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DDR STATEMENT

Methodologies within research have a significant impact on colouring the outcomes(1)
and could likely structurally limit the thinking within the research(2). This Design Driven
Research acknowledges that research is productive(3). Through a creative sculptural
praxis, it attempts to describe and enact new social realities, relations and worlds
(3). This research seeks to engage spheres of human knowledge and experience
where language tends to become problematic. Its linear structures distort, constrain,
and poorly translate the nature of the experience under study. Here, other ways of
thinking, knowing, and reflecting have been sought out. Practices that intentionally
deform the status quo, what is known, and habitual ways of thinking will be explored.
This research recognises that the body plays a crucial role in creating an embodied
understanding and discourse around spatial experience, which ultimately generates
existential thinking. In seeking other forms of knowledge, it has sought to develop
embodied practices such as Making. Making as a “space of encounter” allows for
non — human agencies to impact and contribute to the outcomes. Making generates
understandings through the intersections of the body, material, and spatial relations.
Sculptural artefacts as a practice allows for nonverbal direct experiences. These set
up complex nonlinear relationships offering a layered and nuanced understanding.
The sculptural artefacts act as “thinkables”, as a tool to think within the milieu of the
realm of powerful unconscious forces that define sacred space.
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ABSTRACT

This research posits that religious architecture and sacred space specialise in creating
charged psycho-spatial environments. They utilise a range of architectural devices to
create rich embodied experiences. As human culture, consciousness, and architecture
are entangled they form valuable existential experiences and meaning. Sculptural
artefacts and making are tools used to read, think, and enter into a dialogue with these
experiences and spaces. This conversation and its translation is then crystallised
into an Auratic library, that attempts to maintain similar psychological charges. The
aim of the process is to seek out other ways of an embodied understanding, thinking

and articulation of architecture.

A




O OO0 0@ O 000 0 00 0 0 00 0 © © © 0.0.0. 0..90.0.0.0..0..0.0..9.92.0.0 ....cccccccct. .

This creative practice research seeks to explore embodied ways of knowing,
understanding, and thinking as useful tools for exploring the atmospheric in
architectural praxis. This study focuses on the ineffable psycho-spatial experiences
embedded within religious architecture. Using the frameworks of Making as a
“space of encounter” and sculptural artefacts as “Thinkables,” it seeks to mine the
emotive and psychological charge inherent in these edifices. There will be an
attempt to distil and reflect these qualities into sculptural artefacts, not as
representations but as forms that attempt to give one direct access to the
experience. These are collected together as a Heterotopic exhibition that focuses
on the existential discourse that emerges out of the relationship between the body
and spatial experiences.

The typology of religious architecture and sacred spaces as a spatial expression has
a long history in our ancestral past, forming an active ingredient and facilitator of
ritual, magic, religion, and spirituality (5). The erection of these edifices are often
lavished with inordinate amounts of resources, materials, and time - with
construction periods occasionally spanning across centuries. Their ubiquitous



appearance in culture and time, and the inordinate amounts of energy bestowed
upon them suggests that they occupy a fundamental position within the collective
psychological landscape. They serve as a valuable archive of powerfully effective
psycho-spatial tropes that have evolved through centuries of architectural
experimentation. These spaces could be understood as specialized atmospheric
vessels designed to affect the senses, the body, and the mind. Unfolding
scenographic experiences modulate the qualities of building form, space, light,
scale, materials, sound, acoustics, temperature, and scent to create complex
experiences and atmospheres — a Gestalt.

The Gestalts, are experienced as highly charged affective spatial experiences that

target deep structures of the psyche (6). Current, cross-disciplinary findings from
anthropology, philosophy, aesthetics, biology, and
neuroscience are pointing to the entangled nature of
human experience, emotion, culture, consciousness, and
the built environment. These findings indicate that highly
emotive spaces affect our being by altering our perceptions,
influence our thinking and condition our consciousness. (7)
Neuroscience is beginning to suggest that aesthetic
experiences are universally mirrored in the brain and
stimulate actions, emotions, and bodily sensations. (7) This
mirroring indicates that the gestalt is felt directly - both
intimately and personally.
These experiences are simple, and every day in their
character, instantaneously apparent and felt directly by all
users. Paradoxically, through their charge they evoke and
point to another reality and way of being. Existential
meaning begins to emerge from these encounters
generated by the gestalts. Through creating embodied and
lived experiences, architecture concretises and structures
our being, it mediates between the world and our minds,
reflecting to us who we are. (8) As an internal experience it
becomes integrated with our self-identity, body and being
(8). However, these are not characterised as single fixed
solutions, but remain dynamic through a continuous
cultural production (9).

The articulation, representation and understanding of these
gestalts presents a difficulty. Architects are intensely
enmeshed in the language of traditional representational
tools. These allow them to see through the mind's eye
during the design process. As a powerfully intimate
experience, architects routinely conflate this with a lived

reality of space. They are in the habit of
imagining that perspectival, orthographic,
paraline drawings, models, photographs and
videos depict a spatial reality. (10) Actually, they
are communicating a conventional notation that
renders the architectural space static and flat,
silently extinguishing its authenticity and aura.
(5) In addition, these are tools of
communication, whilst important in practice
they are apt to empty themselves out into
empty signifiers, that short-cut mass-produced
affects designed for ease of circulation.
Communication, assumes an already defined
world of things available for mirroring (10).
Obviously, these representations are useful, but
they deny us direct access to an authentic
embodied experience of the nuanced,
ephemeral, and unstable Gestalt.

In an attempt to directly access the gestalt, iterative sculptural artefacts will
be used as a tool, a mirror, a probe, a tuning instrument to “read” the
characteristic psychological charge of the sacred space with its ecology of
enmeshed networks of architectural experiences, material, culture, and
unconscious psychic expression. Initially this process will dissect and distil
singular experiences, seeking their essential characteristics. Later this
vocabulary will be compiled as combinatorial assemblages that allows it to
draw close to the original emotive content of the gestalt. The methodology
of sculptural artefacts is thought to be apt as it maintains the crucial body
and space/scale/materiality discourse of the gestalt rather than translating it
into a representation or a communication. It allows one to work directly in
the medium of the gestalt effectively facilitating the ability to test the power
of the experiences in their assemblages and combinations.

The artifacts are understood as “Thinkables,” as a means to engage the
delicate and complex intersections of body, space and emotion.(10) Frichot
describes a thinkable as a flash of thought that briefly rises up, destabilising
what we already know, the status quo and habitual patterns. “Thinkables”
seem to bypass the limited, rational, and linear thought processes. They are
closer aligned to the psychic milieu of the unconscious, dream, vision, and
the collective unconscious, the forces that | believe are propelling humanities
urge to create sacred spaces. The “Thinkables” are not a thought that we
think but rises out of an encounter, here, as an intersection between the
actors and agents of the sacred space under study, the sculptural materials



and the making process. The “Thinkable” is not reassured by what we believe we know
but asks what we can know. (10)

This vocabulary and combinatorials are aimed at building an auratic library, a type of
Heterotopia that simultaneously mirrors and inverts religious and sacred spaces but
continues to fulfil these psychological roles.(11) As an archaeology, rather than
explaining, it meticulously shows and describes "(12) the emotive qualities allowing for
direct access to the deep structures of the psyche. Because the relationship between
the body and spatial experiences is maintained it encourages the emergence and
cultural production of existential discourse.

Humanity has always been immersed in powerful inescapable psychological forces that
shape our culture, language, architecture and being. This research attempts to expand
the desigh methodology so that it can become more engaged and conscious of these
processes. It seeks a methodology that situates design thinking in direct access to
embodied experience rather than mediated through architectural languages. It seeks a
deeper understanding of the way architectural experiences impact us, and how these
assist in, and form our world and being.

Embedded in the text are images of an initial sculptural exploration investigating the

process and aspects of the Gestalt of gothic architecture. The process was intuitively

driven and explored the role of making and non-human agencies and assemblages in

the generation of understanding. As an initial probe, it is attempting to develop an

embodied understanding and vocabulary of verticality, the sieving of light, the

relationship between the materiality of stone and light, dynamism (as typically seen in

rose windows) and the holding of volume. Whilst not always successful, it serves as a

useful platform for further refinement and analysis of the process.
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Figures
1 Bahmannm Dirk 2020. Sieved light. 53(B) x 70(W) x 116 (H) cm. [Powder coated welding wire, Yzerfontein rocks]

2 Bahmannm Dirk 2020, Lightness of stone. 20(B) x 20(W) x 114 (H) cm, [Powder coated welding wire, Yzerfontein rocks]
3 Bahmannm Dirk 2020, Nave. 120(B) x 116(W) x 120(H) cm. [Powder coated welding wire, Yzerfontein rocks.]
4 Bahmannm Dirk (2020), Trefoil. 69(B) x (W)é9 x 69(H) cm, [Powder coated musical + welding wire, Yzerfontein stones, plumb line]



