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PROLOGUE

One day I was watering the plants, I saw some dew drops on 
their leaves. I immediately associated it with my project. Dew 
drops are formed from air. Though having a totally different 
physical configuration from the plants, the drops adapt their 
shapes to the curvature of the leaves. And also because of 
their transparency, the drops and the leaves beautifully blend 
with each other. In the project, the building emerges out of the 
ground and adapts itself to the landscape, like a big drop on 
the slope, in between day and night, airy and volume, nature 
and artificiality. 

At first I joined the studio because of my fascination with 
Swiss architecture. More precisely, the fascination with Peter 
Zumthor’s works. I was also curious to know to what extent 
can I learn from it. The Studio opened my eyes and I started 
to be familiar with a lot more names. Among them I chose 
arch. Raphael Zuber as my role model to learn from. 

This booklet tells the entire story of my research, learning and 
developing. The table of content provides an overview of the 
story in a metaphor of growing trees. Deep in the ground are 
my motivation, inspiration, research and the concept based on 
the research. They form a solid basis where my products are 
rooted to. Eventually the roots mutually connected and the  
trees of thoughts flourished into the final design. 



“These trees are magnificent.”
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“These trees are magnificent, but even more magnificent is the 
sublime and moving space between them, as though with their 
growth it too increased.”

Rainer Maria Rilke (1875 – 1926)



Studio & Switzerland
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1. Translation as found in This Moment: A 
Collection of Haiku, Margaret Chula, closing 
page. 

2. Voorthuis, J., Schevers, J. (2015). Intro-
duction sheet of the Graduation Studio 
2015-2016. Technische Universteit Eindhoven. 
Eindhoven.

“Do not seek to emulate the old masters. 
Seek what they sought.“  [1]

Masterly aPPrenticeshiP is the graduation studio 
led by Dr. Jacob Voorthuis and Ir. Jan Schevers. The 

Studio investigated the idea of ‘learning from’ by learning from 
Swiss Architecture and Education [2]. Swiss Architecture is an 
interesting phenomenon to explore and to learn from. Among 
all kinds of architectural works, Swiss architecture is highly 
recognisable by its coherent style, the inheritance of spirit and 
craft, which is pure in form and of endless charm. Where does 
the charm and grace come from? The Master-Apprentice 
system might be part of the reason, if not entirely. 

Peter Zumthor is the first role model I chose to learn from. 
It is because of Zumthor’s work that I started to notice the 
Swiss schools of architecture. The stone and texture of 
Thermal Vals, the unique tactile experience in Bruder Klaus 
Field Chapel, the ingenious play of light and air in Kunsthaus 
Bregenz… During the research, however, I felt that there must 

IntroductIon

Fig. 1-2 
Dr. J. C. T. Voorthuis (above) and Ir. J. P. A. Schevers (Below). Tutors of the Graduation 
Studio Masterly Apprenticeship.  
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3. Zuber, R. Interview with Raphael Zuber, 
January 13, 2016. 

Fig. 3-9 (from above to below, left to right)
R. Olgiati, V. Olgiati, G. Caminada; V. Bearth, P. Zumthor; P. Flammer, 
R. Zumber. Some of the most representative Swiss architects. 

be something more to the core of Zumthor’s work behind the 
overused vocabularies such as atmosphere, memory, associa-
tion, materialisation and so forth.

I figured it out when I encountered architect Raphael Zuber 
during the study trip to Switzerland. Zuber talked a lot about 
space, which he regarded as the basis of architecture. But 
what struck a chord in my mind was that he always talked 
about space from the perspective of human beings. What do 
people see or feel when they enter the space? How do they 
move and how are they going to perceive? To Zuber, in the 
end architecture is for people that will be in these spaces. [3] 

During the interview, Zuber also mentioned his role models 
and what he learned from them. He revealed his deep interest 
in Japanese culture - how nature and artificiality reconciles 
and blends in each other; his appreciation and reflection to 
architect John Lautner, who endeavoured in creating an 
architecture where human habitation and nature surrounding 
are harmoniously balanced [3]. 

Those thinking behind Zuber’s works inspired me to explore a 
space that is simultaneously separated and connected, while 
the border between inside and outside, nature and artificiality 
is subtle and nebulous.
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4. Zumthor, P., Oberli-Turner, M., Schelbert, C., 
& Binet, H. (2006). Thinking architecture (Vol. 
113). Birkhäuser. 

Fig. 10  Peter Zumthor (1943-present). One of the most important names 
among Swiss architects. 

when we speak of Swiss architecture, Peter Zumthor is 
amongst one of the most important names. Zumthor 

is a perfectionist who is known for taking a long time to polish 
his designs. He pursues a multi-sensorial architecture of high 
emotional impact. His architecture is striking in its mastery 
of materiality and craft. They are constructed from the 
fundamental elements of light and materials. Apart from that, 
atmosphere is another key word of Zumthor’s architecture. 
He starts his design with the atmosphere and associations 
he wishes to conjure up, and so with the memories and the 
complex sense of relationship.

To Zumthor, it is important to sense exactly how an area of 
interior space is defined and separated from the space that 
surrounds them, or how a part of the infinite spatial continuum 
is contained in a kind of open vessel [4]. Sense and experience 
plays an extremely important role in Zumthor’s architec-
tural philosophy. To see is not to experience, the world is 
experienced by us through all our senses, which includes 
seeing, hearing, smelling, and feeling, through both the visual 

Peter Zumthor
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5. Bachelard, G. (1988). In G. Bachelard, Water 
and Dreams: An Essay on The Imagination 
of Matter (pp. 1,20). Dallas: Dallas Institute 
Publications.

6. Zumthor, P. (2007). In P. Zumthor, Peter 
Zumthor Therme Vals (pp. 23-27, 38-47, 62-
70, 80-91). Zurich: Scheidegger & Spiess.

Fig. 11  Zumthor, P. (1996). ‘Thermal Vals’. The photo shows the large central bath. 

illusion and the materialised existence. 

Take the thermal baths in Vals for instance. It is one of 
those buildings that cannot be fully appreciated by “the 
least sensual of the sensations, the visual” [5]. It has been 
masterfully interpreted by great photographers, yet it can only 
be experienced as architecture by the human body. Things 
like texture, temperature and humidity, resonance and smell 
play an extremely important role in a building that awakens, 
and demands to be experienced by, all the senses. This 
was precisely the architect’s intention: “to create a sensuous 
environment for the human body, for naked skin, for young 
bodies and old bodies, which look beautiful in the soft light 
or half shadows... We wanted to create a place of rest and 
relaxation for the encounter between the human body and the 
water issuing from the spring in the mountainside just a few 
meters above the baths: vigorous, self-contained and rooted 
in the valley” [6].

 Zumthor remains faithful to the essential nature of the particu-
lar material and let that dictate how it should be handled. He 
is also much concerned with the depth of relationship with the 
materials and his craftsman approach to them, which elicit in 
us, by stirring emotions, associations and memories. 
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Fig. 12  Model of Kolumba Museum and its photo in DDW 2016. 

research In makIng

7. Voorthuis, J. (2016). Introduction for DDW 
2016. Technische Universteit Eindhoven. 
Eindhoven. 

‘A space captured in a frame, an image. It might remind you 
of something, it might evoke associations and memories. 
Whatever it does it is an atmosphere recreated, defined by 
materials, proportions, light, details.’ [7]

as part of the research for the Graduation Project, an 
exercise called ‘Research in Making’ was performed. 

Each student from the Studio chose a photo presenting a 
space designed by one Swiss architect. It aimed to recreate 
the scene in a photo with a physical model. Particularly, the 
photograph of the model should be as similar to the original 
photograph as possible. There were two weeks of time to 
make the scale model in order to represent the chosen scene. 
The results also contributed to the Dutch Design Week 2015. 

In my case, a scene from Kolumba Museum was chosen 
and studied. I was intrigued by its ingenious application of 
the principles of light and air. The facade of grey brick - the 
“filter walls”, which make full use of photometric diffraction - 
create air- and light permeable membranes. Articulated with 
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Fig. 13  Zumthor, P. (2008). ‘Kolumba Museum’. Photo by Krzysztof Kusy. 
Light pours into the interior through the facade of grey brick. 

8. Moffitt, D. (2009, February 18). Kolumba 
Museum. Architecture Week, D4.1. Retrieved 
October 12, 2010, from http://www.architec-
tureweek.com/2009/0218/design_4-1.html

perforations, the brick work allows diffused light to fill specific 
spaces of the museum. Part of the natural light strikes the 
interior of the architecture, resulting in a brilliant effect of the 
light pouring through. As the seasons change, the”mottled 
light shifts and plays across the ruins,” [8] creating a peaceful 
ever-changing environment.

‘Research in Making’ is an exercise of close reading and 
copying. Copying implies copying form, colours, textures 
and compositions. One can copy a thing that works without 
submitting oneself to critical thinking. However, one can also 
start by asking him/herself critical questions. Why should 
someone copy and why are they useful? How would I change 
things if it would be up to me to decide how things would 
be changed? The entire process is to learn through copying 
examples from the masters while keeping one’s autonomy. 

In the exercise, extensive study on material properties and 
construction method was involved. How does the openwork 
brick wall work with the light? Where comes the reflection 
and diffusion since normal bricks absorb light? Does the 
dimension of the opening matter? Or the material? The focus 
is on the details and not on the whole ensemble. However, it 
is indeed by asking and answering questions this way that one 
steals the secret ingredient that makes the picture what it is. 
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Excursion to switzErland

9. Gerdes, P. (1993). Style in Swiss Newsreels 
1940-45. Filmhistoria online, 3(1-2), 339-346.in the German language there exists a unique word, particu-

larly as it is spoken and written in Switzerland: Heimatstil 
(Heimat style). The word ‘Heimat’ is not translatable. It means 
something akin to fatherland or motherland but implies much 
more and is full of emotional overtones, if not outright sentimen-
talism. It implies mountains, the rustic life, the back-to-earth 
syndrome. [9] ‘Heimatstil’ indicates a style stemming from the 
basic and morally solid pleasures in life.  For a non-German 
speaking person, standing on the solid ground of Switzerland 
helps to grasp the folded meaning of ‘Heimat’. 

Switzerland is a small country surrounded by mountains, in 
between hills and mountain valleys spread villages. A vast 
stock of cultural treasures are still preserved. Entire towns 
and villages have retained much of their original settlement 
structure. Residential buildings is one of the interesting 
architectural attractions in Switzerland  – which display the 
unique regional characteristics that are typically Swiss. These 
buildings relate to, yet detached from, their surroundings. 
They quietly express the essentials of the Heimatstil. 
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Fig. 14-32 Various construction materials in Swiss architecture. No matter it is from nature or 
not, all of them exude the a strong feeling of the Heimatstil. 

Fig. 33 Zumthor, P. (2007). ‘Bruder Klaus Field Chapel’. Layers of con-
crete reveal the traces of the construction process, and the time passed by. 
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Fig. 38  Olgiati’s family house, front door. The aging of the timber, metal 
and concrete does not decrease its charming even a little. When looking 
at this door, I cannot help but thinking of my Home. 

Fig. 34-35 (above) Windows and door of the family house of Olgiati. 
Fig. 36 (below left) Door of Girls Dormetory. 
Fig. 37 (below right) Interior decoration of Las Caglias. 
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Fig. 40 Zumthor, P. (2007). ‘Bruder Klaus Field Chapel’. 

39-40 High-ceilinged space, mystery light, yet another atmosphere of sa-
cred space. The chapel is almost as if a proper place for the spirit to reside 
and to worship the God.

Fig. 39 Zumthor, P. (2007). ‘Bruder Klaus Field Chapel’. 
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Fig. 42 Zumthor, P. (1988). ‘St. Benedict Chapel’. 

41-42 Light becomes part of the architecture. I was amazed by how the 
light shines down from the outside and how the interior space is lightened 
with rich layers of details.  

Fig. 41  Church Claustra di Mustér in Vrin. Currently under renovation 
by G. Caminada.  
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Fig. 44 Caminada, G. (2004). ‘Girls Dormetory’. 

43-44 Looking outside, looking up. Architecture as a beautiful frame. 

Fig. 43 Olgiati, V. (1998). ‘Paspels school’. 
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Fig. 46 Nickisch, G. & Walder, S. (2012). ‘Refugi Lieptgas’. 

45-46 An adorable wooden-hut-like concrete house, which can be appreciated from dif-
ferent angles. It reminds me of the poem Written on the Cliff of West Forest by Su Shi 
(1037-1101). 

Fig. 45 Nickisch, G. & Walder, S. (2012). ‘Refugi Lieptgas’. Front side. 
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“... architecture has the potential to express ones own beliefs and 
values, that it actually still is possible to make a strong cultural con-
tribution and maybe even rethink and redefine ways of thinking.”

Raphael Zuber  (Personal communication, 17 Jan, 2016)



arch. Raphael Zuber
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Fig. 47 Portrait of architect Raphael Zuber. 

10. Lowenstein, O. (2014, March 3). 
GRAUBÜNDEN’S NEW GENERATION OF 
ARCHITECTS COMES OF AGE. Retrieved 
January 12, 2016, from http://www.design-
curial.com/news/graubndens-new-genera-
tion-comes-of-age-4185555. 

when we speak of Swiss architecture, the generation 
and work of architects of which Zumthor is the most 

visible. Bearth & Deplazes, Valerio Olgiati, Gion Caminada, 
and engineer Jürg Conzett are all recognised figures. 
What is less known is the emergence of a new generation 
of Graubündener architects, they are making their presence 
increasingly felt across the Swiss canton with work that is 
beginning to be recognised. Raphael Zuber is one among 
them. [10]

Raphael Zuber studied architecture until 2001 at the Swiss 
Federal Institute of Technology Zurich (ETHZ). In the same 
year he opened a practice in Riva San Vitale, in 2003 his own 
practice in Chur. His articles and works have been published 
in several journals including Abitare, archithese and The 
Architectural Review. Raphael Zuber has taught at the 
Accademia di architettura di Mendrisio, at Bern University 
of Applied Sciences, at Cornell University, Ithaca, New York, 
at ETH Zurich and at the Oslo School of Architecture and 
Design. He is currently teaching as a guest professor at the 

raPhael Zuber
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Fig. 48-49 (above) Zuber, R. (2009-15) “Apartment building” and its section plan. 
Fig. 50-51 (below) Ideogram of the Apartment building and it floor plan (turned around to match the section above)

11 Raphael Zuber’s official website. Retrieved 
November 24, 2015, from http://www.
raphaelzuber.com. 

12. The floor plan on page 34 is same as the 
plan on page 32, but is turned around by 90 
degrees in accordance with the orientation 
when people enter the apartment. Hence the 
bottom of the plan is the entrance. 

EPFL in Lausanne. [11]

Raphael Zuber’s first building is the Schoolhouse and 
kindergarten Grono, which was completed in summer 2011. In 
2015 he completed his second one, the Apartment building in 
Domat/Ems. Among his major projects are the Ethnograph-
ic Museum Neuchâtel, the office building in Monte Carasso, 
the University Campus SUPSI in Mendrisio and the 
Weekend House on the Isle of Harris in Scotland. [11]

Apartment building in Domat/Ems

The apartment building is located in Domat/Ems, which is 
close to the city of Chur and to the ski and holiday resorts 
of Grisons Oberland as well. The architect bought the land 
himself and built this apartment building for average people, 
therefore budget is an issue, it needs to be built as cheap as 
possible. Nonetheless, the architect paid great attention to 
the design of its details and its interiors space. 

The exact proportion of the space arrangement can be read 
from the floor plan on the next page [12]. The covered floor 
area is enclosed by thicker lines. It is subdivided into two parts: 
on the right side a square where bedrooms, bathroom, toilet 
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Fig. 52 Floor plan of the Apartment building.  
Fig. 53-54 Photos taken from the living room as indicated in the floor plan. 

13. Zuber, R. Personal communication, 
November 21, 2015. 

and kitchen are tightly arranged; on the left side is the living 
room in a narrow rectangular shape. By place a cross in the 
upper left conner, the architect wants to make people feel that 
the space is larger than what it really is, and be aware of the 
change of centre when moving in the space. [13]

Two photos on the left page provide some spatial configura-
tion of the tightly arranged square. Both photos were taken 
from the living room as indicated in the floor plan. One is the 
corridor which connects the (master) bedrooms, bathroom, 
toilet and laundry room; The other one is the corridor-like 
kitchen. It is next to the master bedroom. The architect 
designed a narrow door in between the master bedroom 
and the kitchen, which can be used as a shortcut in the night. 
In this way, the corridor, the bedroom and the kitchen form 
a loop. Compared to the living room, the right part is much 
closed and compact. However, because of this intimacy out 
of compact and closure, people feel they are in the centre of 
the room when walking in the corridor and from room to room. 

When people move to the living room from the bedroom 
or kitchen, the centre of the room changes accordingly. The 
cross in the corner is such an existence that it attracts people’s 
attentions immediately, with or without consciousness. 
Furthermore, the cross suddenly becomes the new centre of 
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Fig. 55-56
Photos taken from the living room at different depth. The spatial experience changes when 
people approach towards the cross from the entrance.  

13. Zuber, R. Personal communication, 
November 21, 2015. 

the entire space, visually. In order to enhance the visual effect, 
the architect exaggerated the cross by adding a non-struc-
tural column to its centre. Apart from that, by hanging the 
window frame one inside and one outside, it also confuses 
people’s perception of the inside and outside. A flow in space 
is therefore formed. It manipulates people’s sense of scale of 
the space, as if the space extends to the outside. In this way 
the architect makes the limited space larger, mentally. [13]

A closer look at the column and the cross. The photo on the 
top was taken from the entrance; the one below was taken 
where a few steps further towards the cross. It is interesting 
to notice that how these elements impact people’s perception 
of space. At the entrance the living room looks no different 
as any normal narrow rectangular space; However, as long as 
people step in the space, and move further towards the cross,  
the sense of scale keeps updating as well. The closer people 
approach towards the cross, the larger the space they feel 
about. The cross inadvertently includes part of the outside 
into people’s perception of the current space.

Do you believe your eyes? Why? Or why not? 
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Fig. 57-58
Ideogram (left) and site plan (right) of the Weekend House project.  

14. ISLAND. (n.d.). Retrieved January 10, 2016, 
from http://aefoundation.co.uk/

3. Zuber, R. Interview with Raphael Zuber, 
January 13, 2016. 

Weekend House on the Isle of Harris, Scotland

This project is undergoing and is part of an exhibition collabo-
rated with other architects [14]. According to Zuber, this project 
is designed and developed completely by 3D rendering [3]. 

The rendering on the next page, together with the floor plan, 
show the main space in the house: the combination of the living 
room and the kitchen. Represented is a corridor-like space - 
which lies parallel to the coast line - that is 3 meters wide and 
4 meters high. On the foreground, there is a hanging column 
in a triangular niche of the main space and an external wall in 
front of the bedrooms. A spatial flow connects the two spaces 
within a larger and endless order. Besides, the room has three 
daylight openings, but not all do appear in the image. The only 
one visible faces the sea, but opens just to the sky. 

In this project, Zuber again placed a non-structural column 
in the prominent position of the main space. As have been 
shown in the rendering, the elegance of the column is well 
exposed by its height that is still visible in the image, despite 
Zuber’s choice for a horizontal rendering. Although the top 
part is not shown explicitly, the whole is quite comprehensi-
ble. In fact, by just hiding the meeting of the upper floor and 
the column, the column is now detached on both sides. The 
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Fig. 59-60
Rendering of the interior space of the Weekend House Isle.  

13. Zuber, R. Personal communication, 
November 21, 2015. 

architect must have framed this rendering extremely carefully. 

By exaggerating the perspective of the image – a typical 
photographic tool – Zuber manipulates the feeling of the 
space. The spatial flow between the kitchen (foreground) 
and the living room (background) is further enhanced. The 
living room now appears significantly larger and the dynamic 
caused by the twist in the column is even more dramatic. 

Besides, the daylight entering right highlights the twisted, 
bottom part of the column. It appears as a light element; the 
column seems to hover. It highly contrasts with its darker 
background and it creates a tension field with the bright 
opening in the back. The space on the foreground is directed 
towards the end of the corridor. 

The spatial movement in the image is achieved by making 
the gesture of the twisting column, through a high contrast 
in light and dark and through carefully framing the image. In 
that living room, there is a window opening to the sky, where 
natural day light pours down, resulting in a serene place for 
thinking and resting.  

Two particular advantages of rendering during the design 
phase are its efficiency and its accuracy [13]. In rendering the 
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Fig. 61-62
Floor plan (above) and section (below) of the Weekend House Isle.  

13. Zuber, R. Personal communication, 
November 21, 2015. 

architect can quickly generate a series of slightly different 
atmospheres and read these spaces directly. Moreover, the 
variations can be observed and compared with a fixed point 
of view, which is hard to achieve in manual model making. The 
comparison and judgement can be made in the accuracy of 
centimetres [13]. It is an excellent tool for experimenting and 
exploring. 

A final advantage of rendering is its power of visualisation, 
which is similar to photography. It is not easy for people to 
understand the twist of the column only through a floor plan, 
it is even harder to perceive the tension field generated by the 
column in-between the living room and the kitchen. In fact, 
the column on the floor plan looks quite conspicuous. For 
technical reasons it is not even necessary to place a column 
here. On the other hand, in terms of architectural expression, 
Zuber successfully transmits the spatial feeling he wants to 
achieve in this project. This becomes clear by visualising the 
space in 3D.
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15. The interview took place on 
January 13, 2016, via Skype. 
Recording was permitted by Zuber. 
The interview was transcribed by 
the author. 

Current projects 

[cui]: You went to Japan before 
last Christmas. May I ask what was 
it about? Does it have something 
to do with your current project?

[zuber]: The Japan trip was 
“yes and no” related to my current 
projects. As you probably know 
why I’m teaching at Lausanne. 
Last semester we invited a guest, 
Ryue Nishizawa. He was invited 
by our team to give the task for 
the semester. He wrote the brief 
for the students. And then (we) 
the students did their projects, at 
the end of the semester he came 
to our studio and we discussed 
the students’ works with him. So 

at the end of the semester we 
had a student trip to Japan to 
visit his buildings. And this was 
December before Christmas. We 
went 10 days with the students 
and my team visited his office, his 
SANAA’s office. They showed us 
some buildings. That’s why I was in 
Japan.  It was a great experience.
 
[cui]: My personal interest is why 
did you choose to collaborate with 
a Japanese architect? 

[zuber]: As you also know, I have 
projects in Japan, also student 
projects. I was teaching in Oslo 
Norway and there our studio 
were invited for a competition for 
a house in Japan, we won this 

IntervIew wIth raPhael Zuber [15]
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competition in April 2015. And 
now we are building this house with 
the students, so the students were 
invited then to Tokyo, and they did 
all the execution drawings for 4.5 
months last summer. Then they 
came back, people in Japan did the 
preparation for the construction site. 
Since September construction site 
is going on, and then students went 
back to Japan to take care of the 
construction. That’s why I have been 
in Japan several times also last year 
to support the students, and also to 
take care of the construction site.  

And then I also have a general 
interest in Japan, I find it maybe 
the most fascinating, contemporary 
culture I have met so far. I like Japan 
very much.

[cui]: Oh I didn’t know much about 
your competition, could you describe 
more about it? What kind of project 

was it?

[zuber]: It’s kind of a guest house. It’s 
a Japanese company that produces 
all kinds of materials for construction, 
from toilet to window to everything. 
This company is called LIXIL, and 
this company bought a farm in the 
north part of Japan: Hokkaido, to 
build a conference centre in this 
farm. So every year they do a small 
competition, a student competition, 
to build one small guest house being 
a part of this conference centre. And 
it’s always a student building. This 
annual competition is organised by 
A+U, a magazine of architecture 
and urbanism in Tokyo, and the main 
juries are always from Kuma, and 
two staffs from the Kengo Kuma 
office will come over to support the 
student during the whole construc-
tion. They support the students with 
the drawings and do the translation 
etc. So it’s collaboration between 

A+U, Kengo Kuma, and the winning 
team of this competition. 

[cui]: Is it true that you’ve only 
encountered the Japanese culture 
from 2015, and not earlier?

[zuber]: Well I’m not the expert 
in Japan but I travelled first time 
to Japan in 2005, and since then 
I’ve become interested in Japan’s 
culture. And since then I’ve travelled 
several times to Japan before 2015. 
I visited contemporary architectures 
in Japan, and I especially like more 
the traditional architectures. And 
I have two Japanese staffs in my 
office. I’m quite familiar with Japan. 
I am interested in Japan for a long 
time.

Ideogram

[cui]: I see each project has an 

ideogram. How are the ideograms 
made? What are the rules/
principles behind the making of an 
ideogram?

[zuber]: Ideogram is a visualisation 
of ideas, it’s not symbolic. It’s to show 
an idea/thought in a graphical form. 
Of course we can talk or explain an 
idea/thought, but if we see them 
in a graphical representation we’ll 
have a more immediate approach, 
an intuitive approach to them. Also 
it’s easier to communicate with an 
ideogram. When you try to make 
a sketch of thought that you have 
in your mind, you’ll look at it and 
somehow intuitively you understand 
if it’s fascinating, or right or not. So 
this is the purpose of the ideogram, 
a very quickly grasp of a thought 
without having to explain it. 

[cui]: Is it a symbolic representa-
tion of an idea or space? Do they 
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address the key elements in the 
configuration of a space? Or just 
visualise an idea?

[zuber]: It’s a representation of an 
idea, to visualise an idea. 

[cui]: You state that when the 
ideogram is finished, so is the 
project. What is the link between 
the ideogram and the undergoing 
project?

[zuber]: The purpose of an 
ideogram is to very quickly address 
a thought, without having to explain. 
It’s true for the statement: when 
an ideogram is finished, so is the 
project. It’s a very big help by having 
this quick approach of graphical 
representation. We know very 
quickly whether our project is right, 
without talking too much.    

[cui]: What makes the critical 

moment that the design (ideogram) 
is finished?

[zuber]: It depends on what the 
project is about. If the project would 
be about a staircase then of course 
it would be necessary to show the 
staircase, but if the project is about 
the inside and outside then it’s better 
to keep the wall and openings. So 
it depends on what the project is. 
Then we make decisions on what 
are the most important elements to 
show these ideas, and then we work 
with that. It’s always different (case by 
case). This kind of forcing yourself to 
reduce to very few elements is also 
helping to make the (key) idea clear.

[cui]: I also remember you use 
renderings a lot. Can I say rendering 
and ideogram are the two main tools 
that help you to concentrate in a 
project?

[zuber]: I would say rendering 
and ideogram are almost opposite. 
Ideogram is a very rational tool, 
to control the idea/thought, in an 
analytical approach towards the 
project. While rendering is a much 
more intuitive tool, in rendering you 
can read space, an atmosphere. 
Because it’s a quick tool so you 
can change very quickly and go on, 
try this and that. It’s a very intuitive 
tool. So I’d say ideogram is very 
control and analytic; and rendering 
it’s very intuitive and open tool, it can 
experiment and discover things.

[cui]: Can you describe your 
working process using examples 
from your project? Do you start with 
an ideogram? Or sketch/rendering? 
Or use 3D tools to work first?

[zuber]: This is also very different 
(case by case). Sometimes we have 
an idea already at the beginning, 

and we try to follow and develop 
it. But usually not (this case)… So 
we usually start with rendering just 
trying something. Or we have (only) 
one aspect of an idea, for example 
high space, then we start doing a 
high space in a rendering, from there 
and suddenly we could also rational-
ise it, then we start to work with an 
ideogram. 

It’s always different but I think these 
two tools, ideogram and rendering 
are very good to complement each 
other. For example using brain to 
control what the stomach (intuition) 
is doing, and sometime the other way 
around. Then try to find the balance 
in between these two things. 
    
[cui]: Then can I say ideogram is 
different than a sketches, because 
sketches are very intuitive?

[zuber]: Yes it’s very different. 
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Sketch is very much more like a 
rendering I would say. 

[cui]: How can you determine a 
project is finished or not? Out of 
some feelings that the idea was 
presented? 

[zuber]: This is something I actually 
know less and less (laugh). The more 
you work rationally, the more it’s clear 
when something is finished. Then 
you know all the parts are there, 
and none of the parts can be done 
(according to logic) differently, then 
you know it’s finished. But if you 
work more intuitively/emotionally, 
then it’s more difficult to say when it’s 
right, when it’s finished, and nothing 
can be changed anymore. But in 
general I would say the definition 
of finish is when there’s no element 
you can do differently anymore, that 
you’re convinced that every part is 
solved by the best solution.

[cui]: Can you describe more 
on “design rationally”? And its 
difference to design emotionally?

[zuber]: Rationally I would say 
working with just an idea, like starting 
with an idea/concept, or a way you 
where want to go. Then you follow 
this, and there’s always one solution 
that is better than the other, then you 
can clearly/rationally decide which is 
the best solution. Analytically, step 
by step.  

If you work more intuitively (work 
out of your belly), then it’s much 
more difficult to know what is the 
best solution. Because the criteria 
are less clear, and less rationally 
discussable. The criteria are then for 
example more space, atmosphere, 
proportions… Things that does not 
have a mathematical/geometrical 
rightness, but the rightness out of 
maybe something else (intuitively).  

Perception

[cui]: Take the project Apartment 
building that you showed us for 
instance. The column in the corner 
defined certain space, which makes 
one feel that the space is larger than 
it actually is. How do you deal with it, 
seeing that it is more on the intuitive-
ly side, than the rational side?

[zuber]: When thinking of space 
we worked a lot with renderings, and 
we try out. For example this column, 
we built it (first) in one position, then 
in another position. Then it goes on 
and on, and we constantly judge 
what does it mean? How does this 
space change, if this column is inside, 
outside, or on the boarder etc.?  We 
just try to judge what we see in the 
rendering, and also in models.

[cui]: So is it true that you deal the 
project’s idea rationally, while for the 

details/quality you use rendering 
(intuitively)? 

[zuber]: No not necessary. It can 
also be the opposite way around. 
For example the project I showed 
in Scotland, on this island, is a 
project which was almost exclusive-
ly developed/done with renderings, 
in an intuitive way. We just started 
doing renderings one after another, 
and discussed in the office what we 
like more/less, and try to find out why 
and (then) rationalised what we see 
and why we liked the things. In the 
end we found the structure/order for 
everything, and we had the ideogram 
that can explain project. But 
basically it all started by renderings, 
very much the intuitive way. (Based 
on that) Then we rationalised the 
project with an ideogram. So the 
results were working intuitively, then 
trying to understand what we did.
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[cui]: Is perception a theme that 
you frequently use in your project, 
for example manipulating inside/
outside of the space to influence 
audiences’ perception?

[zuber]: Well every project is 
different. But of course there 
are certain aspects that I’m more 
interested fundamentally. They keep 
coming back to all my projects, one 
way or the other. But the perception 
or how we see a space, feel a space, 
how we move in a space, this is the 
basis of architecture. Because in 
the end we build for people that will 
be in these spaces, it’s impossible 
to ignore (perception). We should 
always think about it (perception), it’s 
the very basis of a project.

[cui]: I did some research about 
Gerhard Richter. Three interesting 
things fascinate me: composition 
(of photos, drawings and colours), 

awareness of space, and awareness 
of human’s way of perceiving things 
(for instance, what do they perceive 
when they enter a space?) What 
do you think? What part of Richter 
attracts you? (or even influence you 
with or without conscious in your 
architectural design?

[zuber]: I mentioned his book 
because I like the way he thinks/
writes. In the book are very short 
statements about a certain aspect/
thought/point, but extremely precise 
and sharp. Lots of his comments are 
“unpopular”, not politically correct, 
but they are just sharp. This I like 
very much (laugh). If you read his 
book/text you’ll get a very clear 
picture of this person, who makes 
up his own rules out of his own 
believes/logic. This I (also) like very 
much, because it’s not just taking 
over the convention of a society, but 
asking/questioning everything and 

making up his won rules. 

This I like in general with Richter. 
And the other thing I like very 
much is that his paintings/works in 
general are constantly developing, 
he started at one point, and every 
step he does in his career is always 
something new. But they’re also the 
consequences of what he did before, 
it’s almost like science or a scientif-
ic work step by step. And in this 
scientific work I would say (although 
I’m not the expert) that he tries/
searches by combining nature and 
culture, and bring them together into 
one fatality. 

To bring together mankind and 
nature (somehow) into one thing, 
and this is something I see also 
very strongly in Japanese culture. 
Especially in (Japanese) architec-
tures: their gardens are very much 
related to the house, and the other 

around. And the way the Japanese 
trees/plants, bonsai, trying to 
manipulate nature (but of course 
nature is also very strong), and also 
manipulate men. All those together 
create a balance that is like a total 
field of a universe, and this I’d say 
Richter is also trying to find this 
balance to make one thing between 
culture and nature. This is something 
I also like very much. 

[cui]: Do you feel you’re also 
influenced by this (combining nature 
and culture)?

[zuber]: I don’t know. Though I 
constantly think about it, but (so far) 
I didn’t make any decision yet, and 
I don’t know if it’s possible to make 
a very clear decision even. But for 
example Mies van der Rohe that I 
also mentioned in one of the books. 
His architecture I would say is very 
clearly artificial, it’s more the western 
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way of thinking where people divides 
themselves from nature, it’s always a 
very abstract/rational architecture 
that tries to control nature, rather 
than to melt together to make one 
thing. This I also like very much 
(laugh). It’s two very extremes 
positions, two different/opposite 
directions. Maybe they are even the 
only two very clear statement, every 
else is somewhere in between. But I 
don’t which one I like more.

[cui]: Then when you start 
designing a building, will you 
consciously know you direction 
(from one of the two extremes)? 

[zuber]: Nothing, no idea (laugh). 

[cui]: For our (TU/e) end project 
we’re going to design an extension 
in Academy of Architecture in 
Mendrisio. Take this scenario for 
instance how would you start the 

design?

[zuber]: Usually I start to study 
what is given, which is of course the 
sites/programs. Then I start to think 
about what I would like, for example 
if it would be a living house then I 
would start to think about how I 
would like to sit and read a book 
in this house/place; if it would be 
a school there in Mendrisio then I 
would probably start to think how 
would I like to sit there at the desk as 
a student, and draw in a drafts room, 
how would I like to drink a coffee 
with other students, how would I like 
to listen to a lecture… How would I 
like to be in this building/site, this is 
usually how I start to think about a 
project: what would I like? (laugh)

Influences

[cui]: Can you tell me about your 

influences? 

[zuber]: For sure people that I am 
interested in, architects or artists. I 
am very interested in Mies van der 
Rohe, Gerhard Richter, and John 
Lautner’s architecture. And also, 
for example, Kazuo Shinohara, a 
Japanese architect, Frank Lloyd 
Wright, Louis Kahn… not that many 
actually. 

[cui]: What do you like from them? 
Will you integrate the things you like 
into your work? 

[zuber]: Somehow for sure, but 
for sure not (thinking about it) 
consciously. I think that everything 
that what we see and what we read/
hear, somehow we are influenced by 
things we are interested more. But I 
always try to do something different 
than the others. Another person 
that I was for sure influenced was 

my teacher Valerio Olgiati. I also 
try to do something else than what 
he does. But still I am influenced 
by him. I also see now that in the 
beginning my projects were much 
closer to his projects or his works. 
Now it gets more and more far away. 
It’s more and more different. I don’t 
try to find references or things that 
I like and then to copy certain things 
of them or to work with some aspects 
of their work. I am just interested in 
them and try to do something else, 
and of course there is some kind of 
influences. 

[cui]: One book from your teacher 
Valerio Olgiati called “The Signifi-
cance of the Idea”. Does the “idea” 
here mean the same as the idea you 
mentioned in your ideogram? 

[zuber]: Yes, it probably is. It is 
something that we can rationally put 
into words and explain. 
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[cui]: Could you explain more how 
are your projects getting more and 
more different than your teacher’s? 

[zuber]: It’s difficult to talk about. I 
have seen some architecture in past 
years, and especially this year. Their 
(architectural) work is more intuitive 
and less rational, or the idea is less 
important. At the moment I see that 
they are more interested in this kind 
of work. I would like to work less 
with an idea than I did before. This 
is probably something that started 
already three or four years ago that 
I get more and more aware of. I think 
one can see this in my projects as 
well. 

[cui]: I recognise composition and 
human’s perception in Richter’s 
works, which I also recognise in your 
works. However, openness, which 
characterises the works of van der 
Rohe and Lautner, is missing. In 

your most recent project, Weekend 
House (Island Apartment), you 
even closed the view of the sea side. 
Can you tell something about it?

[zuber]: The things/aspects that 
I like in their work (John Lautner 
and Mies van der Rohe) are more 
fundamental than just the openness. 
One thing that I like in both works 
is that they were both following one 
general road in their whole career. 
Mies van der Rohe was constantly 
building the same building. He was 
also building just one space, this was 
what he tried at least; John Lautner 
was constantly building buildings 
that are just a roof, just a rood 
protecting from the outside. Then 
there is no façade in his buildings, 
because the façade is folding away 
to blur/connect inside and outside. 
Therefore all his buildings are just 
a roof. These two guys were very 
strongly following one aspect/

architectural idea. That is what I like 
very much: To follow one thing and 
to refine it, and try to make it better 
and better. And of course I also like 
their buildings in the end. 

I could also say that what we 
discussed before that Richter 
or Japanese culture, they try to 
combine nature and culture; Mies 
van der Rohe is almost the opposite, 
separating nature and culture; John 
Launter is somewhere in between, 
his working is very geometrical in 
plan, then in space he combines, he 
brings together the (artificial) nature 
and culture. 

These are three positions: two 
of them, Mies van der Rohe 
and the Japanese culture are at 
two opposites, and Launter is 
somewhere in between. They do it 
strongly and precisely, therefore I 
like them very much. And I constant-

ly try to find out what I like. (laugh)    
 
[cui]: What do you like at the 
moment? What kind of building 
would you like to build now?

[zuber]: Right now I would like 
to build a building without any 
geometrical order. 

[cui]: Would it be an organic 
building? 

[zuber]: Maybe, I don’t know how 
we call it. But something that is very 
intuitive is the things I would like to 
deal at this moment. So far I work 
much more in the way to control with 
geometry and mathematics, to find 
criteria out of it. Now I would like to 
explore to be freer (from geometry 
and mathematics). 

[cui]: How many people are there 
in your office at the moment? 
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[zuber]: Right now we are four 
people, me and three other people. 
Two of them are from Japan and the 
third person is from Portago.

[cui]: Could you tell something 
about how are you working together 
in your office? 

[zuber]: In general we discuss a lot 
in my office. We try to talk as much 
as possible about the feelings and 
to find the best possible solution 
together. Of course I am the boss, 
I take the final decision in the end, 
but (before the final decision) I like 
to ask them, to get their answers, 
their opinion and their feedback. I 
question them; I would also like them 
to question/challenge me. And we 
come up with best possible thing in 
the end. 

[cui]: How do you deal with the 
cultural differences in your office? 

[zuber]: Yes, we have very different 
(cultural) background. Very often 
I see these differences, and this is 
something that I like very much. I like 
this mix of culture and I try to get as 
many as possible different opinions, 
to question conventions, to maybe 
find a common sense, or to get 
inspired. I always like to know new 
things of what I’m working with. And 
probably there is also something 
common between Switzerland 
and Japan. The Swiss culture and 
the Japanese culture, generally 
speaking, they both appreciate 
quality very much for example. And 
I would also say there is some kind 
of similar appreciation for similar 
aesthetics. For example, Japanese 
aesthetics and Swiss aesthetics are 
much closer than Japanese aesthet-
ics and French aesthetics and also 
Belgium’s. 
 

“SPACE is the basis of architecture. 
Today we no longer talk about space. 
We would like to develop architecture out of spatial thinking. ”

Raphael Zuber: A Letter from Tokyo 
Théorie et critique du projet MA1, Autumn Semester 2015



Space and Place
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空   

間

16. Tuan, Y.-F. (1977). Space and Place: The 
Perspective of Experience. (p.104) Minneapo-
lis: University of Minnesota Press. there was once a strong and poetic link between man and 

architecture. To build was regarded as a religious act, an 
establishment of a world in the midst of primeval nature. [16] 
The feelings and senses of people were deeply engaged in 
the act of building and the building afterwards. In today’s built 
environment, however, it is noticeable that both the special 
meaning of a place and the intimate bond between man and 
space is gradually, sadly and unavoidably diluted. It could be 
concluded that in general, the experience of architecture to 
the individual has been reduced. More specifically, there is 
a loss of a sense of place and aliveness from the contempo-
rary built environment. This loss is largely because modern 
architecture tends to suppress relationships, the relationship 
with nature, other buildings, and with most of whom we are 
as humans. The realms of experience and meaning where 
the sense of relationship and the associations that go with 
it is therefore eclipsed. In this research, it aims to review the 
conception of space and attempts to re-establish the relation-
ship among nature, artificiality and human beings in between 
in the final design. 

sPace
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Fig. 72 Huang, G.-W. (1347-1350). “Dwelling in the Fuchun Mountains“. (part) 

Space and place co-exist in traditional Chinese painting due to its special perspective. If we see the entire 
scroll as a vast space, then places are there those little pavilions, the meandering paths, and the tiny boat 
where people stay. 

Fig. 63-71 Huang, G.-W. (1347-1350). “Dwelling in the Fuchun Mountains“. (fragments of the part below) 

17. Wittgenstein, L. (1953). In L. Wittgenstein, 
Philosophical Investigations (p. 129). Oxford: 
Blackwell Publishers.

18. Tuan, Y.-F. (1977). Space and Place: The 
Perspective of Experience. (p.3) Minneapolis: 
University of Minnesota Press.

19. Tuan, Y.-F. (1977). Space and Place: The 
Perspective of Experience. (p.6) Minneapolis: 
University of Minnesota Press.

Space and Place

“The aspects of things that are most important for us are 
hidden because of their simplicity and familiarity.” [17]

‘Space’ and ‘place’ are familiar words denoting common 
experience, which is both intimate and conceptual. The 
experience of space and time is largely subconscious; it 
involves complex and often ambivalent feelings. In the book 
Space and Place (1977), Yi-fu Tuan states in the introduction 
that “place is security, space is freedom: we are attached to 
the one and long for the other.” [18] But he quickly complicates 
these apparent dichotomies, explaining how space can 
become place as we gain familiarity with a space and “endow 
it with value.” Tuan continues, “The ideas ‘space’ and ‘place’ 
require each other for definition. From the security and 
stability of place we are aware of the openness, freedom, and 
threat of space, and vice versa. Furthermore, if we think of 
space as that which allows movement, then place is pause; 
each pause in movement makes it possible for location to 
be transformed into place.” [19] In other words, a place is a 
humanised space. The contrast of open space with enclosed, 
comforting areas enhances both. As a person’s emotional 
bond to a space increases, so do familiarity, comfort, and the 
sense of insideness. Without personal control over space, this 
emotional bond is slow to develop. It also worth noting that 
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Fig. 73 Jahnsen, P. (2015). Rendering of an imaginary space composed by columns. 
Fig. 74 Ishigami, J. (2008). “Kanagawa Institute of Technology Workshop”. 

20. Zuber, R. (2015). A Letter from Tokyo. 
Retrieved from http://goo.gl/4zEHy8. 
The complete quote of the Letter: 

“SPACE is the basis of architecture. 
Today we no longer talk about space. We 
would like to develop architecture out of 
spatial thinking. 

There is a lot said and written about 
architecture, and there is a lot of building. 
However, we rarely see new buildings that 
inspire or touch us, and we know of very 
few buildings that we would really like 
to be in. Perhaps then, we should spend 
more time thinking about what is truly 
important to us, what we like, what we 
want or why we build. ”

21. Jahnsen, P. (2015). Space. Retrieved from 
http://goo.gl/KoLue2. 
 

different culture creates different spatial values. 

Obscure Space ~ connect yet separated ~ 

<A Letter from Tokyo> is the brief of a master course Zuber 
taught in EPFL. [20]  Last year (2015 autumn semester) they 
invited Ryue Nishizawa from SANAA as a guest teacher for 
this course. Nishizawa proposed the brief and the students 
worked on this project. The course aims to re-think about 
Space: what is space? And how to design with space? The 
students were encouraged to explore the nature and quality 
of space. 

The upper rendering on the left page is from this course. It 
imagined such a space that without a rigid boundary. Aside 
a bamboo forest, a matrix of columns are placed in a grid. As 
the columns are placed in a grid, obscure spaces and paths are 
formed. It is continuous yet separated synchronously because 
there are no solid walls. Grass and leaves follow as one 
move through the path. The paths meander gently through 
the bamboo forest and blend halfway into the surroundings. 
Only columns provide orientation and sheltering from the 
surrounding forest. It is difficult to tell where the forest starts 
and the structure ends. [21] The space is both singular and 
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Fig. 75 Jahnsen, P. (2015). Rendering of an imaginary space composed by concrete. 
Fig. 76 Nishizawa, R. (2008). “Teshima Art Museum”.

21. Jahnsen, P. (2015). Space. Retrieved from 
http://goo.gl/KoLue2. 

diverse, depends on which perspective one choose to look at. 
The grid of columns interfere with the random bamboo and 
introduces an order. The surface changes into concrete as 
one steps up and enters the platform under the ceiling. The 
structure becomes a threshold to the platform fading to inside 
from outside. [21] 

Demarcation of Space ~ inside and outside ~ 

The upper rendering on the left page is also from this course. 
It imagined such a space that the boundary of inside and 
outside is dubious. There is a building which has a large circle 
in the roof on one side and a thick column on the other side. 
In the back there is a low and narrow door, connecting and 
separating the vast concrete space from the outside world. 
Once someone enters the door and steps in the space, he or 
she will first encounter the column. When turning to the right 
side, one will confront such a scene that the colour of the sky 
pours on the polished concrete floor through the circle, as if it 
was part of the inside. [21] The space is therefore divided into 
parts yet still a whole. It is difficult to tell where the inside ends 
and where the outside starts. The inside contains the outside 
air, sound and colour that changes from hour to hour and 
season to season, revealing countless appearances as time 
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Fig. 77 Hurrell, S., et al. Supervised by Zuber, R. (2015). Inverted House floor plan.  
Fig. 78 Hurrell, S., et al. Supervised by Zuber, R. (2015). Rendering of Room for Cooking. 
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FLOOR PLAN 1:100

A. GARDEN ROOM
B.OUTSIDE ROOM
C. ROOMFOR COOKING
D. INSIDE ROOM

1. FIRE PLACE
2. SLEEPING BENCH
3. BATHROOM
4. SLEEPING ROOM

22. It is the 5th competition sponsored by 
LIXIL. The brief for 2015 was “House for 
Enjoying the Harsh Cold”. In the Hokkaido 
town of Taiki-cho, the winters are cold and 
isolated. But the architecture and lifestyle in 
this natural state of coldness and incon-
venience can also be seen in a positive way. 
Sustainable approaches that do not rely on 
machinery can be found in every region. More 
information see: http://www.lixiljsfound.com/
category/2029951.html

23. Gallizioli, C. (2015). Inverted House – 
Vincitore di LIXIL 2015. Retrieved on http://
goo.gl/OKwoHw. 

passes; While the outside is also limited and enclosed by the 
inside. So to speak, the outside (nature) and inside (architec-
ture) seem intimately interconnected.

One more recent project that tackles the theme of inside 
and outside: the Inverted House in Hokkaido. It is a student 
competition project supervised by Raphael Zuber last year. 
The brief for the competition was to build a “House for 
Enjoying the Harsh Cold”. [22] They won the first prize. Now 
the building is under construction.  

The project is a guest house, which is developed around 
a central wall where a fluid living space is organised. The 
uniqueness of this project is that the house opens itself to the 
surrounding environment instead of rejecting. Usually houses 
in extreme weather conditions function as barriers, isolating 
the inhabitant from the hostile surroundings. The inversion of 
the traditional dwelling invites inhabitants to live outdoors, and 
to understand harsh climate as a resource. It challenges the 
pre-accepted idea of comfort, and the general understanding 
of inside and out side. [23]

Interestingly, Gaston Bachelard expresses the paradoxical 
relation between inside and outside in terms of warmth and 
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Fig. 79-80 
Hurrell, S., et al. Supervised by Zuber, R. (2015). Renderings of Inverted House.  

24. Bachelard, G. (1994). The Poetics of Space, 
trans. Maria Jolas. (p. 39) Boston, MA: Beacon.

23. Gallizioli, C. (2015). Inverted House – 
Vincitore di LIXIL 2015. Retrieved on http://
goo.gl/OKwoHw. 

cold in his book: 

“And we feel warm because it is cold out-of-doors. Further 
on in this deep-winter “artificial Paradise” Baudelaire declares 
that dreamers like a severe winter. ”Every year they ask the sky 
to send down as much snow, hail and frost as it can contain. 
What they really need are Canadian or Russian winters. 
Their own nests will be all the warmer, all the downier, all the 
better beloved…” ... Behind dark curtains, snow seems to be 
whiter. Indeed, everything comes alive when contradictions 
accumulate. “ [24]

In the project, man is put into a direct relationship with the 
outside conditions, while still being protected by some 
necessary shelter. By increasing the awareness of the harsh 
climate, in turn it enhances the feeling of being protected. 

What fascinating the most in the Inverted House is the fact 
that it dilutes the demarcations of space and place. The 
‘rooms’ are simply called Garden Room [23], Outside Room, 
Room for Cooking and Inside Room. None of the space is 
designed out of the function. Places emerge and find their 
territory naturally by the different ways in which the spaces 
are experienced. The main structuring element is a cross 
wall which creates a frame for each space to exist. Roofs and 
floors span out from the wall and form the boundaries for 
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Fig. 81 (above) Lautner, J. (1949) Schaffer Residence. 
Fig. 82 (below) Hurrell, S., et al. Supervised by Zuber, R. (2016). Interior photo of Inverted 
House (under construction).   

3. Zuber, R. Interview with Raphael Zuber, 
January 13, 2016

each space. This has resulted in a fragmentation of the overall 
composition, enabling spaces to flow into each other.

This project also suggests a direct reference to the architect 
John Lautner (1911-1994). Lautner endeavours to encapsulate 
a clear symmetry between the interior (human habitation), and 
the exterior (nature surrounding the structure).  His architec-
ture, according to Zuber, can be summarised as “a house of a 
roof” [3]. In Lautner’s buildings, there is no façade. A space is 
claimed and covered by a vast roof, while the façade is fading 
away. Hence the inside and outside is still connected, yet the 
boundary between them is blurred. So is the line between 
home and habitat, nature and the built environment. 

The space under the roof is at the same time one and infinite. 
There is no beginning and no end. 
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此   

間

25. Tuan, Y. -F. (1975). Place: an experien-
tial perspective. Geographical Review, pp. 
151-165.Place is an organised world of meaning. It is essentially a 

static concept. If we see the world as process, constant-
ly changing, we should not be able to develop any sense of 
place. So to speak, place is to space as the present is to time. 

A place can be either defined as a location - a unit within a 
hierarchy of units in space, or as a unique artefact.  What they 
share in common is that they are all centres of meaning to 
individuals and to groups. [25] The meaning which transforms 
a space into a place is constructed by experience. We 
experience the place through our sensory organs: seeing, 
hearing, taste, smell, and touch. However, much of human 
experience is subconscious. [25]  

To see is not to experience. Those visual stimuli can be 
recorded and shared through photos etc., but the exhilarating 
olfactory and tactile experiences remain private. So do the 
sense of scale, impression of the atmosphere.  Hence how to 
catch the glimpse of the inexplicable and transform a space 
into place is the goal of the research and the final design. 

Place
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Fig. 83-84
Kennedy, D., et al. Supervised by Zuber, R. (2014). Plan and rendering of Productive Garden. 

26. It is the 4th competition sponsored by 
LIXIL. The brief for 2014 was “Productive 
Garden - A Space for Enjoying Hokkaido with 
All Five Senses”. Taiki-cho, Hokkaido, Japan, is 
an area of expansive grasslands and wetlands 
where people can enjoy both the greenery of 
summer and the snows of winter. In Taiki-cho, 
people engage in farming and other activities 
in harmony with nature and the seasons, 
producing a cornucopia of delicious and 
nutritious food such as wild vegetables in the 
spring and salmon, venison and assorted fruit 
in the fall. Preparing and eating fresh food in 
these uniquely beautiful natural surroundings 
is a reminder of what it means to be alive, 
as well as an opportunity to think about 
our relationship to the environment. More 
information see: http://www.lixiljsfound.com/
category/2013038.html

27. KooZA/rch. (2014). Interview. Retrieved on: 
https://goo.gl/mlKfXk. 

28. Memu Meadows. (2015). Retrieved 
on: http://www.lixiljsfound.com/catego-
ry/2013016.html.

Nature and Architecture

‘An Endless Path for the Five Senses’ is also a student 
competition project guided by Raphael Zuber in 2014. The 
theme for that year was “Productive Garden - A Space for 
Enjoying Hokkaido with All Five Senses”. [26] Their proposed 
design was selected as one of the three finalists. 

Memu Meadows is a place in Taiki-cho, in Hokkaido 
Prefecture. This area is noted for serve cold winters, but 
luxuriates in the beauty of the changing seasons. Now it 
was established as a  centre for research on environmental 
technologies. In this project the students put forward a vision 
of what the future landscape of Memu Meadows should look 
like. [27] ‘Memu’ originates from the dialect of the native Ainu 
people, which means ‘the place from where the fountain water 
springs’. [28]  

The project proposed a path which harmoniously blended 
with its surrounding landscape. The path structure for passage 
and relaxation appeals to all senses and all seasons. The use 
of texture is carefully considered and selected, in order to 
blur the distinction between the elements of path and the 
appearance of the natural landscape, to leave impressions as 
if all the elements were made of the same matter, to make the 
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Fig. 85-88
Kennedy, D., et al. Supervised by Zuber, R. (2014).. Renderings. of Productive Garden. 

27. KooZA/rch. (2014) Interview. Retrieved on: 
https://goo.gl/mlKfXk. 

man-made architecture and the nature look like a whole. [27] 

Besides, the use of texture adds a further sensuous quality to 
the impressions, as if one could reach out to touch the silvery 
sky or a weathered board. 

Different points along the path awake different senses, 
gathering sceneries, textures, melodies, smells and tastes, all 
harmoniously fading in and out along ones journey through 
the site [27]. As have been shown on the left pages, those 
images indicate that each point along the path has been 
created a particular atmosphere which serves best both for its 
experience and the environment next to it. Hereby material-
ity, texture, sound, temperature, sound, light and shadow all 
contribute to the creation of the desired atmosphere at each 
stay point. Those elements brew and ferment, awaking ones 
perception of the different senses and associations go with 
them. [27]

Garden Design

In China and Japan for instance, a garden has much more 
layers of meaning than a miniature nature or landscape. 
Rather, it is a metaphor for the cosmos, in which nature and 
mankind coexist, and the latter keeps seeking the truth of 
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Fig. 89-92 (from above to below, left to right)
Musa basjoo in Mountain Villa with Embracing Beauty; Bamboo in Garden of Cultivation; 
Stone bridge in Garden of Cultivation; Bamboo in Mountain Villa with Embracing Beauty. 
  

29. Xu, S. (100-121). Shuowen Jiezi. [Note: 
literally means: “Explaining Graphs and 
Analysing Characters”.] 

30. The corresponding characters in Chinese 
seal scripts (Oracle bone script unavailable):  
 

   
+ 

  
 =

       (庭)

31. The corresponding characters in Chinese 
bronze inscriptions (Oracle bone script 
unavailable): 

  
+ 

  
 =

   (園)

the former. The idea behind is that in Chinese philosophy, 
the cosmos is contained even in a grain of sand, or a single 
thought. While garden gives expressions of our relationship 
to the natural world. Begun in prehistoric times, this relation-
ship was perceived over the course of time in increasingly 
spiritual, aesthetic, and intellectual manner. Eventually, this 
heightened awareness led to the creation of gardens through 
which designers expressed an idealised vision of nature and 
our place in it.

In Chinese, ‘garden’ is written either as 庭園 or 園林. 

The character ‘庭’ originates from ‘廷’, which initially means 
‘places where the chancellors meet the emperor’ [29]. Later its 
original meaning lost and it means ‘general places for events to 
take place’. The radical ‘广’ indicates ‘places extended out the 
coverage of the eaves’ [29]. Hence ‘庭’ can be comprehended 
as a captured ‘territory’, a place in its wild natural state. [29][30]

‘園’ originates from ‘袁’, which initially means ‘the round collar 
of clothing’ [29]. Later on the character lost its meaning and is 
solely used as surname. The meaning of the radical ‘囗’  can 
be easily grasped through its graph, which is ‘to surround, 
enclose or fence’ [29]. Therefore ‘園’ indicates ‘places which is 
fenced for growing fruits and vegetables’. [29][31] Accordingly, 
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Fig. 93-94 Canglang Pavilion (above) and Lingering Garden (below). 

The essence of  Chinese/Japanese garden design can be read from the photos above. Na-
ture and artificiality blend with each other as a wholeness. 
 

29. Xu, S. (100-121). Shuowen Jiezi. [Note: 
literally means: “Explaining Graphs and 
Analysing Characters”.] 

32. The corresponding characters in Chinese 
oracle bone scripts: 

  
+

      
= 

  (林)

33. Keane, M. (2013). Japanese garden design. 
(p. 14) Tuttle Publishing.

it can be interpreted as a pastoral, agricultural landscape and 
as such represents the control of nature by man, which is the 
antithesis of ‘庭‘.  

‘林’ comes from ‘木’. ‘木’ is a pictograph, whose meaning can 
be read directly through the character self - it is a ‘tree’ [29]; Two 
‘木’ becomes ‘林’, which is an ideograph, meaning ‘clusters 
of trees, a forest’ [29][32]; Three trees putting together reads ‘
森’, means ‘large forest’ [29]. Compared to ‘庭’ - a captured 
territory from nature, ‘林’ is nature per se. 

Both 庭園 and 園林 suggest a strong connection between 
the man-made environment and the natural surrounding. 
Although in the contemporary context, the original meanings 
of words have been somewhat lost or evolved even, it is still 
recognisable (at least etymologically) that either 庭園 or 園林 
implies two opposing characteristics - the wildness (territory) 
and the control (bordered fields). It is in the exquisite balance 
of these two fundamental qualities that the a garden finds its 
universal voice. [33]

Hence, the first aspect of a garden that can be said to have 
evolved from ancient times is the balance of natural and 
man-made beauty, which is also a guiding principle that forms 
the aesthetic basis of all (garden) designs.



t

8988

Fig. 95-96 Quyuan Garden (above) and Master of the Nets Garden (below). 

Another important aspect in garden design is about balance. The balance between Yin and 
Yang. 

34. Keane, M. (2013). Japanese garden design. 
(p. 24) Tuttle Publishing.

35. Keane, M. (2013). Japanese garden design. 
(p. 119) Tuttle Publishing.

36. Shakespeare, W. (1599-1601). Hamlet 
(1.5.167-8), Hamlet to Horatio. 

The rigorous intellectual origin of the principle of balance 
is called Feng Shui, which can be traced back to the Zhou 
Dynasty (1027 - 256 B.C.). Feng Shui is a theory of universal 
structure based on the opposing yet complementary 
principles of Yin (the negative, passive force) and Yang (the 
positive, active force) and their mutual effects on the five basic 
elements: wood, fire, earth, gold (metal), and water. The core of 
the Chinese garden design concept is therefore to harmonise 
the opposing forces of Yin and Yang by balancing voids and 
fluids (both Yin) with masses and solids (both Yang), to create 
a harmonic state within the garden. [34]

Gardening uses nature imagery as a vehicle. However, it is 
by no means to copy nature. Instead, it appreciates, captures, 
frames, and reinterprets nature. A well-designed garden 
allows to catch a glimpse of what nature holds about life, the 
cosmos, and man’s place in the whole scheme of things. For 
example, the way water moves through a landscape illustrates 
the ‘paths of least resistance’; the shape of windswept pines 
speaks of perseverance; bamboo and grasses that bend with 
the wind reveal the power of resilience; and the evanescence 
of life is seen in the endless cycle of changing seasons. [35] The 
organic complexity of even the simplest thing in the garden 
reminds us that “there are more things in heaven and earth, … 
than are dreamt of in your philosophy.” [36] 
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Fig. 97-100 
Living room of Schaffer Residence in different point of view. 

37. Kraushaar, F. (2010). Eastwards: Western 
views on East Asian culture (Vol. 13). (p. 162) 
Bern: Peter Lang.

This technique is called  “Borrowed scenery”. 
Its principle is to incorporate background 
landscape into the composition of a garden, 
which originates from China and can be 
found in traditional East Asian garden design.

3. Zuber, R. Interview with Raphael Zuber, 
January 13, 2016. 

Varying sceneries ~ shifting point of view ~

In garden design, there is one principle called “varying 
sceneries with changing view points”. The garden is not 
supposed to be laid out in a way that one can see the entire 
garden all at once. Instead, it is set up in a way that as one 
wanders through the garden, the person come upon several 
intimate settings to view. So to speak, the scenery keeps 
changing as one moves, and every scene is well-planned and 
framed. Some elements that are  not actually in the garden are 
part of the design as well. [37]

According to Zuber, Launter’s house is a house of a roof. 
“There is no façade in his buildings, because the façade is 
folding away” [3]. It The fading façade both blurs and connects 
inside and outside. To me, Launter’s house is like a garden. 
Take the Schaffer Residence as an example, to some extent, it 
bears the same principle in its spatial arrangement as a garden 
design. As you can see on the left page, the living room was 
photographed from different angles in the house. However, 
each point of view has leaves us a different visual experience. 
Some feels more intimate and private while some relates more 
to the outside nature. Each scenery is carefully designed so 
that the interior (human habitation), and the exterior (nature 
surrounding the structure) are well balanced and blended.



t

9392

天  ˙
 

地  ˙
 

人

Man follows the laws of the Earth,
The Earth follows the laws of Heaven,

Heaven follows the laws of Dao,
Dao follows the laws of Nature enow. 

Lao Zi (circa 600 b.c. - 500 b.c.?)
Dao De Jing [Translated by Frank C Yue]



Sky ˙ Earth ˙ Human



t

9796

Fig. 101  Overview of AAM and the building site

38. Bianchi, S., Ospedale della Beata Vergine 
di Mendrisio., Casa Croci Mendrisio. Mostra,  
et al. (2010). L’Ospedale della Beata Vergine 
di Mendrisio. Mendrisio : OBV, Ospedale della 
Beata Vergine di Mendrisio. 

Fig. 102  Memories of the First Centenary. 
Photo by Gino Pedroli. 

39. Munteanu, T. Personal conversion, Novem-
ber 20, 2015. 

the current Mendrisio Academy of Architecture (AAM) 
presents itself spatially as an aggregation of different 

types of buildings. Initially the campus terrain was confined 
to the building Turconi, Villa Argentina and the adjacent 
park  along the main road. Turconi was once a hospital [38], 
later on the hospital moved to a new building next to it and 
Turconi became the main building of AAM. Villa Argentina 
is also a valuable historical building itself but from a different 
age. Hence it is difficult to find consistency and coherence 
especially in terms of connections in the campus terrain. 

Later on, as the school earns its reputation and the number of 
students increases, more working space becomes a necessity. 
A series of new buildings were established: second main 
building Palazzo Canavée, the Library and Teatro dell’architet-
tura (which is currently under construction). [39]Although the 
buildings are all from different ages, if we look at the campus 
as a whole regardless of the age of its building, a main axis 
can be drawn as shown in the picture on the left page: new 
building Palazzo Canavée is along the same axis of Turconi.

locatIon analysIs
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Fig. 103-104 (left) Site plan on the campus level. 
Fig. 104 (right) Site plan focus on building plot. 

In a larger scale, the entire campus is taken as a whole; while in a small scale, focus is given mainly in 
the immediate environment around the building plot. 

40. 

Fig. 105 Geographic aerials photo of the build-
ing plot in November 2015.  

41. 

Fig. 106-107 The seemingly random shape of 
the membrane roof is derived based on both 
axes of  the Turconi and the Church. 

But if we look closely at the building plot alone, there is 
not such a clear axis. Turconi, Teatro dell’architettura and 
the church  Chiesa dei Cappuccini relate to each other in 
a complex way. Each building has its own axis and style - 
massive in stone and brick. On the other side is an residential 
area, where private houses and trees loosely spread along the 
paths [40]. The space in between is therefore in tension on one 
end (surrounded by three large volumes) and becomes more 
open on the other end (the relatively lower building density 
and scale).

In such a context, two different scales are taken into account 
in the beginning of the design: a bigger scale on the campus 
level and a smaller scale focus on the site plot. On the bigger 
scale, using the main axis that across Turconi as reference, I’d 
like to have the building shaped and positioned in response 
to the symmetry and variation, hierarchy and repetition of the 
existing campus. On the smaller scale, I’d like to have the 
space shaped in a way that it not only reconciles the tension 
caused by the immediate volumes [41], but also connects with 
the surrounding landscape, being a place that people would 
like to stay. In this way, the campus as a whole is strengthened 
due to the consistency in orientation, and locally it becomes 
a common place for both people from the campus and 
passengers from the neighbourhood. 
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Fig. 108 Impression painting of the building with surrounding. 

42. Oakeshott, M. (2015). Experience and its 
Modes. (p. 10). Cambridge University Press.sPace allows movement, while place is where people stay.  

It is during the stay that memories and associations come 
along. Those memories and associations stir with personal 
past and furthermore construct the experience of the current 
spatial settings. When people say to experience the space, it 
is indeed to experience the place. To see is not to experience, 
for experience is not merely inseparable from thought, but 
itself is a form of thought [42], a reflection to the physical world 
from a personal perspective.  

To make an architecture, to some extent, is to create a place 
that invites people to stay. A good architecture is such a place 
that it does not merely exist and invite people to stay, but also 
stays in one’s memories afterwards. 

Nature and Landscape ~ inside and outside ~

The building plot sits on a slope, the height difference of 
the topographical surface between two ends is about seven 

concePt based on sPace & Place
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Fig. 109 Concept model. The volume of the building both adapts to the landscape 
and is a vessel which includes nature and the original landscape as well. 

3. Zuber, R. Interview with Raphael Zuber, 
January 13, 2016

43. The personal conversation with Tudor 
Munteanu (graduate student from AAM in 
2015) might also have some influences in 
conceiving the garden concept: Munteanu, 
the narrator, did not remember the name of 
the trees. Hereby just referred as trees. Munte-
anu mentioned that when he was a first year 
student in AAM, there used to be a lot of trees 
in the campus and the surrounding area of 
the Turconi. The scene was extremely beauti-
ful, students and local residents liked the trees 
very much. Here and there, the region once 
looked like a big garden. Unfortunately, some 
of the trees were infected by a rare disease 
which was fatal and contagious. In order to 
protect all other kind of trees, all of the trees - 
infected or still healthy - were chopped down. 
What we see now are some young trees of 
different species people grew later on.

44. Fig. 110 Escher, M. C. (1961). Waterfall. 

In this painting, whether or not the water 
from the base of the waterfall is running 
downhill along the water path depends on 
from which point of view one looks at it. 

meters. As having been discussed in the previous section, 
the plot is directly next to three large volumes: the Turconi, 
the Teatro and the Church. In such a context, I imagined 
an architecture that exists simply and quietly and does not 
compete with its neighbouring volumes. It would blend 
into the surrounding, and be part of the landscape, instead 
of becoming a fourth massive block. The concept was a bit 
vague in terms of architecture until I interviewed architect 
Raphael Zuber. Zuber shared his point of view about the 
harmony between nature and artificiality [3], which is in fact 
one key item of my cultural root. The ‘garden’ concept then 
emerged naturally. [43]

The garden is something in between nature and artificiality. It 
connects and mediates them. So is the garden in this project: 
it adapts itself to the landscape and at the same time includes 
the original landscape. In section, the building has three levels: 
the garden, the atelier and the basement. The garden is on 
ground level at the Turconi end; the atelier is also on ground 
level at the other end of the plot. To some extent it shares the 
spirit of M.C. Escher’s impossible depictions [44]- by blending 
itself into the slope, both ends of the building connect to the 
ground level. Hence whether the building is underground or 
above ground depends on where the people stand and their 
point of view. 
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Fig. 111 Front view of the building, which looks as if it is a one-story building. 

45. Bai, J.-Y. (816). Pipa Song. [Translation]. 
Pipa is a string instrument. In this poem ‘she’ 
refers to a  female musician who used to be 
famous. 

46. It will be further discussed in the chapter 
of Intimate Immensity. This chapter deals with 
how people actively perceive the world. 

On the Turconi end, the garden quietly nestles in the middle 
of the surrounding ground and is partially covered with 
a transparent membrane roof. There is no barrier or any 
indication of border. Without knowing in advance, people 
would not even notice the building underneath the garden 
from a distance. Imagine a person - he or she could be a 
student in Turconi, or someone coming from the hospital, 
or a local resident visiting the Church - walking through 
the building or along the existing path. They might notice 
something which looks airy and transparent as if a cloud is 
hovering in the air. The cloud arouses their curiosity and they 
keep walking. Gradually they realise that they are already 
under the cloud and find themselves in a garden. Since where 
do they enter the garden? They could not tell. 

“We urged her over and again until she appeared, 
 `With half her face hiding behind the pipa still.” [45] 

Despite the condition of the landscape, it is part of the 
design decision to let the building partially reveal itself to 
the outside on the other end of the slope. The hidden part 
is left to the imagination, while the imagination stimulates the 
awareness of the revealed part and enhances the apprecia-
tion of both. In other words, the building becomes complete 
with the involvement of human beings [46]. Besides, similar to 
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Fig. 112-113 Diagram of floor plan and section. 

Origin
al lands

cape

47. See also the section Route in chapter 
Intimate Immensity. 

the ‘ground level’, how much the building reveals itself also 
depends on where the people stand and the perspective they 
take. When people approach from the front or the Teatro 
side, the building looks as if it is a one-story building. Hence 
people will not feel a sense of oppression when passing by the 
building. Rather, they can even look into and see the Turconi 
behind. When people approach from the Church side, they 
will see the underground level as well. Along the path, there 
is a stairway which leads to the side entrances of the building 
and the garden above [47]. 

In the floor plans, there are nine square cores, whose top is 
at the same height of the original landscape. Therefore trees 
are rooted to and grow from the earth soil. Moreover, by 
integrating the tree cores into the building grid, the boundary 
between nature and artificiality blurs. So does the demarca-
tion of inside and outside. Nature grows directly from the 
inside and becomes part of architecture. At the same time, 
all the trees do grow in a natural environment - they sway in 
the wind and receive raindrops from the sky. So to speak, 
this architecture can be interpreted as a single space, where 
inside and outside penetrate each other. 

A building with the outdoors inside it and a nature with a 
roof on top of it. This is my thinking over the relation between 
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Fig. 114-115 Draft model viewed from top and from side, showing the con-
cept of both adapting and including the landscape. 

48. Territory concept in GO  and the forming 
of  territories (following game records are 
made from the review of the game between 
AlphaGo and Lee Sedol in 2016): 

Fig. 116 Opening stage of the game. 

Fig. 117 Middle stage of the same game. 
Compared to the opening stage, the territory 
is less abstract. 

A good game player is able to see the un-
bounded territories even in the opening stage. 
The territory is not yet fully enclosed, it is just 
indicated by a few chesses. 

nature and artificiality and something I’d like to explore and 
realize in this project. 

Space and territory ~ connect yet separated ~ 

For the inside space, I’d like to explore the demarcation 
of space by a territory concept instead of by solid walls [48]. 
When the space is shaped by walls, each space is designed 
and determined by the architect on the blue print. People are 
therefore as outsiders. They step in the building and every 
space is already in its final form. While in a territory concept, 
the space is just indicated, hence the boundary is imaginary. 
In other words, the spatial division is subjective, reversible 
and always in an undetermined state. For example, if we think 
of dividing a space with solid walls is like cutting a cake with 
a knife - the cake is cut and people can only choose which 
piece to take; then in my approach, the division of space is like 
spreading a net among tree trunks in a forest - the division is 
neither destructive nor absolute. More precisely, the space 
is one unity, while its spatial configuration is temporary and 
reversible. 

According to the program, the most important aspect is to 
create a working space for students and ateliers. The school 
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Fig. 118 Interior space of the earlier draft model. 

wants a space that can be freely divided into several studio 
space. The territory concept of making a fluid and flexible 
space is therefore ideal and practical for this purpose. On the 
atelier level, the entire floor is one space. In this space there 
are no solid walls. Rather, the entire space can be conceived 
as a forest, both structurally and in terms of planning. There 
are nine square cores spread over the floor that interrupt the 
space here and there. In its essence, the space itself is still 
continuous and connected. However, if we imagine the space 
from the perspective of a person inside the space, instead of 
from a bird view perspective, those thin columns around the 
cores do give strong indication of a spatial division. Though 
the division is by no means absolute. I call it a “soft division” - 
which is on the opposite of a “hard division” by walls.

In this kind of soft division, the space is both singular and 
diverse, connected yet separated synchronously. This complex 
simplicity is also found in nature. In nature, all kinds of animals 
co-exist in a forest, plain or sea. They find and claim their own 
territory, they are also aware of the intangible boundaries of 
other animals. In this project, the groups of columns compose 
a forest-like space. The studios share the space with others 
whilst simultaneously occupying spaces of their own. 
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Fig. 119-133 Inspirational works from the researched architects. 
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To create an architecture that is not about enclosure, but about something like a 
territory, whose spatial division and its boundary is not crudely robust in its plans, 
but is subtly completed by man’s iMagination. 

49. Bachelard, G. (1969). The poetics of space. 
trans. Maria Jolas (1958). (p.183). Boston: 
Beacon Press. 

50. Studio Chronotope. Retrieved on http://
goo.gl/lYWifV. 

51. Kilpatrick, F. P. (1961). Explorations in 
transactional psychology. (p. 1). New York, NY, 
US: New York University Press. 

the title is inspired by a chapter of the same title from 
the French philosopher Gaston Bachelard’s book 

The Poetics of Space (1969). Bachelard used the term to 
describe the poetic experience of reverie and contemplation, 
its capacity to extend beyond the intimate, private realm and 
into the vast, limitless possibilities of our imagination. [50] The 
immensity of our imagination is not restricted by physical size 
or boundary, but is part of our inner constitution as meaningful 
and poetic individuals. 

Man’s perception ~ between real and illusion~ 

“… we can never be aware of the world as such, but only of ... 
the impingement of physical forces on the sensory receptors... 
Once this is accepted, however, one immediately faces the 
necessity of explaining the correspondence between what is 
perceived and what is there.” [51]

In the Apartment building project, Zuber placed a non-struc-

IntImate ImmensIty [49]
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Fig. 134 Interior space close to the Turconi side. 

52. 

Fig. 135 Zuber, R. (2011). Schoolhouse and 
kindergarten Grono.  

53. Gibson, J. J. (1950). The perception of the 
visual world. Oxford, England: Houghton 
Mifflin The perception of the visual world.

54. Hall, E. T. (1966). The hidden dimension. (p. 
52). Garden City, N.Y: Doubleday. 

tural column to emphasise the cross; in the Weekend house 
in Isle, he manipulated the feeling of the spatial movement 
by the gesture of a twisting pillar; In Schoolhouse Grono, 
views from individual rooms through the perimeter expanse 
of glass are always mediated by the external walls [52]. The two 
systems of glass and concrete slide past one another, so the 
view changes depending not only on what room you are in, 
but also where in the room you are. The sense of being inside 
or outside is highly variable. This coincides the experience I 
had in the living room of his apartment building as well. 

All the research about space and place that have been 
done before provides a basis for me to understand how a 
man perceive the space and how the awareness of a place 
is developed. In brief, what we see is not an exact copy of the 
world as we see it. [53] Even, the spatial experience is not just 
visual, but multi-sensory. For example, we can measure with a 
tape whether or not a man can reach something, but we must 
apply an entirely different set of standards to judge the validity 
of an individual’s feeling of being cramped. [54]

In this regard, the design is finished but the project is not 
yet complete. The involvement of human beings is the last 
missing piece of the entire puzzle. That is, the overall space is 
carefully arranged and enveloped. However, its inner division 
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Fig. 136 Territory concept. The boundary is mentally completed by man’s mind, 
which is neither destructive nor absolute. 

55. Gestalt’s principle of perception. 

Fig. 137 This famous illusion of the ‘invisible’ 
triangle is an example of gestalt perception. 

56. One example from the book Space and 
Place (Tuan, 1977:168.):

Fig. 138  The above example demonstrates 
that not only visibly bounded areas are 
conceived as places, but also regions with no 
tangible boundaries. 

57. Hall, E. T. (1966). The hidden dimension. (p. 
66). Garden City, N.Y: Doubleday.

is just indicated and it will not be determined without the 
involvement of man - who has the intelligence to read the 
space and endow the space with meaning and sense. For 
instance, when someone wanders in the atelier and looks at 
the environment, he or she looks at it as a whole picture, not 
as separate parts. [55] The human mind seeks completeness. It 
will tend to add the missing elements to complete the image 
and continue shapes beyond their ending points - in my case, 
the missing elements are the nebulous boundary between the 
square cores. 

So the speak, the intangible boundaries in this space are drawn 
by psychological lines, which depend on man’s perception, 
their common sense [56] and cultural background. In this atelier, 
for instance, although the space is not fully enclosed, a studio 
could still find its territory in the middle of four cores. I can also 
imagine that the students from the same studio will sit together 
much closer and naturally form a group. Same happened to 
the other studios. Then an interesting result is observed that 
man learns while he sees, what he learns in turn influences 
what he sees [57] and what he does afterwards. The boundary 
is firstly perceived by man’s mind ambiguously, unconsciously 
even. Once it is accepted, the boundary becomes recognisa-
ble and gets strengthened because of the tacit understanding 
between people and groups of people.
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Fig. 139 Interior space, viewing from the front facade. 

58. Hall, E. T. (1966). The hidden dimension. (p. 
114). Garden City, N.Y: Doubleday. 

59. Hall, E. T. (1966). The hidden dimension. (p. 
128). Garden City, N.Y: Doubleday. 

60. Hall, E. T. (1966). The hidden dimension. 
(pp. 116-125). Garden City, N.Y: Doubleday. 

Distances ~ one space, many places ~

Man’s sense of space and distance is not static. It has very little 
to do with the single-viewpoint linear perspective developed 
by the Renaissance artists and still taught in most schools 
of art and architecture. [58] Instead, man senses distance as 
other animals do. His perception of space is dynamic because 
it is related to action - what can be done in a given space - 
rather than what is seen by passive viewing. It is in the nature 
of animals, including man, to use the senses to distinguish 
between one space or distance and another. The specific 
distance chosen depends on the transaction; the relationship 
of the interacting individuals, how they feel, and what they are 
doing.  [59]

In designing the space, four kinds of distances are considered: 
intimate distance, personal distance, social distance and public 
distance respectively. [60] Based on that, spaces of different 
qualities are created. For students who would like to stay 
alone for a while, he or she can grasp a book and go to one of 
the tree cores, sit there under the tree, as if escaping from the 
crowd to an island. For people who prefer to work in a more 
private zone, there are spaces next to the facade or envelop 
walls. Besides, as to furniture arrangement, I deliberately 
avoid to have tables grouped in long rows. It might be more 
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Fig. 140 Impression painting of the interior space, where diverse spaces, 
views and relationships are all captured within the continuity of this one 
space, and the dynamic dimensions of the space are made perceptible 
through the co-occurrence of activity and tranquillity.

61. Osmond, H. and Sommer, R.’s experiment: 
Relationship of furniture to conversations. 

Fig. 141 Tables used in the experiment. These 
tables provided six different distances and 
orientations of the bodies in relation to each 
other. 

The results reveald that: F-A (cross corner) 
conversations were twice as frequent as the 
C-B (side by side) type, which in turn were 
three times as frequent as those at C-D (across 
the table). No conversations were observed for 
the other positions. 

organised and efficient in space utilisation, but long tables 
are not ideal in providing proper social distance for meeting 
or discussion [61]. Rather, students are gathered in a smaller 
unit with two to four people and a studio is a group of those 
close-by units. In this way, diverse spaces, views and relation-
ships are all captured within the continuity of this one space, 
and the dynamic dimensions of the space are made percepti-
ble through the co-occurrence of activity and tranquillity.

Path and Route ~ in a forest ~

To conceive a building as if planning a forest. Just as the 
structure of a forest is conceived by how the trees are 
grouped, the structure of the building is formed according to 
how the thin columns and the tree cores are positioned and 
grouped. Spontaneously, diverse spaces and numerous paths 
are emerged naturally in between. 

On each level, the building is directly connected to both 
Turconi and Teatro. Vertically, except for the stairway sprawled 
along the slope, two extra stairways are also arranged around 
the square cores winding up from the basement to the 
garden. People are able to freely move throughout the space, 
including the space bounded by columns, as if wandering 
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Fig. 142 Vertical connections in the building. 

62. Lindner, G. (2016) Personal conversation.

63. Ishigami, J., Kuma, C., & Toyota-shi Bijutsu-
kan. (2010). Kenchiku no atarashii ōkisa =: 
Another scale of architecture. (pp. 72-87). 
Kyōto: Seigensha. 

Fig. 143 In the forest chapter, Ishigami did a 
survey in his building KAIT (2008) recently to 
observe the movement of people or groups 
of people, and the actual condition of how 
people are using the space. 

64. In natural environment, there can be 
find lots of examples that animals find their 
habitual route. 

Fig. 144  The habitual route of the Daurian 
jackdaw. It is the Daurian jackdaw’s nature 
to turn back along a well known route and 
return to its point of departure. 

through a forest. 

As to the entrances, I would avoid to title any of them as a main 
entrance. In a garden concept, or imagine you are walking 
through a forest, you find entrances here and there. “They are 
almost kind of random, no part of a bigger ‘meta concept’.” 

[62] Similarly in this building, those entrances - personally I 
prefer to call them access - are non-hierarchical both in plan 
and in façade layout. For students or teachers who know the 
space well, they will find their own habitual route [63][64]. For 
people who come to the building for the first time, they are 
encouraged to walk around, here and there. Unexpectedly, 
they find a stairway leading to another level. They follow the 
stairs and continue the exploration. 
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Explosion view
Primary structural elements

Explosion view
Spatial arrangement per floor
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Explosion view
Basement
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Explosion view
Atelier
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Explosion view
Garden and Roof
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Plan Roof 
Scale 1:200
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Plan Garden 
Scale 1:200



t

143142

Plan Atelier 
Scale 1:200
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Plan Basement 
Scale 1:200
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Section AA’
Scale 1:200
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Section BB’
Scale 1:200
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Elevation side Teatro
Scale 1:200
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Elevation side Church
Scale 1:200
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Elevation front side
Scale 1:200
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Scale 1:10

Waterproofing membrane
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Compact sand layer
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To catch a glimpse of the inexplicable. 

The order of nature is beautifully simple, yet its appearance is 
diversely complex. On the other hand, the order of architec-
ture is crudely robust, and at the same time frail. If architecture 
is a place where people can stay. What are the ingredients 
to transform a space to a place? Can nature and artificiality 
harmoniously blend with each other? Besides, can architec-
ture even liberate itself from its rigid and solid form which is 
enclosed by walls and becomes something more ambiguous 
like a territory? Inspired from the conversation with arch. 
Raphael Zuber, I started to re-think and explore the relation 
between space and place, nature and artificiality. 

Based on the research, I came up with a forest-like building, 
both structurally and  in terms of planning. For its inner space, 
I imagined such a space that was both singular and diverse, 
connected yet separated simultaneously, and whose spatial 
division was neither destructive nor absolute. Indeed, the 
boundary between territories is a psychological line which is 
drawn in man’s mind. People in the building occupy the space 
as if all kinds of animals co-exist in nature. They find and claim 
their own territories, they are also aware of the intangible 
boundary of other animal’s. The studios share the space with 
others whilst simultaneously occupying spaces of their own.

EPILOGUE
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“Tell me and I forget; 
 Teach me and I may remember;
 Involve me and I will learn.”

- Xunzi (312-230 b.c.) Ruxiao (The Teachings of the Ru)
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