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1.0 Introduction
 

 “I wonder if  architecture has the capacity to marshal energy, to imagine an environment 
that holds emotions of  a place and the significance of  human endeavour.” 1

     - The feeling of  things; Adam 
Caruso

I believe perception in architecture, is a process derived from spatial configuration. 
How we notice and form an opinion, or sentiment towards a spatial language that 
is around us. Similarly, in some artistic fields, there is a parallel between what is 
visible and what is comprehended. 

Human endeavour is the human attempt to attract and seek public attention by 
shape, mood, atmosphere, and ambience. A sensitivity that is brought by multiple 
qualities and connotations, such as aesthetics, humanity, religion, history, cultural 
contexts, nature, and many others.

Questioning the emotional understanding and their integrations in art and 
architectural concepts, how may we understand the sensuality of  some 
architectural spaces or various art projects? More specifically:

What is the phenomenon and the deeper interpretation of  human emotion and sensualism in 
spatial design?

This topic, to me, has always worked hand in hand with the understanding of  the 
human being and its relationship with spatial settings. The conjunction between 
spatial (place), relational (person) and situational (time).

 This thesis is research of  these components and the comprehension of  a 
more profound phenomenon of  what may happen in these contexts. What may 
cause these emotional responses and the awareness definition of  human senses, 
interaction, and individuality, to help. This research explored many different 
styles and movements from diverse projects in the architectural and artistic world.

Are those spaces already containing the emotions and we just enhance them? do 
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we generate them from scratch? or are we just the painters of  situations? 

Most importantly, not only in architecture but as seen in the art scene, questions 
arise regarding these human emotions in works. Is a work genuine, imitation or 
pretence? Is the work truthful or is there always a form of  manipulation? 
In observation of  what perception really is, there is a clear separation of  physical 
perception and emotional perception. Until this day, we still question the topic. 
Beginning with what is in front of  us and what we notice, see, touch, taste, and 
smell. Our bodies analyse what is presented in front of  us. When we finally 
experience, we conceptualize, comprehending. This brings to a more conclusive 
phase of  talking about it. Expressing a reaction. 
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2.1 Sensualism in architectural spaces and contemporary art 
installations 

How may we understand the sensualism in some architectural spaces or contemporary art 
installations? 

The human mind perceives everything differently from one person to the next, 
based on different factors, such as belief, culture, values, education, personality, 
taste, sensitivity, reflex reactions, senses, history, past trauma, and mentality. This 
creates individuality in perception. Yet, there still frequently prevails a universal 
and generic reaction towards some types of  spaces. Immersing in the world of  
perception.

Architecture has a very different process but is also an extremely comparable 
approach to other art forms, such as contemporary art through spatial sculptures 
and large-scale installations. There is a fascinating interest in the process of  
both and what makes them interesting to me and others, relating to perceptions, 
interests, and interactions with these installations. 

The sensuality of  spatial settings could be caused by various factors that may be 
included in any focused design and affect the participant towards the space itself. 
The sensual architecture will demand active participation from the individuals, 
the audience of  the space and therefore a creation of  an active experience. 
What is most used today is the activation of  a sensorial and physical experience 
causing a form of  emotional reaction created by visual perception. These types 
of  responses are a form of  a constant raising of  new questionings. Sensuality is a 
mélange of  experience and emotional feeling.

In my opinion, architecture is a branch of  the artistic tree. Yet it is hard 
to make any comparison between architecture and contemporary art installations 
since there are both very different mediums. But we may indeed see similarities 
between both processes of  thinking and the process of  creating. The idea of  
immersing inside an indoor or outdoor space. For instance, depending on the 
artists we can find strong connections between individual experiences, within a 
formatted space by an artist or by an architect. Reformatting a space with a new 
function and program creates emotional reactions and individual perceptions. For 
example, American artist, James Turrell (Skyspace - Piz Uter) and Swiss architect, 
Peter Zumthor (Swiss sound pavilion - Hanover). As they both work within the realms 
of  artistic and architectural implementations.  
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Juhani Pallasmaa, in his book: The Eyes of  The Skin, mentions:

 “The sense of  self, strengthened by art and architecture, also permits us to engage 
fully in the mental dimension of  dream, imagination and desire. (…) The ultimate 
meaning of  any building is beyond architecture; it directs our consciousness back 
to the world and towards our sense of  self  and being. Profound architecture 
makes us experience ourselves as complete embodied and spiritual beings. This is 
the great function of  all meaningful architecture.” 2

An embodied experience is when the experience becomes individual, and the 
main subject of  the experience is us. This indeed makes sense towards the 
understanding of  the phenomenon of  our senses on forming an attachment 
between humans and concepts. Furthermore, as an open vision on the inclusion 
of  human psychology in artistic processes. Designed for our physical and psychic 
needs. When understanding and perceiving a sense of  spatial setting, our 
perception works within the idea of  reciprocity. The location and space allow us 
to enter and experience its atmosphere, a space designed with various mental and 
physical structures, materials, and ambience, that are not only there to tickle our 
senses, but as Pallasmaa mentioned, with the main purpose to enrich our psyche 
with a form of  embodied spiritual essence. Similarly, to art, architecture had the 
power to question exteriority and interiority.

 In The Eyes of  The Skin, Pallasmaa explains the junction between humans and 
architecture in the perceivable sense of  connecting us, human beings, to space and 
time. Allowing us to switch from perceiver to the role of  participant, permitting 
us to exist in the architectural setting, contemplating ourselves in the idea of  the 
-now.3 While starting to recognize our mindful physical presence in space and 
shift our thought process towards the way we may question spaces differently 
and fully observe what is surrounding us, we are capable to develop a sensibility 
towards atmosphere and architecture by creating a balance between our naivety 
and acquired knowledge. 

I believe it is possible to recognize these elemental qualities to be also 
included in contemporary art installation concepts. For instance, looking at 
the twentieth and twenty-first-century contemporary artists, Olafur Eliasson 
(Islandic/Danish artists bases in Berlin, Germany) fits perfectly in the realm of  
what we can consider as a conceptual sensory artist which follows and transcends 
the concept of  interactivity. In 1997, he created a project entitled: Room for one colour 
from the exhibition: Monochrome - Painting in Black and White, exhibited in several 
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museums all over the world.4 Eliasson’s art is usually created with the concept 
of  involving its visitors. In this artwork, he was able to bring new conditions of  
a usual situation which trigger an interesting sensorial experience between the 
audience and the space, which makes the viewer question their reality and most 
importantly their sense of  vision. Letting his work speak for itself  and letting the 
spectator become an active participator of  the installation. The work offers the 
opportunity to form an expressive reaction in a constructed reality. 

Vision is one of  the senses that is very prominent in everyday life, that it is a sense 
that we trust. Our reality, our observation, our primary portal to perception. 
This retinal colour research developed by the physiologist in the early 19th 
century, Ewald Hering5, has been efficiently used by multiple artists that focus on 
challenging the human mind. It is very easy to trick the eyesight. Eliasson, while 
positioning his audition in a blurred reality, he tricks our retinas into forming 
their interpretation, by being in a full yellow room. When entering the room, our 
eyesight shifts to making us believe that anything other than yellow changes the 
colours to greyscale. 

His works are not only an experience within itself, but the other people’s reaction 
and interactions caused an additional relationship to a collective experience. This 
is also very much included in his work: The Weather Project from 2003. Eliasson 
placed a mirror on the ceiling, not only to create a play between light and color 
within the room but also to create a very interesting atmospheric design with 
a distinct aesthetic engagement caused by material, color and proportion. It 
is implemented with the concept of  looking at ourselves (perceiving subject) 
observing the work (perceived object). 

There is a certain sensibility towards contemplation of  the self  and is firmly 
implemented in what Pallasmaa mentions within architecture. Observing 
ourselves, taking part and participating within a space, (architectural or artistic) 
create a sensual sensory experience, between our bodies, others, and space. I do 
agree with the statements of  Pallasmaa, which is also accepted by other architects, 
such as Peter Zumthor. Yet I still believe, this may be a form of  pure subjectivity 
and maybe quite self-centred to think that we could only perceive in a deeper 
sense, through the image of  self-consciousness to fully experience and appreciate 
our understanding of  spatial design, in art and architecture. As it may all come 
back to human bodies and meaningful understanding of  ourselves from multiple 
situations. We may consider these spaces sensual as we form an enjoyment and 
pursuit of  physical pleasure, which is not necessarily aesthetically pleasing. 
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As Eliasson mentions in an interview article for the art magazine ARTSPACE: 
“Without the viewer there is nothing”.6

Geometrically and ergonomically, it is without a doubt normal to take the human 
body into consideration when creating a room, a building, or an installation. As 
we can easily use the human body as a simple subject of  proportion to define 
and discover a space; topos (place) and spatium (distance). In our case of  trying to 
understand the sensuality of  spaces, architectural or artistic, this re-enactment 
process of  self-understanding of  the human body plays an important character 
in the active understanding of  what sensuality may refer to in architecture. 
The German philosopher Gernot Böhme in his book ‘Architektur und Atmosphäre’ 
(2006)7 defined the embodied experience as a form of  ‘mindful physical presence’ 
and that is a common interest in the architecture field today. Böhme helps us 
understand this concept through the terms of  ‘sensitivity’ and ‘atmosphere’. 
Which is a statement that makes me question: Is sensuality directly linked to 
physical shape and form, concept, or mood?

 “(…) The notion of  the humans as a body must by no means be abandoned. 
Mindful physical presence hinges precisely on the interplay between body and 
mindful body.”8

This could be all brought down to the fabrication of  senses through 
sensorial manipulation for atmospherical purposes. In my opinion, it is easy to 
describe a place as sensual architecture, due to form and shape, based on organic 
and large-scale volumes, but in some architectural buildings, there is a certain 
appeal to the structures that are complemented by their concepts which could 
be considered as sensual. These buildings that are not only here for us to fully 
interact with but may offer an appeasing subtle yet demanding emotional essence. 
Usually, we may see these places without much thought, or we could classify these 
types of  structures as places that are sincere, honest, unpretentious, and humble. 
In 1969, the Swedish architect Sigurd Lewerentz created a small flower shop by 
the cemetery of  Malmö, entitled the Blomsterkiosk. This was an architectural 
piece that was inspired by a quote by the Irish novelist, Samuel Beckett: 

“The less there is to say, the better it is said.”

Today, an extension was added to the original building keeping a multitude of  
original elements. This extra part was added for storage and bathroom. Entirely 
made from concrete and plywood, the design itself  does not scream innovative 
architecture. Yet the aura of  the place is fully present within its shape 
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FIGURE 4 & 5: Sigurd Lewerentz, Blomsterkiosk, 1969





FIGURE 6 & 7: Sigurd Lewerentz, Blomsterkiosk, 1969



and symbolism of  nature and growth. The simple design, raw materials, with a 
well thought out program causes the architecture to transcend through what we 
may call sensual and sensitive. A paradox between life and death, sadness, and 
appreciation, which may be translated to a spatial structure that is somewhat 
physically pleasing.

When speaking of  physical pleasure, the term sensuality is very often linked 
to sexuality. This is because it complements the idea and form of  the human 
body, brought down to a form of  gratification. This indeed could be understood 
through our vision of  human senses and perception, thus sensualism. There is 
indeed a sensuality of  the mind, therefore in architecture concepts and meanings 
are just as important as shape, form, and functionality. Creation of  space with a 
specific poetic attitude that possesses an emotional inhabitance. This is where we 
can find the true similarity with contemporary art as it is a medium that can be 
extremely personal, through conceptual and analytical experimentation.

In sensorial architecture today, when designing, people tend to forget 
that all our senses work within themselves for full comprehension. Senses in many 
created spaces are not accommodated. A perfect example of  an architecture that 
follows the true essence of  tactility through materiality in a very sensual way, that 
grasps a real intimacy between texture and structure, are the works of  the Italian 
architect and luminary of  composition and detail, Carlo Scarpa (1906-1978). 
It is even almost impossible to only use visual perception to fully comprehend 
the core of  his designs. Known for experimenting and challenging materials and 
craftsmanship, he created his own methods of  working which only benefitted him 
in terms of  final detail precision and ornamental importance, which enhances its 
visitors to activate all their senses to perceive. 

Inarguably, this is very much shown in the project Tomba Brion, Brion monumental 
complex San Vito d’Altivole, in Treviso (1969-78). According to the book Carlo 
Scarpa: Architecture and Design, edited by Guido Beltramini and Italo Zannier. 
This Scarpa project is the most difficult project to define. Cemetery, tomb, 
pathway, ‘rightfully belong to a sphere of  art’, the involving of  the visitor cause 
multiple descriptions and formulated opinions and interpretations. It is one of  
the most famous works created by Scarpa. An emphasis on detail and beauty 
helps through a form of  healing, intimacy, and solitary meditation. The chosen 
location creates a seclusion from outside-in but create visibility from inside-
out to the surroundings, becoming a vital element to the design. A big part of  
the architectural implementation was created with many reinforced concrete 
pieces, specifically made to fit one another, creating a full composition which 
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was ‘perceptively calibrated’, which enhances the complexity with a building of  
excellent grade.9 

Religion aside this project is an example of  sensuality, in my opinion it is extremely 
sensual when an architectural language that is not only self-explanatory but makes 
every single visitor perceive and discover a small new detail that may unravel 
emotional responses, intrigue and curiosity for symbolism. 

I foresee, sensualism in different architectural projects and in contemporary art 
installations, can be undoubtably recognized as an added value, and entity of  
phenomenon and experience of  perception. Connecting both spatiality and 
visitor to an emotional consequence, which compels us to employ more than one 
sense at the same time.
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2.2 Emotional experiences in spatial settings and its differentiation

Architecture usually can speak for itself  and offers a diverse palette and 
layers of  visual meanings. They can immediately call out for sensuality and deeper 
connection between the humans and space. In some other form of  art, such as 
film, architecture can either be promoted or showing us different interaction and 
human emotional responses to space. 

In the movie, Le Mépris (1963), by Jean-Luc Goddard, in this scenario, the movie 
features the characters interacting in the Casa Malaparte in Capri, Italy. The 
movie itself  conforms to expressive realism, while redefining a sensual aesthetic 
using Brigitte Bardot overlayed on a Mondrian color palette (red, yellow, blue, 
and white).  Meanwhile in the movie we are faced with the protagonists which are 
unable to reconcile with their relationship and their situation, while using the villa 
as a symbolism of  nature and modern rationalism. Casa Malaparte was designed 
by Adalberto Libera and the owner Curzio Malaparte and is considered a great 
emblem of  modernity. The building itself  is made of  three levels, with its most 
important component, the roof  terrace, and powerful stone staircase. The villa 
was abandoned when Malaparte passed away and was restored in the late 80s. 
Distant from true Italian, Mediterranean aesthetic, the villa did undergo criticism 
for its imposing simple form and foreign language which transmitted a duality of  
home, shelter, and protection with its own interaction between the surroundings 
and visitors. All things considered, Malaparte had a vision and desired a unique 
symbol that embodied the vital qualities of  his yearning for ‘solitude and love’10. 
Indeed, these are very opposite poles and quite incompatible, yet I understand 
this as an analogy, where Malaparte creates the perfect setting to love himself. 

“Now I live on an island, in an austere and melancholy house, which I built 
myself  on a lonely cliff above the sea. [It is] the image of  my desire.” – Curzio 
Malaparte 11

In my perspective, does not only fit the synopsis of  the movie but as well, its 
isolated location following an aesthetic that serves as a perfect set design. In 
continuation to the analysis of  the phenomenon, similarly to the yearning for 
an emotional personal narrative and embodied experience, senses such as scent 
naturally help these sentimental impressions that cannot be perceived on screen 
but only assumed.

Sent is one of  the senses that is not usually implemented but may have the most 
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effect on people. For instance, the sense of  smell can trigger emotional response 
through the subconscious of  comfort, discomfort, and memories. It is an element 
that could be implemented by designer, artist, architect or could be naturally 
part of  the place, city, area.  For example, farms and the smell of  manure, 
churches and incense or sea salt distributed by the wind, on the windows of  a 
vernacular Mediterranean home, could be a reminder of  childhood. Particularly, 
affect people positively or negatively and may change human behaviour. 
The location of  the project then plays an important role in the atmosphere, 
charm, and remembrance of  time and place giving a sense of  space. The APA 
dictionary of  psychology does describe: “The sudden, involuntary evocation of  
an autobiographical memory, including a range of  related sensory and emotional 
expressions”, as the “Proustian Phenomenon”. Named after the description of  
the French writer Marcel Proust who described a childhood memory of  eating 
madeleines (small French cakes) in one book Swann’s Way, page 60, of  the series: 
A la recherche du temps perdu (In Search of  Lost Time). 12 Odour in general, here may 
help the demonstration of  well-being through sensory stimuli.

In 2021, I visited the Bruder Klaus Fieldkapelle, which is a small chapel created by 
the Swiss architect, Peter Zumthor in 2007, in Mechernich, Germany. There 
were three strong elements that had caught my eye during this visit: the structure, 
the atmospherical implementations and the surroundings. The chapel itself, even 
though it owned holy symbols such as, the cross, church candles, a bible, it still 
did not appear to me as a place of  religion, but more as a space of  spirituality and 
meditation. When we visited the space, it was mandatory to park further down 
the field of  the location. It was highly implied that it was necessary for the visitor 
of  the chapel, to walk through the field to grasp the whole experience. During 
this overcast, rainy day, the structure itself  melted with its environment as it was 
naturally part of  the landscape. This project is indeed multisensory, the exterior 
texture and the interior roughness, played a delicate balance with the natural 
light opening in the ceiling. As well one of  the most ravishing memories was the 
smell. The smell of  the rain strengthened the fragrance of  the surrounding field, 
as well as the wet interior concrete walls and lead floor increasing the natural 
essence of  the space.  Suddenly, the rain had no longer any negative effect on me 
or the assumption of  bad weather, but the experience only brought inner peace 
in this mesmerizing experience. In this case, the fresh smell of  rain and growing 
grass reminded me of  my upbringing in a small village right outside the city 
centre to Geneva, Switzerland. I believe relating my own childhood memory only 
enhanced my emotional experience to the sacred space. 

The beauty of  natural unpredicted elemental quality, in this case only played in 
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the favour of  Peter Zumthor in his result in addition to the beautiful design. It is 
recommended and appreciated for architects, such as him, to completely analyse 
and integrate all conceivable circumstances to properly realize any atmospherical 
experience. Creating a silent space, like this chapel, which radiated a presence 
that is sensuous and self-evident. 

It is very common for spaces like this one to influence human behaviour. For 
instance, unconsciously our minds will oblige ourselves to remain silent and/
or to whisper. Acoustics plays an important role in experiencing architecture 
and spaces. Furthermore, the auditory human sense is one of  the most utilized 
qualities. 

In 2000 the architect, Thom Faulders, created the ‘Mute Room’, that was 
commissioned by non-profit exhibition venue; CCA Wattis Institute in San 
Francisco, CA. This piece was part of  a temporary exhibition known as listening 
rooms.13 For this project, Faulders approached the concept in an architectural 
way of  thinking to create the installation.

A listening room for experimental electronic music. He manufactured a memory 
foam structure that stretches throughout the whole interior gallery space, in the 
shape of  a wave, for the visitors to recline on. This pink foam is an intelligent 
material that is usually used to create earplugs to reduce noise, such as in concerts. 
As the foam is on a large flatter surface, it causes the sound to reverberate 
differently. The structure then acts like a large acoustical panel that enhances the 
acoustical clarity of  the played music.14

In this context, in addition to the function of  the room, Faulders was able to 
create a conversation between the human body and the spatial context and the 
interactive design. Not only the sense of  touch but as well the auditory sense. This 
installation, I believe, even though its shape and form could communicate with 
some artistic value, is not necessarily categorized as art but instead, architecture. 
This is because the space is less about the artist and more for the specific function 
and participation of  the public within the contemporary museum. 

When trying to define what could constitute a sensual spatial surface there are 
no real criteria. But as Faulders was able to create a bridge between physiology 
and spatiality, we could imagine the space provides a form of  peacefulness 
and embodied experience, due to the material used eliminating and muting 
unnecessary noises and echoes.15
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When looking at a space, created by an architect and a space created by 
an artist, we can comprehend the similarity in the approach and process of  
building. An artist, just like an architect, can create a space for a artistic purposes 
including architectural implementations that facilitates the atmosphere and effect 
of  the art work. Artists like James Turrell, which are also very much focused on 
experiences between body and space, would of  course be using architecture and 
more functional expertise to fulfil their artistic vision. 

James Turrell, considered one of  the foremost light artists, is known to use 
light as a materiality, emblematic of  our use for artificial and natural light. He 
mentions in an introductive video for the Guggenheim Museum, in 2016, that 
he ‘enjoys the idea of  the substance of  light as the grand elixir that we consume 
light as vitamin D when light is taken through the skin’. His main concept is not 
to depict light or paint light, but, that his art is light to ‘perfect the medium of  
perception’ and its malleability.16 Using light as a medium he manages to offer a 
full experience for his audience to let their bodies submit and immerse themselves 
in his contemporary art installations. Where we can observe that there is a form 
of  visibility that needs our full attention, observing between the walls and the 
architecture itself  gets erased by the light.

In his project named Lech, located in the high Austrian mountains in Oberlech, 
Turrell created a sky-space that is partially embedded in the ground with a 15m 
long tunnel entrance. With the main concept of  “seeing yourself  seeing”, he 
offers individuals to be self-aware of  the way they can perceive the world that is 
surrounding them.17 Structurally the space offers a ceiling opening which gives 
the audience the visual effect that the sky is part of  the room and changes as the 
day and seasons pass, while enhanced with colour changing lights in the inside. In 
this project, like many other sky spaces that Turrell has created, we find ourselves 
intrigued by not only the experience that we are taking part of  but as well the 
momentum. The moment that we as individuals, all observe and experience in 
very different ways. It calls for our utmost attention. We cannot sit and leave as 
a visitor, without taking in, taking the time to observe and understand what is in 
front of  us and submerging ourselves in the art. In my opinion, it is an emotional 
experience, to let go of  our grounded control and allowing ourselves the ability to 
not just endure but feel a space.
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2.3 Feeling of  discomfort

In the continuation of  the pursuit towards, embodied experiences and sensual 
contemporary art and architecture, as previously seen, the role of  the sensory 
nervous system plays on emotional responses. As a high sensorial experience, 
we could look at Ryoji Ikeda. Ikeda is a Japanese artist based in Paris, France, 
contingent on visual and sound installations. The project, Spectrum II (2005), 
was a transcending and stimulating body experience, among the visitor and the 
architectural space. A corridor of  approximately 3.6m high x 0.9m wide x 2.7m 
long.18 When researching this project, I find myself  questioning my feelings and 
how I would react if  I were standing in the centre of  that corridor, where I would 
be experiencing the fabricated sounds merged with either bathing in the darkness 
or immerse in the red coloured light. This project reminded me of  the Green Light 
Corridor (1970) by Bruce Neumann. In comparison with both artistic installations, 
the difference is that Neumann, other than creating an aesthetical experience, 
defies architectural corridor standards to create a feeling. An experience. A 
provocation towards claustrophobia. The participant finds himself  confronted, 
pushing limits to a feeling threshold of  discomfort. Playing with negative 
responses, Neumann faces the notion that environments and experiences may 
impact mood and feelings. Like sensuality, discomfort is a term linked to feelings 
that are not quite emotional reactions, but it does affect us in a similar manner.

Discomfort is a term that is found in architecture quite a lot. Especially in, sizing, 
shape, material use, and distribution. As humans, we unconsciously let ourselves 
be orientated by the architecture itself, such as circulation. For example, in 
museums, we do not necessarily need signage and symbols to find our way around 
certain exhibitions. Orientation is something that is taught early on, based on 
experiences and memory. As another illustration of  an uncomfortable situation 
is when the room is not meant for the physical proportion of  the body. Ignoring 
le Corbusier’s attempts of  modular ergonomics system and abandoning all other 
architects measuring theories. The ceiling being too low, the weird unforeseen 
angles, or like the Neumann corridor, narrow spaces. Whenever architects defy 
the common regulations and standards, we possibly could find ourselves ‘lost’, 
which could lead to feelings like discomfort, disgust, anxiety and/or frustration. 
Notwithstanding, pushing the boundaries of  the discipline, is less observed or 
questioned in art and even more so, encouraged. This is because art in comparison 
to architecture, if  not, in need to be fully understood by its audience.  However, 
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the feeling accompanying the term of  discomfort does not necessarily have any 
negative connotations, and comfort doesn’t not consequently mean peace, well-
being, and serenity. Is comfort a simulation of  domestic harmony?

Post-war architecture utilized this idea of  discomfort, as a form of  radical 
thinking towards the future. Pushing the architectural boundaries into innovative 
design. Finding new ways of  living and dwelling. Times were changing, politically 
and socially. Architecture found itself  in the middle of  the new era of  “utopian 
experiments” and ideas of  what future should look like. In a need for change, 
many architects, designers, and artists followed to route of  inventive design. 19

Alison and Peter Smithson, husband and wife duo, pioneers of  brutalist English 
architecture. They both had the creativity that fitted “time of  growth and post-
war rebuilding” and the creation of  ground-breaking low-cost designs.20 In 
1956, they created the bold and temporary, House for the future. An influential and 
experimental project that not only says it all its in title, was part of  a radical 
way of  thinking, creating for an exhibition, what an ideal home would be in the 
80s. The design was based on rectangular foundation of  9 x 15 m. The central 
patio formed in an anomalous shape is surrounded by organic shaped rooms 
that follows a continuous flowing circulation, through honey-coloured plastic and 
fiberglass hollow panels that seamlessly covers all walls, floors, and ceiling. The 
clear façade helps the connections between all surrounding rooms to connect 
with the central patio, allowing a vis-à-vis. The plastic material was an important 
part of  industrial design of  the 50s, competitor of  concrete, here the Smithson’s 
took the material use to another level by letting the material take over the house. 
The creation of  the ‘tactile continuity’ enhanced the experience of  the house’s 
visitors. 21

This project, created as a fantasy proposal of  house module made to be repeated 
in building complexes, is not only beautiful, but I believe falls in the category of  
‘positive discomfort’. The organic shaped walls and the unhinged distribution, 
drives the architecture of  this house to be extremely avant-garde way of  living for 
its time. Even though the space seems to own a very artistic and amusing design, 
the open patio creates the idea of  an auditorium, where the audience can sit, 
showcasing inside every room as multiple theatrical stage sets. The space is, as 
well, found underestimating the attitude of  people in a tight space, which could 
eventually lead of  a form of  discomfort towards the inhabitants of  the house. 
The furniture is fixed and there was limited motion range, which was inspired by 
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interior car designs. This is the perfect example of  defying architecture, as there 
are no conventional rooms and have strong symbolisms of  caves, which fits the 
‘post-war bunker’ ideals.22

The comparison to bunkers or shelters, does have a comfortable essence, that 
does attract and speak to people. As because, the idea of  inclusion and safety 
does call for reassurance which soothes and ease, but could this only be liked on 
a temporary time limitation. (claustrophobia)

In contrast to the Smithson, futuristic house, the most common 
visual recognition of  discomfort had a strong impact on one movement, 
deconstructivism. Appeared in the US in the 80s, deconstructivism called out for 
architects like Frank Gehry, Michael Rotondi, Peter Eisenman, or Thom Mayne, 
of  which fundamentally went in opposition of  western philosophy. This post-
modern style follows the idea of  breaking away from architecture, by playing 
with the manipulation of  forma and structure of  large-scale buildings, utilizing 
materials like metals, and enhancing sharp edges. Fleeing from the conventional 
standards of  modernism.23 

Deconstructivism, is an example of  discomfort as when breaking the rules, it 
offers new shapes and forms that don’t match or fit. Exposes abstract forms and 
create feelings of  unease, which as well, is not particularly aesthetically pleasing.  
For example, in 1978 Frank Gehry, designed his own house in Santa Monica, 
California, USA. This house is anomalous and irregular. It physically looks like a 
house that could have been painted by a Cubism artist, while offering us, a new 
understanding of  perception through imagination. 

 The original house is still very much visible, under the external additions to the 
structure. The large openings in the corrugated metal structures are completely 
slanted which are not the most irritation element, but the possible thought 
of  everything being left by choice and random disproportion and imbalance. 
Like art, architecture give us the opportunity to criticize and give opinions and 
reactions. Since this house is his own home, Gehry was not constrained by client 
guidelines, and had to freedom to not only experiment with shape, but as well 
with materials. Giving him the opportunity to take risks with his design. 

His material choices and modest appearance of  the house was a direct 
representation of  his own private means at the time. By using accessible materials 
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and his own knowledge of  hardware, he was able to create an ultimate example 
of  his own style and projected a ‘model’ design for future clients.24 

Sensualism could offers emotional authenticity to a design. Through 
embodied experiences and human senses, a connectivity between ourselves and 
the space is made. A means of  comprehending our distinct likes and dislikes. A 
method of  eliciting emotional reactions as well as a manner of  interpreting them. 
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3.1 Etymology 
 
 Discussing the generation of  emotions and the formation of  feelings 
we can clearly state that emotions and feelings are different. Emotions, in simple 
definition to the Cambridge dictionary, it is defined as a “strong feeling”.25 
Other sources state that it, come from the inside of  ourselves, bodily reactions 
(physiological response and sensory data) and feelings come from what surrounds 
us (object, person, situation). A conscious reaction which allows the experiencing 
of  emotions. It is the activity that happens inside before the expression. In this 
case, we would be looking at how different spatial situations uses and generate 
feelings to the evolvement of  the internal emotions.  

Emotion itself  in French is émotion, which is a term that originally derived from the 
Latin word: emovere. In English, this could be translated to; move – out; agitated. 
Which causes for motion, transitive meaning, and cause to move. Then relates to, 
esmovoir (old French), esmouvoir (middle French), esmotion (middle French); emotion, 
feeling, - to émotion; emotion in English.26

Years of  history and human life on earth continues to everyday, fulfil its own 
interpretation and language, through a multitude of  forms and description. 

In comparison, the word “feelings” have other distinct meanings. In French, for 
example, the translation of  the word feeling is a homonym. The word “sentir” also 
means feel, sense and smell. The sense of  smell (olfactory) is here an interesting 
point. But, it is also a definition for a form of  human intuition and susceptive 
behaviour. In English, “feelings” also has an intuitive perspective, but in comparison 
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to smell in French, it implies being touched emotionally by something, and to 
touch physically.

 In the French definition, it is said that we experience feelings through emotions.
‘Feeling’: se sentir (verbe pronominal)
To ‘feel’ : se ressentir - éprouvé (verbe pronominal) 

It is easy to mistake the words “emotions” with “feelings.” This is especially true if  
they are defined more generally. These two words may be quite close and utilized 
in a variety of  misleading ways. This may be evident in architecture as well as in 
artistic practices: For instance, “emotional space.” It is implied that these areas 
elicit reactions and feelings. When, in fact, they may appear as merely sensations 
and impressions that do not always fully include certain emotions. 

They’re both ambiguous and conflicting terms, yet the word “emotion” could 
be determined as a concrete term whereas “feeling” could be abstract. They 
may be considered as loose terms. Always incorporating human beings in our 
design processes, it is normal to be willing to understand what are these “human 
emotional responses” that people talk about when they describe their perceptions 
of  certain art pieces or architectural settings. 

Is it just easier to say “mixed emotions” or “mixed feelings” when we do not fully 
comprehend a situation or setting?

Or are we just assuming a role of  critical response due to our tendency to inflate 
the importance of  aesthetics from a visual perception that is informed by our 
senses?          
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3.2 Emotions through fine arts

“A work of  art which did not begin in emotion is not art.” – Cézanne

Facing artistic fundamentals of  perception and looking at various art fields and 
artists. Art fields are the most prominent disciplines with a significant emotional 
consequence. Art that makes you think, feel and question. How an artist expresses 
emotions or create reactions to what is in front of  the audience?

Art, literature, poetry, and architecture are fused as a medium that for many 
decades has been utilized as a creative expression of  a therapeutic emotional 
revelation.  Essentially in the art field, artists are found longing for emotional 
engagement, and it is more frequent for the audience to respond to emotional 
sincerity. Yet, there has always been a certain conflict between the artist and his 
emotions. In the notion of  the deprivation of  emotional expression since art also 
may rely on aesthetics and the critics of  the public. Thus, affecting identity and 
emotional coherence. 

Aesthetics and the visual experience play a large role in what makes a painting 
emotional for the perceiver. Bodily experiences of  our connection between what 
we see and how we may react to them. 

Josef  Albers (1888 – 1976), was an artist and theorist. With his wife Anni, they 
have always thought that life should be something to be observed with care. 
Both pioneers of  modern art and design, as well as both being educators, 
have demonstrated and conveyed the importance of  self-awareness in art. 
The relationship to ourselves and the relationship with others. As well as the 
importance and impact of  the awareness on the subjectivity of  perception.27

As a colour theorist, Josef  Albers mentions in his book: The interaction of  colours; 
the matter and understanding of  the importance of  colour in visual perception. 
how different colours interact with one another in cause to create a perceivable 
difference on the feeling the image would want to convey in addition to colour 
psychology.28

In comparison to Albers, the American painter; Mark Rothko, inspired by music, 
was less about the controlled methodology, but was more based on mythical 
thinking and using colours to create emotional responses based on basic human 
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FIGURE 29: Josef  Albers , Color Study for Homage to the Square
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emotions. While allowing the viewer to feel what he felt at the time the painting 
was created, he engineered a situation that forces the viewer to look back into 
themselves. Even though we as viewers of  art, may understand paintings and the 
emotions emitted through the artists’ style and creation, we as humans cannot as 
well ‘feel’ the same feeling that the painter evokes. 29

Rothko: 
“I’m not interested in relationships of  colour or form or anything else (...) I’m 
interested only in expressing basic human emotions—tragedy, ecstasy, doom and 
so on—and the fact that lots of  people break down and cry when confronted with 
my pictures shows that I communicate those basic human emotions …If  you…
are moved only by their color relationships, then you miss the point.”30

This is no new concept of  emotional sharing. It is seen in paintings from Monet, 
Manet or even Toulouse-Lautrec (impressionism), but is also seen in Cézanne 
(post impressionism), Matisse (fauvism), Picasso (cubism) or even Jackson Pollock 
(abstract expressionism). It is their interpretation. These artists express their 
personal feelings with still an intention to let their audience formulate their own 
opinion and interpretation from these images. 

Monet for instance, like Rothko, was not about any theories on art. He claims to 
just paint his impressions of  what is physically in front and surrounding him.31 
Historically, impressionism created a shift in how we see reality, as it is not based 
on form, but on color and light. I believe Monet was one of  the main artists 
which turn this shift of  colours and detail that created a new language on how 
we may interpret space.  He observed physical things differently. With the idea 
of  only looking at shape and colour, while avoiding the object itself. Monet 
helps us understand and observe our perception differently, through his stronger 
brushstrokes creating movement and light bringing out the essence of  what he 
was experiencing.

Claude Monet, from the early 1890s until his last breath, have been engaged in 
his work with Les Nymphéas (water lilies). A large series of  paintings that have been 
derived from his main source of  visual inspiration: his self-created garden and 
most importantly his water lily pond, situated in his home in Normandy, France. 
Not only did he created about 300 water lily paintings, but forty of  those paintings 
were created on a large scale. The eight most prominent, and impressive panel 
composition were created sur mesure, and were displayed by his own vision and 
desire. In collaborating with the architect Camille Lefèvre, and with the help of  
his friend and politician, George Clemenceau, at the Musée de L’Orangerie, in 
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Paris, France.32

Nothing is this exhibition was left to chance. Form, volume, placement, spacing. 
Everything was created for the visitor to observe and perceive the paintings 
through the various entrances of  the room. The specific made ceiling, allowed 
natural light to enter, causing the room to be flooded by daylight and weather 
changes throughout the day. Not only creating a natural experience for the 
audience but, letting the light and weather resonate with the painting in the 
two oval shaped rooms.33This permanent exhibition not only calls for historical 
masterpiece, but fully creates a memorable experience, that has no equivalent, 
opened up to a beginning of  art installation, where humans are no longer passive 
in observing paintings but somewhat takes part in the exhibition, as they are 
surrounded with a beautiful pond of  floating painted nymphéas. 

« L’illusion d’un tout sans fin, d’une onde sans horizon et sans rivage »34 
– Claude Monet

“The illusion of  an endless whole, of  a wave without horizon 
and without shore” 

 

Of  course, Art is subjective and creates individual perceptions and emotional 
responses. Even though we could own a naïve perspective view without having 
the proper art theory knowledge, we can indeed understand some paintings are 
tragic, joyful, melancholic, etc., we can create this distinction between us and the art, 
so we, as perceivers and interpreters of  the artwork, we may take on a role of  an 
empath. 

Empathy is originally coming from the Greek language: Empatheia – em + 
pathos, which translate to ‘in feeling’. In the German language, ‘Einfühlung’, is 
an association of  visual aesthetics, cognitive and relational and/or interpersonal 
experience, that can be caused primarily from, a hands-on experience from shapes 
and forms.35 In this scenario, a more profound meaning to our understanding of  
our emotional connection and responses towards art and architecture, in one’s 
own frame of  reference. This term which gives us a more general understanding 
of  the emotional state, we find ourselves in presence of  art and architectural 
spaces. These are the states, where we subconsciously project ourselves in or on 
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what we see. We relate to the emotions the artists may or may not be trying 
to express, or where people imagine themselves in other people’s situations. In 
architecture, the role of  the empath would be usually understood by the architect 
or designer himself. This could be described as ‘cognitive empathy’, as it is a state 
that the architect and designer, is fully aware of. 
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3.3 Empathy in architecture

In Architecture and Empathy, a book by Gallese, Pallasmaa, Mallgrave and Robinson, 
Robinson writes: “Like our emotions, empathy is a further expression of  our innate 
sensitivity to the world” p46.36 After citing the Czech philosopher Jan Patočka: 
“The world is an empathy of  a kind.” She emphasizes that in her understanding 
“(…) empathy allows us to connect to the world through our own bodies and in 
turn, the world opens itself  to us as we feel our way into it. As the mutuality of  
the mother-baby relationship exemplifies, we dwell in a reciprocating circuit. We 
are built to be received into a world to which we must connect, into a world that 
fits us. Empathy is this deep reflexivity at the heart of  life”37.

With this statement, I personally understand that empathy in architecture can 
only be a form of  thinking towards humanity. Like art can be an understanding 
of  emotional responses to situations, moments, and spaces. Yet, it can be stated 
that in the field of  architecture, empathy must as well can be included in the 
understanding of  others needs and necessity in addition to their desires. The 
architect and/or design will be putting him, them, or herself  in the shoes of  the 
future habitant or user of  the space, in the realm of  functionality and efficiency. 

This book shines light on the understanding that, architects, and designers, in 
some cases, have been very uninterested with the relational aspect and emotional 
responses in their design processes. This is a criticism that comes from modern 
architecture and industrialization. How architects adopt attitudes in their designs 
that can be classified as cold, unemotive, unwelcoming, too functional, hostile, 
defensive architecture, which rejects the uplifted attitude of  life, imagination, 
well-being, and warmth, which can surely fall in the category of  discomfort.38 
This type of  architecture, can be considered beautiful to some, nevertheless, can 
have an effect on how people behave, as well as creating negative feelings.

Empathy, equally to art, is subjective and would differ from one person to the 
next. On how it can be approached or how it could be created. Criteria of  what 
is necessary to be considered an empathetic design. There are several possibilities 
that might be combined and looked at in the design approach if  it is to be pleasant, 
accessible to all, user - friendly, socially, and culturally relevant.

As a simple example of  what I believe is an empathetic design, found in the mist 
on an urban context, open to all and engaging, are the playgrounds from Aldo Van 
Eyck. This is because Van Eyck, had worked closely with communities and locals, 
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to install in the perfect location that would fit the post-war ideals of  reinforcing 
local communities and instalments of  ‘place of  leisure’. Over more than 700 
playgrounds were designed in Holland. Seventeen playgrounds are still alive 
with high activity rates today. Going against the CIAM (Congrès Internationaux 
d’Architecture Moderne, 1928), as he wanted to find a compromised with modern 
ideals and vernacular traditions. Which, I believe rejects, “form follow function”.
 Following his own rules in the creation of  an ethical and more so ‘humane 
design’, when other architects like Le Corbusier, focused on the reconstruction 
of  cities, which were more directed towards living and labour.39 In his essay, The 
Child, the City, and the Artist, written in 1962, Aldo Van Eyck mentions:

“Its job is to provide this in-between realm by means of  construction, i.e., to 
provide, from house to city scale, a bunch of  real places for real people and real 
things”40 

Aldo stresses the idea of  developing project that would work within a community, 
that would involve, liberation, freedom, and the joy of  living, all things that were 
in desperate need post-World War II.

In contrast to Aldo, with as well a large-scale urban project, I believe there is an 
observation that could be made, following the idea of  ‘hostile’ architecture with 
the project of  Le Corbusier, Le Plan Voisin. Ville Contemporaine (Contemporary City) 
‘urbanistic utopia’, with the original idea of  being created in the outskirts of  Paris, 
France. This project was proposed in 1922 at the Salon d’Automne in Paris.41 The 
plan shows the idea of  creating twenty-four skyscrapers and residential blocks, 
offering housing and work for around three million inhabitants. The city itself  
offered a wide criterion of  ‘perfect’ situations and principles, thus augmentation 
of  density, which would lead to a more functional city scape approach which 
‘ensures rapid communication’.42

In the book the Master builders by Peter Blake, in the chapter VIII, on Le 
Corbusier, the project followed the same rules as the house he created in Pessac. 
He refers to it as: “Corbu was to meet a degree of  hostility hard to imagine 
today”43, explaining the criticism and ‘good deal of  opposition’ to his work.

He himself, even mentions this in his book The City of  Tomorrow, p159: “The 
solution I put forward was a rough one and completely uncompromising”, while 
still mentioning that he was followed by some critiques regarding his ideas, “(..) 
caused rage in some quarters and enthusiasm in others.” He then explains, 
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how not everyone is able to read plans, and use it as an excuse, for the need 
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for explanation, as questions were rising, on the ‘fundamental questions which 
spring the very depth of  human feelings’ and more so argues that his project, 
even though it is not obvious, does have a form of  empathetic, ‘mind, heart, or 
the physiology of  our sensations’. 44

Le Corbusier quotes: “A city made for speed is a made for success”45 

This may be true but the public opinion, in this case did matter and the project 
was indeed quite negatively received and was rejected, thus concluding to never 
being realized. 

“This loss of  horizon and sense of  purpose and shortening of  perspective have 
turned architecture away from images of  reality and life into an autistic and self-
referential engagement with its own structures.” 46 
  

- Juhani Pallasmaa
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4.1 Emotional pawn in spatial settings

Saskia de Wit in her 2018 published book entitled: “Hidden Landscapes”. This 
book claims that ‘urbanization’ in metropolitan contexts creates a “sense of  loss 
of  identity” within its society, we create cities in nature, then nature in cities in 
search of  this identity that is lost by our actions of  incorporation.47 Affected by 
the absence of  the flora and fauna, absence of  life in urban contexts other than 
our own. What does this intel do in our society today? 

We recognize the link of  humans with their environment and their existential 
footing when we grasp the Genius Loci of  a spatial definition. However, she 
argues that in this instance, we have lost touch with our surroundings, resulting in 
a sense of  alienation. A loss of  sensibility.48

Individuality is a subjective perspective on the creation of  our memories, 
impressions, and emotions because of  environmental and cultural situations.
 
 Nature and natural processes are thought to be impacted by the social 
and political components of  modern urban living. Nature may be employed in two 
ways in today’s creative fields to elicit a different response from us. An emotional 
reaction to our conscious or an emotional response to our self-consciousness. For 
instance, regarding our consciousness in the eco-social quality of  art form and 
‘bringing awareness to the deterioration of  our planet by the impact of  man’. 
The Spanish artist Eugenio Ampudia in June 2020 did just that.

“Ampudia devises a concert for plants as a symbolic act of  a paradigm shift. Thus, 
a total of  2,292 floors, the theatre’s total capacity, enjoyed the performance of  the 
piece “Crisantemi” by Giacomo Puccini by a string quartet”49

 Nature, on the other hand, is the source of  spatiality, allowing us to 
relate to it through our sensory perception. But how can we connect to it now 
via our emotions and sensations in a non-political, non-social implicated, natural 
conscious manner of  reconnecting with ourselves?

Many artists, writers, poets, etc., have been known to use nature as a primary 
source of  emotional expression. For instance, in romanticism. The powerful 
sense of  happiness and melancholy. The use of  flowers to describe beauty scent 
and decay as a metaphor to human life. The emotional rollercoaster of  the 
self-centred emotional reaction, towards ourselves or others; To help feed our 
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emotional perception and personal reflection.

 In architecture, for instance, Enclosed gardens in the broad Hortus 
contemplations sense of  experiencing the garden through contemplation,50 
are a perfect example of  us trying too hard to create something bigger than 
us emotionally. The tangible and intangible ephemeral sensation of  emotional 
feelings, that a simple garden should trick us in to believe we are doing something 
meaningful? Or are they beautiful metaphors of  reconnection to nature, fill in 
the void that we are losing, such as the “sense of  loss of  identity”, that de Wit was 
talking about? Finding ways to ground ourselves from our upgraded city lifestyles.

 Many conceptual architects and designers, including myself, tend to 
focus on creating concepts that hopefully, may create meaningful architecture or 
design, and in some cases using nature as a quality to connect the individual with 
the space. 

Taking care of  life, our surroundings, re-involving what we usually take for granted, 
instead of  only designing for function, beauty, and technology. Nevertheless, 
nature is one of  the easiest components to apply to new architectural projects. 
The different types of  plants, flowers, and alternative vegetations, are no longer 
all bound to certain environments and climates. Plants have been merged, moved 
around and cross-pollinated. This causes plants to grow and adapt to a new 
environment or grow around a building. Perennial plants are a good example of  
specific flora used in architecture, that is easily maintained throughout the year 
by local gardeners after a finished design. 

Piet Oudolf  is one of  the foremost architectural garden designers that mainly use 
perennial plants in his designs. The main philosophy is creating a garden that 
never dies, only changes shape, texture, and colour. The emotional aspects of  his 
gardens are for him an additional layer on top of  the visual effect to a specified 
location. In a PBS (American public broadcast) interview, he claims that he 
creates a reminder of  nature by enhancing its beauty, but he is not creating nature 
as it is not naturally made. The idea is to make us feel the emotions of  nature. 
What people enjoy is the changing of  seasons, the movement, the changes, and 
the dynamics. “It has something personal, something that embraces you” Oudolf  
is a designer that speaks to people as he can offer the need against the notion of  
extinction of  nature in balance with a celebration of  beauty. The unexpected as 
well as life and decay.51

Most plants today, as well, no longer have the restrictions of  growing outdoor. 
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During this very still occurring, Covid-19 pandemic, people today have increased 
their indoor plant purchase to help them fulfil the need for bringing the outdoor 
indoor, while quarantining in limited square meter apartments. The influx of  
house plants and flora hobbies became a millennial trend. 
 
Even though multiple plants have been killed, overwatered, mistreated, radiator 
fried, that stops no one from buying cacti and succulent desert plants in the cold 
winter of  northern Europe, to fulfil a certain level of  comfort in metropolitan 
cities.

 We can reflect on this notion that Oudolf  tries to install in his gardens 
designs in the creation of  our own homes by the addition of  some plants. There 
is a specific instigation of  emotional responses that could cause a phenomenon 
of  self-awareness. The implementation of  nature in spatial contexts. Like Piet 
Oudolf, it is a manipulation of  the elemental charismatic and unpredictable 
qualities that greenery may provide to bring something that we have previously 
lost. 
Nature does have a powerful meaning and impact on people other than improving 
concentration, productivity and simply better the quality of  life and human 
health.52 Verdure and flowers may bring purity, peacefulness, colour, sensitivity, 
even a form of  emotional impressive power. 

Slow growth of  plants and vegetation, make reflective humans, question their 
own lives while taking care of  another, and allow them to ruminate their concept 
of  time. Am I living, moving, and growing too fast? Am I not enjoying what is in 
front of  me? Is this life simply superficial?

Going back in history, implementation of  nature is very well known in Japanese 
traditional architecture. It contains a very strong cultural and historical 
implementations. Displaying ta high emphasis between Japanese population and 
a certain intimacy and connection to nature, agriculture, and seasonal changes 
as it is highly influenced by Shinto and Buddhist beliefs.53 These influences and 
their connection to the exterior environment for the building of  and interior 
environment are transcribed well in their application of  the human senses and 
human connections in their design concepts and processes. The control shown 
in their design features offers a balance of  design elements, which create an 
understanding of  how humans interact with the spaces. The human senses in 
their design are made to capture their sense of  tranquillity.  

As an example of  a traditional Japanese design, which plays on embodied sensorial 
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experience and emotional well-being is the Katsura Imperial Villa and Garden 
in Kyoto, Japan. Traditional Japanese gardens are known for using the human 
senses within their design processes and concept. The main senses that a person 
uses while entering a Japanese garden are the sense of  smell, vision, hearing. The 
visual of  the controlled display, the smell of  the botanical implementations and 
the hearing of  the natural elements placed in an acoustical form. The complexity 
and delicacy of  their designs may be vulnerable to various weather conditions 
yet there is a subtlety to the understanding and the thought process of  these 
concepts and garden design. The art of  creation. Every element in those gardens 
could be analysed as specific ingredients to promote individual experience. For 
example, the sound of  our footsteps on the walking beautiful walking paths are 
made for awareness of  self, while being inside a very composed and controlled 
environment.54 The journey through traditional, tea or Zen gardens, has very 
specific programs, which follows a space psychology.

 In landscape and garden design, it is I believe, hard to implement the 
idea of  Genius Loci when creating something new. The implementation of  the 
sense of  the space, while bringing nature in addition to a new contemporary 
structure, would be the finding the right balance to bring the perfect harmony 
between the philosophical meaning and the emotional function to a pragmatic 
design. 

In a more urban, innovative way of  implementing nature, multiple of  projects all 
around the world and mostly big cities, does need an involvement and addition 
green spaces. This is because commonly known, due to environmental health 
hazard of  living in urban cities. These issues include, noise and air pollution, 
which on a long-term base create a significant decrease in well-being and increase 
in pollution. Not only these spaces, promote better emotional affects but as well 
help with improve mental health issues of  city dwellers. 

The Australian BAU Brearley architects and urbanists, created a series project in 
2020, of  urban land planning and public space parks. Because of  the decrease of  
natural land and an influx in city density, they have been working on implementing 
nature in diverse possible alternative ideas, such as, vertical and rooftop gardens, 
creating ways to elevate gardens for the promotion of  urban agriculture and 
plant cultivation.55 Just like Piet Oudolf, this project fully promotes the ideals of  
sustainability and encouragement of  social development, yet are differentiating, 
as it is based on an environmental neuroscience.  Which in some ways, abandons 
the notion of  emotional and deeper design concepts?
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5.1 Conclusion 

The foregoing research, Emotions and Sensuality of  Spaces Through Spatial 
Design, offers an understanding of  what is the phenomenon and the deeper 
interpretation of  human emotion and sensualism in spatial design. It is observed 
through three main chapters that involves with a multitude of  examples and 
references, which help shine a light on what we could understand these elements 
to be. Embodied experiences and the use of  the five human senses, we can observe 
a real connection between humans and art & architectural concepts. This fully 
elevates the ideal of  sensualism of  spatial contexts. The broad understanding 
of  emotional reactions and empathy within the two fields, allows us to make 
the disparity on a historical level that emotional responses, like sensuality and 
perception is very individual, and will very certainly be approached in different 
ways by different people, through their own interpretations, based on a personal 
frame of  reference.

The etymology helps us comprehend the distinction between what we understand 
emotions and feelings to be, and how they are both ambiguous and conflicting 
terms, especially when defining art and architectural spaces. When looking at 
the question: “are those spaces already containing the emotions and we just 
enhance them? do we generate them from scratch? or are we just the painters 
of  situations?” This whole research says that there is no real answer regarding 
the meaning of  emotions in a space. Yes, the space can be emotional, due to 
memories and past experiences. No, a space is only a figment of  the designer, 
artists, and architects’ creation. The human senses are one of  the most utilized 
elements, that help the creation of  a very specific experience and environment. 
This not only, is observed in the works of  Eliasson, or Turrell, but as well in the 
works of  Peter Zumthor or Faulders. Atmospherical and elemental qualities that 
are implemented to manipulate us to open to a new way of  perception. Physically 
and psychologically.

This is not only demonstrated through embodied experiences, art expression but 
as well with the use of  natural elemental qualities such as green spaces and the 
use of  flowers and symbolisms, that only helps us connect ourselves with our 
surroundings in a form of  reconnection to our sense of  identity.

We could fully conclude this into the term of  emotional sincerity. Which I 
believe connects greatly with a multitude of  architectural concepts. Connecting 
with emotions, sensuality, and empathy. In various art fields and architecture 
movements, we could understand this term as a full expression of  self, in the 
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raw definition of  the term. Pure honesty, embedded within concept, qualities, 
and materiality. When speaking of  emotional sincerity, it carries out a form of  
sensibility that architects would have to find within themselves and exposed a 
certain vulnerability, that could vibrate within the created structure and accessed 
by the visitors to feel and respond in a sincere manner. In my perspective, 
emotional sincerity goes well with sensualism and nature. For the anatomical 
model, my intentions will be to bring this expression of  authenticity and sincerity. 

76
sen

su
ali

sm
em

oti
on

s



FI
G

U
R

E 
38

: S
ig

ur
d 

Le
w

er
en

tz
, B

lom
ste

rki
os

k, 
19

69





5.2 Notes

1.0 Introduction

1 Adam Caruso, The Feeling of  Things (Barcelona: Poligrafa, 2009), p.19.

2.0 EMBODIED EXPERIENCE

2.1 Sensualism in architectural spaces and contemporary art 
installations

2  Juhani Pallasmaa, The Eyes of  the Skin (Chichester: Wiley, n.d.). p.13

3  Ibid. 2, 

4  “Room for One Colour A... • Artwork • Studio Olafur Eliasson,” 
Studio Olafur Eliasson, 2021, https://olafureliasson.net/archive/artwork/
WEK101677/room-for-one-colour-and-windy-corner.

5  “Colorsystem,” colorsystem Ewald Hering Comments, accessed 2021, 
https://www.colorsystem.com/?page_id=831&lang=en.

6  Artspace Editors, “‘Without the Viewer There Is Nothing’: Olafur 
Eliasson on Positioning the Audience and the Notion of  Reality,” Artspace, July 
27, 2018, https://www.artspace.com/magazine/interviews_features/book_
report/without-the-viewer-there-is-nothing-olafur-eliasson-on-positioning-the-
audience-and-the-notion-of-55556.

7 Gernot Böhme, “Leibliche Anwesenheit Im Raum - Architektur Und 
Atmosphäre ,” in OASE : Sfeer Bouwen Building Atmosphere (nai OIO, n.d.)

79
sensualism

emotions



8  Ibid. 7. p.27

9  Guido Beltramini and Carlo Scarpa, Carlo Scarpa: Architecture and Design 
(New York, NY: Rizzoli, 2010). p.230

2.2 Emotional experiences in spatial settings and its differentiation

10  “Casa Malaparte,” Architectuul, accessed 2021, http://architectuul.
com/architecture/casa-malaparte.

11  Natalia Yunis, “Ad Classics: Villa Malaparte / Adalberto Libera,” 
ArchDaily (ArchDaily, January 4, 2016), https://www.archdaily.com/777627/
architecture-classics-villa-malaparte-adalberto-libera.

12  Marcel Proust, Christopher Prendergast, and John Sturrock, In Search of  
Lost Time (London: Penguin, 2003), p.60.

13  “Mute Room @ Wattis Institute,” FAULDERS STUDIO, accessed 
2021, https://faulders-studio.com/MUTE-ROOM-WATTIS-INSTITUTE.

14  Ibid. 13

15  Ibid. 13

16  YouTube (YouTube, 2016), https://www.youtube.com/
watch?v=udlzm3Ea3RE.

17  “Skyspace Lech • Das Kunsterlebnis Von James Turrell in ...,” accessed 
2021, https://www.skyspace-lech.com/.

2.3 Feeling of  discomfort

18  Caroline A. Jones et al., Sensorium: Embodied Experience, Technology, 

80
sen

su
ali

sm
em

oti
on

s



and Contemporary Art (Cambridge, MA: The MIT Press, 2006), p.82.

19  Zoya Gul Hasan, “‘We Dream of  Instant Cities That Could Sprout 
like Spring Flowers’: The Radical Architecture Collectives of  the 60s and 70s,” 
ArchDaily (ArchDaily, January 16, 2019), https://www.archdaily.com/880253/9-
of-the-most-bizarre-and-forward-thinking-radical-architecture-groups-of-the-
60s-and-70s.

20  “Alison and Peter Smithson,” Greyscape, November 5, 2020, https://
www.greyscape.com/architects/alison-and-peter-smithson/.

21 Jurjen Zeinstra, “Houses of  the Future,” in OASE 32 Ideal Homes (nai 
OIO, n.d.), p. 204-208.

22  Stewart Hicks, “Inside the Lost House of  the Future by the Smithsons,” 
ArchDaily (ArchDaily, October 8, 2021), https://www.archdaily.com/969751/
inside-the-lost-house-of-the-future-by-the-smithsons.

23  “Deconstructivism,” Deconstructivism - Designing Buildings, n.d., 
https://www.designingbuildings.co.uk/wiki/Deconstructivism.

24  Tayla Galt and Robert Lynn, “Frank Gehry House in Santa Monica 
(First Residence),” ArchEyes, October 23, 2020, https://archeyes.com/frank-
gehry-house-santa-monica/.

3.0 EMOTIONS & EMPATHY

3.1 Etymology

25  “Emotion,” Cambridge Dictionary, n.d., https://dictionary.cambridge.
org/dictionary/english/emotion.

26  “Emotion Word Origin,” Etymologeek, n.d., https://etymologeek.
com/eng/emotion.

3.2 Emotions through fine arts

81
sensualism

emotions



27  GAYA - La nouvelle agence, “Anni Et Josef  Albers,” Anni et Josef  
Albers | City of  Paris Museum of  Modern Art, n.d., https://www.mam.paris.fr/
en/expositions/exhibitions-anni-et-josef-albers.

28  Josef  Albers, Interaction of  Color (New Haven: Yale University Press, 
2013).

29 “The Rothko Effect: Why Does Art Move Us?,” Phillips, n.d., https://
www.phillips.com/article/72737375/the-rothko-effect-why-does-art-move-us-
twentieth-century-contemporary-art-london.

30  “Mark Rothko: Moma,” The Museum of  Modern Art, n.d., https://
www.moma.org/artists/5047.

31 Karin H. Grimme, Norbert Wolf, and Michael Scuffil, Impressionism 
(Köln: Taschen, 2021), p.7.

32  “History of  the Water Lilies Cycle,” History of  the Water Lilies cycle | 
Musée de l'Orangerie, n.d., https://www.musee-orangerie.fr/en/node/33.

33  Ibid. 32

34  Ibid. 32

3.3 Empathy in architecture

35  Joanna Ganczarek, Thomas Hünefeldt, and Marta Olivetti Belardinelli, 
“From ‘Einfühlung’ to Empathy: Exploring the Relationship between Aesthetic 
and Interpersonal Experience,” Cognitive processing (Springer Berlin Heidelberg, 
May 2018), https://www.ncbi.nlm.nih.gov/pmc/articles/PMC5976702/ 
https://www.researchgate.net/publication/314504129_Empathy_Einfuhlung_
and_aesthetic_experience_The_ef fect_of_emotion_contagion_on_
appreciation_of_representational_and_abstract_art_using_fEMG_and_SCR.

36  Harry Francis Mallgrave et al., Architecture and Empathy: A Tapio 

82
sen

su
ali

sm
em

oti
on

s



Wirkkala-Rut Bryk Design Reader (Espoo, Finland: Tapio Wirkkala-Rut Bryk 
Foundation, 2015), p.46.

37  Ibid. 36. p.48

38  Ibid. 36. p.6

39  Rob Withagen and Simone R. Caljouw, “Aldo Van Eyck's Playgrounds: 
Aesthetics, Affordances, and Creativity,” Frontiers (Frontiers, January 1, 
1AD), https://www.frontiersin.org/articles/10.3389/fpsyg.2017.01130/
full#:~:text=In%20the%20period%20between%201947,also%20of%20
great%20architectural%20significance.

40  I Aldo van Eyck, Vincent Ligtelijn, and Francis Strauven, The Child, the 
City and the Artist: An Essay on Architecture: The in-between Realm (Amsterdam: 
SUN, 2008).

41 Le Corbusier and Frederick Etchells, City of  Tomorrow (London: Rodker, 
1929), p.159.

42  Ibid. 41. p.159-169

43  Peter Blake, The Master Builders (New York: W.W. Norton, 1996), p.45.

44  Ibid. 41. p.159

45  Ibid. 41. p.180

46   Ilpo Kurki, Juhani Pallasmaa: Identity, intimacy and domicile - notes 
on the phenomenology of  home, accessed 2022, http://www.uiah.fi/studies/
history2/e_ident.htm.

83
sensualism

emotions



4.0 NATURE

4.1 Emotional pawn in spatial settings

47  Saskia de Wit, Hidden Landscapes the Metropolitan Garden as a Multi-
Sensory Expression of  Place (Amsterdam: Architectura &amp; Natura, 2018). 
p.15

48  Ibid. 46. p.16

49  “Eugenio Ampudia,” EUGENIO AMPUDIA RSS, accessed 2021, 
http://www.eugenioampudia.net/en/portfolio/concierto-para-el-bioceno/.

50  Rob Aben and Saskia de Wit, The Enclosed Garden: History and 
Development of  the Hortus Conclusus and Its Reintroduction into the Present-
Day Urban Landscape (Rotterdam: 010 Publishers, 2001). p.48

51  Jeffrey Brown, Lorna Baldwin, and Jaywon Choe, “How Landscape 
Designer Piet Oudolf  Captures Nature's 'Emotion',” PBS (Public Broadcasting 
Service, April 16, 2019), https://www.pbs.org/newshour/show/how-landscape-
designer-piet-oudolf-captures-natures-emotion.

52  Eleonora Gullone, “The Biophilia Hypothesis and Life in the 
21st Century: Increasing Mental Health or Increasing Pathology?,” 
Journal of  Happiness Studies 1, no. 3 (2000): pp. 293-322, https://doi.
org/10.1023/a:1010043827986.

53 Adriana, “6 Elements of  Japanese Traditional Architecture,” REthink 
Tokyo - Real Estate Information for Buyers and Investors, December 11, 2017, 
https://www.rethinktokyo.com/2017/12/12/6-elements-japanese-traditional-
architecture/1513026009. 

54  Tena Lazarevic, “How Sound and Its Environment of  Japanese 
Gardens Are Designed for Humans,” Soundzipper (Soundzipper, September 25, 
2017), https://soundzipper.com/blog/sound-environment-japanese-gardens/).

84
sen

su
ali

sm
em

oti
on

s



55  Andreea Cutieru et al., “ArchDaily,” ArchDaily, September 24, 2021, 
https://www.archdaily.com/tag/green-space.

5.3 Figure List

figure 1
Holl, Steven. Palazzo Del Cinema In Venice. 1990. Photograph. Plan view 
sectional model, https://betonbabe.tumblr.com/post/17376074557/ste-
ven-holl-palazzo-del-cinema-in-venice-1990

figure 2
Mil,  Jean. Luc Peire - Ambiente Mexico 68. 1968. Photograph.

figure 3
Saedt, Fenne. Olafur Eliasson, The Weather Project . Photograph. London, 
2003. Tate Modern. https://www.mistermotley.nl/authors/fenne-saedt/

figure 4
Olsson-Snogeröd, Karl-Erik. Sigurd Lewerentz - Blomsterkiosk. Photograph. 
Malmö Cemetery, 1969. (1)

figure 5
Olsson-Snogeröd, Karl-Erik. Sigurd Lewerentz - Blomsterkiosk. Photograph. 
Malmö Cemetery, 1969. (2)

figure 6
Olsson-Snogeröd, Karl-Erik. Sigurd Lewerentz - Blomsterkiosk. Photograph. 
Malmö Cemetery, 1969. (3)

figure 7
Meulendijks, Ingeborg. Sigurd Lewerentz - Blomsterkiosk. Photograph. Malmö, 
2019.

85
sensualism

emotions



figure 8
marcoweb25. Carlo Scarpa, Tomb Brion. Photograph. San Vito, Veneto, May 
31, 2008. (1)

figure 9
marcoweb25. Carlo Scarpa, Tomb Brion. Photograph. San Vito, Veneto, May 
31, 2008. (2)

figure 10
Basilico, Gabriele. Casa Malaparte. Photograph. Capri, 1982.

figure 11
Hallard, François. Casa Malaparte 022. Photograph. Capri, n.d.

figure 12
Broyer, Anne-Lise. Casa Malaparte. Photograph. Capri, 2007.

figure 13
Lumia, Clémentine. Peter Zumthor, Bruder Klaus Fieldkapelle. Photograph. 
Mechernich, February 7, 2021. (1)

figure 14
Lumia, Clémentine. Peter Zumthor, Bruder Klaus Fieldkapelle. Photograph. 
Mechernich, February 7, 2021. (2)

figure 15
Lumia, Clémentine. Peter Zumthor, Bruder Klaus Fieldkapelle. Photograph. 
Mechernich, February 7, 2021. (3)

figure 16
Faulders Studio. Mute Room. Photograph. San Francisco, 2000. CCA Watts 
Institute. (1)

figure 17
Faulders Studio. Mute Room. Photograph. San Francisco, 2000. CCA Watts 
Institute. (2)

86
sen

su
ali

sm
em

oti
on

s



figure 18
Holzherr, Florian. James Turrell, Skyspace-Lech. Photograph. Lech am Arlberg, 
2014.

figure 19
Unknown. Nauman in His Green Light Corridor. Photograph. New York, 1970. 
The Museum of  Modern Art. https://www.ucdavis.edu/capital-culture-list/
irving-marcus-bruce-nauman-ground-and-theatre-festival-stills-collins-met-live

figure 20
Unknown, and Lloyd Alter. Alison and Peter Smithson, House of  the Future. 
Photograph. London, n.d. the Daily Mail Ideal Home Exhibition. https://www.
treehugger.com/look-alison-smithsons-house-future-4858335

figure 21 
Unknown, and Jurjen Zeinstra. Alison and Peter Smithson, The House of  
the Future, OASE. Photograph. London, 1956. the Daily Mail Ideal Home 
Exhibition.  (1)

figure 22
Unknown, and Jurjen Zeinstra. Alison and Peter Smithson, The House of  
the Future, OASE. Photograph. London, 1956. the Daily Mail Ideal Home 
Exhibition. (2)

figure 23
Smithson, Alison, and Peter Smithson. Axonometric of  the Final Scheme. House 
of  the Future. Photograph. London, 1955. Daily Mail Ideal Homes Exhibition. 

figure 24
Unknown. House of  the Future 1956. Photograph. Kensington, London, n.d. 
https://en.wikiarquitectura.com/building/house-of-the-future/ 

figure 25 
Gehry, Frank. Gehry’s Residence. Photograph. Santa Monica, 1978. (1)
https://archeyes.com/frank-gehry-house-santa-monica/

figure 26
Gehry, Frank. Gehry’s Residence Model. Photograph. Santa Monica, 1978.
https://archeyes.com/frank-gehry-house-santa-monica/

87
sensualism

emotions



figure 27 
Gehry, Frank. Gehry’s Residence. Photograph. Santa Monica, 1978. (2)
https://archeyes.com/frank-gehry-house-santa-monica/

figure 28
Playgroup Bertelmanplein. Photograph. Amsterdam, 1978. book; McCarter, R: 
Aldo van Eyck.

figure 29
Albers, Josef. “Color Study for Homage to the Square.” Oil and graphite on 
blotting paper with varnish (30.5 × 30.5 cm), n.d. The Josef  Albers Museum 
Quadrat Bottrop. New York. 

figure 30
Rothko, Mark. “Black Blue Painting.” Oil on paper, laid on linen, (121.3 x 101.9 
cm), 1968.

figure 31
Harlingue, Albert, and Roger-Viollet. Quelques Visiteurs Dans La Seconde Salle 
Des Nymphéas. Photograph. Paris, 1930. Musée de L’Orangerie.

figure 32
Amsterdam Image Bank. Playground Laagte Kadijk. Photograph. Amsterdam, 
n.d. https://www.atlas.humanities.uva.nl/speeltuinen-aldo-van-eyck/laagte-
kadijk/

figure 33
Le Corbusier, and Pierre Jeanneret. Le Plan Voisin, Ville Contemporaine. 
Photograph. Paris, 1922. https://mdc.arq.br/2012/03/20/antonio-garcia-
moya-um-arquiteto-da-semana-de-22/07-13-plan-voisin_p-117/

figure 34
Ishimoto, Yasuhiro. The Gepparo Pavilion at Katsura Imperial Villa. Photograph. 
Kyoto, 1954. Ishimoto Yasuhiro Photo Center.

88
sen

su
ali

sm
em

oti
on

s



figure 35
New York High Line. Photograph. New York, n.d. The Municipal Art Society 
of  New York.

figure 36
Stanton, Alan. Peter Zumthor Serpentine Pavilion #3. Photograph. London, 
September 24, 2011.

figure 37
Domus. The Kaleidoscope. 1963. Photograph. XIII Triennale.

figure 38
Olsson-Snogeröd, Karl-Erik. Sigurd Lewerentz - Blomsterkiosk. Photograph. 
Malmö Cemetery, 1969. (4)

89
sensualism

emotions



90
sen

su
ali

sm
em

oti
on

s



5.4 Bibliography

Aben, Rob, and Saskia de Wit. The Enclosed Garden: History and Development 
of  the Hortus Conclusus and Its Reintroduction into the Present-Day Urban 
Landscape. Rotterdam: 010 Publishers, 2001. 

Adriana. “6 Elements of  Japanese Traditional Architecture.” REthink Tokyo 
- Real Estate Information for Buyers and Investors, December 11, 2017. 
https://www.rethinktokyo.com/2017/12/12/6-elements-japanese-traditional-
architecture/1513026009. 

Agence, GAYA - La nouvelle. “Anni Et Josef  Albers.” Anni et Josef  Albers | 
City of  Paris Museum of  Modern Art, n.d. https://www.mam.paris.fr/en/
expositions/exhibitions-anni-et-josef-albers. 

Albers, Josef. Interaction of  Color. New Haven: Yale University Press, 2013. 

“Alison and Peter Smithson.” Greyscape, November 5, 2020. https://www.
greyscape.com/architects/alison-and-peter-smithson/. 

Beltramini, Guido, and Carlo Scarpa. Carlo Scarpa: Architecture and Design. New 
York, NY: Rizzoli, 2010. 

Blake, Peter. The Master Builders. New York: W.W. Norton, 1996. 

Brown, Jeffrey, Lorna Baldwin, and Jaywon Choe. “How Landscape Designer 
Piet Oudolf  Captures Nature’s ‘Emotion’.” PBS. Public Broadcasting Service, 
April 16, 2019. https://www.pbs.org/newshour/show/how-landscape-designer-
piet-oudolf-captures-natures-emotion. 

Böhme, Gernot. “Leibliche Anwesenheit Im Raum - Architektur Und Atmosphäre 
.” Essay. In OASE : Sfeer Bouwen Building Atmosphere. Journal of  Architecture. 
nai OIO, n.d. 

Caruso, Adam. The Feeling of  Things. Barcelona: Polıgrafa, 2009. 

“Casa Malaparte.” Architectuul. Accessed 2021. http://architectuul.com/

91
sensualism

emotions



architecture/casa-malaparte. 

“Colorsystem.” colorsystem Ewald Hering Comments. Accessed 2021. 
https://www.colorsystem.com/?page_id=831&amp;lang=en. 

Corbusier, Le, and Frederick Etchells. City of  Tomorrow. London: Rodker, 1929. 

Cutieru, Andreea, Hana Abdel, Susanna Moreira, Matthew Maganga, Christele 
Harrouk, Megan Schires, 罗靖琳, et al. ArchDaily, September 24, 2021. https://
www.archdaily.com/tag/green-space. 

“Deconstructivism.” Deconstructivism - Designing Buildings, n.d. https://www.
designingbuildings.co.uk/wiki/Deconstructivism. 

Editors, Artspace. “‘Without the Viewer There Is Nothing’: Olafur Eliasson on 
Positioning the Audience and the Notion of  Reality.” Artspace, July 27, 2018. 
https://www.artspace.com/magazine/interviews_features/book_report/
without-the-viewer-there-is-nothing-olafur-eliasson-on-positioning-the-
audience-and-the-notion-of-55556. 

“Emotion Word Origin.” Etymologeek, n.d. https://etymologeek.com/eng/
emotion. 

“Emotion.” Cambridge Dictionary, n.d. https://dictionary.cambridge.org/
dictionary/english/emotion. 

“Eugenio Ampudia.” EUGENIO AMPUDIA RSS. Accessed 2021. http://www.
eugenioampudia.net/en/portfolio/concierto-para-el-bioceno/. 

Eyck, Aldo van, Vincent Ligtelijn, and Francis Strauven. The Child, the City and 
the Artist: An Essay on Architecture: The in-between Realm. Amsterdam: SUN, 
2008. 

Galt, Tayla, and Robert Lynn. “Frank Gehry House in Santa Monica (First 
Residence).” ArchEyes, October 23, 2020. https://archeyes.com/frank-gehry-
house-santa-monica/. 

Ganczarek, Joanna, Thomas Hünefeldt, and Marta Olivetti Belardinelli. “From 
‘Einfühlung’ to Empathy: Exploring the Relationship between Aesthetic and 
Interpersonal Experience.” Cognitive processing. Springer Berlin Heidelberg, May 

92
sen

su
ali

sm
em

oti
on

s



2018. https://www.ncbi.nlm.nih.gov/pmc/articles/PMC5976702/ https://
www.researchgate.net/publication/314504129_Empathy_Einfuhlung_and_
aesthetic_experience_The_effect_of_emotion_contagion_on_appreciation_of_
representational_and_abstract_art_using_fEMG_and_SCR.

Grimme, Karin H., Norbert Wolf, and Michael Scuffil. Impressionism. Köln: 
Taschen, 2021. 

Gullone, Eleonora. “The Biophilia Hypothesis and Life in the 21st Century: 
Increasing Mental Health or Increasing Pathology?” Journal of  Happiness 
Studies 1, no. 3 (2000): 293–322. https://doi.org/10.1023/a:1010043827986. 

Hasan, Zoya Gul. “‘We Dream of  Instant Cities That Could Sprout like Spring 
Flowers’: The Radical Architecture Collectives of  the 60s and 70s.” ArchDaily. 
ArchDaily, January 16, 2019. https://www.archdaily.com/880253/9-of-the-
most-bizarre-and-forward-thinking-radical-architecture-groups-of-the-60s-and-
70s. 

Hicks, Stewart. “Inside the Lost House of  the Future by the Smithsons.” 
ArchDaily. ArchDaily, October 8, 2021. https://www.archdaily.com/969751/
inside-the-lost-house-of-the-future-by-the-smithsons. 

“History of  the Water Lilies Cycle.” History of  the Water Lilies cycle | Musée de 
l’Orangerie, n.d. https://www.musee-orangerie.fr/en/node/33. 

Jones, Caroline A., Caroline A. Jones, Bill Arning, and Mathieu Briand. Sensorium: 
Embodied Experience, Technology, and Contemporary Art. Cambridge, MA: The MIT 
Press, 2006. 

Kurki, Ilpo. Juhani Pallasmaa: Identity, intimacy and domicile - notes on 
the phenomenology of  home. Accessed 2022. http://www.uiah.fi/studies/
history2/e_ident.htm.

Lazarevic, Tena. “How Sound and Its Environment of  Japanese Gardens 
Are Designed for Humans.” Soundzipper. Soundzipper, September 25, 2017. 
https://soundzipper.com/blog/sound-environment-japanese-gardens/). 

Mallgrave, Harry Francis, Sarah Robison, Vittorio Gallese, Philip Tidwell, and 
Juhani Juhani Pallasmaa. Architecture and Empathy: A Tapio Wirkkala-Rut Bryk 
Design Reader. Espoo, Finland: Tapio Wirkkala-Rut Bryk Foundation, 2015. 

93
sensualism

emotions



“Mark Rothko: Moma.” The Museum of  Modern Art, n.d. https://www.moma.
org/artists/5047. 

“Mute Room @ Wattis Institute.” FAULDERS STUDIO. Accessed 2021. 
https://faulders-studio.com/MUTE-ROOM-WATTIS-INSTITUTE. 

Pallasmaa, Juhani. The Eyes of  the Skin. Chichester: Wiley, n.d. 

Proust, Marcel, Christopher Prendergast, and John Sturrock. In Search of  Lost 
Time. London: Penguin, 2003. 

“Room for One Colour A... • Artwork • Studio Olafur Eliasson.” Studio Olafur 
Eliasson. Accessed March 13, 2022. https://olafureliasson.net/archive/artwork/
WEK101677/room-for-one-colour-and-windy-corner. 

“The Rothko Effect: Why Does Art Move Us?” Phillips, n.d. https://www.phillips.
com/article/72737375/the-rothko-effect-why-does-art-move-us-twentieth-
century-contemporary-art-london. 

“Skyspace Lech • Das Kunsterlebnis Von James Turrell in ...” Accessed 2021. 
https://www.skyspace-lech.com/. 

Wit, Saskia de. Hidden Landscapes the Metropolitan Garden as a Multi-Sensory 
Expression of  Place. Amsterdam: Architectura &amp; Natura, 2018. 

Withagen, Rob, and Simone R. Caljouw. “Aldo Van Eyck’s Playgrounds: Aesthetics, 
Affordances, and Creativity.” Frontiers. Frontiers, January 1, 1AD. https://
www.frontiersin.org/articles/10.3389/fpsyg.2017.01130/full#:~:text=In%20
the%20period%20between%201947,also%20of%20great%20architectural%20
significance. 

YouTube. YouTube, 2016. https://www.youtube.com/watch?v=udlzm3Ea3RE. 

Yunis, Natalia. “Ad Classics: Villa Malaparte / Adalberto Libera.” ArchDaily. 
ArchDaily, January 4, 2016. https://www.archdaily.com/777627/architecture-
classics-villa-malaparte-adalberto-libera.

Zeinstra, Jurjen. “Houses of  the Future.” Essay. In OASE 32 Ideal Homes, 204–
8. nai OIO, n.d.

94
sen

su
ali

sm
em

oti
on

s





Thesis - Master Interior Architecture 

Clémentine Lumia 

Supervisor; Marion Zwarts
Zuyd University of Applies Sciences
Academy of Architecture 
2022


