmatic change to explain the relationship between
visual demarcation and social structure (Chapman & Ostwald, 2006). In
Birth of Tragedy, Nietzsche underlines two rivaling currents in Greek
culture; Apollo the god of light versus Dionysus the god of wine, fertility
and drama (Nietzsche, 1872/1993). Apollo represents in Nietzsche’s
thought the forces of individuation. These forces materialize in sculpture,
the architectural manifestation of form, such as the austere monumental
temples in Acropolis. The inner sanctum of a Greek temple commands
both his immediate surroundings and the broader environment through its
location. With its dimmed center, this extroverted buildings visual
command penetrates all its surrounding territory. Its envelope on the other
hand, gathers gaze on itself, while keeping its core and the statue veiled
from vision. Chapman and Ostwald see strong affinities between this mode
of thinking and the visual setting of the Panopticon. The Dionysian thought
on the other hand, is more about unity between individuals than their
contained, atomic existence. In this regard, they regard theatre as the most

accurate archetypal model for representing the Dionysian mode of vision.
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During the venue, the individual sphere dissolves and every single person

immerse himself in collective unity. Both archetypal structures materialize
different correlation between personal sphere and the world through
differing operandi of vision (Chapman & Ostwald, 2006).

If applied to psycho-spatial settings, this dichotomy could prove useful to
understand the distinction between asylums that employ a patient-oriented
setting and those who adopt an Apolline correlation between vision, power
and the inmate. Foucault’s distinction between two images of discipline
could be positioned accordingly:

“There are two images, then, of discipline. At one extreme, the discipline-
blockade, the enclosed institution, established on the edges of society,
turned inwards towards negative functions: arresting evil, breaking
communications, suspending time. At the other extreme, with panopticism,
is the discipline-mechanism: a functional mechanism that must improve
the exercise of power by making it lighter, more rapid, more effective, a
design of subtle coercion for a society to come. The movement from one
project to the other, from a schema of exceptional discipline to one of a
generalized surveillance, rests on a historical transformation: the gradual
extension of the mechanisms of discipline throughout the seventeenth and
eighteenth centuries, their spread throughout the whole social body, the
formation of what might be called in general the disciplinary society.”
(Foucault, 1975/1985, p. 209)

In this discussion, any comparison between Panopticon and Kingsley Hall
would find its logical ground in their respective function as dividing and
unifying mechanisms. When evaluated in Foucauldian terms, the differing

typologies of psychiatric institutions interconnect architecture with
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exercises of spatial power, representing broader philosophical

transformations than mere construction ingenuities. Henceforth, in their
own contexts, both Panopticon and Kingsley Hall should be considered as
an apparatus or what Foucault defined as “dispositif”.

Foucault explains the term “dispositif” for the first time in 1977 during an
interview with Agamben. His conceptualization of the term transcends the
sole vocabular meaning of apparatus, as he sees this term as an overarching
concept of “discourses, institutions, architectural forms, regulatory
decisions, laws, administrative measures, scientific statements,
philosophical, moral and philanthropic propositions...mainly a system of
relations that can be established between these elements” (Foucault &
Agamben, 1980). In this context, Kingsley Hall and Panopticon constitute
architectural forms which represent elements of the dispositif. In his essay
“Can a Building Be an Apparatus?”, Neil Leach underlines the problem
regarding the use of the term diagram in Foucault’s writings and in
architectural design. For Foucault the building itself doesn’t exercise
power, it is rather “a diagram to exercise power”, he considers the building
a diagram of potentiality in as much as it becomes an apparatus/dispositif
for power (Leach, 2019, p.4).

What kind of role would Panopticon and Kingsley Hall play then, when
considered as diagrams of potential power exercise, elements that would
possess a certain capacity to influence and transform social settings?
Foucault disqualifies architects from their position as “masters of space”,
claiming that architecture alone is incapable of inducing any social change;
liberty or oppression as singular practices cannot be exercised by a

diagram or project alone (Foucault, 1997).
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When considered as elements within Foucault’s over-arching dispositif

concept; neither Panopticon nor Kingsley Hall or any other architectural
form can be the sole determinant of social behavior. On the other hand,
this does not mean that their role and meaning is to be ignored. Both
structures, although in different ways and contexts, serve as the necessary
nexus for a political current, as sub-parts within a system of relations.
Following same line of thought, it would be impossible to achieve any
social and political change by just transforming any building. On the other
hand, considering them in their own dispositive system of relations, hidden
meanings that they materialize can be deciphered.

If we go back to the Apolline/Dionysian comparison, the theatrical
Kingsley Hall, constructed temporarily a symbiotic relationship between
individual and its community. In its setting, the metaphorical vision trans-
connects center to periphery and vice versa; namely madness to
community and community to madness. This temporal contract is made
valid through being resident and contributing to community through being
present. However, the success of this operation is not dependent on the
architectural form, it is rather a result of politico-cultural setting, that finds
its translation in a specific architectural context: in this case the Kingsley
Hall. On the other hand, Panopticon, as an Apolline mode of thought,
represents a structure which is solely based on the vision of individuals.
Here the connection operates only one-way, from center to periphery. The
periphery is suppressed through perpetual potential surveillance. Bentham
devised the ultimate materialized metaphor for individuation, abstinent
towards any form of social collectivity and threatened by any possible

association or unity. However, the structure is not the driving force of this
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power exercise. Anthony Vidler defines Panopticon as the dominant

typology of machine culture (Vidler, 1977) henceforth the mechanic
precision of Panopticon should be considered as a physical translation of
Enlightenment into politico-cultural and social sphere.

Can architecture apply positive forces on a politico-social setting? From
the perspective of this study, no dispositif can play the role of an agency.
It constitutes a vital element of discursive formations, a thing or a sub-
system within a system of things, which can host certain actions, but
transcending given associations is on most occasions out of its range. The
politico-spatial setting of any given discursive formation is a result of
complex flow of events operating in subconsciousness of individual
subjects, which is inscribed in a specific language on the fabric of

architecture.
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1. Introduction

Architects’ major representation techniques like orthogonal drawings,
perspective presentations, models, 3D models, etc. are visual, while texts
are also one of the preferable techniques which they use for expressing the
design ideas. Although there is a dominant bias supports that “an architect
should draw rather than write”, there is a notable quantity among the
architects who write about their designs. Text is a way for the architects
that they can express the product’s spatiality, specific features, context,
design approach, design process, building process or the spatial
experience.

This study begins with a broad question: “How do architects explain their
ideas of the tangible object itself?” and continues with another question:
“Do/can architects represent intangible aspects of their designs?”” If a quick
skip is done through commonly preferred digital architectural media which
are preferred by lots of architects, it can obviously be observed that the
photographs of the buildings are the dominant representation techniques.
The photographs are usually captured as long exposures that are freed from
the user and the life within the space. However, if the texts are studied,
then the central issue changes; the connotative content spread through the
whole text becomes an issue for the debate. This enhancing attitude of the
texts could support the architectural design’s specific features rather than
merely the visual ones.

With this role of text in mind, another question arises: “Do architects
express the relational knowledge rather than the architectural object
merely?” with another question: “Do they have the eagerness to represent

the multi-layered features of their designs?” In this paper, a case study,
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which is a part of a larger research’, to argue that architects try to represent
p g g ry Y

the relational knowledge and the intangible features of their designs with
the help of connotation in the texts is presented. With this case study, it is
argued that representing the intangible aspects of the architectural project
and positioning the design idea among all the other architectures is
possible via the connotative approach in text.
2. Methodology: Sample Set Construction and Narrative Codes
The methodology of the research starts with the establishment of the media
sample, identifying the project typology, and selection of the projects to
be analysed. The next step of the research is applying Roland Barthes’
narrative codes approach to the texts published of those projects. In the
following section, methodology criteria are explained in detail because this
study’s importance lies in the sample selection criteria and the method
applied to the sample set.
2.1. Sample Construction: Decision of the Media, Project Typology
and Projects to be Analysed:
First, for making the comparison possible, the media sample is constructed
according to the criteria that the texts were prepared by different sources.
Thus, two sample groups were decided; one group of texts was prepared
by the editors, the other group of texts was prepared by the architects of
the buildings. The visitor quantity of the platforms was the second
selection criteria so that they could be mainstream media.
The first platform is the digital publication of the Architectural Record
Journal (AR). It is an architecture and design magazine that published its
first issue in 1891 and has been published monthly in the United States
since 1902 (Architectural Record, 2015). The magazine, which has special
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sections on various building types, publishes titles such as homes, schools,

universities, healthcare buildings, and interiors. The second platform is
ArchDaily (AD), the world's most visited architecture website in 2015,
which describes itself as "a continuous online source where thousands of
architects can access information about the latest architectural news, such
as projects, products, events, interviews, and competitions." (ArchDaily,
2015).

In the first one (AR), the textual material is created by editorial board
members. They were written by the journal’s writers after the interviews
with both the architect and the users, sometimes after a visit to the projects
and research. Texts may include information about the place of the project,
the approach of the architect, materials, user experience, etc. In the second
one (AD), the texts of the projects are supplied by the designers
themselves. In both platforms, the visual material’s source was various;
architectural drawings were created by the designer or by the firm
employees, and photographs were captured by either an architectural
photographer or the architect/firm.

Secondly, each project was determined to be found in both environments
for providing a comparison between the two media. Apart from this, a
single house/villa typology was determined. In this selection, it was aimed
to make the typology easily understandable in terms of the scale of the
building. The villa projects published between 2011-2016 in the “Record
Houses” section of the AR platform were scanned, and attention was paid
to ensure that these projects were also found in the AD platform. Since
there was confusion in the content of the AR publications before 2011, the

sample was limited at this stage. A total of 20 villa projects located in
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different geographies were determined. The designers and locations of the

villas in the sample are different.

2.2. Barthes’ Narrative Codes

At the very beginning of the research, a content analysis was applied to the
texts, and some keywords were detected. However, while reading the texts,
there was something different that needed more concentration, which
cannot be distinguished via the content analysis technique. At first, it was
observed that authors have an attempt to transmit the architectural design
approach, design process and spatial experience through the connotation
via signifiers. Then, the aim basically became to unveil the signs, which is
an approach that helps the reader follow the reasoning, the process, and the
associational knowledge. To unveil the signs, which is an approach that
has roots in semiotics, Roland Barthes's (2002) approach of narrative
codes, which he uses to analyse texts as plural structures, was applied to
the texts.

According to Roland Barthes (2002) “..text is a galaxy of signifiers, not a
structure of signifiers; it has no beginning; it is reversable; we gain access
to it by several entrances, none of which can be authoritatively declared to
be the main one; the codes it mobilizes extend as far as the eye can reach,
they are indeterminable (meaning here is never subject to a principle of
determination, unless by throwing dice); the systems of meaning can take
over this absolutely plural text, but their number is never closed, based as
it is on the infinity of language.” In other words, this point of view is for
understanding the text not as an hierarchical structure but as a "galaxy" of

signifiers, without a single beginning or definitive meaning. The networks
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within the text are interrelated but non-hierarchical, allowing for multiple

entry points and an unresolvable proliferation of codes.

Barthes (2002) explains narrative codes as: “The five codes create a kind
of network, a topos through which the entire text passes (or rather, in
passing, becomes text). Thus, if we make no effort to structure each code,
or the five codes among themselves, we do so deliberately, to assume the
multivalence of the text, its partial reversibility. We are, in fact, concerned
not to manifest a structure but to produce a structuration... Code here not
in the sense of a list, a paradigm that must be reconstituted.” This method,
originally developed for consistent literary texts, has since been widely
applied in visual arts, especially in cinema. In this direction, narrative
codes definition helped to understand the attempt of the texts in terms of
project’s intangible aspects.

Five narration codes Hermeneutic Codes (HER), Semantic Codes (SEM),
Symbolic Area Codes (SYM), Proairetic Codes (ACT) and
Referential/Cultural Codes (REF) that help to unveil the signifiers in the
text are defined by Roland Barthes. In the book S/Z, which was first
published in 1970s, he applies narrative codes on the short story Sarrasine
of Balzac which is the book published in 1830.

The hermeneutic code (Barthes, 2002) refers to the mysterious elements
in a story and how they get resolved. This code examines how an enigma
(or mystery) is presented, how it makes its presence felt, how it develops,
how its solution is delayed, and how it's eventually solved (Barthes, 2002).
Barthes (2002) calls this "the voice of truth," and breaks it down into three

main parts: the presentation, the prolongation, and the conclusion.
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The semantic code refers to elements within a text that act as "signs"

(Barthes, 2002). These are migrating elements that combine with others of
their kind to create characters, atmospheres, figures, or symbols. Barthes
(2002) calls this code, as "the voice of the person" which is a "signified"
or even a "seme" (which in semantics is a unit related to the signified). It
is defined as simply "by means of a word (approximately representing it)
which at each point designates the connotative signified to which the lexia
refers" (Barthes, 2002).

The symbolic area code (Barthes, 2002) is where a text's "multiplicity
and reversibility" truly reside. When identifying codes, the goal is simply
to show that "it is always entered by many equal entrances, which
problematizes its depth and secret" (Barthes, 2002). This area is often
established in texts through a series of opposing elements, much like the
well-known rhetorical figure of antithesis (Barthes, 2002). Barthes (2002)
calls this "the voice of the symbol", where the signified element is
emphasized through these oppositions.

The proairetic code (Barthes, 2002) links actions and behaviours to
Aristotle's concept of proairesis—the ability to deliberate where an action
is referred to as "the voice of experience," this code's segments explain
human actions (Barthes, 2002). It is stated that the code has an "empirical
rather than logical basis," with no logic beyond what's "already done or
already read," which accounts for the variety of segments and elements.
Referential codes are the many bits of knowledge or wisdom that a text
often refers to (Barthes, 2002). Barthes (2002) refers to this code as "the
voice of science" and calls these "cultural codes" (since all codes are

cultural), or "referential codes" because they allow the text to draw on
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scientific or moral authority. It is just pointed out to the type of knowledge

involved (like physical, medical, psychological, literary, historical, etc.)

(Barthes, 2002). Table 1 presents the comparative summary of the

narrative codes.

Table 1. Narrative codes of Roland Barthes (It is produced by the author
from the book S/Z (Barthes, 2002)

Name &
Abbreviation

Short explanation

Barthes’(2002)
terminology for the
codes

Hermeneutic Codes
(HER)

deals with enigmas, questions,
and their resolutions or delays
within the text’s plot

“voice of truth”

Semantic Codes
(SEM)

Refers to migratory signifiers
throughout the text, forming
personalities, atmospheres,
and symbols

“voice of the person”
“practices of meaning”

Symbolic Area Codes
SYM)

The text’s multiplicity and
reversibility, often structured
by antitheses

“voice of the symbol”

Proairetic Codes

Relates to actions and
behaviours, connecting praxis

“voice of experience”

(ACT) with proairesis of Aristotle

el Yo ndesof

Codes/Cultural Codes & . “voice of the science”
(REF) frequently referenced in the

text, acting as cultural codes

3. Case Study: A Section of Narrative Codes that Architects Use in
Commonly Visited Digital Media
A total of 20 villas' texts (names of the 20 villas are presented in Table 2),

amounting to approximately 26,250 English language words across both

environments, were analysed individually in each platform. The findings

were then grouped, and percentage graphs were prepared. In this section,
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provided, followed by an explanation of the findings.

a detailed example of the analysis drawn from the large sample setis

Table 2. The information of the 20 villas in the sample set

Name Architect Place
Lightbox Bohlin Cywinski Jackson USA
Mirror Houses Peter Pichler Arch. Italy

Balint House

Fran Silvestre Arch.

Valencia, Spain

Los Limoneros

Gus Wiistemann

Malaga, Spain

Villa Kogelhof Paul de Ruiter Arch. Netherlands
#house#1.130 Estuido. Madrid, Spain

The P House Studio MK27-Marcio Kogan Brazil

The Tower House Gluck+ NY, USA

Atrium House Fran Silvestre Arch. Spain

BB House BAK Architects Argentina
2Verandas Gus Wiistemann Zurich, Switzerland

Mackay-Lyons Sweetapple

Two Hulls House Arch. Canada
;g;ﬁgsszim Lussi+Halter Sweeden

Naka House XTEN Architecture LA, USA

Hose Roces Govaert&Vanhoutte Arch. Bruges, Belgium
747 Wing House David Hertz Architects CA, USA
Genius Loci Bates Masi Architects NY, USA
Montecito Residence Barton Myers Assoc. CA, USA

Bahia House Marcio Kogan Brazil

In Between House Koji Tsutsui Arch.&Assoc. Japan
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3.1. The Narrative Codes Analysis

As Barthes (2002) proposes segmentation, a process of dividing the text
into small, arbitrary "lexical units" without imposing a predefined structure
or deep meaning, each text in the sample group was divided into pieces to
follow the signifiers properly. This breaking down text procedure is done
like Barthes (2002) practiced; the pieces do not have any meaningful order;
each division has two to four codes. The spatial and stylistic features of
the texts in the Internet pages such as interrupted texts with figures,
boldfaces, italics were ignored, and they all arranged in plain-text
documents to concentrate on just narrative codes.

Below is a short explanation from the wide text folders in terms of
assigning the codes to the text. Figure 1 presents an example of how the
analysis is done with one of the texts. First the text is prepared as plain
text. Then it is separated into short segments (lexical units) which are

numbered in square brackets.

(1] #house#1.130 e of the text]
12] Down the Garden Path (HER): A house on a tight suburban site (SEM)

provides a series of choreographed views through landscaped spaces and
pavilion-like rooms. [subtitle of the text]

|3] So the house turns inward (SEM), its principal spaces and circulation

paths looking back and forth among themselves {SYM). The project's
odd name is a code the architect uses to maintain the client's anonymity
(HER).

[6] The architect divided (ACT) the upper floor into two zones, with the
main entry in between. The living room overlooks the trees at the back of
the parcel. At the front, (SYM) the dining room—an almost independent
pavilion of floor-to- ceiling glass— (REF) is set in a handsome court with a
covered terrace and pool presided over by one of the site's original holm
oak trees. [quotation from the text to explain how the codes are defined]

Figure 1. A short example presents the lexical units and detects the
narrative code types. (The text is a part of the text written by David

Cohn, a writer of the journal, in 2017)
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When Figure 1 is considered which is one of the quotations from one of

the texts (Cohn, 2017) analysed; the project’s name is “#house#1.130”.
The first segment (/1]#house#1.130) is the title of the text which is also
the name of the project. It is not obvious that this is a name, or that this
kind of term has a meaning at the beginning. Thus, it creates an enigma
which corresponds to hermeneutic codes (HER) and makes the reader
continue with a curiosity. Later, at the end of the third segment (/3] So the
house turns inward, its principal spaces and circulation paths looking
back and forth among themselves. The project’s odd name is a code the
architect uses to maintain the client’s anonymity.) the reader understands
that this is a code defined for the anonymity of the client, and the enigma
has been solved. The semantic code “SEM: privacy” in the second (/2]
Down the Garden Path: A house on a tight suburban site provides a series
of choreographed views through landscaped spaces and pavilion-like
rooms.) and third segment work together, first it is declared that the site is
a tight suburban, and the solution comes after a while: the house turns
inward. Thus, the reader understands that the spatial arrangement is
decided to supply privacy. In the sixth segment (/6] The architect divided
the upper floor into two zones, with the main entry in between. The living
room overlooks the trees at the back of the parcel. At the front, the dining
room -an almost independed pavilion of floor-t-ceiling glass is set in a
handsome court with a covered terrace and pool presided over by one of
the site’s original holm oak trees.) the text mentions physical features and
spatial organisation of the project via the codes proairetic (ACT),
symbolic area (SYM), and referential (REF). This time architect is the real

actor that divides the mass “into two zones” which is a code to connote
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that the building is fragmented into pieces. This is the proairetic code

(ACT). Next the writer tries to emphasize that the living room and the
dining room are situated in controversial places which have different
views. This is the symbolic area code (SYM) which is done to create and
emphasize a clear imagery via contrasts. The term “glass from floor to
ceiling” is a referential code that is the knowledge of the material and space
perception which is the specific knowledge of the architecture. This is the
specific profession’s knowledge that corresponds to the referential/cultural
code (REF).

Consequently, each segment was assigned several codes, with the
corresponding words or phrases in the text being marked. The abbreviation
for each relevant code was placed next to the marked expression.
Explanations were provided before moving to the next segment, including
information such as code names, referenced concepts, and code numbers
where necessary. Finally, the codes derived from these analyses were used
to create code tables for each example (Table 3). Data from these tables
was then graphically reorganized to identify concentrations in AR and AD

environments, and these graphical data were subsequently evaluated.
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Table 3. Narrative codes list from the analysis of #house#1.130 (Ozgiir,
2019)

AR (Architectural Record)

AD (ArchDaily)

HER: Enigma-1: the code
hides the real name of the
user (presentation)

ACT-2: connect

HER: Enigma-1: the
code hides the real name
of the user (presentation)

HER: Enigma-2: the
settlement of the slope
(presentation)

ACT-1: divide

SYM: Antithesis-
single/wide

SEM: near environment

SYM: Antithesis:

SEM: coherent design

front/back with the slope
SYM: Antithesis: SYM: Antithesis: SEM: coherent design
interior/exterior interior/exterior with the slope
. SYM: Antithesis: SEM: usage in different
SEM: total space interior/exterior times of the day

REF: knowledge about
architect

SEM: Modernist approach

SEM: total space

REF: knowledge of the
architecture

SEM: coherence with the
near environment

REF: the knowledge of
architecture

REF: knowledge of the
geography

HER: Enigma-2: the
settlement of the slope
(short explanation)

SEM: total space

SEM: privacy

REF: chronological code

SYM: Antithesis:
interior/exterior

SYM: Antithesis:
front/back

SEM: total splace

SEM: fragmented mass

HER: Enigma-1: the code
hides the real name of the
user (result)

SYM: Antithesis:
interior/exterior

SEM: fragmented mass

REF: chronological
knowledge

REF: chronological code

SEM: spatial richness

SEM: coherence with the
nature

REF: the knowledge of the
maths

SEM: spatial richness

REF: the knowledge of the
history of architecture

ACT-4: hesitate

SEM: building process
witness

REF: knowledge about
architect

SEM: free fagade

ACT-5: eliminate
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3.3. Findings

The results were fascinating: the writers usually connote to something else
rather than the object itself. These connotations sometimes become a
cinematographic space design approach or sustainable design principles,
while sometimes it becomes the attempt to position the object into some
common sense like “the visual relation between inner space and outside is
a requirement”. Else, Modernist traces could be followed, for example,
“making the mass as simple as possible and leaving the corners
transparent” sometimes could be a great design issue. The spectrum was
quite wide. Nevertheless, there are five groups of findings can be
determined in terms of Barthes’ narrative codes.

The first finding is that the semantic codes are the most used ones in both
platforms. There are referential and symbolic codes, respectively
following the semantic codes. The proportions of proairetic and
hermeneutic codes are quite low (Figure 2). Since semantic codes function
as codes, connecting the knowledge at various points throughout the text,
they thereby assist in the holistic comprehension of knowledge areas and
ensure the continuity of meaning. Regardless of whether the authors are
architects or editors, texts are structured with signs revolving around one
or more specific themes. This enables the readers to form a general image
in their minds related to the signified that the semantic code points to. For
instance, frequent referencing to "spatial coherence" throughout a text
causes the reader to construct the knowledge area of the relevant

architectural project through the concept of "spatial coherence."

181



ARCHITECTURAL RECORD

ARCHDAILY

50% 50%

40% 40%

30% 30%

20% 20%

0% 0%
[} %] - ™ (5]
P = ] = (%] [t) - @ o
e - -— @ - — — [} =1
= c @ = 5w S = = =N o S ow
7] [l =] @ o w c @ g v g1}

W a5 @ 1 T T O =]

c ¥ £ Q = QT z 0 c g E O o o g T 9
[T o O [T ] [ o3 o O [T = 0 ou
E o n ‘T |v a Eo A © S0 a
3] L5 > 5] 5 >
T @ = @A

Figure 2. The proportions of the code types in two platforms (Ozgiir,
2019)
The second finding is that the semantic codes exhibit considerable
variety; however, concentrations are observed within certain codes
(Figure 3). To illustrate, the Modernist approach, social belonging, spatial
integrity, distinguishable forms, sustainable design, spatial coherence, and
harmony with the natural environment are the most frequent codes
throughout the texts analysed. Moreover, the considerable variety
observed in semantic codes is because of the unique knowledge embedded
within every architectural product. Each product is characterized by
distinctive design decisions, specific design requirements, and particular
resulting elements. Therefore, it is a natural and expected outcome that the
structure facilitating the holistic apprehension of knowledge areas will also
exhibit diversity when transmitting the knowledge associated with each

individual product.
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Figure 3. The variety of the semantic codes in two platforms (Ozgiir,
2019)
As the third finding it is possible to declare that referential codes belonging
to specific information about architecture, geography, history of
architecture and information about the designer have been densely
identified in both environments while in both environments, information
about the user is at a very low level (Figure 4). This situation primarily
indicates that writers assume the reader already possesses knowledge of
the scientific field being referenced. For instance, in an architectural
product discussed in relation to a design by Le Corbusier, it is assumed
that the reader is familiar with this name, his context in architectural
history, his sphere of influence, design approaches, and architectural
works. If the reader lacks this background knowledge, the reference will
not be sufficiently meaningful. On the other hand, knowledge provided

about the building's location and immediate surroundings, its users, and its
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designer suggests that the building is related to more

comprehensive knowledge than just its physical or spatial qualities.
Usually, the writer’s effort to position themselves within a specific
historical design approach is much less, indicating a reluctance to self-
position. Instead, the writer points to specialized knowledge within the
field of architecture, such as materials and structural capacity, as well
as knowledge regarding the product's location.
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Figure 4. The variety of the referential codes in two platforms (Ozgiir,
2019)
The next finding is that symbolic area codes are quite diverse in both
environments and the concentrated contrasts of "interior space-exterior
space” and '"public space-private space" are noteworthy in both
environments (Figure 5). The diversity in symbolic area codes in both

environments reflects the unique structure of each architectural project.
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The observed concentration in the antitheses of interior/exterior and

public/private within symbolic area codes indicates that both the architect
and the editor point to conventional and accepted dichotomies in the field
of architecture. Fundamentally, the establishment of relationships between
contrasts, which serve as a rationale in design decisions, is generally
accepted and legitimate approach in architectural design. It's noteworthy
that these contrasts are not explicitly stated and thus cannot be detected
during content analysis, with the texts merely indicating these rationales
through signs.
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Figure 5. The proportions of the most used symbolic area codes as

antitheses in two platforms (Ozgiir, 2019)
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The last finding of the analysis is in some of the texts written by the

architects, a remarkable concentration in the proportions of symbolic area
codes and semantic codes is observed in the statements of some architects
while in the texts prepared by the editors were quite close to each other,
showing a balanced distribution. This situation, observed in the texts of
architects, indicates that the architects' desire to create an original imagery
in their narrative for their unique designs might also lead to original
semantic constructions. In contrast, such a situation is not present in the
other sample set due to the necessity of maintaining consistency in the
journal’s publication philosophy.

To sum up the findings; it was obvious that the knowledge areas created
via narrative codes in the analysed texts were quite varied. There were
many different knowledge layers like context and design solution
relationship, environment-climate-topography relationships, place’s
specific features, spatial relations, site plan decisions, body movements
that could be derived by spatial features, sensory effects like
light/sound/scent/texture, the movements backward and forward during
the design process and their reasons, user and designer information, the
meaning that was designated by the author, the relationship with the prior
designs or comparisons with them, etc. The more the signifiers were
unveiled, the deeper knowledge could be gathered, and the satisfaction
degree could get higher, and the joy gathered became quite exciting in
terms of intangible features of the architectural project. This process also
contributes to the formation of an imagery related to the product. The
proportions of the narrative codes determine the framework of this

imagery and its structure, which is composed of layers of knowledge.
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The knowledge structured via narrative codes resides within a network,

following a specific theme or many themes. Furthermore, by emphasizing
various focal points through contrasts, certain characteristics of the
product are made more visible. The analysis is done in detail and the
qualitative approach is dominant with the researcher’s point of view. As
the nature of qualitative research, the results may change with another
researcher’s point of view. At this point, it is important to keep in mind
that the possibility of unveiling the signifiers depends on the
reader’s/viewer’s encyclopaedical capacity as Eco (2003) remarks. In
other words, if the reader/viewer has the faculty or experience of textual
expressions multi-faceted nature, then it is possible to travel among the
multi-layered knowledge.

e S
As hidden supporters of architects, narrative codes do not exist properly in
the text; rather they are diffused through signifier systems for connoting to
different knowledge areas. In other words, they are not just pure
information pieces; they are an inference of a field, an emphasized concept
or phenomenon, and they have the impact of reasoning and association.
Accordingly, the signifiers make the reader contemplate among different
knowledge areas of an architectural project.

The signifiers observed during the analysis, create an imagination of the
architectural products by the associational knowledge like the design
process, design methodology, approach, the paradigm it refers to, spatial
experience, users, context of the product, etc. in terms of intangible

knowledge layers of architectural product.

187



In other words, textual material, with the help of signifiers, the project’s

intangible properties had the opportunity to be represented. Within this
study, it can be assumed that both architectural media and the architects
themselves benefit text’s connotative nature to place their designs among
others. The intricate knowledge layers are transmitted with the help of
narrative codes, they are the hidden pillars of architects for their both
explanation and legitimization of the design ideas.

To sum up, when we take a quick look at the very preferred digital
architectural media, it is obvious that the represented is still widely the
visual features with visual techniques especially the photographs.
However, an architectural project has much more intangible features than
the visual or aesthetic form combinations, material, or colour harmony. It
is possible to indicate that architects benefit the narrative codes in texts
either consciously or not, yet the narrative codes are quite common in
almost every textual expression. It may be remarked that being aware of
the narrative codes, as the hidden supporters of the architects, in texts is
important for contemplating among the intangible characteristics of the

designed object.
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1. Introduction

This paper aims to explore the underlying motivation of pre-
representational traces in works observed in contemporary architectural
representations that differ from conventional technics of architectural
drawings. It proposes a general overview of the literature by arguing that
memory can be both preserved and recalled through those specific
approaches. The research establishes a structure for illuminating the
underlying motivation for postmodern architectural drawing practice via
positioning them in a trilogy of axes consisting of semantics, syntactics,
and pragmatics. This three-axial framework has been established to
demonstrate that representations can interact with other domains in
different ways. The aim is to achieve a holistic perspective for the analysis
of artistic and architectural works. In other words, drawings may propose
an alternative mode of thought not only through their visual expression but
also through the semantic value they signify symbolically. As a
representative instance of this condition, within the scope of this study,
such a construction has been adopted in order to make visible the
connection between the theme of “memory” and its representations. The
interpretation of the drawing through this trilogy can be read in relation to
Rosalind Krauss’s concept of ‘expansion, expanded field’ for inter-art
relations, considering its connections with other disciplines."

The study also seeks to develop alternative meanings through the
functional possibilities of the representations differ from conventional
representational methods, and focusing on parallels between current styles
and pre-representational methods. The essay presents within a framework

for investigating contemporary architectural representation methods,
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establishing a parallel with the “iconoclastic” operation which refers to the

conventional icon as practiced during the Middle Ages.

In this regard, the article discusses the transfer of deformations in pre-
representational representations to postmodern architectural drawing as an
iconoclastic operation, occurring either unconsciously or being
consciously constructed, and articulates this rupture through the dialectical
tension between remembering and forgetting. As a result of the study, a
new way of thinking about architectural representation is presented, thus
differentiation from orthodox representation techniques can be conceived
as a search for an alternative architectural representational language,
thereby presenting a new perspective to the academic discourse.

The crisis of representation, the emergence of paper architecture, and the
use of diagrammatic representation methods alongside critiques of
modernism constitute a central discussion within postmodern architectural
theory. In this context, a differentation from conventional/orthodox
representational techniques and tools become a primary concern in
architectural theory of the 1970s, especially through diagrammatic
explorations. However, according to Robert Somol (2007), the crucial
method and process of architectural knowledge appears to have
transitioned, throughout the latter half of the twentieth century, from
drawing to diagram. The architectural production of the past more than
forty years can be characterized by the desire to create an architecture that
is both autonomous and heterogeneous, in opposition to the anonymous
and homogeneous buildings associated with the post-war discourse and

postwar realities of the modern movement.
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After the modernist period, architectural representation has come to be

discussed not only as a means for the materialization of buildings but also
as an instrument for intellectual examination that expands interdisciplinary
perspectives and redefines the scope of architecture during the early design
process. In this sense architectural representation has become to be
discussed within an intellectual domain characterized by an experimental
approach involving speculation, criticism, imagining, examining,
interpreting, and thinking. Although post-war interest in the topic
increased, speculative representations have long been prevalent, and
during this period, engagement with them intensified.

Regarding this, Alberto Pérez-Goémez (2005, p.164) posits that since the
Renaissance, the correlation between the intentions of architectural design
and the built object they describe, the purpose of the representation and the
building has changed. As indicated above it can be argued that the
architectural medium, wherein the drawing itself become an object of
research, have evolved. Therefore, in parallel with the debates of the
period, the architectural medium in which drawing itself became an object
of research, makes the correlation of architectural representation with
various disciplines visible through its intersection with art, by taking the
‘drawing of the drawing’ as a primary concern so seeking to differentiate
from orthodox styles of drawing. In parallel with this development the
ability of drawing to challenge conventional methods of representation and
to open them up to critical inquiry has endowed contemporary drawing

practices with a distinctly speculative and experimental character.
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The act of drawing itself has been considered directly becoming a research

object by a various viewpoint in theoretical field, opening up to critical
engagement within architectural debates of the postmodern period.
Pre-representational representations signify the period before the
Renaissance Period when drawing had not yet become institutionalised
with architectural qualities. The essay assumes that drawings which related
to pre-representational representations also question the “drawing of
drawing” thus, the study focuses on theories that emphasize memory by
revealing the connection between architectural representation and both the
past and the arts, with a particular emphasis on pre-representational
representation techniques. According to Avci (2022, p.145), in
architectural education one of the most usual and universal representation
techniques is 'central perspective', which was discovered during the
Renaissance. The rational worldview of the Renaissance helped create a
universal language in architecture and enabled us to express our ideas
about space, facilitating dialogue between ourselves and others. However,
other techniques, such as iconography or miniature painting, reflect a
different understanding of the world and space, and could offer a new
approach to representation in our era.

Evans states (1989, p.21) that in terms of art, the fact that all significant
decisions are normally taken before the construction of an architectural
object even begins is peculiar to architecture. However, it makes a great
deal of sense to describe the process of its conception as abstract.
Architects do not make buildings; they draw them on paper. Other things
are conceived in a similar way, such as engineering and legislation, but

they are not usually considered art.
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Gomez (2005) states that the space 'between dimensions' is fertile ground

for discovery. The expectation that architectural drawings and models,
products of the architect's work, must facilitate work in a different
dimension sets architecture apart from other arts. However, the creative
process in architecture today often assumes that designing and
representing a building requires a perfectly coordinated set of projections.
These projections are intended to serve as repositories for complete ideas
of buildings, cities, or technological objects. For purposes of descriptive
documentation, depiction, construction or imparting objective
information, the architectural profession continues to view such projective
architectural artifacts as reductive. It can be stated that speculative
drawings, apart from those characterized by Gomez (2005), seek to
counter this reductive condition by proposing an alternative approach.
Forty (2000, p. 215) asserts that the twentieth century exhibits a greater
interest in memory than any previous era, and that the fascination with
museums, archives, and heritage studies reflects a culture shaped by the
fear of forgetting. He further explains that although architects’ engagement
with memory appears to grant them a form of ‘carte blanche’ (unlimited
authority), memory remains an entirely mental construct, rendering it
unsuitable for direct physical construction.

According to Vesely (2004, p. 178; cited in Avanoglu, 2021, p. 80) the
analogy between image and text, constituting the fundamental
characteristic of non-instrumental representation, is a seminal contribution
to the field. As Avanoglu (2021, p. 80) further argues that drawing is an
enigmatic visual text in which architectural imagination is read and

interpreted as a form of divination serving as a mental and spiritual
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backbone. When understood as a literary construction and a visual poem,

the true foundations of drawing lie in the hidden spaces of line and image,
while non-instrumental drawing is primarily an esoteric construction, a
subtle and occult text.

Goffi (2016) emphasizing the intuitive and abstract dimensions of
architectural representation, argues that representation evokes intuition by
combining the invisible with the visible. Goffi also conceptualizes drawing
as a physical structure and its counterpart the infinite body, thereby
defining the correlation between the signifier and the signified. He further
argues that drawing in architecture is a practice of imagination, generating
presence from nothing. Moreover, he emphasizes the various states
inherent in these drawings, contending that drawing fosters a unity
between presence and absence, past and future, and ruin and construction.
According to Maden & Sengel (2009), an alternative critical perspective
toward the classical nature of architectural drawing is associated with its
treatment as an allegorical discourse. They argue that, unlike metaphor,
allegory does not indicate directly but rather implies, and they emphasize
the capacity of such drawings to suggest layered meanings. Moreover they
note that although the invention of classical technical drawing rules
contributed significantly to the development of all arts, it also introduced
the problem of mimesis—namely, the conceptual tension between
imitation and representation.

Eisenman (1991), with reference to Daniel Libeskind’s Micromegas
series, argues that the three-dimensional form produced through the
conventional role of architectural drawing can merely reflect the content

of such drawings but cannot fully represent it. According to him, to insist
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that these are merely drawings or working documents for a tangible

physical form—whether as a three-dimensional model or a constructed
building, i.e., fulfilling the traditional role of architectural drawing—
would be misleading. The resulting three-dimensional artifact might at
best echo, but cannot contain, represent, or signify the content of these
drawings, as the drawings transcend the conventional cause-and-effect
relationship between drawing and building or model through their
deconstructive nature.

2. Pre-Representation in Speculative Architectural Representation
One of the defining characteristics of speculative architectural
representation is its emphasis on aspects that privilege the irrational and
intuitive over the rational, mathematical and systematic, distinguishing
itself from orthodox techniques of representation. In this context
postmodern/contemporary drawing practices that encounter with pre-
representational techniques also articulate a form of resistance against the
canons of modern architectural representation. Unlike cartesian
representation techniques, these practices foreground spirit and intuition
as central expressive forces.

The intellectual atmosphere of the postmodern period is marked by
parallels with pre-modern conceptions of the subject—object relationship.
Koksal (2022b, p. 19), argues -from a reading from the history- that with
the beginning of the Renaissance in Europe, the traditional worldview
began to dissolve and the contextual integrity of this perspective began to
erode. According to him, this erosion signifies the fragmentation of the

identity/unity between subject and object.
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Koksal (2022a) delineates the intricate correspondences between the pre-

representational and representational paradigms characteristic of
postmodernity through a dialectical engagement with the closed semantic
schema endemic to modernism:

"The closed semantic framework intrinsic to modernist discourse situates
the subject—the ontological ‘self"”—at the threshold of existential scrutiny.
This ontic impasse precipitates the fragmentation and subsequent
dissolution of the cohesive self in the latter half of the twentieth century.
Specifically, the art object, historically estranged from its socio-spatial
and cultural milieu by the processes of modernization, constitutes a locus
of production that re-negotiates its relationship to context, thereby
engendering renewed interpretive significance. The deconstruction of the
art object as an autonomous, introverted entity effectuates the eclipse of
medium-specific disciplines such as painting and sculpture, historically
codified within disciplinary canons. Conversely, contemporary artistic
praxis foregrounds relationality, engaging in a dialogic interplay with
architectural and spatial contexts, thus catalyzing a paradigm shift
towards interdisciplinary fluidity and transcultural hybridity."

In the pre-modern era, pre-representational representations employed a
fundamentally different influence on cultural and social dynamics
compared to contemporary contexts. There existed a profound ontological
unity between the signifier and the signified. Koksal (2022a) posits that
the epistemological rupture between the signifier and the signified is
variously negotiated across cultures and historical epochs. In the dialectic
between the object and its representation, the latter is not merely

instrumentalized in materializing the architectural object; on the contrary,
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it constitutes an autonomous field that gives rise to its own independent

field of knowledge. Furthermore, Koksal (2022a) emphasizes that drawing
functioned as a form of natural language during the medieval era,
reflecting the intrinsic unity between signified and its signifier. In this
regard, medieval (pre-modern) architecture reclaims its ‘natural linguistic’
through the representational mode termed ‘reverse perspective’, a spatial
logic distinct from the Renaissance linear perspective, articulated in
ecclesiastical drawings where vanishing points are deliberately
repositioned to evoke alternative spatial narratives.

Reverse perspective, unlike Renaissance perspective, does not bind the
observer to a single focal point. The drawing is designed with the
consideration that multiple focal points can exist simultaneously. As in
icons, reverse perspective possesses not a single but multiple vanishing
points (Sayin, 2021, p.16). This allows for the concurrent experience of
different points, proposing a mode of vision that is simultaneous, in
contrast to the sequential temporality characteristic of Renaissance
perspective.

Considering from the perspective of architectural representation, the
rupture of the subject from the object/context can be interpreted in relation
to the emergence of representation as an autonomous medium. In the
period following the Renaissance the rational graphic language of
architectural drawing practice became institutionalised, and the architect
assumed the role of “designer” rather than “constructor”. According to
Koksal (2022a, p. 26) after the Renaissance the role of architectural
representation has evolved significantly over time; initially serving as a

vital component of architectural production, it has gradually transformed
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into the autonomous area of intellectual inquiry. This emerging area—

often referred to as ‘intellectual architecture’ or ‘paper architecture’—
encompasses the conceptual output of all architectural and urban utopias.
Moreover, paper architecture has served as a medium for a primary
discursive role particularly at essential turning points in the history of
architecture. Koksal (2022b, p. 20) assumes that redrawing an architectural
form by removing it from its context challenges the traditional perspective
that assumes a fixed relationship between form and content and treats the
form merely as a container. From this perspective, it can be claimed that
the postmodernist approach defends the autonomy of architectural drawing
against modernist paradigms.

"Here, they have been selected due to their exemplification of applications
in various disciplines that employ past methods within the context of the
arts today." "They clearly demonstrate a departure from conventional
representational methods, both formally and semantically. Contemporary
architects working within a speculative paradigm combine pre-
representational techniques into their drawings through various
metaphors. In a conversation, Indian architect Balkrishna Doshi states that
his drawings are inspired by Indian miniature paintings (Fernandez et al.,
2021).

“This drawing (he points out a reproduction of Vidhyadhar Nagar, acrylic
painting on canvas, which he dedicated to my grandson Alex) is from 1990,
when he held a chair at Philadelphia. Then I decided to do so. When you
create, or represent, sketches, drawings, models ... Americans make many
models. And the best way is to draw. I remembered the ancient Indian

drawings and the painted miniatures.” (Figure 1).
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Figure 1. Miniature-Sangath (Vastushilpa Foundation, n.d.)

A further example of this kind of speculative representation can be
observed in the Islamic calligraphic inspirations of architect Zaha Hadid,
which also carry traces of constructivism and suprematism. Patrick
Schumacher elaborates on the spatial organization of Hadid’s curvilinear
forms shaped by calligraphy, emphasizing how the concepts of
deconstructivism and fragmentation are expressed in her paintings and
sketches. A closer analysis of Hadid’s drawings reveal their intrinsic
connection to calligraphic expression. According to Bittar (2012; cited in
Haider, 2021), calligraphy serves as a trigger for Hadid’s design research,
which is essential for understanding her Muslim/Arab origin and
interpreting the role of this traditional art in contemporary architectural
context.

In this context, traces of calligraphy can be observed in Zaha Hadid’s
drawings for Malevich’s tectonics and The Peak, as well as in her own
statements. Hadid states that these traces of calligraphy in her drawings

symbolise a transformative domain of investigation, both at the urban scale
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and architectural scale, and specifically emphasizes that, in the drawings
of The Peak, calligraphy is intended to manifest as a new form of geology

(Hadid, 1987, p. 39) (Figure 2).

L T
Figure 2. A Drawing of Zaha Hadid (Hadid, 1987, p. 41)

Villa dall’Ava drawings of OMA are also significant, as they exemplify
the method of “reverse perspective” reflecting the representational
strategies associated with pre-modern art. According to the Colonnese
(2022, p. 51) still rendered by hand on paper, the drawing subverts the
cartesian perspective through the use of an “inverse” or “reverse”
perspective. These concepts rooted to the Russian priest Pavel Florenski
(1882-1937), who, by 1917, had emphasized how certain ancient icons
exhibit clear deviations from classical perspective. These icons appear to
“develop” the surface of the facade and depict—similar to Western
medieval painting—multiple visible sides of books, altars, and buildings,
sometimes showing three or even four faces/facades simultaneously.
Such figurative strategies seem to contradict the logic of human visual

perception and the linear perspective based on a fixed point of view, which
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is regarded as one of the central ontological and representational

frameworks of modern Western civilization (Figure 3).

Figure 3. OMA, Villa dall’Ava (Drawing), Paris, 1984-91 (Colonnese,
2022, p.52)

In architectural representation, connections with pre-representational
drawing techniques can be established through various methods. For
instance, in Aldo Rossi’s drawings for the San Cataldo Cemetery project,
it is possible to identify the similarity with Giorgio de Chirico’s
metaphysical paintings (Eisenman & Iturbe, 2020, p.55). These paintings
can be understood as being influenced by the past in terms of their pictorial
elements and spatial organization.

Within this framework, Rossi's compositional organization of elements
and spatial components on the plan simultaneously with their top and side
views, as an individual representation strategy, distances him from the
orthodox language of architectural representation and aligns him more
closely with miniature painting. Contextually, this system can be explained
as a mnemonic device that reveals the past, informed by de Chirico’s

influence and the incorporation of historical elements into the realm of
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architectural drawing. Furthermore, Rossi’s abstraction of unique
architectural components through an artistic approach is important in
making explicit the link he establishes between architecture and the visual
arts. Parallels may be drawn between Rossi’s works and Quattrocento

paintings of Italian pre representatlonal art (Flgure 4).

C IIIJ =

Figure 4. San Cataldo Cemetery, Aldo Ross1 1971 Cementeno de San
Cataldo, Modena (Arquitectura Viva, n.d.)

Concerning this point, Eisenman & Iturbe (2020, p.47) categorize Rossi as
postmodern manner but criticize this categorization as insufficient. They
argue that the archetypal geometric configurations present in the San
Cataldo Project drawings do not raise an autonomous style; rather, they
refer to basic formal components such as the cone and cube, thereby
potentially revealing the timeless possibilities of form.

The depiction of parts that cannot be simultaneously seen from different
planes, as in conventional representation is made possible in miniature
method and, as exemplified by Rossi and Doshi, when a non-conventional
technique is employed. This approach allows for a simultaneous
experience by observing multiple vanishing points at once, while also

inviting a reconsideration of the connection between representation and
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the body. In this regard, Sayin (2021, p. 26) notes that in miniatures and

icons, parts that the eye cannot perceive simultaneously can be made
visible, indicating that not only the front of the face but also the back, and
not only the neck but also the nape, can be represented."

During the Renaissance, painting, sculpture, and architecture were closely
intertwined, however this unity among the arts fragmented during the
modern period. In the postmodern era the appearance of pre-
representational components in architectural representation and their use
in postmodern arts reveal similarities in the portraying of space. These
parallels offer a renewed convergence of fine arts and architectural
representation, reminiscent of the pre-modern period. Accordingly, the
similarity of the traces of pre-representational representation in
contemporary artworks with the representation of space is important for
this study.

Yiiksel Arslan is presented as an illustrative figure, as he synthesizes
traditional techniques and forms with contemporary styles of drawing,
positioning the theme of memory at the core of his artistic practice, while
simultaneously problematizing architectural space within his works.
Moreover, since his drawings recurrently engage architectural space as a
subject, they establish a profound and sustained relationship with the
representational discourse of architectural space. Sayin (2013, pp. 184—
190), who analyzes the painting technique of Yiiksel Arslan, whose works
emphasize rendering of architectural space, argues that Arslan adopts a
background approach characteristic of Byzantine and Ottoman-Anatolian
representational traditions by leaving the background void and utilizing

compositional elements as correlatives between the invisible background
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and the visible foreground. He further asserts that Arslan internalizes the

traditions of Byzantine iconography and Ottoman miniatures. In the Arture
series, the artist aims to articulate the depicted figures through traces of a
shared tactile gesture and an organic relationality. Sayin emphasizes the
strong pre-modern referentiality in Arslan’s work by noting that this trace
is inherent to pre-modern art, associated with Eastern aesthetics and
immateriality, and that art is veiled by this principle.

The integration of architectural elements is a prevalent motif in Arslan's
work. However, rather than depicting space through conventional
representational styles, Arslan deliberately subverts such conventions by
portraying images of buildings in overlapping or reversed configurations,

often using a method of visual layering. This compositional approach bears

notable resemblance to miniature painting traditions (Figure 5).

Figure 5. Yiiksel Arslan, Arture 149, 1969 (Artfulliving, 2022)
A specificized analysis of representational practice has revealed that pre-
representational representation techniques are used repeatedly, both within
the domain of architecture and various fine arts, with examples dating back

to the early twentieth century. Distinctive traces of pre-modern artistic
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paradigms emerge in the works of avant-garde artists such as Paul Klee

and Pablo Picasso. When these works are examined in terms of spatial
representation, it is possible to understand them as facilitating the
conceptual creation of architectural space.

According to Ipsiroglu & Eyiiboglu (1972), the emergence of a new
direction within European painting, characterised by a departure from the
realistic approach that had previously dominated, precipitated a
comprehensive reevaluation of all artistic creations, encompassing both
pre-modern and modernist paintings. This shift in perspective,
understanding, and value system was accompanied by a profound
transformation in the way art was perceived and valued. The new painters,
who distanced themselves from naturalism, began to identify more closely
with pre-Renaissance or non-Renaissance embroidery masters, who had
previously been overlooked. During this period, medieval paintings,
mosaics, stained glass, African masks, Eastern miniatures, Japanese
estampes, and other art forms characterised by expressive power and
elaborate embroidery gained unprecedented popularity. Miniature
painting, in particular, emerged as a significant branch of art, attracting the
attention of Western artists. Lynton (2015, p. 207) has observed that Henri
Matisse (1869-1954) attempted to reconcile the conventional Western
perspective with the two-dimensional spatial compositions he encountered
in Iranian miniatures.

3. Three Axes of Speculative Architectural Representation
Architectural representation entails communicative functions that surpass
its solely instrumental role in construction, encompassing hybrid

intersections of historical, cultural, and contextual significance. The
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continuity of concepts such as history, tradition, context, and culture

within architecture is contingent upon its engagement with other
disciplinary fields, which allows the built environment to operate as a
repository of collective memory. By invoking the value and meaning of
the past and transmitting these to subsequent generations, architectural
representation exemplifies a distinct form of functional agency. This study
critically examines these multifaceted functions through the lens of
architectural representation’s interaction with the visual arts,
demonstrating their articulation in visually-oriented works. Beyond formal
attributes, the intrinsic and implicit semantic content of such works
demands careful consideration.

Furthermore, the functional aspect of a drawing reveals its pragmatic
dimension, collectively constituting an integrated framework in which
formal, semantic, and pragmatic registers converge to articulate the
operative capacities of architectural representation. In speculative
representations, the tendency to diverge from Renaissance drawing
techniques can be observed in a variety of ways. The study elucidates the
relationship  between postmodern architectural representational
methodologies and pre-representational techniques, identifying the
essential motivation behind the formulation of speculative representations
as an attempt to explore the disruption of classical drawing techniques. The
research is structured around three analytical axes: semantic, syntactic, and
pragmatic. Each of these axes aims to explore how speculative
representations depart from conventional practices with respect to their

semantic content, structural configuration, and operative function.
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In his book “Drawing: The Motive Force of Architecture”, Peter Cook

(2014) examines the emergence of architect’s drawings by considering
different uses of drawing. In the introduction, Cook (2014) examines
drawing by comparing the emergence of architect’s drawings as a practical
necessity or where the particularisation of a building depends on artistic
heritage of little importance. In the latter case, he argues that issues of
consciousness, psyche and motivation are involved in representation.

Accordingly Cook (2014) examines drawing by categorising in this regard
“motive, strategy, vision, image, composition, expression and atmosphere,

999

technics, surface and beyond reality”’. These various classification of
drawing expand its limits beyond its traditional instrumentalisation as a
rational tool for building an architectural object. Instead, he opens up
alternative possibilities and offers examples that highlight the extending
representational and conceptual potentials of drawing.

In the book, Cook generally discusses the role of drawing in the
architectural design process in relation to its other possibilities. His
classification of the motivations behind representation serves as a useful
framework for understanding the three axes of speculative architectural
representation examined in this paper. According to Cook (2014, p.177),
drawings that go beyond defining reality can easily transcend any
reference to it. In doing so, the architectural representation itself transcend
reality and ceases to contain any direct reference to it.

The semantic, syntactic, and pragmatic axes are essentially linked to the
motivation of representation. Semantic analysis to decipher the meaning
inherent in architectural drawing and approaching the essence of this

meaning from an immanent perspective. The semantic axis, in particular,
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concentrates on the connection between the present and the past, which is

established through diverse styles of formalisation in drawing—what may
be referred to as the ‘metaphysics of drawing’. This axis yields the
articulation of the semantic dimension of drawings through their
association with pre-representational representation techniques or their
connection to memory. The semantic motivation behind these
representations is grounded in the maintenance of the intrinsic value
ascribed to the past.

Within this framework, the concepts such as meaning, culture, value,
tradition, locality, memory, and context constitute the scope of the
semantic axis. The symbolic meanings that are revealed and retained
through imagery in drawing fall within the domain of the semantic aspect.
Accordingly, the preservation of local traces in representations originating
from regions beyond the Western (European) region—utilizing pre-
modern archetypal imagery and traditional depiction methods—can be
seen as contributing to the continuity of collective memory.

Cook (2014, p.112) contributes to the definition of the semantic aspect of
the drawing by asserting that when a representation appeals to the senses
and attains an intuitive quality, it becomes foreseeable, and a continuous
cycle of memory, observation, and creativity emerges. Regarding the
syntactic axis, which pertains to the compositional organisation of
representation, Cook (2014, pp.95-97) discusses the exploration of
drawing’s capacity to distort, fragment, redirect, and reinvent. He
emphasises that such processes can facilitate the reinvention of drawing,

noting that precision is not always desirable; rather, incorporating ordinary
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descriptions or integrating an imaginary scenario or dream into a drawing

may reveal previously unexplored dimensions.

Sentiirk (2025) argues that syntax and semantics constitute dichotomous
models that are essential to the creation of meaning, underpinning both the
design and creative processes. These components build a network of
meaning around a central element, which accrues significance as a
testament to its deviation from established norms. Within this framework,
the syntactic axis pertains to the technical qualification of drawings,
encompassing the processes that establish the logic of combining pictorial
elements and the formation of compositional components. The distinction
between classical and postmodern representations is characterised by a
divergence in drawing elements, which is exemplified by various formal
interventions. These interventions define the syntactic axis that underpins
the production of these representations. These drawings differ from
conventional representations by a number of techniques, including
distortion, overlapping, superimposition, flattening, and warping of
compositional elements.

Drawing techniques that distort conventional rules such as the use of
multiple or reverse perspectives, which are fundamental to pre-
representational representation methods yet largely absent in conventional
architectural drawings —are situated within the syntactic axis of this study.
To further clarify this distinction, the concepts of ‘reflection’ and
‘diffraction’ offer a useful comparative framework for understanding the
difference between classical and non-classical styles of representation. In
her work grounded in optical science, Karen Barad (2007) conceptualises

‘reflection’ as a metaphor for the reproduction of sameness, aligning it
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with the logic of traditional representation language. In contrast, she

introduces ‘diffraction’ as a metaphor for the generation of difference,
which she associates with alternative representational technics that diverge
from conventional rules or norms and closely resemble pre-modern
illustration practices. Within this context, the visual deformations and
disruptions characteristic of diffractive representations may be
interpreted—albeit speculatively—as iconoclastic gestures aimed at
destabilising established representational norms.

Within the framework of the pragmatic axis, the advantages of
incorporating pre-modern representations into post-modern ones are
emphasised. In this context, the pragmatic axis, which encompasses the
pursuit of differentiation, can be examined under two main themes: the
extension of the discipline-specific knowledge domain of architectural
drawing and the operation of iconoclasm within postmodern architectural
representation. The act of recalling memory by referencing the past in
architectural representation techniques, along with efforts to diverge from
conventional forms, indicates that the autonomous field of architectural
knowledge is nourished by multiple sources. Accordingly, the
identification of traces of pre-representational representation methods
within architectural drawing also reveals visible the strong connections
this discipline has established with fine arts, literature, and cinema through
its intellectual extending.

The concept of ‘expansion’ employed here is derived from the discourse
of structuralist art historian, critic, and theorist Rosalind E. Krauss, who
has diagramed the semiotic square in her seminal article, “Sculpture in the

Expanded Field”. In this work, Krauss (1979) interprets postmodern
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circumstances in sculpture at a moment when modernist abstraction had

reached its ontological limits, using a diagram to illustrate the connections
among concepts. Krauss’s diagram presents a set of dichotomies that arose
when the concept of sculpture was considered alongside “architecture” and
“landscape”—two terms increasingly associated with it in the post-World
War II contemporary art scene. These dichotomies express states of
‘being’ and ‘not-being’ within a binary framework of negative and positive
conditions, situated in a quadrilateral field ‘expanded’ through “complex”
and “neuter” axes, thus accommodating continuous expansion.

This speculative extension, which Krauss conceptualizes through the
innovative relational dynamics between traditional sculpture, architecture,
landscape design, and installation art, demonstrates how Renaissance-
based sculpture has extended its intellectual domain by engaging with
these intersecting disciplines during the post-war era. Krauss’s seminal
methodological approach can be effectively applied to architectural
drawing as well as to various other disciplines. Furthermore, within the
scope of this study, the interactions between architectural representation
and pre-representational representation methods parallel the engagement
with art, thereby inaugurating an intellectual and critical discourse that
challenges the conventional functionalist understanding of architectural

representation as merely a tool for building construction (Figure 6).
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Figure 6. Rosalind E. Krauss, “Sculpture in the Expanded Field”, 1979
(Krauss, 1979)

Within this context, the pragmatic or utilitarian axis concerns the
expansion of the theoretical domain of drawing through its relationship
with other disciplines by incorporating pre-representational representation
technics. This process thereby opens new horizons within the field of
disciplinary knowledge.

For instance, in the section titled “Drawing with Expression and
Atmosphere” in Cook’s (2014, p.113) work, it is stated that the cultural
context constitutes an engagement with the atmosphere and subconscious
aspects of drawing. Cook’s perspective is significant in illustrating the
utility of speculative representations within an interdisciplinary
framework. Cook (2014, p. 132) further contends that certain types of
architectural representation possess the capacity to convey narratives.
From this standpoint, it can be asserted that drawings function
pragmatically as records of events, reflecting an impulse toward the

pragmatic axis of speculative representation. Furthermore, the concept of
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“architectural narrative,” which emerges through the atmospheric

expression in Cook’s proposal, renders its pragmatic motivation explicit
by establishing a functional linkage between drawing and text.

The other side of the pragmatic axis corresponds to the iconoclastic
manner of contemporary drawings that incorporate pre-representational
representation techniques. This theoretical framework can be interpreted
as a critical evaluation of the prevailing classical architectural
representation methods, which has been utilised as a means to facilitate the
construction of the architectonic object since the Renaissance period.
Consequently, this perspective facilitates alternative conceptualisations of
architectural representation.

4 PreRepresentational Representation and Ieonoclasm
The origins of architectural drawing dates back to the Renaissance period.
Prior to this period, the process of building construction was executed
directly through constructive practice, without the intermediary of
drawing. Architecture functioned as a practice grounded in principles and
criteria determined by the mathematical and geometrical laws of the
cosmic order. However, it lacked a medium or intellectual framework—
such as the concept of design (disegno)—that necessitated the act of
drawing on paper.

Prior to the invention of linear perspective, architectural drawings as
recognised today were virtually non-existent. Medieval building practice
was primarily characterised by stonemasons utilising traditional
techniques to transfer inherited typologies to construction, thereby
embedding architectural knowledge within building traditions.
Representations of buildings in the Middle Ages (pre-modern) extended
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beyond being mere depictions of spatial arrangements to encompass

themes such as power, authority, and the relationship between heaven and
earth (Haralambidou, 2016, p. 83).

Within this period, and in relation to the ‘rhetorical’ context, drawing
functions not only as a documentary tool containing essential information
for constructive practice but also inherently conveys the content that
reflects the architect’s style as well as the specific time and place
(Ackerman, 2001).

The iconoclasm debate (726—843), which emerged during one of the most
extensively studied periods in Byzantine history, is recognised as a
religious and political conflict concerning the legitimacy of using images
of Jesus Christ, Mary, and saints—referred to as ‘icons’—for worship
within the framework of Christian belief (Bas, 2016, p. 68). The term
‘iconoclasm’ is derived from the Greek words ‘eikon’, meaning ‘image’
or ‘depiction,” and ‘klastes’, meaning ‘to break’ or ‘to smash,” thus
signifying ‘image breaker’ (Bas, 2016, p. 68).

Pre-modern drawings, markedly distinct from contemporary conventions,
fostered an artistic environment dominated by religious imagery, as they
were often produced for devotional purposes. Such illustrations,
influenced by contemporary theological debates, were often found
adorning the walls of religious edifices, depicting figures such as Jesus
Christ and Mary. Consequently, church authorities developed a tendency
to prohibit icons, grounded in the belief that rendering icons visible
constituted idolatry, which in turn precipitated debates surrounding
iconoclasm. Within this theoretical framework, iconoclasm emerged as the

earliest form of practical critique directed at images (Belting, 2025).
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The impetus behind this ‘iconoclastic’ movement was the prohibition of

religious imagery on the grounds that it would lead to idolatry. According
to Belting (1994, pp. 146—147), the central theme of these images—the
figure of the God-man—occupied a pivotal position within theological
discourse and was thus perceived as a symbol of the purity and unity of
faith.

When architectural representation transcends the boundaries of reality and
shifts towards subjectivity, bodily deformations become incorporated
within architectural depiction (Deleuze, 1999, p. 230; cited in Avci, 2024,
p. 182). In this context, the distorted image made visible through the
process of iconoclasm disrupts the canon of conventional architectural
representation, enabling evaluation from a subjective and irrational
perspective. From this standpoint, iconoclasm can be interpreted as the
transformation of the image into 'deformed imagery'. Therefore, the
analysis of representations through the conceptual framework of
iconoclasm — understood as predicated upon the distortion of conventions
— serves as an effective metaphor to illuminate the contexts in which these
representations diverge from, transform, and are transformed by
conventional norms. The metaphor's connection to memory is elucidated
by the premise that for an image to be deformed, it has to possess an
original state or predecessor, to which the deformed image inevitably

refers.
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It is possible to say that the penetration of values such as context, meaning

and locality, which were intertwined with pre-modern art, into the post-
modern representation environment is an operation related to memory.
Regarding this it is clear that contemporary architectural drawing medium
adopts a critical manner toward the modernist canon recalling context and
internal values into the area of representation through the cartesian
drawing methods it had consciously distorted. Architectural drawing,
whose institutionalization dates back to the Renaissance and was executed
solely according to specific rules and procedures such as the triadic
orthographic projection system (plan, section, elevation) and linear
perspective, began to encompass pre-representational representations in
the post-modern era. Thus, the idea of representation, which signified the
pre-modern subject-object unity and the illusion of correspondence
between representation and its object (e.g., a building), was re-invoked
into the representational realm, at least partially preserving the semantic
value of the pre-representational artistic environment.

As a result, considering that the motivations of contemporary drawings
containing pre-representational representations are analogous to the
motivations of iconoclastic operation, it could be speculated that these
drawings are iconoclastic in nature.

The fact that drawings containing speculative representations referring to
pre-representation cannot be examined through specific patterns as in
established ones, and their versatility and ability to be interpreted from
different perspectives necessitates that these drawings in question be

examined through semantic, syntactic and pragmatic axes.
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The subjective, ambiguous, complex and variable aspects of these

drawings cannot be examined through a specific objective classification -
unlike those in conventional ones. Moreover, the drawings themselves are
not made in accordance with procedures that include rules, proportions,
scaling, and geometric projection techniques. However, interpretations can
be made to examine the motivations and forms of production of these
drawings. Therefore, it can be argued that the examination based on the
semantic, syntactic and pragmatic axes briefly mentioned in this study
allows the research of these speculative drawings in a theoretical context.
As observed through the examples in the text, certain methods that differ
from the representational techniques applied according to specific
institutionalized rules in the pre-modern era continue to be widely used
today.

The prevalent use of architectural drawing primarily serves the function of
building construction. In conventional architectural design process
representation functions as a mediator in the 'concept-design-construction'
trilogy. Conventinal drawings, such as plans, sections, elevations, and
linear perspectives, exemplify this practice. However, as discussed in the
essay, applications such as 'reverse perspective' exemplify drawings
constructed with multiple vanishing points, in contrast to Renaissance
perspective, which concentrates the viewpoint on a single point. In this
context, examining how such approaches contribute to architectural
representation in ways that differ from conventional methods is considered
valuable. This study demonstrates that, as in the arts, this inquiry can be
approached through the interaction of architectural representation with

other disciplines. Similarly, miniature technique does not direct the
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observer to a single point but allows the gaze to traverse multiple vanishing

points. This indicates that, beyond the canonized conventions of
architectural representation, alternative forms of expression are possible.
Such an approach can also facilitate a simultaneous reading in
contemporary architectural representation practices, thereby enabling the
consideration of concepts such as time, movement, and process in relation
to architectural depiction. Consequently, it suggests that, as in the arts, the
bodily experience can be taken into account in relation to drawing within
the domain of architectural representation. Non-conventional drawing
techniques such as miniatures and iconas enable society to establish a
proximity with its past through architectural drawing. While simultaneity
of experience can also be attained through various other methods, the
distinctive aspect of these methods lies in their capacity to situate the issue
within the framework of collective memory and to recall the

representational practices of the past.
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1. Introduction

Color, as a fundamental component of spatial design, is not merely a
superficial or visual element but a multifaceted medium of communication
that influences how users perceive space, experience emotions, engage in
behaviors, and form overall impressions. Alongside physical elements
such as form and texture, color serves as a critical design tool that defines
spatial atmosphere, enhances functionality, and deepens user-environment
interaction. As frequently emphasized in the literature, color plays a
decisive role in interpreting the built environment, facilitates wayfinding,
and contributes to the construction of spatial identity (Mahnke, 1996;
Gage, 2006). Particularly in interior design, color is employed not only for
aesthetic purposes but also as a functional strategy to alter perceived
spatial dimensions, guide emotional responses, and shape user behavior
(Porter & Mikellides, 2009).

Current research highlights that the perception of color is not merely an
aesthetic concern but also a critical factor in spatial organization, user
comfort, emotional experience, and functional efficiency. In this context,
color serves as a strategic tool that extends beyond visual perception,
influencing spatial usage patterns, eliciting emotional responses, and
enhancing functional performance. Particularly in contemporary spatial
design practices that prioritize user experience, color is regarded as an
interface that strengthens the dynamic relationship between user behavior
and spatial function. A monochromatic environment devoid of color would
likely evoke feelings of gloom, disorientation, and aesthetic deprivation
(Humphrey, 2009). Thus, color acts as a non-verbal communicative

medium, bridging environmental perception and interpretation. In
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architecture and design, color is not merely decorative but a component

with profound implications for spatial functionality and user
experience. Chromatics (the science of color) examines how colors are
perceived psychologically, physiologically, and culturally, enabling user-
centered strategies in spatial design. This section explores the role of color
in spatial perception from both theoretical and practical perspectives, with
a focus on its functional implications.

1.1. Theoretical Perspective of Color

Color perception is not merely a biological process resulting from physical
wavelengths of light interacting with the retina, but rather a complex
cognitive and psychological phenomenon that shapes how individuals
interpret environments, experience spaces, and guide their behaviors. To
properly assess color's impact on users within spatial design, it is essential
first to comprehend the fundamental scientific, cognitive, and
psychological dynamics of underlying color perception.

Theoretical approaches to color have historically represented a shared area
of interest between science and art. Systematic color studies originated in
the 17th century with Isaac Newton's prism experiments. In 1666, Newton
demonstrated through these experiments that white light consists of seven
distinct colors, each with unique physical wavelengths (Newton, 1704).
This work established the scientific foundation for understanding colors as
physical and measurable phenomena. Following Newton's optical
experiments, researchers, including Edme Mariotte and J. C. Le Blon
proposed that all colors could be produced through appropriate
combinations of three primary colors (red, yellow, and blue). Expanding

on these concepts, Moses Harris, in his 18th-century work The Natural
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System of Colours (1766), developed one of the earliest systematic color
wheels featuring primary and secondary colors, while Philipp Otto Runge
further advanced color theory with his three-dimensional ‘color sphere’ in
1810 (Figure 1) (Zelanski & Fisher, 1994).

Figure 1. Moses Harris and Runge's Color Wheel (Per, 2012)

In the 19th century, physiologically grounded theories of color perception
began to take shape. The trichromatic theory proposed by Thomas Young
argued that there are three different types of cone cells in the eye and that
each is sensitive to different wavelengths. This theory was developed with
the contributions of Hermann von Helmholtz and came to be known as the
"Young—Helmholtz Trichromatic Theory" (Wandell, 1995). According
to this model, the perception of all colors arises from the combined
activation of cones sensitive to red, green, and blue wavelengths. As an
alternative to this view, Ewald Hering’s Opponent Process Theory offered
a more neurologically based explanation, proposing that colors are
processed as pairs of opposites (red—green, blue—yellow, black—white)

(Hering, 1878). Today, "Dual Process Theory of Color Vision",

231



synthesizes these two approaches, asserting that color perception is

mediated by mechanisms at both the retinal level and within the central
nervous system (Goldstein, 1942).

In the same century, in 1810, German painter Philipp Otto Runge
developed the "Farbenkugel" (Color Sphere), the first three-dimensional
color system that incorporated the interrelationships of colors. This model
was the first spherical color system to integrate the concepts of hue, value
(lightness and darkness), and saturation. With black and white at its poles
and spectral colors at its periphery, this model offered the first integrated
geometric representation of the spatial organization of colors and
pioneered modern color systems (Gage, 1999). The Munsell Color System,
developed by Albert H. Munsell in the early 20th century, classified colors
into three basic dimensions: hue, value, and chroma (Figure 2) to describe
them in a quantifiable manner. This system is widely used, particularly in
visual communication and design education (Munsell, 1915). The CIE
1931 Color Space, developed by the International Commission on
[lumination (CIE) in 1931, enabled the objective definition of colors by
representing them with triple coordinates (X, Y, Z) (Fairchild, 2013). In
1976, CIE developed the CIE Lab and CIE Luv systems, In the same
century, in 1810, German painter Philipp Otto Runge developed the
"Farbenkugel" (Color Sphere), the first three-dimensional color system
that incorporated the interrelationships of colors. This model was the first
spherical color system to integrate the concepts of hue, value (lightness
and darkness), and saturation. With black and white at its poles and
spectral colors at its periphery, this model offered the first integrated

geometric representation of the spatial organization of colors and
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pioneered modern color systems (Gage, 1999). The Munsell Color System,
developed by Albert H. Munsell in the early 20th century, classified colors
into three basic dimensions: hue, value, and chroma (Figure 2) to describe
them in a quantifiable manner. This system is widely used, particularly in
visual communication and design education (Munsell, 1915). The CIE
1931 Color Space, developed by the International Commission on
[llumination (CIE) in 1931, enabled the objective definition of colors by
representing them with triple coordinates (X, Y, Z) (Fairchild, 2013). In
1976, CIE developed the CIE Lab and CIE Luv systems, enabling more

precise color management in the digital environment.

Figure 2. Munsell color wheel and color solid (Munsell Color, 2025)
Color theories have been examined not only in scientific but also in artistic
and phenomenological contexts. In his 1810 work Zur Farbenlehre, Johann
Wolfgang von Goethe criticized Newton’s physical approach and
developed a color theory that emphasized the perceptual and emotional
dimensions of color (Goethe, 1810). In the 19th century, Michel-Eugene
Chevreul introduced the “Law of Simultaneous Contrast,” which

demonstrated that colors are not perceived in isolation, but rather in
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relation to the colors with which they are juxtaposed (Chevreul, 1854).

This approach led to the intentional use of color contrasts in modern design
movements.

In the 20th century, Johannes Itten and Josef Albers at the Bauhaus School
explored the spatial and perceptual effects of colors through experimental
studies. Itten laid the foundations of design education through concepts
such as the color wheel, types of contrast, and subjective color experience
(Itten, 1961), while Albers, in his work Interaction of Color,
experimentally demonstrated how a color is influenced by its surrounding
colors, drawing attention to the relative nature of color perception (Albers,
1963).

All these historical and theoretical developments demonstrate that the use
of color in contemporary spatial design is not merely a visual element, but
a strategic tool that shapes user experience through its scientific basis and
cognitive, psychological, and perceptual dimensions. The historical
development and theoretical framework of color form the foundation of
color decisions in today’s architectural and design practice both in
measurable parameters and symbolic/conceptual dimensions

1.2. The Nature of Color

Color, which surrounds our visual world and serves to distinguish and
identify objects/surfaces (even establishing emotional connections with
them), consists of light stimuli that are emitted from a light source,
reflected off surfaces or objects, and reach the eye, stimulating the brain
through the visual system. The International Commission on Illumination

(CIE) defines color as "the qualitative expression perceived by the human
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visual system of the spectral composition of light emitted from a light

source, reflected from, or transmitted through objects" (CIE, 2020).

Color is a characteristic of visual perception and is both a physical stimulus
(light spectrum) and a psychophysical experience. Each hue in the visible
spectrum is defined by its wavelength. Colors with shorter wavelengths
are associated with "cool" colors. At one end of the spectrum, violet (360-
400 nm) has the shortest wavelength, followed by blue (400-480 nm) and
green (520-565 nm) (Figure 3). Longer wavelengths correspond to 'warm'
colors; red (625-740 nm), orange (590-625 nm), and yellow (565-590 nm)
(Yildirim et al., 2011).

350 400 450 500 550 6

Figure 3. Visible spectrum of radiation and wavelengths of colors

(Created by the Author)
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Research on color usage suggests that users tend to prefer colors with
shorter wavelengths, such as blue. This preference reflects the broader
relationship between wavelength and mood in spatial perception (Valdez
& Mehrabian, 1994). Studies have shown that the calming effects of
elements in natural environments such as the blue sky and abundant green
vegetation can produce similar soothing effects in interior spaces.
Conversely, warmer colors like red and orange, associated with the
energizing and stimulating nature of sunlight, tend to evoke arousal and
can make interiors feel more vibrant (Foster, 1984; Whitfield & Wiltshire,
1990; Crowley, 1993).
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2. Human Response to Color

As individuals color their living spaces according to their preferences and
needs, these colorful environments reciprocally shape their lives. The
phenomenon of color has been the subject of numerous interdisciplinary
studies, and it is widely accepted that color perception particularly in
interior spaces plays a significant role in human performance and
emotional responses (Mahnke, 1996; Kaya & Epps, 2004). Spatial color
use can exert a powerful influence, enhance visual perception while leave
lasting psychological and physiological impressions (Kwallek et al., 1988;
Kiiller et al., 2006). In this context, color serves as a critical environmental
variable, modulating user perception, emotional experience, and
behavioral patterns. It evokes diverse effects, including alterations in
spatial dimensionality (e.g., spaciousness/congestion) and affective
perceptions (e.g., warmth/coldness, arousal/relaxation, dynamic/static
qualities). Thus, color selections in interior design should balance
functional objectives with psychological impacts.

The use of color in the context of environmental psychology and
architecture, color is recognized as a critical factor shaping users' spatial
perception, functional expectations, and behavioral responses (Kaya &
Epps, 2004). The impact of spatial color can be analyzed through two
lenses: user attitudes and spatial perception. An attitude constitutes a
psychological response to a specific stimulus—whether an object, person,
institution, or event (Mahnke, 1996). Within environmental psychology,
environmental attitudes represent evaluative tendencies toward the natural
or built environment, expressed as degrees of favorability/unfavourability

(Milfont & Duckitt, 2010). These attitudes manifest through three
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interrelated responses: cognitive (thoughts), affective (emotions), and

behavioral (actions) (Hilgard, 1980; Rosenberg & Hovland, 1960).

Applied to color as an environmental stimulus, this framework explains
why warm hues (red, orange) enhance physical arousal and socialization,
whereas cool hues (blue, green) induce relaxation and concentration
(Kwallek et al., 1996). Additionally, color influences spatial perception;
light tones amplify perceived spaciousness, while dark tones create visual
contraction (Gage, 1999).

2.1. Effects of Space Color on User Attitudes

In spatial design, color operates not merely as a visual element but as
a multisensory environmental stimulus that directly modulates behavioral,
emotional, and cognitive responses. Interdisciplinary research bridging
psychology, neuroscience, and environmental design
increasingly elucidates color’s role in shaping human attitudes and
behaviors. Consequently, strategic color application in interior design has
emerged as a critical tool for curating user experience.

Spatial color actively steers behavioral patterns and social interaction
dynamics. Empirical studies demonstrate that warm colors (e.g., red,
orange) enhance social proximity, whereas cool colors (e.g., blue,
green) foster solitary behaviors (Gifford, 2007). For instance, Duyan &
Unver (2022) observed that red classroom walls elevated students’
physical activity levels. Similarly, Kiiller et al. (2006) identified robust
correlations between environmental color and users’ physiological/social
responses, noting that warm hues consistently predict higher social
engagement. Collectively, these findings underscore color’s instrumental

role in spatial design as a determinant of behavioral outcomes.

237



In spatial design, short-wavelength, low-saturation cool hues (e.g., blues,

greens) are particularly effective for stress reduction and cultivating calm
environments. Empirical evidence confirms that these nature-inspired
hues (abundant in natural settings) stimulate parasympathetic nervous
system activity, reducing heart rate and promoting relaxation (Kiiller et al.,
2006; Kwallek et al., 1996). Ulrich’s stress-reduction model further
identifies such colors as critical psychological relaxants (Ulrich, 1984).
Consequently, high-value (light-toned) blues, greens, and neutral palettes
are methodically employed in healthcare and therapeutic spaces (e.g.,
hospitals, counseling rooms, lounges) to leverage their biophilic calming
effects (Dalke et al., 2006).

The way colors influence spatial perception is not only related to their
physical properties but also to individual experiences and emotional states.
In this context, color is frequently described in environmental psychology
as an "emotional tool." Therefore, spatial perception is based not only on
physical inputs but also on the meanings these inputs evoke in individuals
(Mehrabian & Russell, 1974). Mehrabian and Russell's Pleasure-Arousal-
Dominance (PAD) model provides a theoretical framework for
understanding how colors modulate affective states. In their experimental
study, saturated and bright red colors were found to evoke high arousal
and excitement, while cool colors such as blue and green produced more
calming effects (Valdez & Mehrabian, 1994). Similarly, numerous studies
have shown that blue is more closely associated with peace, trust,
pleasantness, attractiveness, satisfaction, and competence, whereas red is
linked to excitement, power, depression, dissatisfaction, and aversion

(Stone & English, 1998; Hill & Barton, 2005; Zhao & Guan, 2022). In a
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study by Yildirim and colleagues on residential interiors, warm colors

were found to be more stimulating, while cool colors created a sense of
spaciousness and tranquility (Yildirim et al., 2011). This indicates that
color preferences are shaped by both the spatial function and the
psychological needs of the user. Similarly, Levy's research revealed that
red triggered active emotions such as anger, while yellow was associated
with sadness; in contrast, cool colors such as blue and green evoked
feelings of relaxation and calmness (Levy, 1984). A study by Kwallek and
colleagues conducted in office environments demonstrated that blue-green
tones contributed to greater satisfaction and productivity among
employees, whereas red tones generated higher levels of anxiety and stress
(Kwallek et al., 1988). Many studies on color have shown that green is
most associated with nature (Kaya & Epps, 2004). The characteristics of
nature as renewal and freshness explain the association of green in interior
spaces with concepts such as peace, harmony, relaxation, freshness,
silence, satisfaction, happiness, and hope. While green color can create a
serene environment, its excessive use may result in feelings of laziness or
lethargy (Manav, 2015).

Studies in the fields of neuroaesthetics and cognitive science demonstrate
that color perception/influence is associated with more complex cognitive
processes such as decision-making, attentional orientation, and memory
performance (Palmer et al., 2012). These findings highlight the critical role
of color choices in interior design for user experience and cognitive
outcomes. A study on the effects of primary school classroom wall colors
revealed that red and orange walls reduced students' attention, while green-

blue, yellow, and red-purple hues enhanced it (Duyan & Unver, 2022).
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Similarly, Stone demonstrated that red in educational settings may

negatively impact test performance, whereas blue and green tones could
increase task persistence (Stone, 2003). Experimental research by Kwallek
et al. in office environments showed that spaces painted with cool colors
were perceived by users as cooler, more calming, and conducive to
concentration (Kwallek et al., 1996). These findings support the
conclusion that while warm colors elevate energy levels, they may foster
negative outcomes for prolonged focus, concentration, and productivity.

Spatial perception research in the literature reveals that colors exert not
only psychological but also physiological effects. For instance,
experiments conducted in virtual reality (VR) environments assessed
participants in red and blue rooms using physiological parameters such as
heart rate (HR) and electrodermal activity (EDA). Results indicated that
red environments significantly increased heart rate, whereas blue
environments elicited lower levels of physiological arousal (Weijs et al.,
2023). Another VR-based study demonstrated that exposure to blue light
enhanced heart rate variability (HRV) and prefrontal alpha EEG activity,
suggesting an association with emotional regulation and parasympathetic
activation (Bower et al., 2022). Furthermore, studies involving green
environments have found that this color reduces heart rate and mitigates
stress markers. For example, during physical activities such as walking or
running, green surroundings were associated with lower heart rate and
perceived exertion levels compared to red environments (Briki & Majed,
2019). These findings clearly establish color as an environmental factor
capable of producing measurable physiological not merely emotional

effects on human health and behavior.
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Collectively, these findings underscore that color functions as a

multidimensional environmental variable, extending beyond mere visual
comfort. Spatial color influences individuals across a broad spectrum,
encompassing behavioral tendencies, emotional responses, cognitive
performance, and physiological arousal. This multifaceted impact
positions color as a critical design tool capable of actively shaping user
experience. Consequently, interior color selection should integrate
parameters such as user demographics, spatial function, and targeted
psychological or cognitive outcomes. Rather than serving as a purely
aesthetic element, color must be treated as an interactive design component
that modulates human behavior. Such an approach holds significant
potential for optimizing spatial functionality and enhancing user well-
being, particularly in educational, healthcare, and occupational settings.
2.2. Perceptual Dimensions of Spatial Color

Perception makes sense of the environment through the organization and
interpretation of sensory inputs (Palmer, 1999). Perceiving, on the other
hand, is the process of actively structuring and interpreting sensory input
through cognitive schemas (Neisser, 1976). In this process, visual scenes
and events in our environment are assigned meaning. In this context, the
colors around us evoke various meanings and effects in the mind. The
literature on perceptual psychology reveals that colors have a direct
influence on spatial perception. Color acts as a significant determinant in
shaping how a space is perceived whether it appears wide or narrow, high
or low and thus informs design decisions. Early studies have shown that
color possesses the capacity to transform spatial characteristics. For

instance, Wright found that light and cool tones (e.g., light blue, light
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green) tend to make spaces appear more open and spacious, whereas dark

and warm colors (e.g., dark red, dark brown) create the perception of a
smaller, more intimate, and enclosed space (Wright, 1962). Similarly,
Birren noted that light colors increase the ambiguity of environmental
boundaries, making spaces feel more expansive, while dark and saturated
colors emphasize boundaries and create a more enclosed atmosphere
(Birren, 1950). Literature also highlights that using light colors on ceiling
surfaces contributes to a perception of increased height, whereas dark
colors make the ceiling appear lower (Evans & McCoy, 1998). According
to Gage, light colors evoke a sense of openness and spaciousness, while
dark colors help concentrate attention and make boundaries more
perceptually distinct (Gage, 1999).

Kaya and Epps found that cool colors (e.g., blue and green) not only
produced calming effects but also enhanced the perception of spaciousness
(Kaya & Epps, 2004). Similar findings were reported in studies by Mahnke
and colleagues and by Yildirim and colleagues (Mahnke, 1996; Yildirim
et al.,, 2011). These studies demonstrated that cool colors tend to make
spaces appear more spacious, whereas warm and dark tones reduce the
perceived size of a space. Freiling stated that painting all walls in warm
tones creates an enclosing, unifying, and visually limiting effect (Freiling,
1979). In a study conducted by Yildirim and colleagues, it was shown that
warm colors such as red, orange, and yellow emphasized spatial
boundaries, leading to the perception of a smaller space (Yildirim et al.,
2012). Mahnke emphasized that warm colors bring spatial elements
forward, while cool colors create a receding effect, enhancing the sense of

depth and distance (Mahnke, 1996).
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In Figure 4, the impact of painting different surfaces of a space with
different colors (warm/cool and lightness/darkness) on spatial perception
is illustrated. In image A, the space appears wider and taller when the
ceiling and walls are white, whereas in image D, a dark ceiling leads to the
perception of a lower space. A cool-colored wall appears more distant
(Image B), while a warm-colored wall (Image C) appears closer. Warm
colors (Image E) contribute to the perception of a smaller space, whereas
cool colors (Image F) result in the perception of a larger space. Light and
cool colors provide a refreshing and expansive effect, while warm and dark
colors may create effects such as intimacy, defined boundaries, and visual
proximity (Figure 4). Therefore, color selection in interior design should

be considered a strategic decision that shapes user perception.

Figure 4. Effects of different walls, ceiling and floor colors on spatial
perception (Maticad, 2022)

Cumulatively, this body of research on spatial perception demonstrates

that color functions not merely as a visual element, but as a potent
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organizer of spatial experience. Empirical studies on interior wall

coloration have established that perceptual transformations can be
achieved solely through chromatic manipulation, independent of physical
dimensional changes.

2.3. Color and Spatial Organization: Orientation, Wayfinding, and
Zoning

In contemporary spatial design, strategies that facilitate users' interaction
with the physical environment and render spatial experience meaningful
are gaining importance not only for functionality but also for their
perceptual and cognitive dimensions. In this context, color should be
regarded not merely as a visual element but also as an effective
communication tool that structures spatial organization and facilitates
users' interpretation of the environment. Arthur and Passini emphasized
the efficacy of colors in wayfinding and orientation processes within large,
complex, or multifunctional structures (Arthur & Passini, 1992).
Particularly in spatial organization processes such as wayfinding,
orientation, and zoning, color's potential for meaning-making and
perceptual guidance offers crucial design data.

Studies demonstrating color's contribution to wayfinding and orientation
processes have particularly highlighted that color-based zoning and
signage strategies in complex structures like hospitals and schools
facilitate user navigation (Smith, 2003; Dijkstra et al., 2008). This finding
confirms color's role as a functional organizational tool. In public spaces
such as multi-story parking garages, color-coding each floor with distinct
hues enhances users' ability to locate their vehicles while supporting

spatial memory.
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Guidelines for effective color design serve objectives including improving

visual comfort, creating atmospheres aligned with functional needs, and
directing users' spatial behavior. Among these principles, research shows
that color contrasts increase perceptual discriminability, thereby
simplifying wayfinding (Wijk et al., 1999). Furthermore, orientation
systems can be reinforced not only through wall or floor colors but also
via doors, columns, ceiling beams, directional signage, and graphical
markers. For instance, color-coding clinics, wards, or waiting areas in
large hospitals prevent visitor disorientation while simultaneously
reducing stress levels (Carpman & Grant, 2002). Similarly, color-based
wayfinding systems implemented in schools, offices, and shopping centers

improve the differentiation of functional zones (Figure 5).

Figure 5. Use of color in wayfinding systems. Left image (Behance,

2025), right image (RSM Design, n.d.)
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2.4. Assessing the Impacts and Utilization of Spatial Color

That spatial color evokes specific emotional and perceptual responses
aligned with its intended function is one of the fundamental tenets of user-
centered design. For example, preferring colors that support energy and
dynamism in gyms where physical activity is intense, while adopting color
schemes that encourage peace and focus on spaces like bedrooms or
libraries that are individual-focused, are examples of this approach.
Similarly, warm, appetite-stimulating colors are recommended for dining
areas, whereas cooler, neutral tones that support mental relaxation are
advised for yoga and meditation spaces (Mahnke, 1996; Manav, 2007).
Beyond emotional effects, the interaction between color and spatial
function is gaining increasing significance. Empirical studies in classroom
settings demonstrate that cool colors (e.g., blue, green) enhance learning
motivation and cognitive performance, whereas warm colors (e.g., red,
orange) despite their attention-grabbing properties may induce student
restlessness and attentional distraction (Engelbrecht, 2003; Duyan &
Unver, 2022).

Color, beyond being a visual element, is a powerful perceptual tool that
influences how space is perceived, the user's experience, and
psychological responses. Perception of space refers to the totality of
mental representations an individual creates about their physical
environment, and visual stimuli such as light and color play a decisive role
in the formation of these representations (Kiiller, 1976). Color provides
direct cues to the user about the dimensions, atmosphere, and function of
a space, and therefore is considered a strategic tool in directing spatial

perception during the design process.
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Spatial color perception is a multilayered experience shaped by the

interaction of both physical and psychological processes. The diagram
presented in Figure 6 addresses this process at two fundamental levels. The
first level encompasses the physiological dimension of color perception:
this process, which begins with the stimulation of cone cells in the retina
depending on the wavelength of light, forms the basis of visual perception.
The second level involves the psychological process, which occurs when
these physiological stimuli are processed and interpreted by the central
nervous system. As a result of this interaction, color evokes behavioral
(activity, desire for action), affective (calmness, restlessness, stress, etc.),
and cognitive (focus, attention) responses on user attitudes. It also directly
influences functional experiences such as spatial perception and
orientation. This multifaceted structure demonstrates how spatial color
perception shapes an individual's emotional, mental, and behavioral

relationship with their environment.
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Figure 6. Spatial Color Perception and Spatial Function Processes

Diagram (Created by the Author)

247



3. Functional Roles of Color in Interior Environment

Human-environment interaction operates as a dynamic system wherein
individuals’ needs and expectations inform environmental arrangem