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Abstract
This project considers how representations of the human figure are used as 
design tools, and how these design tools affect our architecture. Artists, archi-
tects, and theorists have identified the physical characteristics of the human body 
and utilised them as tools throughout history. Leonardo Da Vinci’s Vitruvian Man 
represents the natural order of the body through a detailed drawing. Such illustra-
tions are essential in our architectural environment. They represent fundamental 
characteristics that can be applied to our built environment and teach us about 
the functional movement of the body in the spaces we design. This project iden-
tifies the constraints arising from the use of such a functionalist approach. It then 
explores the opportunities available to a designer who uses an expanded reper-
toire of tools to represent the body.

Architecture affects the behaviours of its occupants, and those behaviours affect 
their mental and physical wellbeing. The representations of the human form seen 
in Neufert’s Architects’ Data and Le Corbusier’s Le Modulor prioritise functional 
efficiency and aim to produce a rational architecture that caters to the user and 
their immediate needs. As a result, interactions with such a rational form becomes 
habitual and mundane.

The project further explores design tools generated through analysing the move-
ment of dancers in Oskar Schlemmer’s Triadic Ballet, a valuable theoretical perfor-
mance that embodies the principles of Bauhaus. The design process has produced 
an architecture that encourages its users to break with habitual behaviours and 
enjoy a more enriched experience.

The recent shift of the Architecture programme from Building 001 to the smaller 
Building 048 has left students and teaching staff with limited space for critiques, 
meetings and study. The grassy slope in front of B048 would be an ideal location 
for a new multi-use space that could support all these activities while demonstrat-
ing a method that produces an enriched architecture.
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Research question 
“How do representations of the human figure used as design tools in archi-
tecture affect the form of architecture and, hence, the behaviours that form 

produces?”
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Aims & Objectives of the Project

Aim

Study and apply methods of using representations of the human form, including 
movement notations, and consider how they are used as tools in architectural 
design (Sep 1 - 4).

Objectives

•	 To study the methods in which architects use the representation of the 
human body as design tools;

•	 To analyse the movement of the dancers in Oskar Schlemmer’s Triadic 
Ballet to derive new design tools; and

•	 To apply these tools to the development of an architectural proposition.

Aim

Select a site and program, and further develop design according to context (Step 
5).

Objectives

•	 To select a potential site that encourages creative expression;
•	 To apply an appropriate program to the site, ideally somewhere users are 

more likely to experiment with multiple enriched outcomes; and 
•	 To further develop the form with consideration of site-specific character-

istics and environmental impacts.

Aim

To design an environment that will encourage the user to move the body through 
unconventional engagement (Step 6).

Objectives

•	 To further develop architectural form with consideration of enriched 
functional outcomes;

•	 To intentionally produce spaces that have no precise intended use, en-
couraging users to find unconventional ways of inhabiting them; and

•	 To produce architecture that positively impacts the relationship between 
body and building. 

Fig. 2 - Schlemmer’s Triadic Ballet 
costume mash up, by author 11
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Scope, Limitations and Project Outline

The project addresses the problematic concerns of the Modern Movement. By 
studying different design methods, the project aims to overcome the flawed 
methodology of functionalists during this period in order to produce an architec-
tural proposition that does not cater directly to conventional activities but instead 
encourages the exploration of form. 

The theory and analysis of, and experimentation with, such methods take prece-
dence in this project. Illustrations will be studied and applied to the movement of 
dancers in Schlemmer’s Triadic Ballet to produce design tools that will inspire an 
architectural form. To further develop the architectural form, a site and program 
have been selected. Unitec’s Department of Architecture has recently moved from 
B001 to B048. Moving to a smaller building has left students and staff with limited 
space for critiquing, studying and teaching. A multi-functional architectural prop-
osition on the grassy site in front of B048 will provide its inhabitants with more 
freedom to participate in these activities, while engaging in functional exploration.

PROJECT OUTLINE
The aim of the project, however, prioritises the design process as it develops an 
architecture derived from these tools, not programmatic ‘zones’ that accommo-
date specific functions. A design process based on these principles can be applied 
to any architectural project; it aims to diversify the designer’s creative expression 
by analysing and referencing other disciplines in order to produce different design 
tools. 

Fig. 3 - Bauhaus Bühne/Stage Set 
Design by Kurt Schmidt for Oskar 
Schlemmer Class (1924) by Eckner 
Atelier.  
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LIT REVIEW/ RELATIONSHIP Methods
The architectural significance of the human body 
throughout history
This project closely examines the relationship between the body and building, 
and literature on how architecture influences our behaviour is essential to under-
standing this complicated relationship. Historically, literature like the Ten Books 
of Architecture and Architecture of Humanism have guided architects in their 
design decisions. The influence of initial representations of the human body that 
are derived from this literature (e.g. the Vitruvian Man) is evident in Renaissance 
architecture.

The study of Le Corbusier and Ernst Nuefert’s literature is critical to understanding 
the complex paradigms of functionalism and the Modern Movement. Further-
more, the supportive representations of the human body seen in Le Modulor and 
Architects’ Data provide examples of using anthropometric data as design tools 
and, therefore, the architecture and the behavioural responses derived from it. 
Acknowledging designers that transgress against standardised design processes is 
crucial to the development of the project; illustrations by Thomas Carpentier sup-
port similar ideologies to what is expressed here. Additionally, the work of Tschumi 
fundamentally drive the experimental ideas expressed throughout the project. 
Tschumi’s conceptual drawings and literature question unsolved design problems 
we still face today. 

A different representation of the human body; different 
tools
Oskar Schlemmer’s fascination with the body has influenced conceptual moving 
diagrams, creative costume designs and a notable theatrical performance that 
demonstrates in-depth comprehension of the moving body. Schlemmer’s teaching 
process at the Bauhaus revealed elements of expression that contradicted the 
urge to standardise design outcomes expressed by functionalists at the time. His 
work provides a rich foundation that will be further explored in order to produce 
different design tools.

Further developing a formal architectural proposition
The design tools derived from Schlemmer’s work will be utilised throughout the 
design process outlined below. The resulting tools will influence the more signifi-
cant part of the architectural form; however, the selection of the site is essential 
to refining the design into a formal proposition. The site will not dominate design 
decisions, but surrounding elements will impact the outcome. The demographic, 
site gradient, sun orientation, material selection, surrounding vegetation, circula-
tion and views are all factors that will be taken into consideration throughout the 
refinement of the design. 

Enriched behavioural outcome/breaking the habit
A key objective of this project is to produce an architectural form that encourag-
es users to break their habitual behaviour. When designers use design tools that 
accommodate the standardised human form, they prioritise formal outcomes that 
immediately respond to inhabitants’ standardised functional behaviours. By using 
different design tools, the resulting form will instead encourage users to find ways 
to express their creativity through enriched exploration. 

Sou Fujimoto’s ‘cave’ and ‘nest’ type architectural terms demonstrate the author-
ity of architecture. Isabella Ong’s article, “Bad (Habit)at: Architecture as Action 
Forms”, addresses the habitual behavioural response of users. Literature by Karen 
A. Franck identifies the adverse physical effects of such habitual behavioural re-
sponses. 

Fig. 5 - Oskar Schlemmer’s pen 
and ink drawing “Man in Circle of 
Ideas” (1921) 

Fig. 6 - Oskar Schlemmer’s pen 
and ink drawing,. “Figur”. 
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Context research

Literature review 
The relationship between the human figure and archi-
tecture:
The relationship between body and architecture have been significant in our archi-
tectural evolution; architects and theorists have expressed their interpretation of 
this relationship through literature and illustrations. 

Renaissance Architecture
Vitruvius’ Ten Books of Architecture dates between 30 and 15BC; it is the first re-
corded literature of architectural theory. Vitruvius believed that architecture must 
imitate nature; in Book I, he wrote that: 

“Symmetry is a proper agreement between members of the work itself, and 
the relation between the different parts and the whole general scheme, in 
accordance with a certain part selected as standards. Thus, in the human 

body there is a kind of symmetrical harmony between forearm, foot, palm, 
finger and other small parts; and so it is with perfect buildings.” 1 

1  Marcus Vitruvius Pollio, Vitruvius: Ten Books of Architecture, trans. Morris Hicky Morgan. (New 
York: Dover, 1960), pg 14.

Vitruvius describes the relationship between body and building in detail. The 
Greeks refined his theories and invented the three classical orders representing 
proportionate elements based on the human body, namely: Doric, Ionic and Corin-
thians. These philosophies have significantly influenced Classical Architecture.

In The Architecture of Humanism: A Study in the History of Taste, Geoffrey Scott 
describes the relationship between body and architecture as a metaphorical inter-
pretation and writes:

“A metaphor is, by definition, the transcription of one thing into terms of 
another, and this is in fact what the theory under discussion claims. It claims 

that architectural art is the transcription of the body’s states into forms of 
building.” 2 

2  Geoffrey Scott, The Architecture of Humanism: A Study in the History of Taste (W.W. Norton, 1999), 
pg 214.

Fig. 7 -• All images form ArchDaily, article these-
architects-drawings-of-human-figures-offer-an-
insight-into-their-minds?, written by  Rory Stott 
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Personal experiences and knowledge change our perception of things; therefore, 
many different metaphorical conclusions can be derived when referencing the 
human form as a design tool. Scott writes that we must poetically express our own 
beliefs and habits in our architecture; artists may choose to apply their interpre-
tations directly, or indirectly to architectural design. Scott believes that this poetic 
interpretation is the foundation of architecture.3 Additional to our experiences, 
our habits (personal and cultural) are well-thought-out and applied to our designs 
accordingly. Naturally, we design to accommodate habitual behaviour instead of 
challenging it.4 

Renaissance architects, like Leon Battista Alberti, were captivated by their inter-
pretations of the body and expressed these qualities in their work. As a result, 
Renaissance architecture demonstrates the complex proportionate systems noted 
in the human body through carefully designed ornamental elements, such as 
columns and pillars. Proportion, as defined by Quatremere De Quincy, “designates 
the relationship between size or weight, quantity or numbers.”5 Although there is 
a correlation between dimension and proportion, one can exist without the other. 
He further defines proportion as a harmonious relationship between two parts 
that represent necessary relations.6 De Quincy makes the connection between 
proportion and the human body. He writes that, “If all the arts of design share a 
common link, it is particularly the imitation of the body, whose model is under the 
artists’ eyes.”7 De Quincy agrees that it is the artist’s interpretation – or represen-
tation of the human body – that essentially becomes the design tool.

3  Scott, Architecture of Humanism: A Study in the History of Taste, pg 216
4  Scott, Architecture of Humanism: A Study in the History of Taste, pg 219.
5  Quatremère de Quincy, and Samir Younés. The True, the Fictive, and the Real: the Historical Dictio-
nary of Architecture of Quatremère De Quincy (London: Andreas Papadakis, 1999), pg 206. 

6  Quincy, and Younés. True, the Fictive, and the Real: the Historical Dictionary of Architecture of 
Quatremère De Quincy, pg 211. 

7  Quincy, and Younés. True, the Fictive, and the Real: the Historical Dictionary of Architecture of 
Quatremère De Quincy, pg 212.

Renaissance design tools
Vitruvius wrote that proportion expressed in architecture is derived from the 
customs of nature.8 Vitruvius articulates an in-depth description of the human 
form, and the overall proportion and harmony between parts. It is this explanation 
that was later illustrated by Leonardo da Vinci and is now familiarly known as the 
Vitruvian Man. The Vitruvian Man has been an essential tool when considering the 
human form and its qualities. 

Alberti elaborates on the connection between nature and building by giving an 
example; he writes that an animal in nature does not hold itself up or move on an 
odd number of feet and, therefore, structural elements like columns are always 
even-numbered.9 Classical architecture embodies the proportions seen in nature 
by applying the same principles to the aesthetics of buildings.

8  Vitruvius, Ten Books of Architecture, pg 47.
9  Leon Battista Alberti, On the Art of Building in Ten Books, trans. Joseph Rykwert, Neil Leach, Robert 
Tavernor (MIT Press, 1988), pg 65.

Fig. 8 -Leonardo da Vinci’s represen-
tation of the human body; “Vitrvuvi-
an man” (1490) 

Fig. 9 -The Five Orders of Ar-
chitecture, Tuscan, Doric, Ionic, 
Corinthian, and Composite.  
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has equally inspired humanism and functionalism in architecture. Therefore, “an 
attitude towards architecture is maintained that differs in no significant way from 
the 500-year-old tradition of humanism.”11

Eisenman suggests that the pre-industrial application of humanism in architecture 
resulted in a well-balanced relationship between function and form. Industrialisa-
tion interrupted the harmonious relationship between type (form) and program 
(function). Architects faced problematic design paradigms at the time, predomi-
nately when considering methods of mass production. Functional design solutions 
in response to growing concern for the housing crisis took priority, resulting in 
dramatic standardisation of architectural design.12 Eisenman encourages architects 
to move away from the oversimplified formulas of “function follows form” and 
“form follows function”, and insists that designers “should instead allow the two 
factors to evolve alongside each other and use both to define the evolving form of 
the built environment.”13 

11  Peter Eisenman, “Post-functionalism,” Eisenman inside out:selected writings, 1963-1988, (New 
Haven and London: Yale University Press, 2004), pg 85.

12  Eisenman, “Post-functionalism,” pg 86.
13  Bramley, Sarah. “Eisenman- “Post-functionalism” Wordpress, updated October 1, 2010, https://
bramleysarah.wordpress.com/2010/10/01/eisenman-post-functionalism/#:~:text=Eisenman%20dis-
cusses%20the%20critical%20theory,it%20to%20the%20modernist%20period.&text=Functionalism%20
supposedly%20allows%20for%20structures,to%20the%20function%20or%20program.

Modernism
Cultural phenomena come about through political situations. Germans believed 
that World War I would encourage positive social developments, instead it left the 
country in disrepair and its people discouraged. Before the war, German filmmak-
ers, architects, painters, photographers and sculptors exhibited their creativity 
through an expressive subjective style. Expressionism was at its peak during the 
early 1900s. Post-war, the social collapse turned artists to a more objectified, 
realist art style – New Objectivity (Neue Sachlichkeit). New Objectivity was a trend 
that highly influenced Germany between 1922 and 1930.10 

After World War I, there was a high demand for housing. Technological advance-
ments and new construction methods meant further possibility for rapid growth 
and development of the building industry. Inevitably, this demand opened a 
market for affordable housing, built as efficiently as possible. It was the Modern 
Movement that caused a considerable shift in the way we approach design. During 
this transition, functional design took precedent over ornamental design. Studying 
the movement of the human body and our habitual behaviours within architectur-
al space became essential as designers applied this knowledge to accommodate 
inhabitants. 

During the Renaissance, the human body and its proportionate characteristics 
were considered the centre of all things. Functionalists prioritise the interaction 
of the human body with architecture; therefore, the latter must be considered as 
an evolutionary version of humanism rather than its practice. The human form 
10  Serguisz Michalski, New Objectivity, (Spain:Benedikt Taschen, 1994), pg 12.

Fig. 10 -New Objectivity art, Portrait of the Journalist 
Sylvia von Harden, by Otto Dix, 1928 

Fig. 11 -Expressionsim art, Wassily Kandin-
sky, Improvisation 26, 1912 
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Modern architects designed buildings in order to utilise technological advances at 
the time. Blake writes that “the Modern Movement is as inconceivable without 
modern technology as Christianity is without the cross”.14 In Form Follows Fiasco, 
Peter Blake describes this preoccupation as an “obsession” that replaced hand-
crafted, single made objects with the mass production of identical objects. In ar-
chitectural terms, building components were designed and built so that they could 
easily be assembled to satisfy the demands of a fast-growing population.

Blake described Le Corbusier as one of the many architects obsessed with develop-
ing modular systems to maximise efficiency and production rates. All components 
of a home would be prefabricated and assembled in factories, and were eventual-
ly:

“…(S)napped or bolted or zipped together in a jiffy to form neatly finished 
houses or apartment blocks, or schools, factories, offices and so forth, each 

of them a monument to rational building and to the cool art of the ma-
chine.” 15

Modern design tools
In 1936, Ernst Nuefert published a reference book to guide designers when consid-
ering spatial requirements for the user’s needs. Architects’ Data outlines specific 
spatial requirements of the body when situated in day to day circumstances. 
Neufert systematically sought out literature and data in order to produce diagrams 

14  Blake, Form Follows Fiasco, pg 52.
15  Blake, Form Follows Fiasco, pg 52.

of the human body when sitting, standing, lying down, and even carrying particu-
lar objects.16 Neufert’s Architects’ Data is still referenced today when considering 
spatial requirements for architectural programs.

The continuing importance of functional design encourages architects to create 
resources that will assist their design process, as well as guide others. Le Corbusier 
considered the inevitability of these advances leading to standardisation in our 
architecture and derived a new representation of the body, Le Modulor. Mass-pro-
duced housing developments had the potential to lead to neglected architecture; 
therefore, Le Corbusier saw this moment as an opportunity to provide a common 
standard that would uphold quality design outcomes. In The Modulor 2, Le Corbus-
ier wrote that “manufactured and prefabricated goods throughout the world need 
common measure, and that this measure might as well be a harmonious one.”17 
Le Corbusier studied the body, then derived a mathematical system from it; this 
provided designers with a composition that would consider the bodily movement 
and occupancy within an architectural environment. Le Modulor represents an 
illustration based on the human form and function. Le Modulor is considered an 
invaluable design tool which still used today.

16  Ernst Neufert, Architects’ Data, 4th ed., trans. David Sturge (USA: Blackwell Publishing Ltd, 2012), 
pg 26.

17  Le Corbusier, The Modulor 2, trans. Peter De Francia and Anna Bostock (Architecture Daujourdhui, 
1983), pg 115. 

Fig. 12 -Dimensional Basics and 
Relationships, illustrations from 
Architect’s Data  
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Today
Architects highly regard Vitruvius’ three attributes of architecture: firmitas 
(strength), utilitas (utility), and venustas (beauty). Vitruvius writes that:

“Durability will be assured when foundations are carried down to the solid ground 
and materials wisely and liberally selected; convenience, when the arrangement of 
the apartments is faultless and presents no hindrance to use…; and, beauty, when 
the appearance of the work is pleasing and in good taste, and when its users are in 
due proportion according to the correct principles of symmetry.” 18

The body has significantly influenced these points and their evolution over time:

Firmitas – Architecture has referenced measurements derived by the human body 
throughout history. “A foot, a yard of three feet, or the size of a brick as what the 
hand could hold.”19 Franck uses a literal example of how the body, its dimensions 
and physical capabilities have determined appropriate materials in our built en-
vironment. Of course, with technological advancements and the constant refine-
ment and development of materials, we now have more freedom in the industry.

Utilitas – Consideration of program and function is often the starting point for 
architectural projects. This is particularly the case with spaces designed for specific 
programs as required by clients. During the Modern Movement, architects were 
preoccupied with designing to accommodate functional requirements. They de-

18  Vitruvius, Ten Books of Architecture, pg 17.
19  Karen A. Franck “From the Body,” in Architecture from the Inside Out, second ed. (Great Britain: 
Wiley-Academy, 2007), pg 45.

signed sizeable open-plan spaces that could adapt to future programs that did not 
yet exist; in doing this, to the contrary, they disregarded function somewhat. Blake 
writes that: 

“Much of the time, form is nothing more than an educated guess about 
function. Much of the time, for better (but probably for worse) form follows 
the mortgage interest rate. Much of the time, form in modern architecture 

is anti-functional. Much of the time, this may be all to the good.”20

Venustas – We have applied the natural beauty of the proportionate characteris-
tics of the human figure to the aesthetics of architecture; this is particularly clear 
in classical architecture. Geoffrey Scott writes: 

‘(sic) “The renaissance architecture were, in fact, frequently curious to 
found their design upon the human body, or, rather, to understand how 

the human body entered into the current traditions of design. Among their 
sketches may be found some where the proportions of the male form are 

woven into those of an architecture drawing and made to correspond with 
its divisions.” 21

20  Blake, Form Follows Fiasco, pg 28.
21  Scott, Architecture of Humanism: A Study in the History of Taste, pg 220.

Fig. 14 -Le Corbusier’s representation of 
the human body,  Le Modulor (1948) 

Fig. 15 -Le Modulor inhabiting space 
(1946) 
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The relationship between body and building is equally significant in our archi-
tecture today. Franck acknowledges the importance of the body and writes that 
through the body, we orient ourselves in the world. “Here is where our bodies are 
located in space and ‘there’ is some distance from them.”22 Our current archi-
tectural environment prompts further investigation of this relationship in order 
to address the complex paradigms of our time. Architecture has the authority to 
affect our behaviours and moods; therefore, architecture takes responsibility for 
our physical and mental well-being. Eisenman says that 

“We do not have a disciplinary model that suits the students and the para-
digms of today. What is that model? I haven’t the answer, and that’s why I 

teach the past rather than the present because the present is very problem-
atic.” 23

In Architecture from the Inside Out, Karen A. Franck compares our physical 
behaviour to the diets that contribute to our overall health. For example, she 
compares the Western and Indian cultures and their posture differences due 
to squatting. Squatting puts less pressure on the spine, balances the head and 
minimises pressure on the neck muscles. Franck writes that the body is designed 
for movement and thrives on it; our modern sedentary habits put our bodies at 
risk and restrict our movement. If architecture is designed to accommodate basic 
movements, it will result in basic architecture. Through our habitual interaction 

22  Franck, “From the Body,” pg 57.
23  “Peter Eisenman- Time, Space, Existence”, YouTube video. 4:38. “PLANE—SITE,” September 12, 
2019, https://www.youtube.com/watch?v=ZNgv2hD4FWI, 1:07. 

with architecture, we see a door and understand its meaning and purpose; the 
form encourages a very familiar function. “Architecture does not merely suggest 
movement; it frequently choreographs it, encouraging us to move in particular 
ways, adopting particular positions, sometimes quite insistently.”24 We are more 
aware of the physical deterioration of our posture and mobility due to everyday 
habitual behaviour, as we are more aware of our mental health. We now question 
our surroundings and take note of the positive and negative effects they have on 
our wellbeing. 

Social, cultural and political events are responsible for the evolution of architec-
tural styles. The interpretation of the human body has changed and influenced 
different representations of it. Designers have acknowledged the importance 
of this development as it responds to the problems they face at the time. The 
representations of the human body, therefore, our design tools, must continue to 
evolve as we face developing problems in our society. Currently, our architecture 
accommodates unhealthy habitual reaction from the inhabitants. Should wellbeing 
be the fourth attribute we consider alongside firmitas, utilitas and venustas?

Design tools today
Architects concern themselves with the human figure and its spatial requirements. 
We design space and form to accommodate our habits, often resulting in a pre-
dictable outcome. When the representation of the human figure is reconsidered, 
different design tools can be developed to inspire unique architectural outcomes 
and, therefore, inspire unconventional behavioural outcomes. Thomas Carpentier 
questions standardised design tools and produce illustrations that better reflect 
the diversities and unique characteristics of the human figure.25 Carpentier sug-
gests that a deformed representation of the human body can be used as a valuable 
design tool to inspire notable architectural outcomes.

24  Franck, “From the Body,” pg 57.
25  Thomas Carpentier, “Measure(s) of Man: Architects’ Data Add-on,” Thomas Carpentier (portfolio), 
Oct, 2020 https://www.thomascarpentier.com/Measure-s-of-Man-Architects-Data-Add-on

Fig. 16 -Thomas Carpentier’s “Measure(s) 
of Man: Architects’ Data Add-on” (2011) 

Fig. 17 -Thomas Carpentier’s deconstruct-
ed“Modulor” figures (2011) 

Fig. 18 -Thomas Carpentier’s adapt-
ed Vitruvian man, “The New Stan-
dard” (2011) 
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Different means of Architectural illustration
When discussing the Fundamental Principles of Architecture, Vitruvius writes 
that ground plans, elevations and perspective drawings can be used to express 
architecture.26 He outlines conventional architectural drawings and what these 
drawings must include. However, classical architectural drawings fail to represent 
human figures that inhabit the space.

Architectural plans describe the nature of human relationships, and doors, 
windows and stairs are introduced to divide, and then re-unite spaces. There-
fore, plans essentially trace the inhabitants’ movement – or possible movements 
– within the space. In Translations from drawing to building: Figures, Doors and 
Passages, Robin Evans suggests even the most elaborate illustrations of buildings 
in plan fail to show the human figures that will occupy them. He suggests that 
when human figures do appear, they represent “emblems” instead of “substantial 
creatures.”27 Architectural drawings merely suggest the movement of inhabitants 
based on standardised characteristics of the human body and habitual behaviour. 
When we examine other disciplines, like photography and painting, we see an 
extension of rich behaviours where human figures have intense interactions with 
form and one another. 

“Take the portrayal of human figures and take house plans from a given 
time and place: look at them together as evidence of a way of life, and the 

coupling between everyday conduct and architectural organisation may 
become more lucid.”28

During the Renaissance, bodies in space dominated painting, expressing the psy-
chological relationships between body and building that conventional architectural 
drawings failed to represent. Evans references the painting of Madonna dell’Im-
27  Robin Evans, Translations from drawing to building (London, Architectural Association Publications, 
1997), pg 57.

pannata by Raphael and discusses how painting illustrates the connection between 
figures and spaces in a way that is sometimes not represented well enough in 
architecture. When figures are present, their human relationships through body 
language is not always clearly shown.29 

Applying different methods of analysis and illustration can enrich an architect’s 
design process and, therefore, the forms that process inspires. 

“By stepping away from the norm, Giotto attempted to demonstrate the full 
potential of his imagination. The lucid projection restricts the freedom of 

expression through its rules, projector lines and conformities; therefore the 
only way to release drawing from its restrictions is for the architect to ‘lose 

control’ of it.”30

Architects must consider applying the principles of other disciplines, like painting, 
sculpture, photography and dance, to architectural illustration to demonstrate the 
essence of the body and how it moves in space.

An example of such illustrations is seen in Labanotation, a 2-dimensional system 
developed by Rudolf Laban in the 1920s. Labanotation is used as a language be-
tween choreographer and dancer; a system that geometrically records movement 
on stage. This study of movement can be applied to the development of architec-
tural concepts. 
29  Evans, Translations from drawing to building, pg 59.
30  Galicheva, Anastasia. “Organisation of Body and Space in Drawings by William Forsythe and Daniel 
Libeskind,” anastasiagalicheva.com (blog), June 15, 2020.

Fig. 19 -Madonna dell’Impannata by Rapha-
el, 1514 

Fig. 20 -Santa Maria in Porto Altarpiece, 
by Ercole De’ Roberti, 1480 
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“Movement is, so to speak, living architecture – living in the sense of chang-
ing emplacements as well as changing cohesion. The architecture is created 
by human movements and is made up of pathways tracing shapes in space 

[which] we may call ‘trace-forms’.”31

Laban made it possible for dancers and choreographers to communicate move-
ment through illustrati ve means, using a unique representati on of the human form 
through diagrams to indicate the directi on and movement of dancers. 

Willam Forsythe reinvented the notati onal system by illustrati ng movement 
coming from anywhere in the body. Forsythe visually illustrates the constricti on 
of a line with a verti cal or horizontal slide in his Forsythe’s CD-ROM Improvisati on 
Technologies. Rather than propose a direct instructi on, Forsythe’s abstract illustra-
ti on represents an idea. There is a direct correlati on between movement in dance 
and movement in architecture. Anastasia Galicheva writes that: 

“Abstracti on drawings enable the architect to capture an event within a 
space: the architectural concept in relati on to the spati al experience. Archi-
tects oft en turn to other art disciplines, such as dance, to att ain the skill of 

capturing a physical event within the form of notati on.”32

31  Steven Spier, ”Dancing and drawing, choreography and architecture,” The Journal of Architecture, 
(2005) DOI: 10.1080/13602360500285401

32  Galicheva, “Organisati on of Body and Space in Drawings by William Forsythe and Daniel Libes-
kind.”

Tschumi suggests that conventi onal architectural drawings communicate limited 
informati on; these drawings demonstrate nothing about sound, smell, touch or 
the movement of bodies through space. Tschumi studies other disciplines, like 
screenplays and diagrams of dance, in order to communicate movement in archi-
tectural drawings. Tschumi believes that “You are drawn to the interrelated nature 
of space and movement, as movement defi nes and refi nes space and our percep-
ti ons of it”.33

Tschumi’s Manhatt an Transcripts outlines a unique process that results in a dia-
grammati c display of what Tschumi describes as scenes, encompassing real places 
and real acti ons. These scenes identi fy program and functi on through ‘witnessed’ 
events. 

“Their explicit purpose is to transcribe things normally removed from 
conventi onal architectural representati on, namely the complex relati onship 
between space and their use; between the set and the script; between ‘type’ 

and ‘program’ between objects and events.” 34

33  Bernard Tschumi, Architecture Concepts: Red is not a Color, (USA: Rizzoli Internati onal Publicati ons 
Inc., 2012), pg 20.

34  Bernard Tschumi, The Manhatt an Transcripts, (London: Academy Editi ons, 1994), pg 7.

Fig. 21 -Three examples of Rudolf Laban’s labanotati on 
measures: Changing levels on both feet, walking forward in 
high level, and walking forward in middle and low levels.

Fig. 22 -Rudolf Laban presenti ng his notati on sys-
tem(1928)

Fig. 23 -Sketch of ‘Loss of Small Detail’ (1991) from William 
Forsythe’s notebook (1990) Fig. 24 -Overlapped sti lls from the dance Singerland, 

choreographed by William Forsythe. 
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He does not mean to represent or mimic scenes or actions. Instead, he aims to 
identify and isolate elements of interest and then displays them in fragments, 
deconstructing the scene before transforming it. He considers three levels of real-
ity, namely: a world of objects (such as maps, plans and photographs); a world of 
movement (this can be considered as choreographed dancing or sports); finally, a 
world of events (where he identifies the relevant sociological occurrence).35

The three moments outlined above must be considered as interchangeable, as the 
relationship between the three is what will result in an architectural experience. 
Tschumi outlines that the Transcripts go beyond what is necessary for survival and 
production, but favours what is often considered “unproductive or negative; lux-
ury, mourning, wards, cults; the construction of sumptuous monumental games, 
spectacles, arts; perverse sexual activity.”36 Tschumi’s drawings convey elements 
and actions that make up architectural experiences, rather than merely conveying 
information of a construction project like conventional architectural drawings do.

Logic of form is identified as internal consideration, where the logical use of that 
form is identified as external. Tschumi uses this method of analysis as a tool to 
promote an experimental outcome that addresses the three moments identified 
(objects, movement, and events). The Transcripts are defined as a work in prog-
ress that will later become more precise: “the search for new tools always passed 
through uncertainties, intuitions, and shortcuts that, while accelerating certain 
35  Tschumi, Manhattan Transcripts, pg 8.
36  Tschumi, Manhattan Transcripts, pg 8.

discoveries, often hamper conceptual rigour.”37 He writes that this type of anal-
ysis will result in a proposal that concentrates on the architectural experience, 
outlining that architects often reduce their logic through conventional means of 
illustration like drawing plans, elevations, sections, axonometric and perspectives. 
Tschumi states that “the limit(s) of my language are the limits of my world”.38 
Therefore, architects must explore more fruitful ways of illustrating their architec-
tural works.

Tschumi defines a movement notation as an:

“(E)xtension from the drawn conventions of choreography; it attempts to 
eliminate the preconceived meaning given to particular actions in order to 

concentrate on their spatial effects: the movement of bodies in space (danc-
ers, football players, acrobats).” 39 

Users do not move from one place to another without assuming a bodily rhythm; 
this movement is not represented through conventional architectural drawings. 
Tschumi believes that there is no architecture without events, actions and move-
ment; his drawings show that it is possible to “organise architectural drawings as a 
movement sequence”.40

37  Tschumi, Manhattan Transcripts, pg 9.
38  Tschumi, Manhattan Transcripts, pg 9.
39  Tschumi, Architecture Concepts: Red is not a Color, pg 63.
40  Tschumi, Architecture Concepts: Red is not a Color, pg 67.

Fig. 26 -Bernard Tschumi’s concept 
development as illustrated in Manhattan 
Transcripts (1981) 

Fig. 27 -Bernard Tschumi’s three ‘worlds’ 
illustrated in Manhattan Transcripts, 
object, movement and event. (1981) 
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“The notation was also intended to document those aspects that had until 
then not been foregrounded in architecture, that is the movement of bodies 

in space, action, conflict.”41

Architectural drawings are not merely technical drawings illustrated in order to 
support the construction process; architectural drawings are considered art pieces, 
often celebrated in galleries and museums. Eisenman and Tschumi’s design pro-
cesses are often compared. Tschumi is not concerned with technological or eco-
nomic advancements, or spatial arrangements based on the functional organisa-
tion.42 Drawings by Tschumi and Eisenman exhibit the complexities of their design 
processes, supported with literature that further supports the integrities of their 
architectural propositions. Therefore, their work and supportive design processes 
have been exemplary throughout the progression of this project.

In Architectural Bodies, Arie Graafland suggests that there is no finality to Eisen-
man’s design process, as he reversed the traditional methods of conceptualising 
architecture. The designs of House I-X are a result of Eisenman’s unconventional 
process; his design decisions are communicated through illustrative drawings, 
supported by descriptive texts. The transformations between drawings show a 
linear decomposition.43 Graafland writes that following Eisenman’s process would 
be impossible, be it not for the texts that support his illustrations, emphasising 
the importance of the relationship between text and drawing. The impracticality 
of Eisenman’s constructed projects begs the following questions: Is Eisenman an 
architect or an architectural theorist? Does Eisenman produce art or architecture? 
His methodology questions conventional architecture and formulates necessary 
debates on the flaws of Modern Architecture. The problems Eisenman addresses 
through his research have remained architectural. Therefore, Graafland writes that 
Eisenman’s work sits somewhere in between art and architecture. 

41  Migarou, Bernard Tschumi Architecture: Concept and Notation, pg 75.
42  Arie Graafland, Architectural Bodies (Rotterdam: OIO Publishers, 1996), pg 68.
43  Graafland, Architectural Bodies, pg 73.

When considering new design tools, the human body can be represented through 
a wide range of different illustrative methods. As architects, we must push the 
boundaries of conventional drawing to inspire creative thinking. Artists often 
compose their work at a 1:1 scale. Painters and sculptors intimately construct their 
work, applying layers as they consider textures, scale and overall compositions. 
Architects face the difficulty of designing on a vast scale while considering intimate 
spatial relationships between body and building. Architectural drawing is consid-
ered to be the primary method of illustration, for both conceptual and technical 
interpretation.44 When it comes to an architectural vision becoming a reality, tech-
nical illustration is necessary to establish a common language between designer 
and consultants to ensure regulations are met, and, that building methods can re-
alistically be applied. However, the creative process of an architectural concept can 
be presented in any way possible. Methods of architectural illustration outlined 
here will be considered when analysing, documenting and referencing the move-
ment of dancers in Schlemmer’s Triadic Ballet in order to develop tools that can be 
used to produce an architectural form.

44  Galicheva, “Organisation of Body and Space in Drawings by William Forsythe and Daniel Libeskind”. 

Fig. 28 -Peter Eisenman, Study-sketches, House VI 

Fig. 29 -Peter Eisenman’s House VI Study 
for the anchor points 

Fig. 30 - Peter Eisenman’s, House VI of 
Cornwall, Connecticut 1972-1975 

Fig. 31 -House VI, the beams are a 
purely aesthetic function 
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Oskar Schlemmer
With their obsession of “purpose-orientated design”, Bauhaus considerably 
reduced the unique elements expressed within individual arts.45 In 1919, Walter 
Gropius was appointed head of a new school in Weimar, Germany. Gropius’ inten-
tion with Bauhaus was to create a guild of artisans without any barrier between 
craftsman and artist by embracing the principles of architecture, sculpture and 
painting into one unity.46 Bauhaus’ design objectives prioritised standardisation, 
function, clarity and precision.47

Schlemmer was the Master of Form at Bauhaus responsible for theatre between 
1923 – 1929. Schlemmer was fascinated with the human body and how it moves; 
this was evident in his work as a sculptor and his abstract drawings. Schlemmer 
based his designs on the notion of the human body and the space it occupies. He 
taught human form as art, science and spirit. When directing the Triadic (Tria-
disches) Ballet, Schlemmer explored the possibilities of his dancers on stage and 
designed a fascinating range of costumes and choreography for the performance.48

45  Michalski, New Objectivity, pg 13.
46  Walter Gropius, “New Beginnings” in Bauhaus: Art as Life, ed. (Koenig Books, 2012), pg 15.
47  Marcia F. Feuerstein, “Body and Building inside the Bauhaus’s Darker Side: On Oskar Schlemmer” 
in Body and Building: Essays on the Changing Relation of Body and Architecture, ed. George Dodds, 
Robert Tavernor. 258-268. (London:The MIT Press, 2005), pg 228.

48  Gropius, “New Beginnings,” pg, 191.

The word triadic refers to a set of three. The ballet had three stages: the first part 
was a serene-burlesque performance on a lemon-pink stage (YS); the second was 
on a pink stage (PS) and had a festive-carried theme; the third theme was mysti-
cal-fantasy on a black stage (BS). Although there were 12 dances, there were no 
more than three dancers on stage at any given time; two female and one male. 
As with most work produced by Bauhaus, the costumes strongly referenced three 
main geometrical shapes, namely the triangle, the square and the circle. 

Costumes determine the dancers’ movements, just as architecture determines 
the behaviour of the user. Schlemmer evoked a different type of dance for the 
ballet by giving the performers costumes that were considered restrictive. By 
doing this, he encouraged the dancers to find new ways to move and introduce 
specific movements appropriate to their surroundings. Schlemmer was prompting 
a different kind of movement and behaviour from the dancers. Even though the 
costumes sometimes limited dancer mobility, they also “served to heighten the 
visibility of the pose and to metamorphose the human figure into a sculptural form 
in space”.49 Schlemmer’s methodology is in line with the aims and objectives of 
this project.

49  Gropius, “New Beginnings,” pg, 192.

Fig. 32 -Oskar Schlemmer’s 
“Two Profiles to the Left, One 
to the Right” (1920) 

Fig. 34 -Oskar Schlemmer’s 
“The Two Solemn Tragedians 
(Die Beiden Pathetiker 
noted as a working drawing. 

Fig. 33 -Oskar Schlemmer’s 
“Concentric Group” (1921) 

Fig. 35 -Oskar Schlemmer’s 
“Abstract Figure” (1923) 

Fig. 36 -Oskar Schlemmer’s 
“Bauhaus Stairway”(1932) 
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Schlemmer’s design process started with his illustration and reference of the 
Vordruck (form). The dimensions of the male body and its proportions were refer-
enced at the beginning of his costume designs. The idea of the Vorduck goes hand 
in hand with Bauhaus’ principles of universal standardisation for the sake of func-
tionalism. The Vorduck was Schlemmer’s standardised canon of the human form 
that he later developed into four ‘clothed’ figures, each representing a unique 
interpretation of spatial occupancy and laws. These four figures can be considered 
an extension of the standardised Vordruck form, or as Schlemmer’s representa-
tions of the human form. Based on the two aspects of body and costume, four 
shapes were drawn, showing an external layer.50

The four shapes derived were as follows:

•	 “Ambulant Architecture” is a special-cubical construction of laws of the 
surrounding cubical space, transferred to the human shape. It is a cubic 
model that has a large mass over a small base. Marcia F. Feuerstein de-
fines this illustration as “compressed, bound, architectural like body”.

•	 “Marionette” is based on his studies of human joints, and therefore 
human movement.

•	 “Technical Organism” represents direction, rotation, and intersection of 
space.

•	 “Dematerialisation” costume represents the expressed metaphysical 
forms that represent the relationship between the human form and the 
costume itself.

50  Feuerstein, “Body and Building inside the Bauhaus’s Darker Side: On Oskar Schlemmer”, pg 230.

These four primary outcomes were enriched versions of the Vordruck. They were 
not standardised illustrations of the body. These expanded representations did 
not share the characteristics of standard design tools used at Bauhaus; they were 
a starting point for further creative development and expression, not merely func-
tional, efficient design outcomes. Schlemmer represents distinct shapes inspired 
by these movement patterns. 

“Schlemmer designed these costume types through a process of hollowing 
out and piecing together various elements, which were then inhabited by 
human bodies that enacted the order or statues; that the costume type 
implied…. Each of Schlemmer’s theoretical body-costumes resulted in a 

perceivable space that was constructed by virtue of the moving costume. 
The four bodies replicated (rather than imitated) these body-based forces as 

space-making types.” 51 

51  Feuerstein, “Body and Building inside the Bauhaus’s Darker Side: On Oskar Schlemmer”, pg 232.

Fig. 37 -Oskar Schlemmer’s “Trans-
formative possibilities of costume” 

Fig. 38 -Oskar Schlemmer’s “Skeletal 
System within Vordruck 

Fig. 39 -Oskar Schlemmer, Hausbau, 
Bauhaus, 1923. 
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The four figures demonstrate the possible movements of dancers in the costumes 
they inspire; these figures can be considered as movement notations. Schlemmer’s 
costumes were often considered in sculptural terms. 

“These geometric, constructivist-inspired figures were an embodiment of 
the modern industrial world, invoking machines and technology.”52

Schlemmer worked mostly on theatre during his time with Bauhaus. However, he 
did apply this theory to an exhibit house in Weimar, named Hausbau Bauhaus.53 
Costume, architecture, body, and space were dynamic and inextricably linked 
for Schlemmer. Moreover, his theory of the relationship of the human body and 
costume is no less a theory of the relation of body and architecture.54 The Haus-
bau Bauhaus was a proposal displayed at the 1923 Bauhaus exhibition. Although 
the house was never fully developed, the few drawings of the dwelling shows 
Schlemmer’s incorporation of the human body in more than one proposition. He 
proposes a strong internal/external relationship between user and architecture, 
resulting in an architectural proposition that thoroughly considers the engagement 
of architecture and the human bodies that inhabit it. 

52  Gropius, “New Beginnings”, pg 191.
53  Feuerstein, “Body and Building inside the Bauhaus’s Darker Side: On Oskar Schlemmer”, pg 229.
54  Feuerstein, “Body and Building inside the Bauhaus’s Darker Side: On Oskar Schlemmer”, pg 229.

The name Hausbau Bauhaus means to dwell, to live, to house. Human figures are 
scattered throughout the architectural drawing; showing the users that occupy 
the building, but also referencing the human body as columns, in portraits and 
sculpture. 

“Like his costumed dancers, they are compressed and expanded, gesturing 
at and to the building. They are codependent. It is curious that both the 

house and the bodies that populate the scene share unknown and unfore-
seen foundations that have nothing to do with either bodies or buildings. 
Rather, they grow from Schlemmer’s proposal for a house was no less a 

representation of human interaction.” 55

55  Feuerstein, “Body and Building inside the Bauhaus’s Darker Side: On Oskar Schlemmer”, pg 235.

Fig. 40 -Schlemmer’s drawings from Man by Oskar 
Schlemmer, published by The MIT Press 1971 
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Program
Functionalists endeavour to design buildings that can easily be repurposed for 
different programs in the future, often programs that did not yet exist. The cost 
of new construction is greater than the cost of recycling buildings; therefore, 
repurposing is more economically viable.56 In Blake’s opinion, buildings that have 
been recycled and repurposed often serve their new functions well, if not better 
than they did before.57 Architecture is limited when designing an eternally flexible 
space. A logical design approach is to minimise columns to create vast open spaces 
that can be repurposed later. Blake compares this problematic design task to other 
industries and writes “but I wonder if anyone in his right mind working in the area 
of transportation technology, say, would seriously consider designing a vehicle that 
could roll, swim, and fly with equal ease.”58 

Tschumi admires repurposed buildings, pointing out that many buildings in New 
York City appear to be one thing, but are another. One single building may be 
successfully repurposed as a church, a nightclub, a storage barn, a pizzeria, and a 
shopping mall in its lifetime.59 Functionalists want to produce efficient spaces that 
can be mass-produced in order to keep up with growing demands. Additionally, 
these standardised spaces must be easily repurposed for future programs that do 
not yet exist. If form is adaptable to new programs, even programs that do not yet 
exist, why do functionalists endlessly aim to create architecture that is dominated 
by its function? 

56  Blake, Form Follows Fiasco, pg 22.
57  Blake, Form Follows Fiasco, pg 22.
58  Blake, Form Follows Fiasco, pg 28.
59  Tschumi, Architecture Concepts: Red is not a Color, pg 191.

“The problem that the Modern Movement really wants to solve, judging 
by its performance to date, is the infuriating anatomy of the human race: 
nothing, dammit, is going to function- Bauhaus wise- unless all men are 
redesigned as cubes, and all women redesigned as spheres. Once that is 

accomplished, everything else will fall into place with a barely audible clock- 
and the solution will then become the problem.” 60

In Architecture Concepts: Red is Not a Color, Tschumi writes that “Architecture was 
reduced to a list of predictable rules and styles”, pointing out that generations of 
educators have presented architecture as a problem with a solution. Modernists 
consider themselves to be problem solvers; they produce standardised design 
tools like Le Modulor to mass-produce an architecture that responds to users’ im-
mediate needs. Tschumi challenges architects’ conventional approach of designing 
specific zones, like dining rooms, bedrooms and bathrooms, as we assume the 
requirements for such spaces based on social preconceptions. “The given square 
feet of a program appears as a symptom of social preconceptions about housing, 
never as a cause for designing appropriate spaces for living.”61 Tschumi rejects 
these preconceptions on spatial demands and requirements, encouraging design-
ers to engage with other disciplines, including dance, film, fireworks and sports.

Evans suggests that “the desire for the shelter, privacy, comfort and independence 
that a house can provide, are familiar the world over”. Since the conception of 
the Primitive Hut, inhabitants of architecture have shared a universal need for 
these qualities. However, these needs have continuously evolved, influencing 
the requirements of our architectural spaces.62 For example, traditionally, rooms 
with multiple openings were adequate, but are now considered disruptive and 
inconvenient for the user. Tschumi writes that corridors were not considered 
necessary before the sixteenth century because people simply walked from one 
room to another. The introduction of corridors allowed servers to go about their 
daily business without being disruptive to the ladies and gentlemen they served.63 
The corridor was unnecessary until culture and society expressed a need for more 
privacy.64 Architecture evolves to accommodate social requirements; therefore, we 
must not obsess over the program to the point of neglecting form.

60  Blake, Form Follows Fiasco, pg 114.
61  Tschumi, Architecture Concepts: Red is not a Color, pg 54.
62  Evans, Translations from drawing to building, pg 56.
63  Evans, Translations from drawing to building, pg 82.
64  Tschumi, Architecture Concepts: Red is not a Color, pg 53.

Fig. 41 -Kuleshov effect, 1920 

Fig. 42 -Tschumi’s defined 
three possible relationships 
between space and its use 
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“There is surely another kind of architecture that would seek to give full 
play to the things that have been so carefully masked by its anti-type; an 

architecture arising out of the deep fascination that draws people towards 
others; and architecture that recognises passion, carnality and sociality.” 65

Furniture design during the Modern Movement represented much creative expres-
sion. Modern furniture became an essential aspect of architectural design and was 
situated comfortably in the open-plan spaces modern architects were designing at 
the time.66 Blake critically addresses the physical discomfort caused by this type of 
furniture, including the textures, industrial fixings (bolts, steel springs, clips), and 
the way they hold the human frame as he describes Le Corbusier and Charlotte 
Perriand’s chromium-plate chair design. Blake writes that the Modern Movement’s 
love-hate relationship with human anatomy had reached a climactic crisis, and 
Gerrit Rietveld’s Zig-Zag chair must have presumably been designed for ‘zig-zag’ 
men and women. Modern design aims to standardise and efficiently produce visu-
ally delightful products for the growing population. Blake identifies a contradiction 
between the over consideration of minimalism and how it has influenced design-
ers to disregard the human body and its relationship with form.

65  Evans, Translations from drawing to building, pg 90.
66  Blake, Form Follows Fiasco, pg 136.

In the early 1900s, Russian filmmaker Lev Kuleshov, experimented with a photo 
montage. He showed his audience an image of a man with a still expression beside 
three images: a girl in a coffin, a bowl of soup and a beautiful woman. Kuleshov’s 
audience interpreted different expressions in the man’s face when associated with 
the second image. They perceived sadness, hunger and lust. Tschumi compares 
the ‘Kuleshov effect’ to architecture and program. Tschumi disagrees with func-
tionalists and writes that ‘good architecture’ does not need to cater to specific 
functional needs, and program and architecture do not have a cause and effect 
relationship. 

“Architecture is like the motionless face. What happens in or around it is the 
bowl of soup or little girl. The juxtaposition of the two affects their respec-

tive reality and interpretation.”67

67  Tschumi, Architecture Concepts: Red is not a Color, pg 189.

Fig. 43 -Gerrit Rietveld’s Zig-
Zag Chair,1934 
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Sou Fujimoto has established two types of architectural spaces:

The ‘Nest’ Architecture: Nest-type architecture responds to the program directly. 
This design strategy prioritises an environment that influences its inhabitants to 
make use of the space in a specific way. The architecture here is controlled, and 
users habitually experience the space as intended.

The ‘Cave’ Architecture: Fujimoto identifies this type of architecture as an adapt-
able space that provides inhabitants with a flexible platform that inspires uncon-
ventional activities. The architecture produced in this project will have cave-type 
attributes.

He considers nest-type architecture as a space that has been specifically designed 
for human habitation, a space that considers function first. Cave type architecture 
is a naturally formed space, where inhabitants must alter their behaviour in order 
to experience the space. This form is independent of function. Cave-type architec-
ture has no established boundaries and does not immediately direct the users that 
inhabit it. Instead, inhabitants of such undefined spaces must consider the possi-
bilities of the form in order to interact with it. Therefore, the relationship between 
the body and cave-type architecture is unique between users.68 Due to the endless 
possibilities of enriched outcomes, cave-type architecture can be multi-use spaces 
that can be readapted to many programs. Fujimoto applies this cave-type ideology 
to most of his architectural projects, including the Final Wooden House, House NA 
and the Serpentine Pavilion. The Serpentine is made up of linear forms, creating 
spaces that have no prescribed routes or spaces; therefore, it can be individually 
interpreted and utilised by users. 

“When we inhabit or navigate an undefined space, we seem to naturally 
become aware of the body as we search for ways to adapt and utilise the 

space.”69 

68  Rion Willard, “Primitive future: The Improvised spaces of Sou Fujimoto”, This is Real Architecture 
(blog), Aug 13, 2012. http://thisisrealarchitecture.blogspot.com/2012/08/primitive-future-impro-
vised-spaces-of.html

69  Willard, “Primitive future: The Improvised spaces of Sou Fujimoto”.

Tschumi suggests that programs fall into three categories:

Indifference: when space is capable of accommodating a variety of different activi-
ties; i.e. the battalion marches on the fields.

Reciprocity: when space is made perfectly functional, where sequences of events 
reinforce each other; i.e. the skater skates on the skating rink.

Conflict: when space appears incompatible with the intended use; i.e. the battalion 
skates on the tightrope.

If the architect predetermines the program of a space, they do not necessarily 
predetermine the activity that takes place there. Tschumi argues that a sequence 
of events does not depend on a sequence of space. Events can enforce, accom-
modate, or conflict with a space and its intended program; therefore, we must 
consider form over program. 

“Hence, instead of serving as a simple translator of a client’s needs, an 
architecture can also propose unexpected uses for built structures.” 70

70  Migarou, Bernard Tschumi Architecture: Concept and Notation, pg 119.

Fig. 44 -Sou Fujimoto, House 
NA, 2011 

Fig. 45 -Sou Fujimoto, Sepren-
tine Pavillion, 2013 
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Movement & behaviour
Architectural form (not program) strongly influences the behaviour that takes 
place within it. Scott defines architecture as a combination of light and shade, 
space, of masses and lines. He provides an example and explains how the ‘line’ 
visually presented in architecture informs us to move by first following it with our 
eyes. This movement then becomes a gesture. “For our own movements are the 
simplest, the most instinctive, and the most universal forms of expression that 
we know.”71 Architecture has the ability to inspire movement, gesture and even 
control mood. “He controls the path of the eye; the path we follow is our move-
ment; movement determines our mood.”72 Architectural program determines the 
function of space; architectural form determines the movement in space.

Scott proposes that architecture should produce a “physical experience of easy 
movement in space”.73 This project aims to provide users with a physical experi-
ence that is not programmatically habitual but innovative and rich. His explanation 
of how we move through architecture and how light, shade, space, masses and 
lines can influence emotional auras and mood changes is essential to understand-
ing how architecture directly affects the user.

Our experience with the physical world regulates a standard that often deter-
mines our actions. Physically, emotionally, intellectually and physiologically, Franck 
believes that the world we inhabit has always started with our bodies. We are 
always (even unintentionally) reacting to our environment. “And we may rediscov-

71  Scott, Architecture of Humanism: A Study in the History of Taste, pg, 222.
72  Scott, Architecture of Humanism: A Study in the History of Taste, pg, 223.
73  Scott, Architecture of Humanism: A Study in the History of Taste, pg, 224.

er how much architecture, at many different scales, can support and enhance the 
activities and experiences of everyday life.”74 Cultures have different customs that 
require different movements and interaction with the given form. From a young 
age, we learn traditional ways of going about day-to-day tasks and continue to 
carry out these tasks mindlessly. 

Habit is a repetitive reaction to mundane tasks we encounter regularly. We 
perform habitual acts with no awareness and little cogitation in order to make 
decisions quickly. Our days are made up of these habitual interactions with objects 
and space; our bodies automatically respond with familiar physical actions. Our 
habits are turning us into automatic bodies.75 Isabella Ong’s article, “Bad (Habit)
at: Architecture as Action Forms”, critically addresses our surrounding spaces and 
objects that subconsciously encourage us to behave habitually. Ong discusses the 
influence of architectural space on our behaviours, and suggests that in order to 
break our habitual response, “we must design spaces that provoke the body into 
better and more actions”.76 Our environment has been designed to accommodate 
the standard human figure and its conventional activities. Therefore, the inter-
action with our environment is pre-programmed. An object or space has endless 
possibilities for interaction; however, when confronted with similar situations, we 
naturally respond with the same habitual actions. 

74  Franck “From the Body”, pg 45.
75  Isabella Ong. “Bad (Habit)at: Architecture as Action Forms”. Interactive Architecture Lab. February 
04, 2019. Accessed August 14, 2019. http://www.interactivearchitecture.org/bad-habitat-architec-
ture-as-action-forms.html

76  Ong, “Bad (Habit)at: Architecture as Action Forms”.

Fig. 46 -Bruno Munari’s “Seek-
ing Comfort in an Uncomfort-
able Chair”(1944)  
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“Infants, on the other hand, continuously exhibit the phenomenon of seeing 
anew, or neophilia – the love of novelty, the new and the unfamiliar. We, 

with our dulled and conditioned minds, should learn from infants and their 
delight, surprise and wonder that arises from their virginal seeing.”77

In the Eyes of the Skin, Juhani Pallasmaa writes that our behaviour comes from 
memory and compares our interaction with space to our skills. He suggests that 
skills were learned through a sequence of movement, not by literature and theory. 
Modern architectural theory tends to regard architecture as material objects 
rather than platforms for interaction and experience. Pallasmaa suggests that 
this basic architecture can be described with nouns, not verbs. He writes “the 
act of entering, and not simply the visual design of the door; of looking in or out 
of a window, rather than the window itself as a material object; or of occupying 
a sphere of warmth, rather than the fireplace as an object of visual design.”78 
There is a disassociation between function and form; therefore, architecture must 
be conceptualised in terms of actions over physical features in order to provoke 
non-habitual behaviours.

As outlined above, architecture initiates, directs and organises behaviour and 
movement; therefore, architecture can affect our mental and physical well-be-
ing.79 Ong presents Bruno Munari’s project, Seeking Comfort in an Uncomfortable 
Chair, as an example of how we can resist the urge to interact with form habitually. 
Munari exhibits many enriched behavioural responses to a standard object we 
interact with daily. The conventional way of sitting in a chair limits the physical and 
mental potential of the experience, when the outcome can be a rich, diverse one, 
as shown in the image.80

77  Ong, “Bad (Habit)at: Architecture as Action Forms”.
78  Juhani Pallasmaa, The Eyes of the Skin (England: John Wiley & Sons), 2005, pg 68.
79  Pallasmaa, Eyes of the Skin, pg, 67.
80  Ong, “Bad (Habit)at: Architecture as Action Forms”. 

Bruce Mclean’s 1971 Pose Work for Plinths 3 is another example of how form can 
influence a wide range of different interactions. The plinths were inhabited in 
many different ways, showcasing the endless possibilities surrounding the form. 
This project is what got Mclean interested in human behaviour. Later he started 
a “pose band” where, instead of playing instruments, he and his students would 
simply pose. Although the composition is considered a simple form, it has the 
potential to result in a wide variety of enriched behavioural outcomes. Mclean 
admits this project made him interested in architecture and how bodies behave in 
different spaces.81

Neufert writes that architects “must understand the relationships of the size of the 
limbs of a healthy human being and how much space a person occupies in various 
postures and in movement.”82 As previously outlined, Architects’ Data illustrates 
a vast number of diagrams representing the relationship between object and 
body; for example, how users may occupy a standard chair, bathtub, or table. The 
diagrams indicate a conventional interaction with objects. The designer produces 
a form that accommodates the body’s mobility. The user then utilises the shape of 
the chair according to their body’s mobility. When referencing these diagrams, de-
signers intentionally produce objects that accommodate the habitual behavioural 
response of the user. For example, nowhere in Architects’ Data does Neufert illus-
trate unique interactions with a chair like Munari does. 

81  Bruce Mclean, “Bruce Mclean’s best photograph:fun with three plinths the Tate forgot to take 
back”. Interview by Karin Andreasson. The Guardian, April, 2016 https://www.theguardian.com/
artanddesign/2016/apr/28/bruce-mclean-interview-pose-work-for-plinths

82  Neufert, Architects’ Data, pg 26.

Fig. 47 -Munari inspired 
collage of enriched behaviour, 
by author

Fig. 48 -Bruce McLean Pose 
Work for Plinths 3, 1971 
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Ong criticises the ‘Neuertian identity’ of the body, as our bodies vary in size and 
shape, and we have different skill sets, abilities and disabilities. “This cookie-cutter 
approach toward architecture leads to narrowed spatial experiences.”83 Carpentier 
equally criticises universal design tools that simplify the body in order to produce 
standardised architecture that disregards diversity. He refers to Architects’ Data as 
the Bible of Modernism; strictly apply the rules of the book and “you will produce 
a universal house for a perfect family”. He writes that these perfect models do not 
exist, and architects that blindly follow these guidelines are not thoroughly consid-
ering their origin or value.84

“The space is so familiar that it makes room for dreaming- so habitual that 
physical rhythms have become unconscious, unconstrained: patterns of 

padding, tos and fros, tracts of wear, thinning an incremental amassment 
building up to so much static matter of inhabitation.” 85

In “An other architect,” Jonathan Hill writes that buildings function on both a psy-
chological and physical level as the architect captures the audience. Hill believes 
that architecture indicates but can never determine movement. For example, a 
user can still slouch in an ordinary straight back chair. As designers, we can imply 
actions and movement in and around proposed spatial layouts, but we can never 
entirely control the behavioural outcomes of users. Hill writes that this is because 
“social codes are manufactured by the complex interplay of ideological mecha-

83  Ong, “Bad (Habit)at: Architecture as Action Forms”.
84  Carpentier, “Measure(s) of Man: Architects’ Data Add-on”.
85  Zarzycki, “Body dwelling: amassing an interior.”

nisms”.86 In her article, “Body dwelling: amassing an interior”, Lili Zarzycki agrees 
that “there are those who incite such a shift with their own body, who travel 
against the grain”.87 We consciously and unconsciously respond to the shape and 
texture of our surroundings, often not breaking away from our habitual behaviour 
moulding the body and its mobility. When forms are designed to accommodate 
the normative body, the ones with altered mental or physical states must adjust.

“Movement within, and around, the structure is constricted by a combina-
tion of psychological and physical controls which permit, or deny, access to 

all, or part, of the building.”88

There are two ‘occupations’ as Hill describes them. One is the architect and their 
design; the other is the user and their inhabitation of the space.  Architecture must 
be experienced; therefore, the role of the architect becomes somewhat the role 
of the user, as they essentially decide on how to occupy the space. This principle 
comes from Roland Barthes’ text, The Death of the Author, where Barthes discuss-
es the relationship between the author and the reader. Every time the reader in-
terprets the author’s literature, he becomes the author himself. When the author 
is considerate to his audience and aware of his readers’ ability to “fill in the gaps”, 
great works of art can come from it. 

86  Jonathan Hill, “An other architect,” Between the architect and the user, 136-159 (London: Rout-
ledge, 1998), pg 140.

87  Lili Zarzycki, “Body dwelling: amassing an interior,” The Architectural Review (2020): https://www.
architectural-review.com/essays/body-dwelling-amassing-an-interior?utm_sou

88  Hill, “An other architect”, pg 139.

Fig. 49 -Thomas Carpentier’s 
“Measure(s) of Man: Archi-
tects’ Data Add-on” inhabiting 
space (2011) 
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“A profusion of ambiguities and interpretations inhabit the gap between 
writing and reading but does not imply that the writer should be without 

ideas. Instead, he proposed that the writer should be aware of, and indeed 
use the limitations of his medium.“ 89 

Hill applies this analogy to architecture by considering the author as the architect, 
the reader as the user, the story as space. Barthes proposes a new kind of writer; 
one that considers the impact the reader will have on the story. 

“Architecture is the gap between building and using, just as literature is the 
gap between writing and reading.”90

There is an arrogance surrounding the relationship between architect, building, 
and user; therefore, it must be dismantled and reassessed. Hill points out that 
architects limit the opportunities of architecture when they mainly consider its 
value through function, particularly through planning restrictions and building 
regulations. 

However, the reputation of Functionalists is now so tarnished that it deters serious 
investigation into the ways in which architecture is occupied and inhabited. Func-
tion is merely one attempt to understand how we occupy architecture.91 

Hill writes that Le Corbusier’s phrase “a machine is for living in” can only be consid-
ered accurate if the human is a component of the machine. The modernist agenda 
expects the user to obey the architect and their intentions. “In determinism, the 

89  Hill “An other architect”, pg 141.
90  Hill “An other architect,” pg 141.
91  Hill “An other architect,” pg 142.

decision of the architect results in the action of the user.”92 Hill suggests that use 
and function are often considered the same thing in architectural discourse, yet 
they are both ignored; this is why function needs to be reassessed before it can 
be successfully applied.93 Tschumi’s design methods reconsider the importance of 
function, instead focusing on actions that take place in architecture. 

Modern architecture references the functional behaviours of the human body, its 
actions, and processes. This movement eradicated what was considered ‘irrational’ 
actions and primarily aimed to cater for ‘useful’ actions. In 1927, the Frankfurt 
kitchen was mass-produced by Grete Schutte-Lihotszky for the city’s social housing 
program. By eliminating non-essential labour and space, the user could perform 
tasks in the kitchen using minimal effort in minimal space, with maximum effi-
ciency. “Efficiency rather than pleasure was the agenda.” For functionalists, the 
“paradigmatic form of the body is the technician at labour in the factory and at 
home”.94 Tschumi writes that the program and the organisation of the space of the 
Frankfurt Kitchen is absolute reciprocity.95 The goal here was to create a kitchen 
that minimised the efforts of a cook as they moved between the fridge, sink and 
oven; in the eyes of a functionalist, an ideal kitchen. 

92  Hill “An other architect”, pg 143
93  Hill “An other architect”, pg 142.
94  Hill “An other architect”, pg 143.
95  Tschumi, Architecture Concepts: Red is not a Color, pg 184.

Fig. 50 -Frankfurt Kitchen Dia-
gram, designed by  Margarete 
Schütte-Lihotzky, 1927 

Fig. 51 -Photograph of Frankfurt 
Kitchen interior, designed by  Mar-
garete Schütte-Lihotzky, 1927 5756



XX

Precedent review

Behaviour

The End of Sitting/ RAAAF

Project: The End of Sitting

Architects: RAAAF

Year: 2014

Where: The Netherlands, Amsterdam

The End of Sitting is an experimental installation, designed by RAAAF (Rietveld 
Architecture-Art Affordances) in collaboration with Looiersgracht 60. The working 
environment is a space that provides users with an opportunity to move away 
from the conventional use of desks and chairs, and instead explore enriched ways 
of inhabiting unique forms fit for multiple enriched outcomes.

In our society, almost the entirety of our surroundings has been designed for 
sitting, while evidence from medical research suggests that too much sitting has 
adverse health effects. Sectional diagrams showcase the possibilities within these 
forms, providing users with a platform where they can be leaning, standing, and 
lying down. Interactions as such are less strenuous on the body than sitting or 
slouching in the same position for hours a day. Furthermore, it encourages move-
ment and flexibility that benefit the physical wellbeing of the users that inhabit it. 
The End of Sitting is an experimental project that embodies the impact of visual 

art, architecture, philosophy and empirical science. The unconventional office 
setting also inspires enhanced interaction between users as they move past one 
another, finding ways to occupy the architectural form according to their current 
functional needs.96

The installation encompasses the same goals as this project, and endeavours to 
create an architecture that will break habitual behaviour and prompt an enriched 
interaction with forms.

96  “The End of Sitting/RAAAF”, ArchDaily, accessed October 2020, https://www.archdaily.com/
search/all?q=the%20end%20of%20sitting&ad_source=jv-header 

Fig. 53 -End of Sitting/ RAAAF, photos by 
Jan Kempenaers, Ricky Rijkenberg, 2014 

Fig. 54 -End of Sitting sectional 
diagrams by RAAAF 
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Sou Fujimoto- The Final Wooden House

Project: The Final Wooden House

Architects: Sou Fujimoto Architects

Year: 2006

Where: Japan, Kumamoto

Sou Fujimoto’s Final Wooden House encompasses his ideologies of cave-type 
architecture. The 893m2 wooden enclosure highlights the versatility of timber and 
uses it repeatedly throughout; timber makes up the structural components, walls, 
ceiling, and all internal surfaces of the house. The architectural space proposes the 
timber components, and their purpose is limited only by the creative consideration 
and needs of the users that occupy it. Inhabitants make use of beams as tables 
and chairs as they can playfully seek out unconventional ways of inhabiting the 
architectural form and space.97

The Final Wooden House disregards the placement of furniture, instead the archi-
tectural form itself becomes functional as the users deem necessary. This type of 
architecture can be considered a solution to many design problems. It provides the 

97  Saieh, Nico. “Final Wooden House / Sou Fujimoto Architects”. ArchDaily, October 23, 2008, ac-
cessed 25 September 2019, https://www.archdaily.com/7638/final-wooden-house-sou-fujimoto 

users with an opportunity to expand their imagination and enhance their physical 
interaction with the built environment. Furthermore, cave-type architecture does 
not prioritise the program over form, suggesting endless possibilities for multi-use 
spaces and repurposing building accordingly. 

“This is a place like an amorphous landscape with a new experience of var-
ious senses of distances. Inhabitants discover, rather than being prescribed, 

various functionalities in these convolutions.” 98

The characteristics of this research project are similar to the characteristics of 
Fujimoto’s Final Wooden House. The project will produce an architecture that 
identifies closely to Fujimoto’s Cavetype ideology.

98  Willard, “Primitive future: The Improvised spaces of Sou Fujimoto”.

Fig. 55 -Sou Fujimoto’s Final Wooden 
House, Photographer unknown. 2006 

Fig. 56 -Final Wooden House, 
Drawings by Sou Fujimoto Archi-
tects 
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Program

Yellow Pavilion

Project: Yellow Pavilion

Architects: Architecture for Humans

Year: 2019

Where: Kosovo, Pristina

Pristina fell victim to the illegal use of public spaces and building extensions, 
resulting in uncontrolled urban development. The city was deteriorating rapidly 
and Rexhep Luci, an architect and citizen, worked tirelessly to demolish these 
illegal developments. His efforts in reconstructing the capital of Kosovo came to 
an end when Luci was shot by members of the mafia in front of his apartment 
in 2000. Rexhep Luci Street deteriorated further with more illegal developments 
arising soon after. However, the street had the potential to become a successful 
public space with many bustling citizens making use of it. The Yellow Pavilion is a 
simple structure that encourages enriched interaction and public engagement. The 
Pavilion visually invites users to take part in a wide range of activities. It became a 
space for exhibitions, basketball games, and organised events. The project re-
sponds to the urgency of public space that identifies with the inhabitants.99

99  “The Yellow Pavilion / Architecture for Humans”, ArchDaily, accessed October 2020, https://www.
archdaily.com/933108/the-yellow-pavilion-architecture-for-humans

The Yellow Pavilion is an example of how a public space with many programmatic 
qualities can enhance the public’s quality of life. The qualities and characteristics 
of the Yellow Pavilion are inspirational to the objectives of the architectural out-
come of this project.Fig. 57 -Architecture for Human’s Yellow Pavillion, 

Photographer unknown 

Fig. 58 -The Yellow Pavillion, sec-
tion by Architecture for Humans 
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Parc de la Villette

Project: Parc de la Villette

Architects: Bernard Tschumi Architects

Year: 1987

Where: France, Paris

Parc de la Villette was an opportunity for Tschumi to put his design theories to the 
test, using his methods of conceptualising different disciplines in order to develop 
a formal architectural proposition. Tschumi submitted his project alongside 473 
competitors, including some of the most renowned architects of the time, and 
won the competition.100 Parc de la Villette sits on 125-acre site in Paris, which was 
previously home to a complex of slaughterhouses and marketplaces selling cattle.

Tschumi explored many different possible organisational concepts through dia-
gram; eventually using the point grid concept to assist him in breaking down the 
500-page park program written by committees. The program includes restaurants, 
cinemas and galleries. Tschumi understood that these programs would likely 
change in the future and considered how the structures would be repurposed. The 
project was made up of three systems: a system of points that served the activ-
ities specific to the program, a system of lines that direct people’s movement in 
the park, and planes/unprogrammed spaces that can be occupied in unexpected 
ways.101 Parc da le Villette uses these three systems to establish a strong theme 
throughout the entirety of the park, as well as to provide forms flexible enough to 
cater to a wide range of different programs. 

Tschumi used methods discussed in Kandinsky’s Point and Line to Plane to derive 
the organisation system utilised in Parc de la Villette. Kandinsky’s work inspired 
the analytical drawings illustrated throughout the document, and the systems 
discussed in his literature. Tschumi’s architectural projects derive from different 
design tools inspired by multi-disciplinary arts, including fireworks, screenplays 
and movement notations. Parc de la Villette was developed and refined with the 
use of different architectural tools and is, therefore, Tschumi’s design methodology 
has been exemplary to the design process of this project, an invaluable precedent 
for this project. 

100  Tschumi, Architecture Concepts: Red is not a Color, pg 115.
101  Tschumi, Architecture Concepts: Red is not a Color, pg 119.

Fig. 59 -Parc de la Villette, photos 
by William Veerbeek 

Fig. 60 -Parc de la Villette, con-
ceptual drawing of point line and 
plane, by Tschumi 
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Materials/ Construction

Swirling Cloud

Project: Swirling Cloud

Architects: SUP Atelier

Year: 2018

Where: China, Haidian

The Swirling Cloud is a structure that was built for the Bamboo Garden Festival. After 
the festival, the 120 square meter project became a recreational space that accom-
modated many different functions. Following the theme, the architects started their 
design process by considering the qualities of bamboo as a building material. The 
site had little restrictions, therefore, the proposal was mainly concerned with the 
possibilities of the material itself.  The ancient Chinese poem, A gale has risen and is 
sweeping the clouds across the sky much inspired the form. The architects utilised 
digital simulation in order to produce a form that represented the ‘rising wind’ and 
‘flying clouds’. The organic forms of the pavilion represent the versatility of bamboo. 
Additionally, the project identifies with its surrounding roads, trees, bushes and 
stones in order to provide users with different routes and ways of entering and exit-
ing. The pavilion provides different sheltered and exposed zones, playfully encourag-
ing users to occupy suitable spaces according to weather conditions.102 

The Swirling Cloud utilises digital fabrication to produce an organic form. The ar-
chitects have closely considered the qualities of bamboo and designed a form that 
accentuates its versatility and flexibility; The malleable qualities of bamboo will ac-
commodate the organic forms derived throughout the development of this project. 

102  “Swirling Cloud: Bulletin Pavilion for BJFU Garden Festival / SUP Atelier”, Archdaily, accessed 
October, 2020, https://www.archdaily.com/913836/swirling-cloud-bulletin-pavilion-for-bjfu-garden-festi-
val-sup-atelier

Fig. 61 -SUP Atelier’s Swirling 
Cloud, Photos by Su Chen, Chun 
Fang 

Fig. 62 -SUP Atelier’s Swirling 
Cloud exploded axonometric 
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KITHUL-AMI by Kengo Kuma

Project: KITHUL-AMI

Architects: Kengo Kuma and Associates

Year: 2020

Where: Sri Lanka, Bentota

KITHUL-AMI is another pavilion that uti lises digital fabricati on in order to pro-
duce an organic form. The pavilion’s shape replicates a conti nuous ribbon fabri-
cated by a physics simulati on soft ware. The fi nal form creates multi ple openings 
as well as semi-covered areas. Kengo Kuma and Associates used a local vine, 
traditi onally used to craft , called Kithul. 

Additi onally, the local vine, Kithul, creates a perforated mesh that creates a 
Zone partly exposed to the elements; similar to Zone 2 of this project. The use 

of this mesh creates a zone that partly provides shelter and protects users from 
the elements. The weather conditi ons will guide users to inhabit Zone 2; these 
spaces have been designated to areas that may otherwise not be uti lised. The use 
of these spaces will encourage users to consider enriched outcomes in areas they 
would not typically consider functi onal. 

The materiality of the pavilion successfully contributes to the organic feel of it. 
The perforated Kithul mesh provides inhabitants with some shelter from weather 
conditi ons but is not fully enclosed at any point.103

103  Philip Stevens, “Kengo Kuma uses kithul vines for pavilion in Sri Lanka dedicated to Geoff rey 
Bawa”, Design Boom, accessed Oct, 2020. htt ps://www.designboom.com/architecture/kengo-kuma-
kithul-vines-pavilion-sri-lanka-geoff rey-bawa-03-16-2020/

Fig. 64 -Kengo Kuma’s Ribbon 
study for Kithul Ami

Fig. 63 -Kengo Kuma’s Kithul Ami, Photo by 
Kengo Kuma and Associates
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Design

Design Process
Conventionally, architecture starts with a site and program. The restrictions and 
limitations of site and program are what commonly determines the architectural 
form. Tschumi suggests that when architects first encounter their site or program, 
they envision what the architectural form may be. 

The work of the architect then consists of dismantling that first image by taking 
advantage of specific site constraints, programmatic opportunities, cultural speci-
ficities and so on until a new and original concept emerges or the pertinent of the 
early intuition is confirmed.104

We must consider architectural concepts when starting our design process; ac-
cording to Tschumi, it is the “invention of concepts that makes architecture a form 
of knowledge rather than mere knowledge of form”.105 A concept is rarely a single 
idea, but instead a combined investigation of many principles or ideas, i.e. space, 
movement and action. 

104  Migarou, Bernard Tschumi Architecture: Concept and Notation, pg 64.
105  Migarou, Bernard Tschumi Architecture: Concept and Notation, pg 63.

Amongst the mentioned representations of the human body, Oskar Schlemmer’s 
fascination with the human body was particularly evident in his illustrations. 
Schlemmer’s artwork prioritised the study of movement, and he became a sig-
nificant person of interest. Furthermore, his design process showcases extensive 
methods of analysis that lead to his most celebrated work as director of theatre at 
Bauhaus, particularly regarding the Triadic Ballet.

Schlemmer’s work includes abstract drawings, diagrams, detailed costume designs 
and choreography that considers the individual movements of dancers as well as 
the overall composition of the performance and how the dancers move on stage. 
Schlemmer’s work provides an influential range of illustrations and methodologies 
that have been referenced throughout the development of this project.

The design process has been organised into six steps. The first four steps are 
concerned with the representation of the human body, the way it is illustrated and 
how it is used as design tools to establish architectural form. The site and program 
are introduced in the fifth step; here, the form further develops according to site 
conditions. The final step explores the opportunity for actions that will take place. 
Additionally, ways architecture can be used to encourage non-habitual behavioural 
outcomes will be identified. 

ANALYSIS
FORM PROGRAM/ 

SITE

SITE FORMPROGRAM

Fig. 67 -project method 
diagram by author

Fig. 68 -conventional method 
diagram by author

Fig. 65 -Oskar Schlemmer’s ‘Clown’ costume (not further developed). 
Initial movement documentation and direct trace, by author

Fig. 66 -Oskar Schlemmer’s ‘Clown’ costume. Screenshots 
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Fig. 69 -Oskar Schlemmer’s costumes for 
the Triadic ballet 
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Fig. 73 -Dancer in White (Tänzerin in 
Weiss) 

Fig. 74 -Spiral (Spirale) Fig. 70 -Dancer (Turkish) Fig. 71 -Disk Dancer (Scheibentänzer) Fig. 75 -Abstract Dancer (Der Abstrakte) Fig. 76 -Two Gold Ball Dancers (Die zwei Fig. 72 -Wire Costume (Draht-Kostüm) 
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Step 1: Select and Document
In the 1970s, an adaptation of the Triadic Ballet was filmed by Margarete Hast-
in, Franz Schombs and George Verden. The film is based on Schlemmer’s work 
displayed in the costume and design exhibition at The Museum of Modern Art 
(MoMA) in 1938. Details about Schlemmer’s choreography of the Triadic Ballet is 
limited; however, footage from the adapted film provides the closest representa-
tion of how the dancers moved as individuals and with one another on stage. An 
effective way of capturing the movements of the dancers in costume is through 
screenshots of the adapted film; this will be the first step of the design process.

In order to better understand the dancers’ movements, it is recommended that 
segments of the film are watched here: https://www.youtube.com/watch?v=r4p-
Jlj_bteQ (Das Triadische Ballet (Triadic Ballet) uploaded by LA Cream Dec 15, 2016).

Drawings indicate that Schlemmer named his costumes, however, not all initial 
illustrations of costumes named were located. According to sketches and notes 
exhibited at MoMA, the three costumes analysed in this segment were named the 
Disc Dancer (Scheibentänzer), Abstract Dancer (Der Abstrakte) and Muscle Man 
(named by author). The author has named the dancer in order to organise the 
sequences and discussion regarding selected performers. 

There is a total of twenty-eight dancers in the Triadic Ballet; nine dancers on the 
yellow stage, five dancers on the pink stage, seven dancers on the black stage. 
Some of the dancers, e.g. the A.D. and Clown Dancer have limited mobility due 
to the characteristics of their costumes; others, e.g. the M.M., Dancer in White 
and the Spiral Dancer and have more freedom to deliver a more energised per-
formance. The dancers wearing restrictive costumes deliver performances that 
emphasises the rich characteristics of their costumes. For example, the Clown 
Dancer simply jumps around on stage; the movement itself is simple; however, the 
dangling beads around its waist reflects these rhythmic movements. The chore-
ography utilises this characteristic, resulting in an impressive performance. A less 
restrictive costume, e.g. the Dancer in White has more freedom to move their 
arms and legs, and bend their body in order to perform more conventional dance 
moves. The combination of simple movements enhanced by rich characteristics of 
costumes, and costumes that give dancers freedom of mobility creates an engag-
ing overall performance.

The choreography of the dancers motivated the selection of the costumes further 
analysed and studied in this project. M.M. moves freely, A.D.’s unique characteris-
tics limit his movements, resulting in the simple circular rotation of his right arm, 
and the D.D. freely moves his arms but has minimal movement across the stage. 
The chosen three dancers results in a diverse selection of different movements, 
and choreography inspired by the characteristics of Schlemmer’s costumes. The 
Triadic Ballet displays an extensive collection of unique costumes; thus, selecting 
three appropriate segments of dance to be further analysed was challenging. The 
selected moments are outlined in the table.

Once the segments are selected, labelled and organised, screenshots of the film 
adaptation are taken—this is the starting point for the design process. The move-
ments of the dancers are then traced directly from the screenshots taken, initially 
resulting in the direct movement being recorded. 

STAGE COLOUR STAGE THEME TIME (IN FILM) DANCER NAME ABBREVIATION

YELLOW FESTIVE 8:53- 9:00 MUSCLE MAN M.M.

BLACK MYSTICAL 20:03-20:20 DISC DANCER D.D.

BLACK MYSTICAL 27:35-27:45 ABSTRACT DANCER A.D.

Fig. 77 -Costume Designs for the triad-
ic Ballet by Oskar Schlemmer (1926) 

Fig. 78 -Selected Dancers table
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Fig. 79 -Abstract Dancer (A.D.) movement screenshots 

Fig. 80 -Disc Dancer (D.D.) movement screenshots

Fig. 81 -Muscle Man (M.M.) movement screenshots
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Fig. 82 -Tracing the movment of the dancers, by author 8180
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Fig. 83 -Oskar Schlemmer’s “The body in moti on. “(Mensch und kunstf igur.), 
(1925)

Fig. 84 -Abstract Dancer (A.D.) movement trace, by author

Fig. 85 -Disc Dancer (D.D.) movement trace, by author

Fig. 86 -Muscle Man (M.M.) movement trace, by author
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Step 2: Analyse
The movement analysed here can be defined as a movement in elevation, as seen in 
Schlemmer’s drawing, The Body in Motion. Once the screenshots are documented, 
the movement of the dancers in elevation can be analysed. 

Muscleman (M.M.) jumps up and down with his arms held out in the same position, 
the features of his movements that most stand out is in the changing shape between 
his legs and the form of his upper body. M.M.’s costume is less restricting than the 
Abstract Dancer’s (A.D.) costume. He has the freedom to perform more traditional 
ballet moves. Starting in the 5th position, al carte, he does a changement (French 
pronunciation: [ʃɑ̃ʒmɑ̃]; literally ‘change, changing’)106 where he tucks his legs in 
once in the air. He repeats this movement on one spot.

106  Edmund Fairfax, ”The Bent-Legged Jumps of Eighteenth-Century Ballet,” Eighteenth-Century 
Ballet (blog), Feb, 2019, https://eighteenthcenturyballet.com/2019/02/16/bent-legged-jumps-of-eigh-
teenth-century-ballet/

While the Disc Dancer (D.D.) is facing the front of the stage, he moves his arms sim-
ilar to clockwork, resulting in a display of many isolated movements captured in the 
screenshots. 

The A.D. wears a ‘glove’ replicating the form of a bell on his right hand, the move-
ments from the black stage sequence predominately traces the movements with 
this hand. As elements of the costume prohibits the dancer’s movement, they must 
consider unconventional ways of inhabiting the stage. 

Inspired by Tschumi’s design process, the movements of the dancers are analysed 
by using methods discussed in this document. The application of different means of 
illustration through movement tracing and abstract drawing will maximise poten-
tial design outcomes. This is an essential part of the process as it involves different 
means of analysis and illustration to break away from conventional architectural 
drawing (plans, elevations, sections). Tschumi writes that traditional components 
need to be broken down and reconsidered in order to enhance the architect’s cre-
ative thinking.107

107  Tschumi, The Manhattan Transcripts, pg 9.
Fig. 87 -Wassily Kandinsky’s Dance Curves: On the Dances of Palucca, 1926 

Fig. 88 -Wassily Kandinsky’s Dance 
Curves: On the Dances of Palucca, 1926 
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Fig. 89 -Wassily Kadinksky, 1926 

Fig. 90 -Wassily Kandinsky Abstract 
Composition No.II, 1925 

Fig. 91 -Wassily Kandinsky Ohne Titel (Composition), 1926 

Fig. 92 -Wassily Kandinsky, Composition VIII (1923) 
Fig. 93 -Wassily Kandinsky, Three Free Circle, 1923, Watercolor 
and Indian ink on paper 
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Kandinsky’s dance diagrams, e.g. Curves: On the Dances of Palucca, further 
inspired analysis of the recorded movements. The initial traced movements were 
selected and further developed in this project because the movement notations 
are significantly more straightforward than the diagrams derived through the ab-
stract analysis. However, the abstract drawings show potential for further develop-
ment of the movement notations and exhibit the endless possibilities for potential 
design tools. Additionally, the methodology outlined in his book, Point and Line to 
Plane, is also what inspired Tschumi’s organisational diagrams of Parc de la Villette. 

The study of movement applies to all directions in which the body can move; 
essentially evolving a two-dimensional illustration into a three-dimensional move-
ment notation. In Manhattan Transcripts, Tschumi writes that: 

“(T)he purpose of a mode of notation is to introduce order of experience in the 
ordered time (moments, intervals, sequences)… It also proceeds from a need to 
question the modes of representation generally used by architects: plans, sections, 
axonometric and perspectives.” 108 
108  Tschumi, The Manhattan Transcripts, pg 23.

This method of illustration gives the designer the potential to expand their creative 
thinking that can lead to quality architectural concepts, as a movement notation 
drastically increases the possible outcomes of a moving figure. The abstract inves-
tigation outlined in this step results in an idea that represents particular elements 
of interest observed through studying the moving bodies of the Triadic Ballet. The 
two-dimensional diagrams illustrated in this step are considered representations of 
the body; the tools created here will further develop the three-dimensional form.

Fig. 94 -M.M. Abstract analysis of movement inspired by Kandinsky’s work, by author

Fig. 95 -D.D. Abstract analysis of movement inspired by Kandinsky’s work, by author

Fig. 96 -A.D. Abstract analysis of movement inspired by Kandinsky’s work, by author

Fig. 97 -Abstract drawings of Triadic 
Ballet Dancers,inspired by Kadinsky’s 
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M.M.

D.D.

A.D.

Step 3: Make it 3D
This step develops the two-dimensional diagrams further in order to produce 
‘frames’ that can be ‘draped’, resulti ng in a single surface form. The digital fabrica-
ti on of KITHUL-AMI and the Swirling Cloud Pavilion inspired the drawings exhibited 
in this stage of the design process. How the form has been developed is indicated 
through drawings. 

Fig. 98 -Derived movement notati on tools of A.D., D.D. and M.M., by author

Fig. 99 -Costume Design illustrati ons, 
by author
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Fig. 100 -A.D. movement trace developed into frame, then single surface 

Fig. 101 -D.D. movement trace developed into frame, then single surface 

Fig. 102 -M.M. movement trace developed into frame, then single surface 

Fig. 103 -M.M. movement single surface, rendered

Fig. 104 -D.D. movement single surface, rendered

Fig. 105 -M.M. movement single surface, rendered
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Step 4: Movement in Plan
Once these single surface forms have been created, the movement on stage is 
further analysed to develop the moments of intersection of the forms. The film ad-
aptation of Schlemmer’s Triadic Ballet footage shows the direction of the dancers 
and how they occupy the stage. Schlemmer’s drawings show other ways in which 
movement has been documented. The procession of the dancers on stage can be 
defined as the movement in plan, as illustrated by Schlemmer’s Diagram of the 
Gesture Dance. These two unique methods of documenting movement in eleva-
tion, and plan, contributes to the overall performance of the dancers in the Triadic 
Ballet. The same two methods of illustration are applicable when studying of the 
choreography in this project. 

A sequence from the Yellow Stage (Y.S.), Pink Stage (P.S.) and Black Stage (B.S.) have 
selected. The dancers in these sequences are wearing costumes that allow them 
to move across the stage with ease. These three performances are rich in move-
ment, therefore makes for a more exciting movement trace in plan that is seen 
with the A.D. or M.M., who essentially stay or jump on one spot. The dancers from 
Y.S. move in a linear sequence, over a 6x6 grid; the dancers from the P.S. move in 
a random sequence; the dancer on the B.S. consistently repeat the same move-
ment around the spiral. There is a rich diversity between the three stages and their 
choreography. One from each stage has been selected for a wide range of differ-
ent themes and movements in order to produce unique design tools. Schlemmer 
considered not only the movement of independent dancers, but also the overall 
performance and interaction with other elements on stage. The illustration of the 
dancers’ procession across stage have been inspired by Schlemmer’s drawing, the 
Diagram of the Gesture Dance. These diagrams are further analysed and developed 
into a familiar yet abstract illustration.

STAGE COLOUR STAGE THEME TIME (IN FILM) WHAT ABBREVIATION

YELLOW FESTIVE 4:38 - 5:29 1X F, 1 X M Y.S.

PINK BURLESQUE 11:30 - 14.30 1 X F, 1 X M P.S.

BLACK MYSTICAL 20:00 - 20:30 1 X F B.S.

Fig. 106 -Y.S. Procession across stage movement trace, abstract analysis, by author

Fig. 107 -P.S. Procession across stage movement trace, abstract analysis, by author

Fig. 108 -B.S. Procession across stage movement trace, abstract analysis, by author

Fig. 109 -Selected Stage choreography table

Fig. 110 -Oskar Schlemmer’s “Diagram of the Gesture Dance” (1926)
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Kandinsky’s Point and Line to Plane illustrations, pg 94-97

Fig. 111 -Contrasting combination of a cruved 
line with an angular line. The characteristics of 
both require a strenghtened sound. 

Fig. 112 -Running apart 
From Wassily Kandinsky’s Point and Line to 

Fig. 113 -Repitiion of an accented curved line by means of an ac-
companying line. 

Fig. 114 - From left to right- Repetition of a straight line with alter-
nation of weights; Repetition of an angular line; Opposed repitiion 
of an angular line, plane formation; Repitiion of a curved line; Cen-
tral- rhytmic repetition of a straight line; Central- rhythmic repeti-
tion of a curved line. 
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 black stage choregraphy study (18:20- 19:36)       

female dancer movement diagram starting point & direction of female dancer

key:
change of direction overall movement trace

The single surface form (tool) produced in Step 2 is then applied to this movement 
diagram (tool), and a developed architectural form is established. The concept has 
now evolved into a propositi on inspired by Schlemmer’s costumes, choreography, 
and methodology. All diagrams and abstract illustrati ons that have been derived 
from this process can be considered representati ons of the body, or design tools. 

STAGE COLOUR TIME (IN FILM) DANCER

YELLOW 8:53- 9:00 M.M.

BLACK 20:03-20:20 D.D.

BLACK 27:35-27:45 A.D.

STAGE COLOUR TIME (IN FILM) STAGE SEQUENCE

YELLOW 4:38 - 5:29 Y.S.

PINK 11:30 - 14.30 P.S.

BLACK 20:00 - 20:30 B.S.

M.M ON Y.S.

D.D ON P.S.

A.D ON B.S.

x =

Fig. 115 -Yellow Stage (Y.S.) Screenshot Fig. 116 -Pink Stage (P.S.) Screenshot Fig. 117 -Black Stage (B.S.) Screenshot

Fig. 118 -Selected dancers combined with stage performance resulti ng in fi nal sequence
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starting point & direction of female dancer

key:

change of direction

overlapped change of direction

end position

overall movement trace

starting point & direction of female dancer

change of direction

overlapped change of direction

end position

overall movement trace

pink stage choregraphy study (11:10 - 14:20)       

female dancer movement diagram

male dancer movement diagram

female dancer movement trace

male dancer movement trace overall composition diagram outcome:

overall mocement trace



starting point & direction of female dancer

key:

outcome:

overall mocement trace

yellow stage choregraphy study (4:25 - 5:10)       

female dancer movement diagram

male dancer movement diagram

female dancer movement trace

male dancer movement trace overall composition diagram

change of direction

overlapped change of direction

end position

overall movement trace

starting point & direction of female dancer

change of direction

overlapped change of direction

end position

overall movement trace



Fig. 119 -Selected A.D. frame and single surface, by author

Fig. 120 -Selected D.D. frame and single surface, by author

Fig. 121 -Selected M.M. frame and single surface, by author

Fig. 122 -Selected Y.S. procession across stage, by author Fig. 125 -A.D. x Y.S. sequence, formal outcome

Fig. 123 -Selected B.S. procession across stage, by author

Fig. 124 -Selected P.S. procession across stage, by author

Fig. 126 -D.D. x B.S. sequence, formal outcome

Fig. 127 -M.M. x P.S. sequence, formal outcome



Fig. 128 -D.D. X B.S. sequence, formal outcome

Fig. 129 -M.M. X P.S. sequence, formal outcome

Fig. 130 -M.M. X P.S. sequence, formal outcome, rendered Fig. 131 -D.D. X B.S. sequence, formal outcome, rendered Fig. 132 -A.D. x Y.S. sequence, formal outcome, rendered
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Step 5: Site Analysis

Choosing the site
This project uses movement notati ons, outlined in the steps above, as tools for 
producing architecture that encourages specifi c behaviours. Therefore, the form 
that derives from using these tools is the starti ng point of the design process. Once 
these forms are defi ned, they can be applied to the site and program to facilitate a 
fi nal propositi on. By following this sequence, the project development diff ers from 
a conventi onal architectural project; starti ng with the development of a form that 
can be further refi ned later to accommodate any site or program.

The Department of Architecture has recently moved from B001 to B048 in order to 
facilitate the rearrangement of Unitec’s campus. The available space for teaching, 
studying, and student exhibiti ons has dramati cally decreased. Occupants have 

expressed their intuiti ve thinking by conti nuously repurposing internal spaces 
according to their requirements. Photographs of the interior exhibits the same 
entrance hall being used for criti ques, exhibiti on space, meeti ngs, and study 
nooks. These conditi ons have inspired the selecti on of the empty site in front of 
B048. The site has the potenti al for hosti ng a multi -use pavilion to accommodate 
students, teachers, and members of the public that oft en visit Unitec’s campus.

The precedents provide exemplary examples of pavilions that consider their 
context, materials, endless programmati c possibiliti es and architectural forms that 
inspire enriched behavioural engagement. 

B048

chosen site

Fig. 133 -Chosen site outside B48, Unitec. Exteri-
or photographs taken by author, 06.2020

Fig. 134 -Interior of B48, Unitec. Interior photo-
graphs taken by author, 06.2020

Fig. 135 -Initi al Site plan, by author Fig. 136 -3D Site plan indicati ng surroung site 
characteristi cs, by author
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grounds staff

teaching staff

administrative staff staff WHO?
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About the site
Demographic: An investi gati on into the demographic data of Unitec is essenti al to 
accommodate the inhabitants of the architectural propositi on accordingly. Data 
outlined in Unitec’s Annual Report 2019 (htt ps://www.unitec.ac.nz/sites/default/
fi les/public/unitec-annual-report-2019.pdf) indicates that Unitec has over 20,000 
students from 80 countries. A wide variety of students studying a range of diff er-
ent subjects circulate the campus daily, as well as members of the public making 
use of the accessible pathways scatt ered throughout the campus on foot, scooters 
and bicycles. This wide variety of people making use of Unitec’s campus means any 
architectural propositi on must accommodate children, teenagers, students and 
adults of all ages, including those with special needs. 

Site size and gradient: The area of interest is approximately 60m wide and 100m 
long, with a slight gradient of approximately 6m from North to South.

Sun orientati on & wind: There is a variety of diff erent sized trees scatt ered 
throughout the site; most trees are located at the southern end of the site, just 
north-west of B048. The pavilion would be located amongst these trees, limiti ng 
site disrupti on. The developed form provides inhabitants with adequate protecti on 
from the exposed northern sun. Due to the open areas surrounding the site, the 
area is exposed to wind gusts from all sides, predominately south-westerlies. The 
development will adequately manage the sun and wind exposure; however, not all 
areas will be enclosed. 

Three diff erent zones have been established in order to address these conditi ons.

Zone 1: Will off er users protecti on from the elements with the use of solid materi-
als.

Zone 2: Perforated materials will manage the quanti ty of rain, sunlight and wind, 
creati ng a semi-sheltered area.

Zone 3: This zone is uncovered and enti rely exposed to the elements.

The locati on of these diff erent zones will determine the movement of users as 
conditi ons change. The developed form directs users and inspires them to uti lise 
appropriate zones depending on their immediate prioriti es. For example, if it is 
raining, inhabitants will have the opti on to relocate into appropriately covered 
zones. However, in order to make use of such zones, they are encouraged to break 
their habitual behaviour to uti lise the architectural form. Additi onally, this will 
encourage them to consider their creati ve opti ons for enriched explorati on. As the 
pavilion will predominately cater to students and teachers of architecture, their 
enriched, playful interacti on may inspire their decisions as future designers.

zone 1 zone 2
zone 3

Fig. 137 -Site demographic diagram, by author

Fig. 138 -Zones derived from formal outcomes 
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Fig. 139 -Site Plan, showing locati on and proximity to surrounding areas, by 
author

Fig. 140 -Site Plan, showing locati on immediate site surroundings, by 
author
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Vegetation: Inspired by the innovative use of materials seen in the Swirling 
Cloud and KITHUL-AMI pavilions, the project considers the characteristics of 
the site and applies it to the material selection. Photographs of textures seen 
on site have been analysed in order to produce patterns. These patterns have 
been refined into a hatch, used as perforated mesh that establishes the Zone 2 
areas, as outlined here. 

Views: North of the site, there are community gardens and an enclosed area 
that facilitates dog training. These neighbouring amenities attract public users; 
therefore, the developed form must accommodate users with pets as well. The 
white plaster walls of B048 are visible on the other side of the site. 

Fig. 141 -Material development, considering solid/ perforated expossed 
areas, by author

Fig. 142 -Perforated hatches derived from textures photographed on site

Fig. 143 -Site textures and drawings, by author

115114



XX

road

foo
tpa

th

fo
ot

pa
th

tree views

north

B048

shadows sun

road

foo
tpa

th

fo
ot

pa
th

tree views

north

B048

shadows sun

road

foo
tpa

th

fo
ot

pa
th

tree views

north

B048

shadows sun

Circulati on: There are two footpaths to the west and east of the site that will 
att ract additi onal users to the pavilion. Furthermore, the pavilion will be visible 
to the road located north of the site, further att racti ng interest from passers-by. 
The form of the pavilion has been developed to accommodate users coming from 
diff erent areas of campus, inviti ng people to engage with the architecture.

Fig. 144 -Possible combinati ons of forms 
derived thus far in plan, Y.S., P.S., B.S., by 
author

Fig. 145 -Possible combinati ons of forms 
derived thus far in 3D, Y.S., P.S., B.S., by 
author

Fig. 146 -Experimental combinati on, 
rendered, by author 

Fig. 147 -Form developement, consider-
ing site conditi ons

Fig. 148 -Form developement, consider-
ing  circulati on

Fig. 149 -Form developement, consider-
ing  3 identi fi ed Zones & access
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Development: Forms derived from Steps 1 – 4 have been developed according to 
characteristics of the chosen site, and illustrated here. 

GLASS

ENGI-
NEERED  
CURVED 
TIMBER 
BEAMS

TIMBER/ 
BAMBOO 
MESH

STEAM- 
BENT 
TIMBER

STRAW

Fig. 150 -D.D. X B.S. sequence development, 
considering access, circulation, site gradient and 
inhabitation, by author

Fig. 151 -D.D. X B.S. sequence development, 
considering materials and 3 Zones
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Step 6: Explore Enriched Outcomes
The literature discussed in this document describes how the human body has infl u-
enced architectural styles throughout history. More importantly, it describes how 
architecture can aff ect our behaviours and moods. Sou Fujimoto’s Final Wooden 
House is an example of an architectural form that can be uti lised in many diff erent 
ways, providing a fl exible multi -use building that can easily be repurposed in the 
future. Tschumi and Blake express their admirati on for buildings that are success-
fully repurposed, explaining that the original program oft en becomes insignifi cant 
once diff erent acti viti es take place in and around the architecture.109

The End of Sitti  ng considers the users’ overall wellbeing and att empts to break the 
habitual interacti on between user and building. The architectural propositi on has 
been developed using the design tools explained in steps 1 – 4 and, because the 
form was not designed to accommodate any parti cular program, it can be adapted 
to suit many diff erent functi ons. 

These drawings display some of the endless possible forms developed with the 
established design tools—furthermore, the interacti ons between the user and the 
abstract forms.

109  Blake, Form Follows Fiasco, pg 22; Tschumi, Architecture Concepts: Red is not a Color, pg 
191.

Fig. 154 -Oskar Schlemmer’s ‘Round Arm’ costume (not further 
developed). Initi al movement trace, and enriched behaviour study, 
by author

Fig. 152 -D.D. X B.S. sequence development, 
exploring enriched outcomes, by author

Fig. 153 -General enriched outcome studies, based on 
unconventi onal architectural forms, by author
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Franck and Ong outline the adverse physical and mental effects of typical be-
haviours and the importance of breaking the habit; their literature is further 
supported with the successful project, The End of Sitting. When a design tool 
prioritises mass-production and efficiency based on ‘normal’ bodily behaviour, 
it neglects the reality of many complexities and, therefore, fails to encourage 
unique behaviour inspired by personal curiosities. The project successfully moves 
away from using anthropometric data as a design tool to develop an architectural 
proposition that will provide users with a flexible form that can be inhabited in an 
enriched, unconventional way. 

Although the program was not an essential consideration throughout the early 
stage of design development, a vital objective of this project is to produce an 
architecture that breaks unhealthy habitual behaviour. Therefore, the enriched 
outcomes have been explored throughout the development of the form. The ar-
chitectural proposition exhibits the functional opportunities of abstract forms, dis-
playing the endless possibilities of enriched engagement. Zarzycki and Hill identify 
the limits of architecture.111 It is important to note that as architects, we cannot 
control our inhabitants’ behaviours entirely. How they choose to interact with the 
form is ultimately up to them. Alternatively, as Hill puts it, they are the readers of 
our literature; therefore, their creative intuition is what completes the story. 

The collection of literature, diagrams, precedents and experimental exercises 
outlined in this project has successfully resulted in different representations of the 
human body, or, design tools, utilised in order to produce an architecture that en-
courages users to break their habitual relationship with form. Today, architecture 
still prioritises functional design outcomes and often fails to consider the physical 
and mental impact on its inhabitants. The project’s outcome considers the impact 
architecture has on its inhabitants. The unorthodox forms and spaces derived 
throughout this project encourage users to break the habit.

111  Zarzycki, “Body dwelling: amassing an interior”; Hill “An other architect”, pg 140.

Conclusion 
Throughout this project a wide range of representations of the  human body, 
including movement notations have been derived and used as design tools to de-
velop an architectural concept. Additionally the form was refined according to the 
needs of the users and the surrounding context. The final architectural proposition 
provides endless opportunities for enriched engagement.

Deriving a unique system of movement notations based on Schlemmer’s Triad-
ic Ballet was a crucial experimental exercise for the project. The initial traced 
movement based off the screenshots were developed further due to their simplic-
ity. However, discovered notational tools, e.g., Schlemmer and Kandinsky dance 
diagrams have strongly influenced the abstract analysis of the dancers in eleva-
tion and show potential for other possible design tools. The project successfully 
outlines a design process that is inspired by existing systems, while at the same 
time experimenting with unique methods of tracing bodily movements. In order to 
utilise an existing system, e.g. Kandinsky’s graphical point, line, and plane system 
accurately, further research must be done. Instead, efforts have gone into looking 
at a broad range of different notation systems and how architects like Tschumi 
have developed these concepts into formal architectural propositions through un-
conventional illustrations and diagrams. The results are a rich diversity of multi-dis-
ciplinary systems referenced in order to produce unique design tools that inspires 
unique architectural forms; forms that will encourage users to move the body 
through unconventional engagement.

By reconsidering the conventional architectural process and drawing, different 
representations of the body have been produced and used as design tools. The 
outcome does not necessarily directly reflect the design process, or Schlemmer’s 
choreography; however, it was creatively inspired by the use of other disciplines 
in order to produce abstract architectural concepts. Furthermore, according to 
Tschumi, sometimes diagrams (abstract configuration) do not “represent what the 
architectural project will look like, instead their purpose is to illustrate how it is 
conceived or what it can do.”110 This project has successfully initiated an abstract 
concept that has been developed into an architectural proposition through a com-
municative design process. 

110  Migarou, Bernard Tschumi Architecture: Concept and Notation, pg 64.
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Final Design

a-a

b-b

c-c

d-d

e-e

f-f
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zone 2 - semi exposed
zone 3- covered
vision lines

Sectional Zones

Oskar Schlemmer’s Triadic Ballert Costumes

Research Methods

Site Demographic

Site Location
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