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Thesis Abstract 
This PhD by Architectural Design offers a different way of looking at architecture, conceiving 
it as a process in which being in a state of distraction provides the most fertile conditions for 
pursuing creativity. What follows is a series of experimental projects and ruminations that put 
this case for distractedness in the design process. 

I should point out that what I refer to as the Wild Fields of Architecture resides in what 
Hays and Trotter discuss as the fictional. These fields (hereafter WFoA) are not interested in 
offering critical views of other architectures to define themselves. This does not make it easy 
to give a precise definition of the WFoA, since they have no distinguishable physical aspects 
or boundaries. They only perform and deploy their reality through my attempts at unique, 
peculiarly creative acts of designing/making. And even then, the apparent realm of the WFoA 
can be easily distracted and displaced due to their degree of ‘otherness’. Therefore this thesis 
will began with an inquiry into possible settings for the mechanisms of the WFoA in light of 
this sense of ‘otherness’. 

The method I chose to explore this condition is to set up deliberate manipulations through 
a series of design projects. My research is particularly interested in embedding disruptions, 
vagaries, displacements and removals into these initial design encounters, and then observing 
their effects on whomever it is who participates in each of the experiments. Therefore my 
research is always a struggle, deeply situated within the mechanism of distraction, and hence 
also something that can be readily disintegrated and dispersed. For the purposes of this thesis, 
my series of design experiments are in this sense filtered and organised according to their 
respective positions with the state of ‘otherness’ that the WFoA allow.   





Impact Statement  
 

This architectural design research thesis will find its main audience within the academic 
field, mostly in architectural design education as it engages with the initial acts of creative 
making and offers a different way of looking at architecture, conceiving it as a process in 
which being in a state of distraction provides the most fertile conditions for the pursuit of 
creativity. 

My research is interested in embedding disruptions, vagaries and such into the initial 
design encounters, and then observing their effects on the participants. Therefore my series 
of design experiments of this research developed their specific tools of manipulation and 
speculation, combined with diverse designing/making approaches. These are to acquire a 
kind of distractedness by revealing and concealing, creating tactile encounters, exhaustive 
repetitions, mistranslations, continuous cycles of objectifying/subjectifying observers and 
participants, and so on. The effects of these particular creative acts can be implemented in 
the design studio in terms of establishing a highly influential environment for students. 
Moreover, this research tackles with an uncommon methodology; has a rather non-
descriptive theoretical framework that suggests the writing of diagrammatic images. These 
are the primary references as they set the guidance for my theoretical explorations; the 
discussions of my research are shaped within their architectural implications. This approach 
extends the extremities of design-related research as it explores the probabilities of the 
writing of diagrammatic images. And this attempt hopefully would reflect on an academic 
audience in graduate research level.     
 

I think that the experimental design projects of this research offer a specific kind of 
engagement to the general audience outside the academia as well. I refer to them as players 
or observers throughout the thesis; their positions and interactions with my work define 
the critical outcomes. I discuss their interactions with the projects in terms of ‘meeting and 
becoming other;’ which has the most emphasis in my research, as I find it as crucial in the 
initial acts of creativity. The interactions with my design projects would trigger a fugitive 
place for the audience to enact with dispersed, unconditional otherness, where the pleasure 
of being aided by other minds gradually emerges.    
 

This doctoral thesis has received four-year doctoral funding from the Higher Education 
Institute Turkey, and graduate research scholarship from the Turkish Petroleum Foundation. 
The research projects have been appeared in several exhibitions and screened in film festivals 
(see Chapter 5: Logbook) as of yet has generated design research publications.1 2 3 4  There are 
several future steps to disseminate the ideas of this research. The first of all is an exhibition 
of the research projects in an architecture design research event. And second, I will publish 
the chapters in related international journals. In the long term, I aim to develop the content 
further and add another series of projects to the design experiments and publish this research 
in a book format. The curiosity of this research and the sense of its architectural making will 
undoubtedly be elemental in my architectural design teaching.  

1 Bihter Almaç, ‘The Day I 
Almost Had a Conversation 
with Someone I Do Know’, in 
Film as Resonance, ed. Sander 
Hölsgens Phuong-Tram Thi 
Nguyen (London: The Bartlett 
School of Architecture, 2017).

2 Bihter Almaç, ‘O2: U E | 
Unexpected Encounters’, in 
Working Papers, Open Design 
for E-very-thing, ed. Yanki Lee 
Cecile Kung and Elita Lam 
(Hong Kong: HKDI, 2017), 
628–30.

3 Bihter Almaç, ‘The Voided 
Centre’, in Drawing Translation, 
Bartlett Drawing Research Series, 
ed. Sophie Read Judit Ferencz 
and Huda Tayob (London: The 
Bartlett School of Architecture, 
2016), 16–17.

4 Bihter Almaç, ‘The Book of 
IA’, The Researcher’s Notebook, 
The Still Point Journal, 
December 2016.
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Preface
Throughout the whole process of any PhD study, the candidate is required 
to prepare an answer to the question: ‘So, what is your research about?’ I 
have several of them, depending upon the situation. There is the serious 
one that I use for funding applications and conferences, a paragraph long, 
and explaining the proper aims and research question. It is an answer I 
have learned to recite:

This research explores the creative conditions of the 
making of architecture in various states of distraction. My 
presumption is that these states offer a condition of peculiar 
creativity that can give access to another kind of architecture 
that is existentially clumsy and utterly weird. Therefore, 
my thesis focuses on the ephemeral and liminal states 
in the normative design process that are often neglected, 
since these are part of distraction; one of the aims of this 
research is therefore to extend these states so as to be able 
to speculate about them through a series of experimental 
design projects. These projects are formed as a journey for 
meeting this other kind of architecture. Its itinerary is set up 
as questions: how and where can one find it, what could be 
its nature, and how can one become part of it? Another aim 
of my projects is to understand the relationship between 
these different kinds of architectures and their witnesses, 
because understanding this relationship would expand 
the possibilities of designing in a state of distraction. 
Throughout the research, the theoretical discussions are 
expressed in the manner of observing and understanding 
a series of diagram/drawings.

There is another answer I use for short biographies, a sentence in length 
that gives a vague opinion of my research to prevent people from asking 
more questions: ‘Her research mainly focuses on tactics to allow peculiar 
creativities to trespass in the architectural unconscious’. Then there is 
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one answer that I usually choose for social gatherings where 
I don’t really like to explain what I do, but still need to show 
that I’m working on something that is very relevant: ‘One of 
my experiments is a board game…’ And there is, of course, one 
particular answer I use for the family, which changes from time 
to time and depends on the amount of people listening. The 
anticipated reply to all the answers above is usually the same: 
‘Very interesting!’ – a statement that does not necessarily have 
a positive or negative meaning. Other than these, there is 
one answer that I keep for myself. This answer hides among 
the numerous influences of the film Stalker1 on my work: ‘I’m 
Stalker/Distracted-Being in my research and what I pursue is 
the Zone/Wild Fields of Architecture.’  

 

1	 	Andrey	Tarkovsky,	
Stalker,	1979.

1 Andrey Tarkovsky, Stalker, 
(Mosfilm, 1979).
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Situating
This doctoral thesis, a PhD by Architectural Design, offers a different way of 
looking at architecture, conceiving it as a process in which being in a state of 
distraction provides the most fertile conditions for the pursuit of creativity. 
I claim that when we design in a state of distraction, peculiar conditions 
emerge and at these states, it is possible to look for an architecture that is 
feeble, liminal. What I define as the architecture of this other kind consists 
of shadows teleported from the land of the drawing – the realm of lines and 
textures –into our world, transformed in existentially clumsy and weird forms. 
These architectures can run free in this no-context wilderness, as there are no 
expectations made of them and no architectural ego is controlling them. I call 
this realm the Wild Fields of Architecture. Whatever these drawing-like creatures 
extensively lack as architecture, is what architecture can be in its otherness. 
Therefore all the existent relationships of the work and author and witness 
(architecture, architect, user) demand suitable configurations. My research 
takes on this odd relationship between architecture and its other and conducts 
a series of experiments for an attempt to glimpse into this wilder field and its 
inhabitants. What thus follows is a series of design projects and ruminations 
that put this case for distractedness within the design process. I should declare 
from the outset that what I will refer to as the Wild Fields of Architecture2 
resides in what Hays and Trotter discuss as the Fictional.3 These fields (hereafter 
WFoA) are not interested in offering critical views of other architectures in 
order to define themselves. This makes it not easy to give a precise definition 
of the WFoA, since they have no distinguishable physical aspect or boundary. 
They only perform and deploy their reality through each one of my attempts 
at unique, peculiar and creative acts of designing/making. And even then, the 
apparent realm of the WFoA can be easily distracted and displaced due to their 
degree of ‘otherness’.4 Therefore this thesis will began with an inquiry into 
possible settings for the mechanisms of the WFoA’s performativity, in light of 
this sense of ‘otherness’. 

To investigate the possibilities of the WFoA, my design practice seeks to reveal 
me as a distracted-being who pursues creativity with the audacity of being an 
amateur, an outsider, and someone who is perfectly secure in the comfort of 

2	 	Wild Fields of Architecture 
is abbreviated	as WFoA within 
this thesis. 

3	 	K. Michael Hays and 
Marrikka Trotter.

2 Wild Fields of Architecture is 
abbreviated as WFoA within this 
thesis.

3 Hays and Trotter compare 
this other kind of architecture 
of today with the works of the 
Late Avant-Garde in regard to 
ongoing architectural trends. 
They emphasise that today’s 
architecture of this other kind 
is quite different to how the 
Late Avant-Garde positions 
itself, as the ‘other’ of the 
commonplace or expected, and 
so it contrasts strongly with 
those architecture projects that 
are utterly unconnected with 
the commonplace or expected; 
in doing so, reconcealing and 
disturbing the normative 
condition through their othered 
presence. K. Michael Hays and 
Marrikka Trotter, ‘Fielding 
Fictions: A Conversation’, Log, 
The Absurd, no. 22 (Spring - 
Summer 2011): 136–46.

4 Ibid.
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not-knowing things. The method I chose to explore this condition is to set up 
various deliberate manipulations that serve as the initial acts of creativity in 
a sequence of design projects. I regard these first encounters in not-knowing 
as precious, unformed connections that are not yet bounded or constrained 
by ‘real-world’ conditions or by one’s habitual design tendencies. I am thus 
particularly interested in embedding disruptions, vagaries, displacements and 
removals into these initial design encounters, and then observing their effects 
on whomever it is who participates in each of the experiments. In my research, 
distraction deploys its territory within a vague zone that disrupts the existing 
cycles of becoming for human beings. Distraction purposefully disintegrates 
the unity of our received relationships with others. It is a delaying behaviour, 
impulsively resisting doubt while also expanding one’s prevailing state to 
include the unexpected. It involves wandering among disintegrated versions 
of what is known and familiar, while your object of pursuit remains not-yet-
known. Creativity in distraction triggers the operations of trespassing into 
the WFoA and, in a manner whereby we can easily lose track and get lost, this 
in turn sharpens our perceptions. Therefore my research is always a struggle, 
deeply situated within the mechanism of distraction, and hence something that 
can be readily disintegrated and dispersed. For the purposes of this thesis, my 
series of design experiments are in this sense filtered and organised according 
to their respective positions with the state of ‘otherness’ that the WFoA allow.    
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Making
The crucial variation in my doctoral thesis is to anchor my mental distraction 
as the mechanism through which to disintegrate the imperative constraints of 
rational thought, and instead to include the inputs of other people within my 
designs. In my opinion, distraction can disrupt the expected chain of being 
and thinking through a span of multiple deformations, thereby sharpening our 
other senses as a consequence. My research thus embeds distraction within the 
ways of being creative, and I refer to this condition as that of peculiar creativity. 
This concept provides the catalyst for my research; a particular portal via which 
I could design a series of manipulations to enable encounters with others. In 
my PhD research, I am continually trying to perform such manipulations for 
a variety of people through design projects that could both trigger states of 
distractedness and also encourage encounters involving the not-knowing of 
things. 

The WFoA are only accessed through acts of peculiar creativity, and within this 
creative endeavour, the act of making becomes a key act of engagement for my 
theoretical investigations. It is important to note that the making of my research 
experiments is not about investigating what are often portrayed as ‘ground-
breaking’ contemporary design tools or methodologies. Instead I regard the 
WFoA as nestling, through their very nature, highly contradictory approaches 
that merge both analogue and digital processes of designing/making by not 
choosing sides or else favouring one over the other. Since my design process 
needed to have the tenacity of accepting the not-knowing of things, this meant 
that failing, redoing, stopping, struggling, doing the same thing again and 
again, all became unavoidable, even essential. My series of design experiments 
therefore developed their own specific tools of manipulation and speculation, 
combined with diverse designing/making approaches. However, there is always 
one constant in all of them: their condition of mental distraction. The particular 
ways of designing/making were adopted to acquire this distractedness by 
revealing and concealing, creating tactile encounters, exhaustive repetitions, 
mistranslations, continuous cycles of objectifying/subjectifying observers 
and participants, and so on. The core of the making in peculiar creativity lies 
in the manner of naming things throughout the process. All of the creative 
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work in this research are therefore given precise names that anchor their sense 
of distractedness for us to gain access to their wilder realm.5 Another essence 
of the making process is its ability to allow contemplation about the position 
and definition of the observer/participant/witness/scriber/user;6 this changes 
with each experiment, and indeed the alterations in the position of the observer 
come to define the testing zone of this kind of peculiar creativity.

5 Ben Nicholson emphasises 
the giving names in his creative 

process ‘… the act of naming 
is a kind of ordination and 

helps to make an unfamiliar 
thing or event more familiar 

and more plausible. By being 
called something, an object 

can be somewhat tamed…once 
the hunches have been given 

names… they are then spurred 
on to be confirmed by drawing 

and building.’ In the making 
of this research, naming the 

experiments, their particular 
phases and objects is part of the 

understanding of what the quest 
of the experiment could be. 

Therefore the names are anchors 
to the WFoA that help the 

process. Ben Nicholson, ‘What’s 
In A Name?’, in Appliance 

House (New York: MIT Press, 
1990).

6 See Marcel Duchamp in his 
essay ‘The Creative Act,’ he 
describes the creative act as 

reciprocal; the creative work 
is deciphered and interpreted 

by the spectator and this is 
essential rather than what 

the artists declare. Therefore, 
the creative act is a mutual 

relationship of the making that 
tends to define both the maker 

and observer. My research 
takes on this relationship 

and plays with the position 
of the observers to work on 

the peculiar creative makings. 
Marcel Duchamp, ‘The Creative 

Act’, in The Essential Writings 
of Marcel Duchamp, Marchand 

Du Sel, Salt Seller, ed. Elmer 
Peterson and Michel Sanouillet 
(London: Thames and Hudson, 

1975), 138–40.
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Drawing
In the WFoA, I am always looking for drawing-like creatures and my research 
becomes shaped as such. Drawing in this state dispels our existing spatial 
experience and normative relations of architectural perception through its 
liminal manoeuvres. It becomes ‘a beautiful anxiety of limitless suffering’7  that 
demands time input and profound engagement. I work on all of my drawings 
in this sense, yet the experimental research and theoretical discussions that are 
explored in this doctoral thesis – within the realm of drawings –, although 
reciprocally influential, are utterly diverse. All the aspects of my research possess 
impeccable conditions for being turned into a drawing that may or may not 
suggest potential architectures. Poems and their titles, diaries, self-analysis, 
conversations, notes, films, edited texts, collages, recordings, rolls, writings, 
items and objects, drawers, manners of playing, acts of observing and so on each 
provide specific cues for me as a diligent distracted-being to act upon. Some of 
them readily became drawings whereas some others refrained from doing so.

I also use my architectural drawings to pursue yet another dimension of 
distraction, asking whether we can use such drawings as the sites for a 
constellation of unrelated ideas? This research question forms the basis of 
this thesis in that I have consciously used drawing as another kind of ‘writing 
image’ through which to construct the theoretical framework for my research. 
The writing of images involves a twofold creation of drawing and discussing 
theory. Here the drawing does not represent nor does it act as a sign. The text 
of these drawings are inclined to scatter thoughts in order to create unexpected 
links and alter existing alignments. Through this writing of images, theoretical 
investigations trigger the ‘choreography’8 of architectures. It enables me to 
pursue liminal delineations of ideas, only to conceal them once again in order  
to charge on with another set of seemingly incoherent thoughts; so the process 
continues and usually later reforms as new constellations of ideas in the form 
of a diagram/drawing. In this manner the usual steps between drawing and 
discussing that drawing (making a decision, choosing a path, crystallising 
thoughts) are collapsed. As such, the writing image become a voyage of 
discovery in itself; observing these diagram/drawings serves as the means to 
join in the discussion. Thus these diagrammatic images become the records of 

7 Mark West comments on 
Mark W. West’s works and 
describes the sense in the 
observation of his drawings. 
He explains that the encounter 
with these drawings shatters 
our expectations yet, triggers 
another set of links to reset our 
imagination. We are almost 
recognised by the drawing, our 
pure foundations expand and 
therefore feeling disrupted, 
unsure how to process this 
encounter. Mark West, ‘Surreal 
Dimensions and Other Marks’, 
Celebrating the Marvellous 
Surrealism in Architecture 02–
88, no. 252 (2018): 118–19.

8 Perry Kulper uses the term 
to explain ‘the mechanics 
of engagement’ in drawing; 
contemplating on the elements 
and their roles that engagingly 
offer ‘the sites for unrefined and 
probative explorations.’ Perry 
Kulper, ‘Instinctual Marks, 
Relational Fields, Sites of 
Wonder’, p. 10-6.
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discovering, exploring and concluding my trespassing journey into the Wild 
Fields of Architecture. In a sense they even become a part of these fields, being 
revelations of the act of trespassing at different scales and in different states.

I draw to first understand, and then explain, my design research investigations. 
In fact I term them more as diagrams rather than drawings because they tend to 
dwell on and suggest intangible contingencies and connections; in this sense, I 
set out my experiments through these drawings and they then act as guidance. 
The drawings extract the oscillating relationships of theory and practice within 
my design research by defining different territories of distraction, providing 
ways for me to act as a distracted-being in a state of peculiar creativity. There 
are three crucial drawings in this process: On Distraction, which is a map-
projection of the topographies of distraction; Two Self-Portraits, a mirrored 
image of myself as a distracted-being who is in pursuit of becoming; and Three 
Performers, depicting the appearance of the WFoA via the performativity 
of peculiar creativity. These three drawings/diagrams respectively work as 
the introduction, main body, and conclusion of my thesis. They become the 
main references and as such they controlled the behaviour of my theoretical 
approach, in that I had to think through their various design implications for 
connections and inferences. Hence I believe that my design research can only 
be understood by studiously engaging with the key drawings/diagrams. To do 
so demands time, patience, and altered vision on behalf of readers. Yet to help 
they each come with a set of tools: looking glasses, map keys, texts, images, and 
instructions for how to observe them.   
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Assembling
The process for my design research has particular layers with different rhythms 
and explorations that could be later fitted together to create the whole. These 
layers required precise assembly, and thus the layout of this thesis is arranged 
to align with that process. It is worth briefly explaining here the manner of 
assembling these particular layers, although of course the reader is also in the 
rightful position of making their own assemblage out of the parts. 

As the backbone for the overall layout, there are the three drawing/diagram 
chapters mentioned above. These chapters initialise, guide and end my research. 
They are called, respectively: Chapter 1: Setting – Topographies of Distraction; 
Chapter 3: Guidelines – My Adventurous Pursuit of the Distracted-Being; and 
Chapter 6: Outcome – Architecture’s Peculiar Creativity. Alternatively, they could 
equally be named as introduction, main body, and conclusion. These chapters 
are formed by the two-fold creation of what I term a ‘writing image’: one strand 
consists of the accompanying text and images that are there to act as the map 
key for the drawing/diagram, whereas the other strand is concerned with the 
actual drawing/diagram itself. Therefore these two strands can be thought of as 
a pair, explicating and complementing each other. 

As mentioned, my drawings/diagrams are the constellations of a host of ideas 
and as such are tied to a series of research experiments as guidelines or outcomes. 
My experiments are aligned according to each of the drawing/diagram chapters. 
They became encounters that enabled me to meet with other people in the 
state of peculiar creativity, investigating various tactics of how to trespass in 
the WFoA. Each experiment follows the previous one in an imaginary linear 
movement that resembles a hesitant, precarious journey of investigation. I 
planned this linearity as a manoeuvre to make the layout less distracted and 
therefore more accessible for the reader. 

So let’s walk through the process of assembling this thesis.  

Chapter 1: Setting – Topographies of Distraction begins with a diagram 
showing the mechanism of distractedness, thereby explaining the nature of 
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distraction as something in which we tend to get lost, as a fundamental guide. 

Chapter 2: Inquiry – Improbable Architectures: A Self-Quest in Peculiar 
Creativity comprises the initial experiment in terms of designing/making. It 
was conceived as creating a deliberate mode of distraction in my attempt to 
open up the ground for understanding and enabling peculiar creativity.

Chapter 2 then triggers the second drawing/diagram in Chapter 3: Guidelines 
– My Adventurous Pursuit of the Distracted-Being. The interrelations of the 
elements in this diagram serve as a manual for the explorations in the design 
experiments that follow.  

Chapter 4: Expeditions – The Encounters with WFoA contains the remainder 
of these designing/making experiments. These expeditions follow the linear 
movement initialised in Chapter 2: Inquiry. The series of experiments start 
with a conversation that was intended to implant something weird into 
the approach, and indeed is called A Conversation from the Wild Fields of 
Architecture. This experiment was thus seen as a necessary move to allow me 
to enter into the WFoA. Then, the next experiment is about my experience of 
encountering the strange and wonderful, an inevitable tactic for treading in the 
WFoA. This experiment is called Mis-meet: Habitual Gestures for the Slightly 
Unfamiliar. The following one involved designing a new board game as an 
experiment that could trigger peculiar creativity by pushing those who played 
it to negotiate their imaginary ideas. The board game is called Unexpected 
Encounters and demonstrates the feelings one experiences in a peculiar state of 
creativity. Up until this point, the thesis layout guides us with a map of how to 
move around within the WFoA, thereby preparing us for encounters in that 
realm, such that we will become distracted-beings as well.  Now, it was seen 
as time to pull up our invisible anchor in order to expand upon what we are 
able to understand and experience. The last experiment is hence about this next 
stage of exploration, being called the Unknown Last/First Experiment; I see it 
as marking the commencement of a new cycle for the WFoA that will continue 
even after this PhD thesis, and quite ironically does not exist in the course of 
this thesis. All of these experiments can be read as phases of the journey that I 
took in exploring peculiar creativity. 
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Chapter 5: Logbook – The Reports of the Encounters with the Wild Fields 
of Architecture works alongside Chapter 4: Expeditions, in that it contains 
various discussions about the processes and outcomes of my series of design 
experiments. These reports can be seen in this sense as the logbook of my 
journey through the WFoA. 

The last drawing/diagram chapter, called Chapter 6: Outcomes, Architecture’s 
Peculiar Creativity, concludes the thesis in a specific way in that it is that kind 
of conclusion which places us again right back at the beginning. This diagram 
should thus be seen as an outcome of the whole research process of exploring 
the interrelations of the architectures I was creating, each with their odd objects, 
distracted-beings, and others/observers. Therefore, it is surely possible to use 
Three Performers drawing/diagram of this chapter as the introductory image for 
the next cycle of this design research. 

Following this is the Chapters diagram, included to explain the assembly of this 
thesis. In the drawing [oD], [tS-P] and [3P] are the three key diagram/drawings of 
my research, espectively On Distraction, Two Self-portraits and Three Performers. Here 
[oD] is a hairy asteroid, radiating new life-forms into existence over what seems like a 
heap of folds and crumpled surfaces. My design experiments are nested within these 
folds; number 0, Improbable Architectures; number 1, A Conversation from the WFoA; 
number 2, Mis-meet: Habitual Gestures for the Slightly Unfamiliar; number 3, U E | 
Unexpected Encounters. They are aligned respectively with the phases of [tS-P], some of 
them exploring how one can become the ‘other’ and some attempting to meet an ‘other.’ 
Hovering above these experiments, there are kite chains. These are the precedents and 
allies that join in and celebrate as my design experiments appear. We can imagine that 
this drawing is windy and colourful; all the elements afloat on [tS-P], [oD] give off 
vibrant lights, and the kite chains along with [3P] dance in the joyful chaos. All of 
these kites have specific names. For 0, (a) Theses on the Philosophy of History by Walter 
Benjamin9 rotates the chain; (b) Andre Breton’s Manifestos of Surrealism10 is followed 
by (c) Salvador Dali’s Paranoid Critical Method (PCM);11 (d) Nat Chard’s Paradoxical 
Shadows12 is next in line; and (e) Penelope Haralambidou’s Exposure13 follows all. For 
1, (a) the Masques of John Hejduk14 forms the chain; (b) Richard Hamilton’s Typo/
topography of Marcel Duchamp’s Large Glass15 follows; Roland Barthes then catches up 
to them with two kites, (c) The Death of the Author16 and (d) the Creation of the New.17 
For 2, the kite consists of three pieces; one side is (a) Leviathan;18 the other side is 

9 Walter Benjamin, ‘Theses on 
the Philosophy of History’, in 
Illuminations, trans. H. Zohn 
(New York: Schocken Books, 
1985), 253–63.

10 Andre Breton, Manifestos of 
Surrealism, trans. Helen.R. Lane 
and Richard. Seaver (Michigan: 
The University of Michigan 
Press, 1969).

11 Meryle Secrest, Salvador 
Dali: The Surrealist Jester 
(London: Paladin Grafton 
Books, 1988).

12 Nat Chard, ‘Instruments of 
Uncertainty’, in Fathoming the 
Unfathomable: Archival Ghosts + 
Paradoxical Shadows, Pamphlet 
Architecture 34 (New York: 
Princeton Architectural Press, 
2014), 36–58.

13 Penelope Haralambidou, 
Exposure, Installation, 2001.

14 John Hejduk, Mask of 
Medusa: Works 1947- 1983, 
ed. Kim Shkapich (New York: 
Rizzoli, 1985).

15 Richard Hamilton, Typo/
Topography of Marcel Duchamp’s 
Large Glass, 2665 x 1700 mm, 
2003.

16 Roland Barthes, ‘The 
Death of the Author’, trans. R. 
Howard, accessed 20 December 
2014, <http://ubu.com/aspen/
aspen5and6/threeEssays.
html#barthes>.

17 Roland Barthes, Sade, 
Fourier, Loyola, trans. Richard 
Miller (Baltimore: The John 
Hopkins University Press, 
1997).
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the film (b) The Face of Another19 and in the middle, amalgamating the two, is (c) 
Exquisite Corpse from the Surrealists.20 For 3, the chain starts with (a) Yoko Ono’s Play 
It by Trust21 and (b) Chess by Stefan Zweig;22 (c) The Castle of Crossed Destinies by Italo 
Calvino23 follows these two. The drawing/diagrams have their kite chain as well. The 
first of them being for [oD] and comprising of (a) Perry Kulper’s David’s Island, Strategic 
Plot;24 (b) Peter Cook’s Big Green Landscape: Hidden City;25 (c) Cappadocia Terrain 
and (d) Histology tissue samples; (e) Mark W. West’s This is Actually Happening;26 and 
(f ) Rebecca Solnit’s A Field Guide to Getting Lost.27  For [tS-P], they are (a) the Mirror 
Stage of Jacques Lacan;28 (b) Kobo Abe’s The Face of Another;29 (c) Francis Bacon’s Three 
Studies of Isabel Lawstrone;30 (d) Robert Smithson’s Enantiomorphic Chambers;31  and 
then (e) the discussion of Las Meninas by Michael Foucault32 ends this chain. In the case 
of [3P] it is (a) John Hejduk’s Architectures in Love;33 (b) Peter Wilson’s Comfortable 
Ninja House34 and (c) Eurolandschaft Derive;35 (d) Perry Kulper’s Cryptic Drawings;36 
(e) William Kentridge’s Right Into Her Arms;37 and then (f ) Marcel Duchamp’s The 
Creative Act.38 And on the upper right, the biggest kite-like multi-windsock that is [3P] 
works like a black hole, ready to devour whatever is in front of it, creating vortexes – 
taking all perhaps to another realm. In brief, Chapters diagram leaves the threshold of 
the WFoA ajar, in order to let the readers adjust their positions accordingly.  

18 Verena Paravel and Lucien 
Castaing-Taylor, Leviathan 

(Sensory Ethnography Lab and 
FSC, 2012).

19 Hiroshi Teshigahara, The 
Face of Another [Tanin no Kao], 

(Toho, 1966). 

20 Andre Breton, ‘Exquisite 
Corpse’, Breton Remembers, 

accessed 19 June 2019, 
http://www.exquisitecorpse.

com/definitionbretons_
remembrances.html.

21 Yoko Ono, Play It By 
Trust, A set of all white chess 

pieces and all white-checkered 
chessboard, 1966.

22 Stefan Zweig, Chess, trans. A. 
Bell (London: Penguin Classics, 

2011).

23 Italo Calvino, The Castle 
of Crossed Destinies (London: 

Vintage Classics, 1998).

24 Perry Kulper, ‘Instinctual 
Marks, Relational Fields, Sites 
of Wonder’, in Fathoming the 

Unfathomable: Archival Ghosts + 
Paradoxical Shadows, Pamphlet 

Architecture 34 (New York: 
Princeton Architectural Press, 

2014), 18.

25 Peter Cook, ‘Looking and 
Drawing’, Drawing Architecture, 

no. 225 (2013): 81.

26 Mark W. West, ‘Directions 
for Getting Lost: Or How to 

Change Your Mind’, Celebrating 
the Marvellous Surrealism in 
Architecture 02–88, no. 252 

(2018): 114–19.
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27 Rebecca Solnit, A Field 
Guide to Getting Lost (London: 
Penguin Books, 2005).

28 Jacques Lacan, ‘The Mirror 
Stage as Formative of the 
/ Function as Revealed in 
Psychoanalytic Experience’, 
in Ecrits, trans. Bruce Fink 
(New York: W. W Norton & 
Company, 2006).

29 Kobo Abe, The Face of 
Another (London: Penguin 
Books, 2006).

30 Francis Bacon, Three Studies 
of Isabel Rawsthorne, 1967.

31 Robert Smithson, 
Entiamorphic Chambers, H: 24” 
W: 30” D: 31”, 1999-1965.

32 Michel Foucault, ‘Las 
Meninas’, in The Order Of 
Things: An Archaeology Of 
The Human Sciences (Paris: 
Gallimard, 1996).

33 John Hejduk, Architectures 
in Love: Sketchbook Notes (New 
York: Rizzoli, 1995).

34 Peter Wilson, Concept Sketch 
for ‘Comfortable Ninja House’, 
1988.

35 Peter Wilson, Eurolandschaft 
– A Dérive, 1998, Mixed 
Media, 185 x 240mm, 1998, 
https://www.drawingmatter.
org/drawings/sketchbooks/
eurolandschaft-d%C3%A9rive/.

36 Perry Kulper, ‘A World 
Below’, Drawing Architecture, 
no. 225 (2013): 56–63.

37 William Kentridge, Right 
Into Her Arms, Miniature model 
theatre with projected images, 
drawings and props. Wood, 
steel, cardboard, found paper 
and found objects, 300 × 244 × 
125 cm, 2016.

38 Marcel Duchamp, ‘The 
Creative Act’, in The Essential 
Writings of Marcel Duchamp, 
Marchand Du Sel, Salt Seller, 
ed. Elmer Peterson and Michel 
Sanouillet (London: Thames 
and Hudson, 1975), 138–40.
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Glossary
Wild Fields of Architecture: This phrase is abbreviated as WFoA in the text 
of this thesis. WFoA refers to a performative state of architecture in which the 
realm opens up with each and every attempt at peculiar, creative designing/
making. Here I am using the term field in the same manner as Sanford Kwinter.39  
Triptych of Subjective Register – The Imaginary, The Symbolic and The 
Real: These are part of Lacanian ‘triptych of subjective register.’ For Jacques 
Lacan, the three registers reside in the unconscious and the conscious levels. 
They are mutually dependent on one and another. The Imaginary is related to 
the consciousness and awareness, which operates and conceptualises the Real. 
Therefore the Imaginary is central to Lacanian ‘mirror stage.’ The Symbolic 
refers to customs, languages, norms that represent pre-existing order to structure 
the subject, Lacan uses the symbolic mostly in reference to the unconscious as 
he claims that the unconscious is structured like a language. The term ‘the big 
Other (A),’ symbolises the Symbolic as the self is structured with its positions 
to the other. The Real is the raw material of the impossible reality, for Lacan it 
even evades definitions; it is inaccessible to direct experience and awareness. 
‘Triptych of subjective register’ is a system that has many alterations in the 
course of Lacan’s works however how he establishes them is an interrelation to 
define the conditions of the subjects in the course of their becoming.     
Unconscious: Freud’s idea of the unconscious is as a vacillation of an alien 
temporality; it is hence essentially a phenomenon of disruption.40 The 
unconscious becomes definable only upon its encounters with our conscious 
symbolic register, such as via the formation of language or in our desires toward 
the ‘other’. Prior to these kinds of encounters, the unconscious possesses no 
subject, as the self is yet not defined.41

Conscious: Conscious knowledge and experience has for Freud a limited 
temporal existence, one that must have be part of a greater – yet latent – structure 
that resides in the unconscious.42 In Freud’s psychical topography, whenever 
the unconscious is transposed into a conscious act this is also recorded within 
the conscious mind. Meanwhile there remains another record of it within the 
unconscious. As a result, there exist disparate records of the same thought or act 
that reside in these different layers of a person’s psychical topography.43

Improbable Architectures: This is the initial research experiment in this 
thesis, and is abbreviated as IA within the text.

39 Sanford Kwinter defines 
field in this way: ‘[it] describes 

a space of propagation, of 
effects. It contains no matter 

or material points, rather 
functions, vectors and speeds. 

It describes local relations 
of difference within fields of 

celerity, transmission or of 
careering points, in a word, 
what Minkowski called the 

world. Einstein himself 
offered as an example of a field 

phenomenon nothing other 
than the description of the 

motion of a liquid.’ Sanford 
Kwinter, ‘La Citta Nuova: 

Modernity and Continuity’, in 
Architecture Theory since 1968, 
ed. Michael K. Hays (London: 

MIT Press, 1998), 591.

40 Jacques Lacan, The Four 
Fundamental Concepts of 

Psycho-Analysis, ed. Jacques-
Alain Miller, trans. A. Sheridan 

(London: Vintage, 1998).
{\\i{}The Four Fundamental 

Concepts of Psycho-Analysis}, 
ed. Jacques-Alain Miller, trans. 
A. Sheridan (London: Vintage, 

1998

41 Ibid.

42 Sigmund Freud, The 
Unconscious (London: Penguin 

Books, 2005).

43 Ibid.
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Unexpected Encounters: This is the fourth experiment, and is abbreviated as 
U E with in the text.
On Distraction: A diagrammatic image of a map-projection of the Topography 
of Distraction.
Two Self-portraits: A diagrammatic image that suggests a descriptive drawing/
diagram of my adventurous pursuit of becoming a distracted-being.
Three Performers: A diagrammatic image of a play act that depicts the 
interrelated performativity of the WFoA and its odd objects; distracted-beings 
and the observers.
Peculiar Creativity: This is the state that I suggest we seek as distracted-beings 
in our pursuit of creating the new. It involves a productive ignoring of the 
existing conditions to enhance architecture’s sense of otherness.
Distracted-Being (architect-designer): This refers to the manners and 
activities that I observed as a distracted-being: Doubt; Encounter; Be Strange; 
Mis-meet; Converse; Become an Other; Negotiate; Trespass; Meet an Other.
Observers: This relates to the various roles that I observed of those acting as 
others/observers in my experiments: Transcriber; Scriber; Witness; Interpreter; 
Operator.
Mistranslation: This is one of the key methods used in my experiments as 
an act of peculiar creativity, an engagement method of the distracted-being. 
Mistranslations are unavoidable and so should be anticipated; the contingences 
of creative work are based upon these kinds of frailties. In translation, there is 
a binary position for both the translation and the translated; in this way, they 
corrupt and explicate each other.44

Positional Displacements: This is what my research seeks by deploying itself 
in the WFoA, as part of the otherness, meaning for instance that my reference 
to precedents is not overtly explicit, but is instead subtly embedded into my 
processes of designing/making. 

44 David Shapiro discusses 
the translation of poetry to 
architecture in collaborative 
work and how the in-between is 
multiplied with mistranslations. 
David Shapiro, ‘Poetry and 
Architecture: Mistranslation 
and Collaboration’, RES: 
Anthropology and Aesthetics, no. 
32 (Autumn 1997): 81–82.



Chapter 1: Setting
 The Topography of Distraction 
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This chapter depicts the site for my design research by using 
the idea of setting/site to expand upon the term ‘distraction’, 
by exploring the latter’s mechanisms within the unlocatable 
lands that it inhabits. An exploration of this state is in my 
view extremely tempting due to its resemblance to getting 
lost pleasurably in unknown places. Therefore I describe the 
mechanism of distractedness as a kind of topography in which 
one gets lost and wanders around, and hence I will refer to it as 
the Topography of Distraction. 

On Distraction is my drawing/diagram that offers what I believe 
to be an accurately mapped projection of the Topography 
of Distraction. Hence the image discusses the mechanism 
of distractedness through the form of an imaginary place. 
Interactions with the natural formations and the land surfaces 
define the topography, climate and atmosphere. The map 
key for this diagram describes the various configurations of 
the place in reference to distraction, and to the condition of 
peculiar creativity – and as such creates a parallel act, that of 
wandering within the Topography of Distraction. As a ‘writing 
image’ it introduces the setting for peculiar creativity and the 
behaviours of the designing/making experiments to follow.

The use of the term ‘distraction’ immediately calls to mind 
Walter Benjamin’s comment on architectural experience in his 
famous 1935 essay, ‘The Work of Art in the Age of Its Mechanical 
Reproduction’, as discussed below. Indeed, his concept of 
‘reception in a state of distraction’ in relation to contemporary 
architecture was inherent in the general perceptions of 
modernisation and the making of modern human subjects in 
the early-20th-century city. Other references and definitions 
prefer to locate the term in regard to the shifting mechanisms 
of efficiency in labour. However, here I will follow the sense 
in which Benjamin used it to convey the shocking effects of 
cultural phenomena being dispersed in terms of altering our 
ways of perceiving. Distraction in my view is thus an act of 
dispersing and diverting our understanding of the world in 
a desire to disintegrate the relationships within conscious 
thought, and instead to include the ‘other’. It disrupts the 
expected chain of existence by placing us within a spectrum of 
deformations, disintegrations, duplications and multiplications. 
We become lost in being distracted, and conversely our senses 
are sharpened; distraction thereby offers us an unexpected 
space-less extension unbounded by everyday life. How I use 
the term ‘distraction’ also invokes the idea of a Deleuzean 
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subject who exempts themselves from their given mould by 
seeking a boundless, distorted, disunified state that embraces 
new experiences. Distraction is hence a catalyst – a particular 
portal through which removals, disruptions, vagaries and 
displacements become contingent in our encounters. I 
particularly wish to embed distraction into our ways of being 
and designing/making so as to achieve a condition of peculiar 
creativity.

SETTING
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1.1. Rambling in the 
Topography of Distraction

In Stalker, the 1979 movie by Andrey Tarkovsky,1 the three characters, Stalker, Professor 
and Writer meet at the controlled border to make their escape into the Zone. They hide in a 
derelict building inside a military truck, waiting for a freight train that can help them pass 
through the border. We see the flashing lights of the gate in the mist. Then the train arrives, 
and guards check its surroundings. When the train starts moving, they start driving in their 
truck, tailing it into the misty borderlands. The guards aim fire. So they make a turn and 
hide in another shed within the buffer zone. Stalker asks the Writer to get a rail push-trolley 
instead; he needs to be quick and quiet, but stumbles and falls to the ground at the sound 
of a gunshot. Professor then advances, walking hastily but in an alarmed state, checking his 
surroundings. There he sees the trolley; he gives it a push, then signs for Stalker to come. 
They all get in and start the push-trolley’s engine. After a while, the gunshots lessen, and 
the metallic rhythm of the trolley gliding over the rail tracks takes over — it is the sound 
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and relationships. In this chapter, I therefore attempt to define the behaviours involved in 
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behaviour in our perception.8 9 Therefore modernisation was portrayed as destructive; the 
so-called wholeness of previous eras was now fragmented, disengaged and distracted – with 
these re-establishments of our social life being the results of technological, economic and 
urban progress.10 This exposure of individual citizens to progress in technology, and the 
consequent struggle in terms of perception, posited distraction as a reflection of conditions 
from the beginning of modernisation. Benjamin examined this state and came up with 
his definition of distracted experience at the core of technologically reproducible art, and 
of architecture. His critical analysis of reception in distraction was not however intended 
as a negative one; he delineated its structure and relationships as being key to human 
conditions of the time. I would argue that several of his writings used distraction as a 
deliberate method, thereby making him one of the important precedents for my research.11 
Two comparatively recent texts, Jonathan Crary’s Suspensions of Perception12 and Paul 
North’s The Problem of Distraction,13 also explore similar ideas.

Jonathan Crary diligently examines the term ‘distraction’ in its relationship to socioeconomic 
developments from the 19th century onwards, and highlights the process of the making of 
attentive human subjects. He claims that ever since the 1870s, the act of paying attention 
has gradually becoming ever more crucial as capitalist society progressed. It was seen 
as useful for the shifting mechanisms of power and capital in an effort to increase the 
efficiency of labour. The modern subject needed to be attentive, competent and capable. In 
Crary’s view, the disintegrated, fragmented states found in everyday life in modernity are 
the other side of this dominant re-establishment of the attentive modern subject. Attentive 
awareness is used under capitalism as a tool to regulate our subjective experiences, as in 
Foucauldian analysis; the human subject becomes an object of attention and surveillance 
by the state.14 Crary therefore positions distraction closely to attention, claiming that 
they exist in a continuum of operations whereby they each flow into one another, and 
intertwine. Therefore, distraction is in essence a side-effect in the attempt to be attentive; it 
blurs one’s surroundings in order to focus on a specific object, later being distracted from 
that object because attention is something that can only have short durations. Crary claims 
that capitalist modernity works upon how to extend these durations of attention through 
explorations into psychology and technology that experiments with sensory stimuli.15

Although attention and distraction might reside in a continuum of intertwining series 
of shifts, Paul North finds this definition of distraction problematic. Instead he suggests 
an utterly different relationship between the two conditions.16 Yes, they exist mutually, 
but attention never tends to be something that refers inversely to distraction. For North, 
distraction has no history comparable to capitalism’s emphasis on attention, and he sees 
the operations of distraction as being understated and undervalued. This might well be 
expected, as the very nature of distraction is all about its disappearance. North centres 
his discussion on a negation of the Kantian view whereby being is circumscribed by 
conscious thought and the process of thinking/learning. This equation implies however an 
undetermined field for not-always-thinking which can be related to not-quite-being, more-
than-being, not-yet-being, no-longer-being.17 I’m fascinated by his definition of distraction, 
which draws shaded zones rather than borderlines, and its depictions are about its 
vagueness and undefinable nature. Distraction is sustained only through its disappearance, 
thus becoming more of a past recollection as soon as we become aware of its presence. It 
is thus highly ironic whenever we attempt to describe it. 18 North, of course, refers back 
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to Benjamin and alongside him to Franz Kafka and Martin Heidegger.19 The purpose of 
distraction, in North’s opinion, is to disintegrate the assumed relations within thought 
and thereby to disregard it as a unity. Distraction has been inherent throughout human 
history; even though its role has tended to be discarded under capitalism, it still serves to 
free us from reason and logic, and to include the ‘other’. Therefore today it can be said that 
there is no distraction, since we are already too distracted to notice.20 Moreover, Crary adds 
to this conundrum by pointing that because attention has now become more and more 
competitive, new kinds of technological media drift into the area of inherent resistance 
provided by the daydream. This results in a lessening of the separation between leisure 
and labour, and institutionalises distraction as a result.21 I believe however that creative 
distraction offers a pause, or a kind of a delaying act, which can still operate openly within 
the crevices of today’s institutionalised forms of distraction.

18  For him what they pursue 
is a radical distraction: Kafka 
loosens the reason of the 
will, Heidegger explores the 
freedom of the dispersed being 
in time, and Benjamin defines 
the experience of the media of 
his times that would trigger 
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What Do I Think Distraction Means? 

In terms of dictionary definitions, distraction has several synonyms such as bafflement; 
bemusement; bewilderedness; confusedness; mystification; perplexity; puzzlement; 
tangle; whirl.22 However, there are for me two particularly helpful ways of understanding 
distraction: firstly, the suspension of conscious intelligence, and secondly and an act of 
disunification that involves processes of scattering, spreading, dividing, or diverting.23 I prefer 
the latter aspect as it disrupts more the expected chain of our being and becoming. It is 
about offering altered ways and formations of things through acts such as deformations, 
disintegrations, duplications and multiplications. Being distracted is quite unbinding in 
terms of others, with no significance or dominance in everyday life, and thus is usually 
overlooked. We can easily get lost, and hence this sharpens our perceptions: it creates the 
place for a distracted spaceless infinity of pure reception.24  

I first began to think about distraction in an experiment I did with my undergraduate 
students while teaching architecture in Istanbul.25 The setting was very similar to the first 
experiment in this PhD thesis,26 in that rather than being a self-quest for knowledge, there 
were eleven of us involved, simultaneously reading and drawing a combined booklet that 
was based upon an existing, ‘found’ literary text that I selected.27 Later, when wanting 
to write about our experience, my students and I held several discussions to analyse 
the design process that had resulted. Many participants described it as being an utterly 
distracting, confusing and indeed unexpected start to a design project. For others, however, 
the emphasis was on the positively edgy sense of not quite knowing what to do or how 
to continue. There were various distractions inherent in the process; the extracts of the 
found text were vague, and the brief was ambiguous. It was a condition where seemingly 
unrelated, unnecessary things could come in between; and as a result, one needed to 
negotiate one’s position and ways of engagement. This was precisely the state that I wanted 
to lure everyone into through the experiment, and after our discussions I even came up 
with the term ‘distracted design practices’. The unexpectedness and sense of not-knowing 
were embedded into the designing/making of the booklet, and of the way we then discussed 
it. We were thus distracted from our habitual ways of designing, continually questioning 
ourselves and our capabilities. 28

In my opinion distraction thus starts as a mental uncertainty that is triggered by a lack 
of stance and confidence, and as such it reflects directly our creative ways of designing/
making. I also believe that shattering our confidence and being uncertain alters our means 
of engagement, in a positive manner. Hence what I refer to as distraction is not the all-
absorbing experiences of the masses during the era of 20th-century modernisation, or the 
infamous ADD29 of our own times. Likewise it is not related to how we are way too 
distracted with our smartphones and apps. Instead, whenever I recall the state of distraction, 
it is the strange, other and ‘uncanny’ that come forward. It is a fluctuating state, resembling 
an encounter in which the participants are not fully aware, and there is no voluntary 
recording taking place. Distraction creates a perpetual temporality with boundaries that 
are contrarily invisible and striking. You can go in and come out in swift cycles; however, 
it is impossible to be intentionally distracted. It is a state that is not locatable as a place. 30 
It is not immoral or indecent either; indeed, being distracted is acceptable for a short time. 
No-one ever blames you if you are distracted. And what is tempting is that everyday life 
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is then altered in the post-distraction condition.31 It is somehow more benign; therefore 
engagement with distraction does not bring drastic results, quite the opposite. The effects 
of distraction on the other hand also change how we experience things over the longer 
term. As mentioned before, the way in which I conceive and use distraction triggers the 
notion of a Deleuzean subject32 that removes themselves from their mould to embrace the 
new. Distraction is a catalyst, and there is no process of maintenance or archiving to marks 
any aspects of behaviour; hence distraction at play mostly shocks and seduces us because 
of its lack of history and its unexpectedness. It can happen to everyone, along different 
durations, snatching them away to an unlocatable place. For my design research, the state 
of distraction creates a fertile and susceptible mood for designing/making. Several other 
movements and outcomes in art, literature and architecture are similar to the state that I 
am pursuing.33 Being mostly interested in the initial acts and engagements in the design/
making process, my attempt always is to maintain and expand the uncanny atmosphere of 
being distracted by creating delays. My aim is to embed distraction in our ways of being 
creative, as peculiar creativity, referring to the perplexing, inexhaustible productivity when 
one ignores the existing conditions.

Distraction however never reflects upon the person being distracted. It is undemanding 
about its conditions, unlike conscious acts, and so it is not a self-aware process. The 
distracted person needs to find others for reflection, or negation, in order to understand 
their own state.34 I find this akin to the operations of becoming in the Lacanian ‘triptych 
of subjective register,’ and of his concept of the ‘mirror stage’ in particular.35 My pursuit of 
distraction thus immediately takes me on the borders of consciousness, which give me an 
opportunity to glimpse into the unconscious and the operations in-between, and therefore 
to better understand the psychoanalytical relationships between them.

To help to show this process, my aim in this chapter is to delineate the various mechanisms 
of distractedness, by first exposing the unlocatable lands of distraction. This then will 
become the setting for the experiments that will follow.
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Theory” held in two sessions; 

31 January – 11 February 
2013 and 09 -15 June 2013, 

Istanbul. I am thankful to the 
participants for their valuable 

input to the work and the 
discussions afterwards; they 
are Emirhan Altuner, Meriç 
Arslanoğlu, Tanju Coşkun, 

Merve Dokumacı, Ezgi Mutluer, 
Yasin Ulutaş, Derya Uzal, Ece 
Yetim, Melike Yetim and Eda 

Yeyman.
25  See Chapter 2: Inquiry. 

26  The booklet was called The 
Book of Blur. 

27  I was already very 
interested in the nature of 
distraction and so started 

my PhD dissertation using 
this title; later, as I did more 

research, my terminology 
became more concise. 

Therefore the original title 
of distracted design practices 

diminished, but it is still 
immanent in how I see and 

understand my work.

28  ‘… it is not  a ‘where’ 
to which I disappeared, the 
bounded space of another 
place, another world or 
a dreamscape to which I 
momentarily escaped’, writes 
Paul North, The Problem of 
Distraction. p. 47.

47

31 North describes the return 
from it: “We greet each other 
cautiously, space, time, and 
I. If one could maintain this 
uncanny atmosphere one could 
make a theory out of it. Alas, 
the experience is more than 
fleeting. Yet in the instant in 
which time is regained, being, 
world, and experience appear 
– in coming to appear once 
again as if for the first time 
–as accidents, contingent on 
nothing.” Ibid., 48.

32 Gilles Deleuze and Felix 
Guattari, A Thousand Plateaus: 
Capitalism and Schizophrenia, 
trans. Brian Massumi (London: 
Continuum, 2013).

33 Surrealists, Situationists, etc.

34 Paul North, The Problem of 
Distraction.

35 The theoretical framework 
of my design chapters is formed 
in this manner; See Chapter 2: 
Inquiry, Chapter 3: Guidelines 
and Chapter 5: Logbook.  



Why is the Formation of Distraction Like Topography?

There is a peculiar imaginative quality in talking about topography. You can picture yourself 
rambling around it. You muse about the views of the path, what the weather is like, the 
angles of sun sweeping through the fields, the shadow lines on rocky mountains, the echo 
of the sounds you make as you walk. Topography invites you to engage with its various 
physical formations. Rebecca Solnit describes how we willingly lose ourselves by reaching 
to the very edges of the self, being extremely open to seeking the unknown. In the manner 
of getting lost, ‘there’s an art attending to weather, to the route you take, to the landmarks 
along the way, to how if you turn around you can see how different the journey back looks 
from the journey out, reading the sun and moon and stars to orient yourself ... to the 
thousand things that make the wild a text that can be read by the literate.’36 My view is that 
whenever you are distracted, you travel to an unknown place and the mechanism of this 
state has a strange spatial effect – as if it were seducing you with its hills, crevices, lakes and 
dark paths. Therefore, I prefer to depict the mechanism of distractedness as a topography 
in which you can wander and get lost. 37 Perhaps you might try to find your way back at 
first, so one is attentive to the details for orientation, memorising one’s manoeuvres and 
negotiating your ability to survive. And later on, you might choose a path, and decide slide 
down a hill without any reason. Likewise you might gaze into the contour lines of the 
fields, jump into its muddy waters … yes, you would enjoy being there. 

On Distraction is a drawing/diagram that represents a mapped projection of the 
distractedness mechanism, and in particular it introduces this as the setting for peculiar 
creativity and for the behaviours of the designing/making experiments in this thesis. The 
text that now follows is in effect the map key, seeking to explain the various formations of 
the Topography of Distraction.

34  Rebecca Solnit, A 
Field Guide to Getting Lost 
(London: Penguin Books, 

2005).

35  In fact the theoretical 
framework for my 

research is geographically 
spatial. Sigmund Freud 
describes consciousness 

and unconsciousness 
and their interrelated 

operations by the depiction 
of psychical topography. 

The Lacanian ‘triptych of 
subjective register’ (The 

Real, The Symbolic and The 
Imaginary) also suggests a 
spatial formation in their 

positions. The ‘mirror stage’ 
has a visible border with the 

others.

48 SETTING

36 Rebecca Solnit, A Field 
Guide to Getting Lost (London: 

Penguin Books, 2005), 10.

37 In fact the theoretical 
framework for my research is 

geographically spatial. Sigmund 
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their interrelated operations 
by the depiction of psychical 

topography. The Lacanian 
‘triptych of subjective register’ 
(The Real, The Symbolic and 
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a spatial formation in their 
positions. The ‘mirror stage’ has 
a visible border with the others.



1.2. Elements of the Topography of Distraction 



DRAWING. 
Drawing is not a straightforward process 
where you add ingredients from one side 
and acquire the result from the other; it is 
instead a ceaseless imagining embroidered 
with data.38 In my design research, I 
stroll around in this imaginary land to 
seek manoeuvres for encountering the 
unknown. The diagram here is drawn 
similarly, and it is the Topography of 
Distraction that is being charted as I draw.
 

TOPOGRAPHY. 
The Topography of Distraction is 
a mixture of geographical features 
that collide with anthropisation39 
of architectures. This is a reciprocal 
relationship caused by the distractedness 
of these lands. As far as its charted areas 
go, there are two dominant regions: the 
‘badlands’ of its volcanic terrain and its 
wetlands. The prevailing wind direction 
is based upon the locational relationships 
of these two regions, mostly flowing from 
the wetlands to the volcanic terrain. There 
are however some parts of this unlocatable 
land that remain uncharted. 

CHALLENGING. 
“We’re going on a bear hunt. 
We’re going to catch a big one. 
What a beautiful day! (Look up in the air 
with arms extended) 40

We’re not scared.” 41

TREADING. 
Treading into the unknown is not about 
arriving somewhere or making that known; 
instead, how to adjust your ways to look 
for the unknown is the main point.42 This 
could be in terms of rambling, roaming, 
wandering to and fro, going farther and 
farther, parading or promenading at 
some point, maybe hiking or trekking, or 
perhaps just having a sit-down break in the 

36  Peter Cook, ‘Looking 
and Drawing’, Drawing 

Architecture, no. 225 (2013): 
80–87.

37  ‘The conversion of 
open spaces, landscapes, 

and natural environments 
by human action.’ Bernard 

Elissalde, ‘Anthropization’, in 
Hypergeo, accessed 15 May 

2019, http://www.hypergeo.
eu/spip.php?article312.

38  The Little Big Book 
Club, ‘We’re Going on 
a Bear Hunt Learning 

Time’, accessed 30 April 
2019, https://www.

thelittlebigbookclub.com.au/
sites/thelittlebigbookclub.

com.au/files/files/title_
resource/bear_hunt_0-2_

lbbc_learningtime1_0.pdf.
39  Michael Rosen, We’re 

Going on a Bear Hunt 
(London: Walker Books, 

1993).

40  Rebecca Solnit, A Field 
Guide to Getting Lost.

middle and gazing around. These types of 
advances or approaching manoeuvres are 
the only evidence of your actual pursuit.   

INVESTIGATING. 
“For me, the best drawings have always been 
those in which more than 60 per cent was, 
at the outset, merely a ‘sniff’ of what was to 
come...A drawing should be an investigative 
device, a voyage of discovery, a series of 
glances into the future…” 43

RAMBLING. 
A theoretical framework is no different 
than the reality of everyday life as it 
perpetually rambles on between formal 
analysis and informal chatter. And, 
this relationship seems to disrupt the 
singularity and precision of the encounter 
with a given object, since distraction 
operates through gesture, thinking, 
experience and many other modes in turn. 
These so-called unimportant registers are 
un-detachable parts of it. 44

SCATTERING. 
My text is inclined to scatter thoughts to 
create unexpected links and purposefully 
alter existing alignments, yet without 
shattering them; instead the challenge 
is to push forward the conditioned, 
rigid frameworks.45 Therefore, the 
accompanying map key here acts like little 
bombs that explode, emitting flavours of 
the unexpected, misaligned and distracted, 
as one reads and loses oneself.

VOLCANIC TERRAIN. 
These are the Eerie Badlands. Volcanic 
eruptions from long time ago blanketed 
these badlands46 with thick ash that later 
became tuff, then the remnants due to 
the actions and eruptions of wind and 

41  Yve Lomax, Writing the 
Image: An Adventure with Art 

and Theory (London: I. B. 
Tauris Publishers, 2000).

42  Elizabeth Grosz, 
Architecture from the Outside: 

Essays on Virtual and Real 
Space (New York: MIT Press, 

2001).
43  An area of irregular 

topography resulting from 
extensive wind and water 

erosion of sedimentary rock.
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38 Peter Cook, ‘Looking and 
Drawing’, Drawing Architecture, 

no. 225 (2013): 80–87.

39 “The conversion of open 
spaces, landscapes, and natural 

environments by human 
action.” Bernard Elissalde, 

‘Anthropization’, in Hypergeo, 
accessed 15 May 2019, http://

www.hypergeo.eu/spip.
php?article312.

40 The Little Big Book Club, 
‘We’re Going on a Bear Hunt 

Learning Time’, accessed 30 
April 2019, https://www.

thelittlebigbookclub.com.au/
sites/thelittlebigbookclub.com.

au/files/files/title_resource/
bear_hunt_0-2_lbbc_
learningtime1_0.pdf.

41 Michael Rosen, We’re Going 
on a Bear Hunt (London: 

Walker Books, 1993).

42 Rebecca Solnit, A Field 
Guide to Getting Lost.

43 Peter Cook, ‘Looking and 
Drawing’, 80.

44 Yve Lomax, Writing the 
Image: An Adventure with Art 

and Theory (London: I. B. Tauris 
Publishers, 2000).

45 Elizabeth Grosz, Architecture 
from the Outside: Essays on 

Virtual and Real Space (New 
York: MIT Press, 2001).

46 An area of 
irregular topography resulting 

from extensive wind and water 
erosion of sedimentary rock.



water created a magical series of chimneys, 
mushrooms, cones with spires of rock, 

stretching dozens of metres high into the 
sky. This place is hot and dry in summer 

and cold and snowy during winter. 

UNBELONGING. 
The eerie object extensively explores the 

unbelonging of being somewhere in a 
state of continual stillness. In the case 

of encounter with the eerie object, you 
would ask why it is here where it does not 

belong – this position of interrogation 
creates an unbinding effect from ongoing 
engagements, although its quality is not a 
displeasing one. The eerie offers a release 

to the exterior, a detachment from the 
ordinary and mundane. 47

TIPTOEING. 
“Uh-uh!

A cave!
A narrow gloomy cave.

We can’t go over it.
We can’t go under it.

We’ve got to go through it!
Tiptoe! Tiptoe! Tiptoe!” 48

SEEKING. 
Rebecca Solnit starts A Guide to Getting 

Lost by quoting Plato’s Meno: “How will 
you go about finding that thing the nature 
of which is totally unknown to you?”49 She 

then explores the differing states of losing 
oneself in order to seek the unknown, 
which suggests in turn extending the 
borders of the self and altering one’s 

ways of engagement so as trespass into 
the unknown, eventually becoming an 

‘other’.50

HIDING. 
Chimneys are provided for the No-longer-

being and Not-yet-being. Multiples of 

44  Mark Fisher, The Weird 
and The Eerie (London: 
Repeater Books, 2016).

45  Rebecca Solnit, A Field 
Guide to Getting Lost.

these almost identical chimneys are set up 
in a grid plan. These offer a place for refuge 

in the Eerie Badlands and the Plains of 
Un-thought, helping those seeking for a 

shelter. They imitate fairy chimneys with 
spire rocks in the terrain, trying to be 

imperceptible, even hidden.

WANDERING. 
“… in the place called lost strange 

things are found.” When you encounter 
these strange things, you get wilder and 

wilder. You desire to get lost even further, 
remaining in these untamed remote lands. 
It is likely that some of the wild things will 
appear, gaze at, come closer and developing 
a liking of you. And, at that exact moment, 

your wandering is over. 51 

ROAMING. 
Any encounter with the weird subtly refers 

to wrongness, out-of-placeness, which is 
the sign that the expected, pre-existing 
knowledge is being contested. The new 

emerges from the crevices of the weird with 
these encounters. 52

GAZING. 
Five Caldera. These are calderas53 that 

collapsed a long time ago, creating large 
roughly circular pits with a series of vents, 

both human-made and natural. There 
are five of them of various sizes scattered 

among the volcanic terrain and surrounded 
by A Thousand Plateaus. From time to 

time, dense mist sits over these craters, 
decreasing their visibility.

DAYDREAMING. 
Vents of the Daydream nestle in the Five 

Caldera and function as portals to and 
from the lands of the everyday. There are 

46  Rebecca Solnit.
47  Mark Fisher, The Weird 
and The Eerie.

48  ‘Caldera: A large crater 
formed by the collapse 
of the summit cone of 
a volcano during an 
eruption. The caldera may 
contain subsidiary cones 
built up by subsequent 
eruptions, or a crater lake 
if the volcano is extinct 
or dormant.’ ‘Caldera’, in 
Dictionary of Geographical 
Terms, accessed 15 May 
2019, https://resources.
collins.co.uk/Wesbite%20
images/KS3Geography/
TB2/Dictionary%20of%20
geographical%20terms.pdf.

47 Mark Fisher, The Weird and 
The Eerie (London: Repeater 
Books, 2016), 13.

48 Michael Rosen, We’re Going 
on a Bear Hunt.

49 Solnit refers to the second 
phase of the Socratic dialogue 
in Plato’s Meno, between 
Socrates and Meno, which starts 
with a dilemma of searching for 
virtue even without knowing 
about it, the improbability of 
realising it even they happen 
to find it. For Socrates, 
formulating this as a question 
is paradoxical already as we 
cannot grasp the extension 
of what we know and do not 
know. Glenn Rawson, ‘Plato: 
Meno’, in Internet Encyclopedia 
of Philosophy, accessed 17 May 
2019, https://www.iep.utm.edu/
meno-2/.

50 Rebecca Solnit, A Field 
Guide to Getting Lost.

51 Ibid, 19-20.

52 Mark Fisher, The Weird and 
The Eerie.

53 ‘Caldera: A large crater 
formed by the collapse of the 
summit cone of a volcano 
during an eruption. The 
caldera may contain subsidiary 
cones built up by subsequent 
eruptions, or a crater lake if the 
volcano is extinct or dormant.’ 
‘Caldera’, in Dictionary of 
Geographical Terms, accessed 15 
May 2019, https://resources.
collins.co.uk/Wesbite%20
images/KS3Geography/
TB2/Dictionary%20of%20
geographical%20terms.pdf.

51



narrow pathways, steep holes, mesh walls, 
soft spots and spiky surfaces appearing in 
cloaks of basic geometrical plans. Some 
of the vents are linearly aligned inside 
smaller craters that create Erratic Mist. The 
aspiration for this may have psychedelic 
effects.

TRAMPING. 
Street-hunting has a precise time and 
season; it should be carried out on a winter 
evening, allowing the boldness provided 
by darkness. Then, we lose ourselves, 
remove the cladding that our friends know 
and turn into one of the shadows of the 
‘anonymous trampers’ on the streets. Here 
we glide on surfaces as we float smoothly 
down a stream; resting, pausing …54

GRAZING.
“Uh-uh! (Put hands on both sides of face as if 
alarmed) 55

Grass!
Long wavy grass.
We can’t go over it.
We can’t go under it.
Oh no!
We’ve got to go through it! (Rub straight 
fingered hands together) 56

Swishy swashy! Swishy swashy! 
Swishy swashy!” 57

LURKING. 
Plains of Un-thought are what stretch 
over the volcanic terrain and nestle the 
Five Craters. Its flora is a mixture of tall 
prairie grass that needs moisture, closer to 
the wetlands, and more arid short in the 
volcanic terrain. The Plains of Un-thought 
are incredibly resilient to unexpected 
conditions: A Thousand Plateaus operate 
here.

49  Virginia Woolf, Street 
Haunting (London: Penguin 

Books, 2005).
50  The Little Big Book 

Club, ‘We’re Going on a 
Bear Hunt Learning Time’.

51  The Little Big Book 
Club.

SWEEPING. 
A benefit of un-thought is its collection 
of multiple times; the virtuality of a 
vivid, immaculate past that has yet not 
been used up, and the unpredictable, 
unforeseen future. It is the outside that 
defies territorialisation and identifications, 
and which remains depthless and foreign. 
Its definition refers to its outermost 
extensions, delineating them only in order 
to create a void for itself to settle in. 58 

GOING FARTHER AND FARTHER. 
A Thousand Plateaus 59 60: These are 
hydraulic levelling mechanisms, mostly 
egg-shaped in plan, that are scattered across 
the Plains of Un-thought. They ascend and 
descend with the atmospheric pressure.

ASSEMBLING. 
Gilles Deleuze and Felix Guattari explained 
how they tackled the presence of many 
scattered ideas that seem unlikely to create 
a whole: “A plateau is always in the middle, 
not at the beginning or the end. A rhizome is 
made of plateaus … We call a ‘plateau’ any 
multiplicity connected to other multiplicities 
by superficial underground stems in such a 
way as to form or extend a rhizome. We are 
writing this book as a rhizome. It is composed 
of plateaus. We have given it a circular 
form, but only for laughs. Each morning we 
would wake up, and each of us would ask 
himself what plateau he was going to tackle, 
writing five lines here, then there. We had 
hallucinatory experiences, we watched lines 
leave one plateau and proceed to another 
like columns of tiny ants. We made circles 
of convergence. Each plateau can be read 
starting anywhere and can be related to any 
other plateau.” 61

ROAMING. 
Fields of Fold is an interweaving of natural 

52  Elizabeth Grosz, 
Architecture from the Outside: 

Essays on Virtual and Real 
Space.

53  ‘Plateau: An upland 
area with a fairly flat 

surface and steep slopes. 
Rivers often dissect plateau 

surfaces.’ ‘Plateau’, in 
Dictionary of Geographical 

Terms, accessed 15 May 
2019, https://resources.

collins.co.uk/Wesbite%20
images/KS3Geography/

TB2/Dictionary%20of%20
geographical%20terms.pdf.

54  The name refers to 
Deleuze and Guattari’s 

book; Gilles Deleuze and 
Felix Guattari, A Thousand 

Plateaus; Capitalism and 
Schizophrenia.

55  Gilles Deleuze and Felix 
Guattari.
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54 Virginia Woolf, Street 
Haunting (London: Penguin 

Books, 2005).

55 The Little Big Book Club, 
‘We’re Going on a Bear Hunt 

Learning Time’.

56 Ibid. 

57 Michael Rosen, We’re Going 
on a Bear Hunt.

58 Elizabeth Grosz, Architecture 
from the Outside: Essays on 

Virtual and Real Space, 64-67.

59 ‘Plateau: An upland area 
with a fairly flat surface and 

steep slopes. Rivers often 
dissect plateau surfaces.’ 

‘Plateau’, in Dictionary of 
Geographical Terms, accessed 15 

May 2019, https://resources.
collins.co.uk/Wesbite%20

images/KS3Geography/
TB2/Dictionary%20of%20
geographical%20terms.pdf.

60 The name refers to Deleuze 
and Guattari’s book; Gilles 

Deleuze and Felix Guattari, A 
Thousand Plateaus: Capitalism 

and Schizophrenia.

61 Gilles Deleuze and Felix 
Guattari, 21-22.



anticlining62 land and anthropised folds 
that envelope the Lakes of Unconscious. Fog 

Eaters, with all their mighty weirdness, 
roam here, either tracing the existing or 

marking the unseen folds.

BLENDING. 
“‘ I forgot myself at the Ice Carnival the 

other night. I was so absorbed in looking at 
it that I forgot what time it was and who 

and where I was.’ … ‘It struck me that if I 
stared long enough at the environment that I 
would blend with it and disappear just as if 
the place was empty and I had disappeared. 

It is as if you get yourself to feel you don’t 
know who you are or where you are.’ ” 63 The 

above describe the risky moves involved 
in losing your identity. Although they 

might seem similar, there is a paradox in 
their suggestions of how to prevent the 

discontinuity of the temporal self. The first 
uses measurable time as a guide; the latter 

prefer to remain anonymous, and never 
requiring the self to preserve it. However, 

in my view, they both suggest that the 
act of blending into the loci of visual and 
tactile stimuli is essential to the desire to 

lose oneself.     

DEVIATING. 
Multiple is the initial state for Deleuzean 

correlations. It helps to explore edge 
conditions and things in between – that 

is, dispersed and exterior rather than 
fundamental or central, as it is always 

seeking the complexity of things that may 
deviate and fold.64 Moreover, the nature 
of multiple is something that can never 

be unfolded, as the very act of unfolding 
would lead to the folding of other 

bifurcations.65

EXHAUSTING. 
“Uh-uh!
A river!

56  ‘Anticline: An arch in 
folded strata; the opposite 
of syncline.’ ‘Anticline’, in 
Dictionary of Geographical 
Terms, accessed 15 May 
2019, https://resources.
collins.co.uk/Wesbite%20
images/KS3Geography/
TB2/Dictionary%20of%20
geographical%20terms.pdf.

57  R. David Laing, The 
Divided Self: An Existential 
Study in Sanity and Madness 
(London: Penguin Books, 
1990).

58  John Rajchman, 
Constructions (London: MIT 
Press, 1997).

59  John Rajchman, 
The Deleuze Connections 
(London: MIT Press, 2000).

A deep cold river.
We can’t go over it.

We can’t go under it.
Oh no!

We’ve got to go through it!
Splash splosh! Splash splosh! Splash splosh!” 66

WETLANDS. 
Uncanny Wetlands. As far as the charted 

lands of the Topography of Distraction 
are known, the Uncanny Wetlands cover 

one-third of the land surface. There are the 
Lakes of Unconscious adjacent, which split 
the Eerie Badlands into two. A lazy water 
stream brushes past the lakes, disturbing 

the calm water surface, while also bringing 
alluvial soils and creating a delta of 

ephemeral articulations. The Fields of Fold 
reside in between the two lakes and are 

buffered by swamps and marshes. 

RESTING
Tools of Un-belonging I, Articulation 

of the Ephemeral. These are moored by 
two anchors to the bottom of the lakes 

and cover the water surfaces, creating 
temporary delays and enabling dents of 
articulation for the alluvial soils due to 
their filters. The manner of insinuated 

delay is in operation here. 

DOUBTING. 
When you – and here the artist Yve Lomax 
in particular – choose to pursue anchoring 
to the point of certainty, you can only have 

a journey that consists of not-finding it. 
You can search through lines and letters, 

seeking out parts that will never refer to a 
whole. This is the state of looking for the 
‘other’; you look for it as if you would be 

incomplete without this ‘other’, becoming 
dispersed in despair. Certainty exists within 

its inexistence. 67

60  Michael Rosen, We’re 
Going on a Bear Hunt.

61  Yve Lomax, Writing the 
Image: An Adventure with Art 
and Theory.

53

62 ‘Anticline: An arch in folded 
strata; the opposite of syncline.’ 
‘Anticline’, in Dictionary of 
Geographical Terms, accessed 15 
May 2019, https://resources.
collins.co.uk/Wesbite%20
images/KS3Geography/
TB2/Dictionary%20of%20
geographical%20terms.pdf.

63 R. David Laing, The Divided 
Self: An Existential Study in 
Sanity and Madness (London: 
Penguin Books, 1990), 109-
110.

64 John Rajchman, 
Constructions (London: MIT 
Press, 1997).

65 John Rajchman, The Deleuze 
Connections (London: MIT 
Press, 2000).

66 Michael Rosen, We’re Going 
on a Bear Hunt.

67 Yve Lomax, Writing the 
Image: An Adventure with Art 
and Theory, 39-40.



EXPANDING. 
Dense Fog of Doubt. It is a condition that 
usually appears over the wetlands, quickly 
covering a vast area of the sky. Visibility 
drops down to only 70–100 centimetres, 
sharpening one’s senses dramatically.

SURVIVING.
When the fog settles in, the variety of 
topographical formations loses its contrast. 
To survive, you need to sharpen your 
trekking skills so as to extract meanings 
from your position. In such a situation, 
the seeking out of gradual shades of 
differences such as the quality of air, the 
direction of the wind or the sounds of the 
river become useful tactics for surviving.68 
The Dense Fog of Doubt provokes extreme 
conditions, stripping us from the newly 
accustomed familiarities of our wandering. 
It perpetually takes us back to the 
unpredictable, hostile start of treading.  

DRIFTING. 
Tools of Unbelonging II, Fog Eaters. 
These are weird creatures of architecture, 
pursuing the Dense Fog of Doubt, and 
thereby altering the atmospheric pressure 
and increasing the visibility of any zone 
that they inhabit. They generally roam in 
the Fields of Fold, ploughing the ever-more-
complicated folds. 

BLURRING. 
Blurring is mostly understood as a failure 
in our megapixel-orientated, PPI-obsessed 
consumer society. Hence the blurred vision 
or glitch is seen as an error rather than an 
enjoyable experience of vagueness. The 
Blur Building69 tried precisely to seek the 
latter; it was intended for socialising in a 
space by being dispersed and distracted.70 
Blurring nature and architecture, or rather 

62  Yi-Fu Tuan, ‘Spatial 
Ability, Knowledge, and 

Place’, in Space and Place: 
The Perspective of Experience 

(London: University of 
Minnesota Press, 2001).

63  Diller Scofidio + Renfro 
(DS+R), The Blur Building, 

2002, Swiss EXPO 2002, 
Lake Neuchatel, Yverdon-les-

Bains, Switzerland, 2002.

64  Elizabeth Diller, 
‘Defining Atmosphere: The 

Blur Building’, Doors of 
Perception 6: Lightness, 

accessed 9 May 2019, http://
museum.doorsofperception.

com/doors6/doors6index.
html.

acknowledging that they are indistinct, 
was its primary statement understating. 
The Blur Building hence became a mere 
act of fluctuating at the thresholds of 
artificial and natural weather conditions. 

71 Multiple forms of roaming were the 
method of engaging with the changing 
states of the building: aimless wandering, 
curious trolling, grazing, motivated browsing 
or shopping, aggressively focused hunting.72

DELAYING. 
Distraction is a delaying behaviour that 
impulsively resists doubt and heedlessly 
disperses one’s prevailing state to include 
the unexpected. It involves wandering 
among disintegrated duplications of what 
is known or familiar, while your object of 
pursuit remains vague or is not-yet-known.  

STRUGGLING. 
Lakes of Unconscious. In general, lake 
systems cover the majority of the Uncanny 
Wetlands. There are two main ones with 
the Fields of Fold in between them. The 
Un-belonging River Delta and the alluvial 
soils flow past the two. When Tides of 
the Unexpected stir the surfaces and the 
Un-belonging River and the subterranean 
water streams collide, Unconscious Vortexes 
appear. These whirlpools can reach up to 
twenty metres in diameter depending on 
the tides, devouring the alluvial soils.

SQUELCH-SQUERCH.
“Uh-uh!
Mud!
Thick oozy mud.
We can’t go over it,
We can’t go under it.
Oh no!
We’ve got to go through it!
Squelch squerch! Squelch squerch! Squelch 
squerch!” 73

65  Jonathan Hill, ‘Index of 
Immaterial Architectures: 

Cloud’, in Immaterial 
Architecture (London: 

Routledge, 2006).

66  Elizabeth Diller, 
‘Defining Atmosphere: The 

Blur Building’.

67  Michael Rosen, We’re 
Going on a Bear Hunt.
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68 Yi-Fu Tuan, ‘Spatial Ability, 
Knowledge, and Place’, in Space 

and Place: The Perspective of 
Experience (London: University 
of Minnesota Press, 2001), 79.

69 Diller Scofidio + Renfro 
(DS+R), The Blur Building, 

2002, Swiss EXPO 2002, Lake 
Neuchatel, Yverdon-les-Bains, 

Switzerland.

70 Elizabeth Diller, ‘Defining 
Atmosphere: The Blur 

Building’, Doors of Perception 
6: Lightness, accessed 9 

May 2019, http://museum.
doorsofperception.com/doors6/

doors6index.html.

71 Jonathan Hill, ‘Index of 
Immaterial Architectures: 

Cloud’, in Immaterial 
Architecture (London: 
Routledge, 2006), 98.

72 Elizabeth Diller, ‘Defining 
Atmosphere: The Blur Building’.

73 Michael Rosen, We’re Going 
on a Bear Hunt.



EXERTING. 
Reflexive Swamps and Marshes of 

Solitude. Swamps cover most of the shores 
of the Lakes of Unconscious. There are 

little hole-like spaces scattered in parts of 
Reflexive Swamps. Exerting and exhausting 

oneself is the compulsory manner here. 
The holes become almost like a burrow: 

you slide down, swamps suck you in; you 
have a second-hand experience of moist, 

damp soil, soft earth, a nest and then 
a little bit of cold; you experience the 

pressure of mass, a compulsory cloister, 
fear of blending in, attempt of an escape, 

call for help, flash-backs to unrelated 
chains of events from before, staying still, 
feeling your breath reflecting back at you, 

listening, contemplating, looking up, 
jumping, panicking, deciding, planning, 

leaving or staying. Meanwhile, the Marshes 
of Solitude shout various forms of silence.

BURROWING. 
“So I must thread the tormenting 

complications of this labyrinth physically 
as well as mentally whenever I go out, and 
I am both exasperated and touched when, 

as sometimes happens, I lose myself for a 
moment in my own maze, and the work of 
my hands seems to be still doing its best to 

prove its sufficiency to me, its maker, whose 
final judgment has long since been passed on 

it.” 74

LOOKING AWAY. 
A theoretical mode of looking away stems 

from the narratives found at the outermost 
peripheries of the mainstream. Therefore 
the state of the distracted-being or of the 
‘other’ is preferably undeclared; rather, it 

is experienced in the moments of these 
narratives.75 This becomes an active state of 
speculating, projecting through our bodies 
and experiences. Likewise, the Topography 
of Distraction suggests bodily engagements 

of exertions, dispersions, doubling, and 
doubting oneself.

68  Franz Kafka, The Burrow, 
trans. Michael Hofmann 
(London: Penguin Classics, 
2017).
69  Yve Lomax, Writing the 
Image: An Adventure with Art 
and Theory.

STUMBLING. 
“Uh-uh!
A forest!

A big dark forest.
We can’t go over it.

We can’t go under it.
Oh no!

We’ve got to go through it!
Stumble trip! Stumble trip! Stumble trip!” 76 

TRESPASSING. 
The field ahead is a total blur, and the 

metallic rhythm of gliding along tracks 
is the sound of the journey. And we can 
see three men, sitting in a push-trolley, 
all of them scanning the mist. We drift 

along with them as well. This is the shape 
of trespassing into the Zone. Gradually, 

colours emerge, visibility increases, and get 
to we see the Zone in its explicit wilderness. 
Stalker stops the trolley and says: ‘Here we 
are, home at last.’ 77 And, we gaze into the 

zone within an almost still frame, hovering 
over Writer and Professor.

MEANDERING.
Selfless engagement with nature is 

rewarded by delightful sensations; 78 the 
lakes could have whirlpools, even the river 

delta at the same time, or else the plains 
could be covered with fairy chimneys and 

gaily-moving plateaus. It is this sense of 
selflessness that is being pursued in the 

Topography of Distraction. 

 
LINGERING. 

As we get to know the elements of the 
Topography of Distraction, our imaginary 

rambling and wandering become 
perceptible – thus giving us a sense of how 
the distractedness mechanism operates and 

how it triggers peculiar creativity.  

70  Andrey Tarkovsky, 
Stalker.
71  Yi-Fu Tuan, ‘Topophilia 
and Environment’, in 
Topophilia: A Study of 
Environmental Perception, 
Attitudes, and Values. 
Columbia University Press 
New York 1990 (New York: 
Columbia University Press, 
1990).
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74 Franz Kafka, The Burrow, 
trans. Michael Hofmann 
(London: Penguin Classics, 
2017).

75 Yve Lomax, Writing the 
Image: An Adventure with Art 
and Theory.

76 Michael Rosen, We’re Going 
on a Bear Hunt.

77 Andrey Tarkovsky, Stalker.

78 Yi-Fu Tuan, ‘Topophilia and 
Environment’, in Topophilia: 
A Study of Environmental 
Perception, Attitudes, and Values. 
Columbia University Press 
New York 1990 (New York: 
Columbia University Press, 
1990), 96.
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Chapter 2: Inquiry
Improbable Architectures: A self-quest in Peculiar Creativity



63

This chapter presents an inquiry in the form of a self-reflective 
experiment that explores how peculiar creativity operates, 
so as to set out the next course of actions for my process of 
design research. Therefore, Improbable Architectures is a 
deliberate distraction that acts as a guide to open the ground 
for peculiar creativity. It involves a self-quest journey into 
the unknown territory of creativity where the usual methods 
of thinking and designing and making are obsolete, and its 
aim is of un-motivating architecture from its habitual acts of 
becoming. Improbable Architectures is extremely isolated, in 
that estrangement and constant doubting is the key behaviour 
in designing/making.  Therefore the emphasis is more on the 
experience of the process and how others observe it, in order 
to expand the isolated operations of my self-quest and hence 
enhance the state of peculiar creativity. 

The experiment explores the improbabilities of architecture 
through a series of mistranslations with the intention of 
anomalous drawing and making. Briefly, the process involved 
implanting the strange to trigger delays in creativity; freeing 
from circumscribed experiences, helps me to get lost. 
Eventually, this leads to the phase of becoming the ‘other’, a 
distracted-being who seeks the improbabilities of architecture 
rather than confirmation of its existence. 

Improbable Architectures concludes with a series of poems, 
drawings and stereoscopic images.
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2.1. Improbability of Architecture 
Walter Benjamin’s Theses on the Philosophy of History used twenty numbered paragraphs, 
consisting of intermingled texts of criticism, in no apparent rational order.1 Benjamin 
planned it as a dissident text, seeking a deliberate oscillation between different sources 
and using diverse recollections of, and reflections upon, the past as a means to critique 
the contemporary conditions of capitalism.2 It was seen as a contested piece of writing at 
the time, given that it was effectively a collage of texts that could not be easily pictured 
together. Instead, Benjamin was using the hermetic power of his text to dislocate and dazzle 
readers, forcing them as a consequence to make up their own minds as to the meanings. He 
explained this as an attempt to expose the inseparability of two entities – past and present – 
which are commonly thought as distinct due to their seemingly extreme contrast with each 
other.3 This created another disposition for readers to enter unknown territory in order to 
induce a novel understanding of what otherwise seemed to be a familiar subject.

It is no surprise that Benjamin said that architecture is experienced through distraction.4 
This is to say that when you are in a building somewhere, your tactile perception and 
everyday life distract you from an experience of the object – in this case architecture – and 
this makes it very different from a singular attentive encounter with an object. You become 
immersed in a place and so it is perhaps inevitable to be not-distracted.5 These disparate 
experiences obstruct and disrupt each other and together; they become something else. I 
believe that Benjamin uses distraction in many of his works to kindle critical thinking6 
establishing theory,7 and constructing experience.8 

Improbable Architectures is rooted in Benjamin’s approach of introducing something 
unexpected to distract from prevailing and outworn ways of thinking. Therefore it 
comprises an attempt of becoming foreign to the usual methods of thinking and designing 
and making, so therefore it is about constant doubting. As an experiment it is however 
highly isolated. After all, it is a self-quest journey into the unknown territory of creativity. 
Similarly to Benjamin’s definition of architectural experience, it becomes a self-reflective 
project in which I am immersed, while meanwhile trying to understand the research aim 
behind the experiment. I think the irony of this situation is surely Kafkaesque. However, 
this struggle was needed to approach a familiar and exhaustibly defined subject: myself, as 
an architect/designer/researcher. 

Improbable Architectures thus shows the influence of the structure of Theses on the Philosophy 
of History in its call for the need for deliberate distraction. I began the experiment by 
reading a booklet that I had made and which included an accumulation of various 
texts. The experiment continued by making numerous alterations and shifts that I call 
mistranslations.9 These mistranslations are there to create delays and pauses, and hence 
to implement the strange and foreign within my habitual ways of designing. It was my 
intervention to distract me from myself – although, of course, endless other ways of 

1  Walter Benjamin, ‘Theses 
on the Philosophy of History’, 

in Illuminations, trans. H. Zohn 
(New York: Schocken Books, 

1985), 253–63.
2  Michael Löwy, Fire Alarm: 
Reading Walter Benjamin’s ‘On 

the Concept of History’, trans. C. 
Turner (London: Verso Books, 

2005).

3  Michael Löwy. p. 18. 
Benjamin wrote in his letter 
to Adorno: ‘They represent a 

first attempt at pinning down 
an aspect of history that must 

establish an irremediable break 
[scission] between our way 

of seeing and the survivals of 
positivism which, in my view, 
mark out so profoundly even 

those concepts of history which 
are, in themselves, closest and 

most familiar to us.’

4  Walter Benjamin, The Work 
of Art in the Age of Its Mechanical 

Reproduction.

5  For Benjamin, this 
forms the basis for the mass 

consumption of art, and he uses 
this to explain the new ways 
of experiencing art in the era 
of mass reproduction. I think 

what Benjamin implements 
in the word ‘distraction’ is 

not a negative aspect; rather, 
he describes the state of 

distractedness and how it is 
inevitable in his era.  

6  Walter Benjamin, ‘Theses 
on the Philosophy of History’.

7  Walter Benjamin, The Work 
of Art in the Age of Its Mechanical 

Reproduction.

8  Between 1929 to 1932 
Benjamin used radio, the novel 
mass media tool, for sessions 
he prepared for kids, where 
he describes visual adventures. 
Walter Benjamin, Radio 
Benjamin, ed. Lecia Rosenthal 
(London: Verso Books, 2014).
9  Shapiro discusses the 
translation of poetry to 
architecture and how the 
in-between is multiplied 
with mistranslations. For 
him, creative work is bound 
to the mistranslations. 
These contingencies bring 
binary positions to oscillate 
and bring something new. 
David Shapiro, ‘Poetry and 
Architecture: Mistranslation and 
Collaboration’.

1 Walter Benjamin, ‘Theses on 
the Philosophy of History’, in 
Illuminations, trans. H. Zohn 
(New York: Schocken Books, 

1985), 253–63.

2 Michael Löwy, Fire Alarm: 
Reading Walter Benjamin’s ‘On 

the Concept of History’, trans. C. 
Turner (London: Verso Books, 

2005).

3 Benjamin wrote in his letter 
to Adorno: “They represent a 
first attempt at pinning down 
an aspect of history that must 

establish an irremediable break 
[scission] between our way 

of seeing and the survivals of 
positivism which, in my view, 
mark out so profoundly even 

those concepts of history which 
are, in themselves, closest and 
most familiar to us.” Michael 

Löwy, 18.

4 Walter Benjamin, The Work 
of Art in the Age of Mechanical 

Reproduction, 33.

5 For Benjamin, this forms the 
basis for the mass consumption 

of art, and he uses this to 
explain the new ways of 

experiencing art in the era of 
mass reproduction. I think 

what Benjamin implements 
in the word ‘distraction’ is 

not a negative aspect; rather, 
he describes the state of 

distractedness and how it is 
inevitable in his era.  

6 Walter Benjamin, ‘Theses on 
the Philosophy of History’.

7 Walter Benjamin, The Work 
of Art in the Age of Mechanical 

Reproduction.
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2.1. Improbability of Architecture 
Walter Benjamin’s Theses on the Philosophy of History used twenty numbered paragraphs, 
consisting of intermingled texts of criticism, in no apparent rational order.1 Benjamin 
planned it as a dissident text, seeking a deliberate oscillation between different sources 
and using diverse recollections of, and reflections upon, the past as a means to critique 
the contemporary conditions of capitalism.2 It was seen as a contested piece of writing at 
the time, given that it was effectively a collage of texts that could not be easily pictured 
together. Instead, Benjamin was using the hermetic power of his text to dislocate and dazzle 
readers, forcing them as a consequence to make up their own minds as to the meanings. He 
explained this as an attempt to expose the inseparability of two entities – past and present – 
which are commonly thought as distinct due to their seemingly extreme contrast with each 
other.3 This created another disposition for readers to enter unknown territory in order to 
induce a novel understanding of what otherwise seemed to be a familiar subject.

It is no surprise that Benjamin said that architecture is experienced through distraction.4 
This is to say that when you are in a building somewhere, your tactile perception and 
everyday life distract you from an experience of the object – in this case architecture – and 
this makes it very different from a singular attentive encounter with an object. You become 
immersed in a place and so it is perhaps inevitable to be not-distracted.5 These disparate 
experiences obstruct and disrupt each other and together; they become something else. I 
believe that Benjamin uses distraction in many of his works to kindle critical thinking6 
establishing theory,7 and constructing experience.8 

Improbable Architectures is rooted in Benjamin’s approach of introducing something 
unexpected to distract from prevailing and outworn ways of thinking. Therefore it 
comprises an attempt of becoming foreign to the usual methods of thinking and designing 
and making, so therefore it is about constant doubting. As an experiment it is however 
highly isolated. After all, it is a self-quest journey into the unknown territory of creativity. 
Similarly to Benjamin’s definition of architectural experience, it becomes a self-reflective 
project in which I am immersed, while meanwhile trying to understand the research aim 
behind the experiment. I think the irony of this situation is surely Kafkaesque. However, 
this struggle was needed to approach a familiar and exhaustibly defined subject: myself, as 
an architect/designer/researcher. 

Improbable Architectures thus shows the influence of the structure of Theses on the Philosophy 
of History in its call for the need for deliberate distraction. I began the experiment by 
reading a booklet that I had made and which included an accumulation of various 
texts. The experiment continued by making numerous alterations and shifts that I call 
mistranslations.9 These mistranslations are there to create delays and pauses, and hence 
to implement the strange and foreign within my habitual ways of designing. It was my 
intervention to distract me from myself – although, of course, endless other ways of 
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on the Philosophy of History’, 

in Illuminations, trans. H. Zohn 
(New York: Schocken Books, 

1985), 253–63.
2  Michael Löwy, Fire Alarm: 
Reading Walter Benjamin’s ‘On 
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mark out so profoundly even 
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4  Walter Benjamin, The Work 
of Art in the Age of Its Mechanical 

Reproduction.

5  For Benjamin, this 
forms the basis for the mass 

consumption of art, and he uses 
this to explain the new ways 
of experiencing art in the era 
of mass reproduction. I think 

what Benjamin implements 
in the word ‘distraction’ is 

not a negative aspect; rather, 
he describes the state of 

distractedness and how it is 
inevitable in his era.  

6  Walter Benjamin, ‘Theses 
on the Philosophy of History’.

7  Walter Benjamin, The Work 
of Art in the Age of Its Mechanical 

Reproduction.

8  Between 1929 to 1932 
Benjamin used radio, the novel 
mass media tool, for sessions 
he prepared for kids, where 
he describes visual adventures. 
Walter Benjamin, Radio 
Benjamin, ed. Lecia Rosenthal 
(London: Verso Books, 2014).
9  Shapiro discusses the 
translation of poetry to 
architecture and how the 
in-between is multiplied 
with mistranslations. For 
him, creative work is bound 
to the mistranslations. 
These contingencies bring 
binary positions to oscillate 
and bring something new. 
David Shapiro, ‘Poetry and 
Architecture: Mistranslation and 
Collaboration’.

distraction could have been chosen. I will continue by explaining the mistranslation phases 
of the process.

1st Mistranslation: Constructing the Text 

The experiment begins with cutting out the highlighted parts of various texts that I have 
been collecting for a while. This method uses a poststructuralist manner of approaching 
text and meaning, with clear references to Roland Barthes10 and Jacques Derrida.11 It is an 
intricate formation, in that I hunted down these texts due to their relationships to three 
pre-selected keywords: indistinct, ephemeral and frivolous. These keywords represent the 
fundamental qualities of the kind of architecture that I am seeking to explore through this 
line of experiments. I align them without any purposeful order; they are not circumscribed 
in any coherent fashion. For my experiment, I therefore had a text that consisted only of 
highlighted parts of other texts.

As a whole, therefore, the text is meaningless. The various extracts are in constant dialogue 
and argument with each other. It is a text about nothing yet with extremely determined 
paragraphs. This is quite like Derrida’s ‘book about nothing’; namely, the purest book that 
originates all the others by its nothingness, which enables unrestricted new meanings.12 
The practical aim of this initial stage of my experiment was to design something from out 
of this text. How to use the text was still unclear and remains unstated – and there is a 
reason for that. 
 
For Barthes, whenever you interact with text it creates a ‘split’ in one’s being as well; you 
can contradictorily enjoy yourself in your experience of the book, and meanwhile, you 
seek the absence of yourself through distraction.13 Reading enables a sense of alienation, 
then, and indeed is part of its nature. Moreover, Barthes defines text as a multi-dimensional 
space consisting of various forms of writing, with the reader as the operator who juxtaposes 
them into both argument and dialogue.14 The text provokes new meanings and is rewritten 
with each reading. 

The text, therefore, becomes like a trigger; it disperses thoughts into new juxtapositions and 
enables unexpected transformations as soon as you enter its realm. Moreover, unstructured 
text is doubly startling. It is an unbounded totality of limitless imagination and can evolve 
into anything.15 For Derrida, this is ‘poetic freedom’, a state that is not easily grasped; he 
says it is essential to be detached from oneself to gaze through the indefinable essence 
of the work.16 I too try to benefit from the alienation of the text as I approach myself in 
distraction. The 1st mistranslation is thus about trespassing into the multiple spaces of 
words and meanings to impulsively clash them – and thereby to trigger the required delays 
in creativity. In this phase, preventing the urge to enact and getting rid of oneself are both 
mandatory. This enables the freedom to choose/become another. Later, what seems like a 
flotsam of words and sentences induce the 2nd mistranslation.   

10  Roland Barthes, ‘Split’, 
in The Pleasure of the Text, 
trans. Richard Miller (Oxford: 
Blackwell, 1995), 14.

11  Jacques Derrida, Writing 
and Difference, trans. Alan Bass 
(Chicago: The University of 
Chicago Press, 1978).

12  Jacques Derrida.

13  Roland Barthes, ‘Split’.

14  Roland Barthes, ‘The 
Death of the Author’, trans. R. 
Howard, accessed 20 December 
2014, <http://ubu.com/aspen/
aspen5and6/threeEssays.
html#barthes>.

15  Jacques Derrida, Writing 
and Difference.

16  Jacques Derrida.

8 Between 1929 to 1932 
Benjamin used radio, the novel 
mass media tool, for sessions 
he prepared for children, where 
he describes visual adventures. 
Walter Benjamin, Radio 
Benjamin, ed. Lecia Rosenthal 
(London: Verso Books, 2014).

9 Shapiro discusses the 
translation of poetry to 
architecture and how the 
in-between is multiplied 
with mistranslations. For 
him, creative work is bound 
to the mistranslations. 
These contingencies bring 
binary positions to oscillate 
and bring something new. 
David Shapiro, ‘Poetry and 
Architecture: Mistranslation and 
Collaboration’.

10 Roland Barthes, ‘Split’, 
in The Pleasure of the Text, 
trans. Richard Miller (Oxford: 
Blackwell, 1995), 14.

11 Jacques Derrida, Writing 
and Difference, trans. Alan Bass 
(Chicago: The University of 
Chicago Press, 1978).

12 Ibid., 8-9.

13 Roland Barthes, ‘Split’.

14 Roland Barthes, ‘The 
Death of the Author’, trans. R. 
Howard, accessed 20 December 
2014, <http://ubu.com/aspen/
aspen5and6/threeEssays.
html#barthes>.

15 Jacques Derrida, Writing and 
Difference, 7-25.

16 Ibid., 8.
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2nd Mistranslation: Writing the reR Poems

There is a part in the Surrealist Manifesto where they urge you to become free from yourself 
so as to embrace the new and unexpected: “Put yourself in as passive, or receptive, a state of 
mind as you can. Forget about your genius, your talents, and the talents of everyone else. Keep 
reminding yourself that literature is one of the saddest roads that leads to everything. Write 
quickly, without any preconceived subject, fast enough so that you will not remember what you’re 
writing and be tempted to reread what you have written ... Go on as long as you like.” 17 This 
sums up the beginning of this second stage of the experiment. However, there was nothing 
pleasurable about it. I feel completely lost when and where I follow these little hints and 
hunches. They are not intuitive as yet; they are not about reason either. The text baffles 
me and all I can do is to randomly read some parts to try to make a sense out of it. This 
involves a cycle of days; in fact, I read the texts so many times that I memorise some parts. 
It is as if I am exhaustingly trapped in an in-between place where nothing seems familiar 
or definable and there is a duplicate of me preventing me from departing. Andre Breton 
explains this as the pressure of logic formed by the expectations of modern society and 
progress that circumscribes our experience.18 I have a forced urge to rationalise my acts to 
make sense of it. This leads me to pauses. 

Pauses are the necessary, almost compulsory delays required for getting lost: sustaining 
the time of making decisions, speculating on the possible directions, pondering about the 
probabilities. What could be the next step? Is it a drawing or is it another text or a random 
image? Then, after many of these reading-cycles, some parts of the texts begin to bind 
together. I then use these connections to make another text. The 2nd mistranslation triggers 
words to become poems. I name them as reR (reReading) Poems. The process of writing 
the series of the poems is another cycle; the first step is to write one from the text, and 
then draw and think about it for a while. The 3rd mistranslation begins in this way. Then, 
when I feel like I need to end this stage, I go back to the text and write the next one. The 
process varies with each poem. Altogether there are five poems created by the experiment. 
Here are the titles I give to the poems: reR1: A Pack of Nobodies; reR2: Inexhaustible Nature 
of the Murmur; reR3: Consciousness of Nothing; reR4: Painful Contortions; reR5: Autobiographic 
Effort of A False Self. Although, of course, endless other poems and titles could have been 
extracted.

3rd Mistranslation: Drawing the Improbabilities 

Whereas common architectural objects stand as external entities, as signs, which reflect a 
need, the de-familiarisation of these objects is triggered also by their constitution.19 It is 
signally difficult to pass through the logic of expectancies, and not to fall into the habitual, 
instinctive ways of thinking about architecture. However, if we situate architecture in 
terms of its absence, more possibilities emerge if it becomes a tool for nothing. It can 
wander around without any purpose. Seeking this absence of architecture, and questioning 

17  Andre Breton, Manifestoes of 
Surrealism, trans. Helen.R. Lane 
and Richard. Seaver (Michigan: 

The University of Michigan 
Press, 1969).

18  Andre Breton.
19  K. Michael Hays, 

‘Repetition’, in Architecture’s 
Desire: Reading the Late Avant-
Garde (Cambridge, MA: MIT 

Press, 2010), 89–133.

17 Andre Breton, Manifestos of 
Surrealism, trans. Helen.R. Lane 
and Richard. Seaver (Michigan: 

The University of Michigan 
Press, 1969), 29-30.

18 Ibid.

19 K. Michael Hays, 
‘Repetition’, in Architecture’s 

Desire: Reading the Late Avant-
Garde (Cambridge, MA: MIT 

Press, 2010), 89–133.
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its fundamentals, brings out its unleashed, wild nature. There are of course many ways 
to manipulate architecture from its habitual acts of becoming. Distraction in particular 
anchors it within unconsciousness. Here, common inquisitions for architecture are 
refrained and become obsolete. The unconscious enables the privilege to become ‘other’;20 
this is a fictitious preformation state, hence the name Improbable Architectures. I seek 
the frailties and indistinct in architecture, prior to its formation, through the creation of 
the reR poems. However, when words attempt to become lines and drawings, I always 
encounter another blockage. This is more powerful than the one I had previously with 
the words and sentences. The realm of visual signifiers, memories and implications of 
image matters are intricate and authoritarian compared to the multi-dimensional space 
of the written text. Moreover, it is not easy to break the habits of the hand and eye. Here 
I felt more like a deficient unidentified being who was encountering its distracted self 
through the act of designing. Therefore, there are many pauses and delays involved in 
this mistranslation. For instance, they are formed by endless, diligent sketching – rather 
like Salvador Dali’s Paranoid Critical Method (PCM).21 It is a phase where I abandon my 
usual ways of designing; instead, the act of drawing without anticipation becomes crucial. 
This shifts the emphasis to the process rather than the result. It creates a convenient delay 
for understanding how I treat and communicate with my exploration tools for drawing 
and architecture, therefore constructing new dispositions of myself as a draughtswoman/
architect. This is a ‘mirror stage’22 phase in which I discover the possible dispositions and 
extensions of myself through my ways of drawing.

After far too many obligatory mistranslations of the text, I concluded that the reR Poems 
suggested a specific series of behaviours for architecture. Understanding these behaviours 
is only implicit in the act of drawing. I therefore continued to draw until I felt like each 
poem was satisfied, and the behaviours of the poems had begun to trigger ideas about 
architecture. I think the reR Poems are set up as if there are like clothes for the architecture 
I am seeking. All was laid down, ready for architecture to slip in and become animated. This 
is how the reR poems mistranslated themselves into Improbable Architectures. Although, of 
course, endless other dispositions could have been set up. 

The Mistranslations of Accessibility

Improbable Architectures is an extremely isolated, self-reflective experiment in which 
estrangement is the focus. However, and quite to the contrary, my research process aimed 
to expose these highly isolated, fragile states. Therefore, another set of mistranslations was 
needed for others/observers to enter into the process. These became three mistranslations 
of accessibility: the Book of IA, The Stereoscopic Images, and the Film of IA. 

The Book of IA
This experiment takes place in a 27.94 x 21.59 cm sized plain, ivory-coloured paper 
notebook. It has two volumes, book no.1 and book no.2. This formed the Book of IA. 

20  See Chapter 3. 

21  See Chapter 3, no: 30. 
Carlton Lake, in Salvador Dali: 
The Surrealist Jester, by Meryle 
Secrest (London: Paladin 
Grafton Books, 1988).

22  See chapter 3, no: 07. 
Jacques Lacan, ‘The Mirror 
Stage as Formative of the 
/ Function as Revealed in 
Psychoanalytic Experience’, 
in Ecrits, trans. Bruce Fink 
(New York: W. W Norton & 
Company, 2006).

20 See Chapter 3: Guidelines.

21 See Chapter 3: Guidelines, no: 
30. Carlton Lake, in Salvador 
Dali: The Surrealist Jester, by 
Meryle Secrest (London: Paladin 
Grafton Books, 1988).

22 See Chapter 3: Guidelines, 
no: 07. Jacques Lacan, ‘The 
Mirror Stage as Formative of 
the / Function as Revealed in 
Psychoanalytic Experience’, 
in Ecrits, trans. Bruce Fink 
(New York: W. W Norton & 
Company, 2006).
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All the mistranslations take place in here with two more layers added; my log and the 
Unconscious Drawings (Uc). I use the book for re-reading the text, re-writing the poems, 
drawing Improbable Architectures, and, writing the log. The booklet therefore has to embody 
the whole act. The whole journey of getting lost in the self-quest and the frustrating 
metamorphosis of written texts into architecture are visible within its pages. How I use the 
Book of IA is not strictly defined. What to design from its text is ambiguous. Scale, human 
interaction, and contextual environment are also left unclear. However there is one rule, 
which is to draw autonomously for a minute at the end of each day and number these 
drawings in order to mark the working days. These are called the Uc Drawings, a free space 
for me to break the habits of drawing. There are 21 Uc Drawings for 21 days. Meanwhile, the 
log includes a timeline that notes the working hours, working with/without interruptions, 
moving houses, visiting families and deadlines for submissions, exhibitions, and so on. It 
also has specific entries where I struggle and stop or convince myself to continue. The log 
becomes a diligent, restless recording of my research efforts. It aligns the frustrations of and 
satisfaction about this experiment; things that fail, or are refused and feebly drawn, align 
with the things that I like to look at and share with others.23 When the log overlaps with 
the drawings, another mistranslation appears: it is the interrupted routine of the researcher 
on her self-quest. Here, as a result, the others/observers become witnesses of the self-quest 
in the Book of IA.   

Stereoscopic Images
As mentioned, the experiment is mostly about process; however, the architectures that it 
pursues give clues to the subsequent explorations that will follow. In the experiment, these 
subtle, strange formations of architecture – originally only necessary for the self-quest – 
begin to suggest another kind of architecture that is not so easily accessed. Hence they 
are rooted from my unconscious. They demand bodily configurations from the others/
observers. Therefore, this mistranslation of accessibility starts with the implementation 
of the body through the experience of a drawing. Improbable Architectures appear thus in 
stereoscopic images. And, the experience of being adapted to and seeing a stereoscopic 
image is inherently a spatial act. The two slightly dissimilar images overlap with the bodily 
position of the observer. 24 Here, they become a part of the architectures that I pursue. I 
take a few complicated and unreasonable steps for the bodily experience of these drawings: 
first, the drawings are digitally modelled and rendered for stereoscopic cameras; next, these 
digital stereoscopic images are converted into printed slides; then later they are aligned in 
laser-cut reels and placed into 1960s-model grey Viewmasters. In this mid-digital age, it is 
possible and very simple to use mobile phones or VR goggles to view stereoscopic images. 
In fact, this option would eliminate many sufferings that I encountered in the making 
of the Viewmaster reels. But what I was seeking out here is something different. I think 
the tactile experience of the drawing begins with how I treat these drawings. During the 
making of the reels, the digital stereoscopic images became singular and fragile. In the end, 
the realm of Improbable Architectures is a stereoscopic toy that invokes childhood memories 
and curiosity, intermingled with weird drawings with very long names and poems that 

23  Instagrammable drawings 
versus the drawings we keep for 

ourselves. 

 Jonathan Crary, Techniques of 
the Observer: On Vision and 
Modernity in the Nineteenth 

Century (Cambridge, MA: MIT 
Press, 1996).

23 Instagrammable drawings 
versus the drawings we keep for 

ourselves.

24 Jonathan Crary, Techniques 
of the Observer: On Vision and 

Modernity in the Nineteenth 
Century (Cambridge, MA: MIT 

Press, 1996).
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do not say anything in particular. The process of making creates deliberate delays. This is 
another mistranslation in which the necessary disengagements from our expectations of a 
drawing and research must be taken.

Diagram-Documentary
Although the Book of IA is a tool for witnessing the self-reflective process, the others/
observers never have the access to it. Thus the Book of IA is also accessed through a visual 
recording. This comprises a diagram-documentary in which I slowly turn the pages of the 
notebooks and each of the reR poems and log entries appear on the screen. This became 
another mistranslation of accessibility where juxtaposing different elements of the process 
enables observing. The video is 15 minutes long and it is not for watching in one sitting. 
It offers a quiet, humble visual portrayal that does not demand much, a background image 
that draws attention at different intervals. By not demanding much, the behaviour of 
the observer is reciprocally defined. The others/observers not only look at a notebook by 
viewing the film. They witness the interrupted routine of my process of being distracted by 
the layers of emotional, social struggles. 
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2.2. The Book of IA 

2. 1. The Book of IA
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reR1: A Pack of Nobodies

A pack of nobodies. But it isn’t quite like that. It’s just that  
nobody helps me, otherwise a pack of nobodies would be nice, I  
would rather like (what do you think?) to go on an excursion  
with a pack of nobodies. 25 
  
  it is no longer of any importance whether one says I. We  
 are no longer ourselves. Each will know his own. We have been  
 aided, inspired, multiplied.26 
  
      There are random, or uncombined (incoherent)  
     differences, which emerge and pass without leaving a trace27 
  
                            It fosters connections 
between fields, the removal of blockages on bodies without 
organs, the maximum opening of bodies without organs onto a  
plane of consistency.28 
  
  negation as the condition of the sharpness of their outlines, as 
  that which fixes them as what they are29 
  
   No mirror yet has been invented in which they  
might reflect themselves. They ineluctably evade reflection. No 
catoptrics can mirror back to them, the shallowest, most  
surface-bound beings, the historical disaster that they portend.30 
  
      He makes himself known to himself  
from the other side of the world and he looks from the horizon  
toward himself to recover his inner being. Man is “a being of  
distances”31 32

24  Franz Kafka, ‘Description 
of a Struggle’, in The Complete 

Stories, ed. N. N. Glaztzer (New 
York: Schocken Books, 1995).

25  Gilles Deleuze and Felix 
Guattari, A Thousand Plateaus; 
Capitalism and Schizophrenia, 

trans. Brian Massumi (London: 
Continuum, 2013), p.3.

26  Sanford Kwinter, 
Architectures of Time Toward a 

Theory of the Event in Modernist 
Culture (New York: MIT Press, 

2001), pp 24-25.

27  Gilles Deleuze and Felix 
Guattari, A Thousand Plateaus; 
Capitalism and Schizophrenia, 

p.12.

28  Jean-Paul Sartre, Being 
and Nothingness, An Essay on 
Phenomenological Ontology, 

trans. Hazel E. Barnes (London: 
Routledge, 2003), p.21.

29  Avital Ronell, Stupidity 
(Chicago: University of Illinois 

Press, 2002), p.18.

30  Jean-Paul Sartre, Being 
and Nothingness, An Essay on 

Phenomenological Ontology, 
pp.17-18.

31  Bihter Almac, ‘A Pack of 
Nobodies’, in The Book of IA 

(2015).

25 Franz Kafka, ‘Description 
of a Struggle’, in The Complete 

Stories, ed. N. N. Glaztzer (New 
York: Schocken Books, 1995), 

39.

26 Gilles Deleuze and Felix 
Guattari, A Thousand Plateaus; 
Capitalism and Schizophrenia, 

trans. Brian Massumi (London: 
Continuum, 2013), 3.

27 Sanford Kwinter, 
Architectures of Time Toward a 

Theory of the Event in Modernist 
Culture (New York: MIT Press, 

2001), 24-25.

28 Gilles Deleuze and Felix 
Guattari, A Thousand Plateaus; 
Capitalism and Schizophrenia, 

p.12.

29 Jean-Paul Sartre, Being 
and Nothingness, An Essay on 
Phenomenological Ontology, 

trans. Hazel E. Barnes (London: 
Routledge, 2003), 21.

30 Avital Ronell, Stupidity 
(Chicago: University of Illinois 

Press, 2002), 18.

31 Jean-Paul Sartre, Being 
and Nothingness, An Essay on 

Phenomenological Ontology, 
17-18.

32 Bihter Almac, ‘A Pack of 
Nobodies’, in The Book of IA 

(2015).
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reR2: Inexhaustible Nature of the Murmur

                the self is at the same time far from
‘sleepy’; indeed, it is excessively alert, and may be thinking and 
observing with exceptional lucidity.33 
  
   This is not an easy position to 
stay in, it is even very difficult to hold, for these beings are in 
constant motion and their movements are unpredictable and 
follow no rhythm. They swirl, go north, then suddenly east; 
none of the individuals in the crowd remains in the same place 
in relation to the others. So I too am in perpetual motion;34

 
 : lasting a very short time <ephemeral pleasures>35 
  
All that he does seems to him, it is true, extraordinarily new, but 
also, because of the incredible spate of new things, 
extraordinarily amateurish, indeed scarcely tolerable, incapable 
of becoming history, breaking short the chain of the 
generations, cutting off for the first time at its most profound 
source the music of the world 36 
  
            “Yes, your life was monotonous, you deserve this 
 diversion,”37 
           Go on as long 
as you like. Put your trust in the inexhaustible nature of the 
murmur. If silence threatens to settle in if you should ever 
happen to make a mistake – a mistake, perhaps due to
 carelessness – break off without hesitation with an overly clear 
line.38 
    
Although the 
silence of madness is the absence of a work, this silence is not 
simply the work’s epigraph, nor is it, as concerns language and 
meaning, outside the work. Like nonmeaning, silence is the 
work’s limit and profound resource.39 
  
  a : of little weight or importance40 
  
the problem of stupidity occupies a place of deliberate latency; 

32  R. David Laing, The 
Divided Self: An Existential 
Study in Sanity and Madness.

33  Gilles Deleuze and Felix 
Guattari, ‘1914: One or Several 
Wolves’, in A Thousand Plateaus; 
Capitalism and Schizophrenia, 
trans. Brian Massumi (London: 
Continuum, 2013).

34  ‘Ephemeral’, accessed 12 
November 2014, <http://
www.merriam-webster.com/
dictionary/ephemeral>.

35  Franz Kafka, The Zürau, 
Aphorisms, trans. M. Hofmann 
and G. Brock (New York: 
Schocken Books, 2006).

36  Franz Kafka, ‘Description of 
a Struggle’.

37  Andre Breton, Manifestoes of 
Surrealism.

38  Jacques Derrida, ‘Cogito 
and the History of Madness’, 
in Writing and Difference, 
trans. Alan Bass (Chicago: The 
University of Chicago Press, 
1978).

39  ‘Frivolous’, accessed 12 
November 2014, <http://
www.merriam-webster.com/
dictionary/frivolous>.

33 R. David Laing, The Divided 
Self: An Existential Study in 
Sanity and Madness, 78.

34 Gilles Deleuze and Felix 
Guattari, ‘1914: One or Several 
Wolves’, in A Thousand Plateaus: 
Capitalism and Schizophrenia, 
trans. Brian Massumi (London: 
Continuum, 2013), 29.

35 Ephemeral’, accessed 12 
November 2014, <http://
www.merriam-webster.com/
dictionary/ephemeral>.

36 Franz Kafka, The Zürau, 
Aphorisms, trans. M. Hofmann 
and G. Brock (New York: 
Schocken Books, 2006).

37 Franz Kafka, ‘Description of 
a Struggle’, 42.

38 Andre Breton, Manifestos of 
Surrealism, 30.

39 Jacques Derrida, ‘Cogito 
and the History of Madness’, 
in Writing and Difference, 
trans. Alan Bass (Chicago: The 
University of Chicago Press, 
1978), 66.

40 ‘Frivolous’, accessed 12 
November 2014, <http://
www.merriam-webster.com/
dictionary/frivolous>.
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ever on the prowl for your moment of greatest vulnerability, it 
prepares another sneak attack. Unless you really know what 
you’ve doing – and then it’s in your face, all over you, in fact, 
showing no pity. It seizes your autobiographical effort, taking 
the place of your “I”, henceforth enfeebled, dominated by 
shame.41 42

40  Avital Ronell, Stupidity.

41  Bihter Almaç, ‘Inexhaustible 
Nature of the Murmur’, in The 

Book of IA (2015).

41 Avital Ronell, Stupidity, 
10-11.

42 Bihter Almaç, ‘Inexhaustible 
Nature of the Murmur’, in The 

Book of IA (2015).
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reR3: Consciousness of Nothing

    this is not the poorest, but the most oppressed 
of consciousnesses. It is the consciousness of nothing, upon which all 
consciousness of something enriches itself, takes on meaning and shape.43

  The need for it is only urgent to the extent that the enjoyment of 
it makes it a need.44

—a gray, negative dream, the origin of the total Book that haunted other 
imaginations.45

  Write quickly, without any preconceived subject, fast enough so 
that you will not remember what you’re writing and be tempted to reread 
what you have written...46

        I 
know that the periphery is the only place I can be, that I would die if I let 
myself be drawn into the center of the fray, but just as certainly if I let go of 
the crowd.47

        this 
project is meaningful in such a way that it can be defined only in relation 
to a precomprehension of the infinite and undetermined totality.48

It struck me that if I stared long enough at the environment that I would 
blend with it and disappear just as if the place was empty and I had 
disappeared. It is as if you get yourself to feel you don’t know who you are 
or where you are.49 50 
 

42  Jacques Derrida, Writing 
and Difference.

43  Johan H. Huizinga, ‘Nature 
and Significance of Play as 
a Cultural Phenomenon’, in 
Homoludens: A Study of the Play-
Element in Culture (London: 
Routledge, 2009).

44  Jacques Derrida, Writing 
and Difference.

45  Andre Breton, Manifestoes of 
Surrealism.

46  R. David Laing, The 
Divided Self: An Existential 
Study in Sanity and Madness.

47  Jacques Derrida, ‘Cogito 
and the History of Madness’.

48  R. David Laing, The 
Divided Self: An Existential 
Study in Sanity and Madness.

49  Bihter Almaç, 
‘Consciousness of Nothing’, in 
The Book of IA (2015).

43 Jacques Derrida, Writing and 
Difference, 8.

44 Johan H. Huizinga, ‘Nature 
and Significance of Play as 
a Cultural Phenomenon’, in 
Homoludens: A Study of the Play-
Element in Culture (London: 
Routledge, 2009), 8.

45 Jacques Derrida, Writing and 
Difference, 8.

46 Andre Breton, Manifestos of 
Surrealism, 29.

47 R. David Laing, The Divided 
Self: An Existential Study in 
Sanity and Madness, 110.

48 Jacques Derrida, ‘Cogito and 
the History of Madness,’ 68.

49 R. David Laing, The Divided 
Self: An Existential Study in 
Sanity and Madness, 110.

50 Bihter Almaç, 
‘Consciousness of Nothing’, in 
The Book of IA (2015).



78 INQUIRY

reR4: Painful Contortions

If time is real, then the world itself represents a complex, infinitely 
entailed, dynamical system or fluid manifold. As a manifold or flow 
phenomenon the world comprises not pregiven, ideal Forms but metastable 
shapes floating in a river of ever-generating differences.51

     I tried to persuade myself that I 
ought to be pleased to be already in this natural position, for otherwise 
many painful contortions, such as steps or words, would be required to 
arrive at it.52

To reach, not the point where one no longer says I, but the point where it is 
no longer of any importance whether one says I. We are no longer ourselves. 
Each will know his own. We have been aided, inspired, multiplied.53 

:…it’s said very clearly and exactly. When the whole of man has achieved 
happiness, there won’t be any time, because it won’t be needed. It’s perfectly 
true.

:where will they put it then?

:They won’t put it anywhere. Time isn’t a thing, it’s an idea. It’ll die out in 
the mind. 

Time is a condition for the existence of our ‘I’…Time is necessary to man, 
so that, made flesh, he may be able to realize himself as a personality. 54

00:59:35,760 --> 00:59:38,354

l don’t know what’s going on here in the absence of man,

00:59:39,240 --> 00:59:44,268

but the moment someone shows up, everything comes into motion.

50  Sanford Kwinter, 
Architectures of Time Toward a 

Theory of the Event in Modernist 
Culture.

51  Franz Kafka, ‘Description of 
a Struggle’.

52  Gilles Deleuze and Felix 
Guattari, A Thousand Plateaus: 
Capitalism and Schizophrenia.

53  Andrey Tarkovsky, 
Imprinted Time in Sculpting in 

Time: Reflections on the Cinema, 
trans. K. Hunter-Blair (Austin: 

University of Texas Press, 2006).

51 Sanford Kwinter, 
Architectures of Time Toward a 

Theory of the Event in Modernist 
Culture, 24-25.

52 Franz Kafka, ‘Description of 
a Struggle,’ 42.

53 Gilles Deleuze and Felix 
Guattari, A Thousand Plateaus: 

Capitalism and Schizophrenia, 3.

54 Andrey Tarkovsky, Imprinted 
Time in Sculpting in Time: 
Reflections on the Cinema, 

trans. K. Hunter-Blair (Austin: 
University of Texas Press, 2006), 

57.
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00:59:46,840 --> 00:59:49,354

Old traps disappear and new ones emerge.

00:59:51,160 --> 00:59:53,628

Safe spots become impassable.

00:59:55,320 --> 01:00:00,030

Now your path is easy, now it’s hopelessly involved.

01:00:04,520 --> 01:00:05,794
That’s the Zone.55

adjective \i-ˈfem-rəl, -ˈfēm-; -ˈfe-mə-, -ˈfē-\
: lasting a very short time56 57

54  Andrey Tarkovsky, Stalker.

55  ‘Ephemeral’.

56  Bihter Almaç, ‘Painful 
Contortions’, in The Book of IA 
(2015).

55 Andrey Tarkovsky, Stalker.

56 ‘Ephemeral’.

57 Bihter Almaç, ‘Painful 
Contortions’, in The Book of IA 
(2015).
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reR5: Autobiographical Effort of a False-Self

         
       in this day and 
age logical methods are applicable only to solving problems of secondary 
interest.58 

play is not “ordinary” or “real” life. It is rather a stepping out of “real” life 
into a temporary sphere of activity with a disposition all of its own59. 

   Just look at these nobodies pushing each other, all these 
arms stretched across or hooked into one another, these feet    
   separated by tiny steps! Everyone in frock coats, needless to say. We walk 
along so happily, a fine wind is whistling through the gaps made by us and 
our limbs. In the mountains our throats become free. It’s a wonder we don’t 
break into song.60

The unrealness of perceptions and the falsity and        
meaninglessness of all activity are the necessary consequences  of perception 
and activity being in the command of a false self-61

00:27:12,320 --> 00:27:14,470
the moment we name them, their meaning disappears,

00:27:14,680 --> 00:27:18,878
melts, dissolves like a jellyfish in the sun.62 

There is one more thing, one more problem. The stupid cannot see 
themselves. No mirror yet has been invented in which they might reflect 
themselves. They ineluctably evade reflection. No catoptrics can mirror 
back to them, the shallowest, most surface-bound beings, the historical 
disaster that they portend.63 

                                                        This is not an easy position to stay 
in, it is even very difficult to hold, for these beings are in constant motion 
and their movements are unpredictable and follow no rhythm. They swirl, 

57  Andre Breton, Manifestoes of 
Surrealism.

58  Johan H. Huizinga, ‘Nature 
and Significance of Play as a 

Cultural Phenomenon’.

59  Franz Kafka, ‘Description of 
a Struggle’.

60  R. David Laing, ‘The 
Inner Self in the Schizoid 

Condition’, in The Divided Self: 
An Existential Study in Sanity 

and Madness (London: Penguin 
Books, 1990).

61  Andrey Tarkovsky, Stalker.

62  Avital Ronell, Stupidity.

58 Andre Breton, Manifestos of 
Surrealism, 9.

59 Johan H. Huizinga, ‘Nature 
and Significance of Play as a 

Cultural Phenomenon,’ 8.

60 Franz Kafka, ‘Description of 
a Struggle,’ 39.

61 R. David Laing, ‘The 
Inner Self in the Schizoid 

Condition’, in The Divided Self: 
An Existential Study in Sanity 

and Madness (London: Penguin 
Books, 1990), 82.

62 Andrey Tarkovsky, Stalker.

63 Avital Ronell, Stupidity, 18.
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go north, then suddenly east; 
none of the individuals in the crowd remains in the same place in relation 
to the others. So I too am in perpetual motion; all this demands a high 
level of tension, but it gives me a feeling of violent, almost vertiginous, 
happiness.64

          
 It seizes your autobiographical effort, taking    
   the place of your “I”, henceforth enfeebled, dominated 
by shame.65 66

63  R. David Laing, The 
Divided Self: An Existential 
Study in Sanity and Madness.

64  Avital Ronell, Stupidity.

65  Bihter Almaç, 
‘Autobiographical Effort of a 
False-Self ’, in The Book of IA 
(2015). 

following page image

 2. 2. The Book of IA, the film.

64 Gilles Deleuze and Felix 
Guattari, ‘1914: One or Several 
Wolves’, in A Thousand Plateaus: 
Capitalism and Schizophrenia, 
trans. Brian Massumi (London: 
Continuum, 2013), 29.

65 Avital Ronell, Stupidity 
(Chicago: University of Illinois 
Press, 2002), 10-11.

66 Bihter Almaç, 
‘Autobiographical Effort of a 
False-Self ’, in The Book of IA 
(2015).
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2. 3. The Extracts from the Improbable 
Architectures
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*
In summary, Improbable Architectures is a viewing gadget intermingling memory and 
curiosity through its views of drawings and poems. The making of and interacting with it 
carry the fundamental aspects of distractedness. Therefore, this experiment sets the level 
of expectation for my design research generally. Improbable Architectures, being influenced 
by the Theses on the Philosophy of History, serves to introduce something unexpected by 
distracting my usual ways of thinking/designing/making.

As an experiment it is made of various mistranslations, which later became the fundamental 
ways of making in the following design experiments. These pauses were convenient delays 
for understanding how I treat and communicate with my exploration tools for drawing 
and architecture, therefore constructs new dispositions of myself as a draughtswoman/
architect.

It is worth emphasising the critical elements of the experiment since my design research 
stems from them. IA introduces the state of deliberate distractedness; this is not the primary 
distraction of unwilling and not-thinking; it is a dispersed, scattered state that multiplies 
as one intentionally enters in and sharpens one’s receptions. Therefore, because you are 
deliberately distracted, the sense of alienation – the feeling of being strange, the uncanny 
of the encounter with the unfamiliar – is what you usually experience. IA essentially uses 
text as the anchor for its alienation; when you interact with the text it creates bifurcations 
in the reader and disperses thoughts into new juxtapositions and enables unexpected 
transformations. The reader fluctuates in-between as they try to find their position. My 
design research experiments use this sense of estrangement as an approach for the making 
tactics. I benefit from the dispersing effects of written text, and as I continue to explore 
distractedness mechanisms, I can use architecture. The process particularly introduces 
encounters with the strange in a manner that shatters our ways; therefore meeting the 
‘other’, becoming ‘other’, and otherness as a way of engagement are re-established in the 
framework of my research.    

The positions of observers are somehow the control mechanisms of the experiments. In 
Improbable Architectures, the others/observers become witnesses of the interrupted routine 
of the researcher in her quest to become a distracted-being. All the experiments demand 
some kinds of bodily configurations from these observers. This is a convenient way of 
engaging and adjusting them to the distracted nature of the work. In IA, the accessibility 
of the work starts with the implementation of the body in the experience of a drawing in 
the form of stereoscopic images. Therefore, the making of my research results within its 
relations to the others/observers. Their role, how they interact becomes crucial in how the 
design works are conceived and made. 

In IA, I am thus seeking the frailties and indistinctiveness in architecture, as a process, prior 
to its formation with the received text. In the experiment, these subtle, strange formations 



87

of architecture – which are only necessary for the self-quest – then begin suggest another 
kind of architecture that is not easily accessed. The following experiments continued the 
exploration; collectively I describe these states as the Wild Fields of Architecture (WFoA).  



Chapter 3: Guidelines 
My Adventurous Pursuit of the Distracted-being
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The phase of becoming starts when the fragmented, disrupted 
unconscious attempts to create a whole image that us akin 
to its own.1 ‘The writing imagined here,’2 which is a map key 
with numbered paragraphs, acts as a filtering layer and tends 
to create a whole, consistent diagrammatic image called Two 
Self-Portraits. This image, along with its tactile performativity, 
aims to discuss how our encounters and interactions with 
another kind of architecture produce a constellation of ideas, 
thereby suggesting a particular theoretical position. In Two 
Self-Portraits I am concerned with how an image is created in 
a similar manner of Lacan’s ‘mirror stage’. This diagrammatic 
image suggests a descriptive drawing of my adventurous 
pursuit of becoming a distracted-being. And, I think the 
two-fold creation of this ‘writing image’ takes paramount 
importance of my work as it describes the essential behaviour 
of my research process.

The methodology here is to merge various ideas that might 
seem discrete, incoherent and probably irrational. Therefore, 
the writing should be treated as a dream report, which is not 
a conventional narrative, but instead a series of cumulative 
images that acts like a riddle.3 In its formation, I used a 
cumulative text from a variety of literary and theoretical sources. 
These references came together in search of an identity for 
the author of my design research. And the ideas of Lacan – 
primarily that of the ‘mirror stage’ – served as an interlocutor 
to provide the required level of distraction and to form the map 
key for Two Self-Portraits. This map key is a formation of series 
of numbered references and is called my adventurous pursuit 
of the distracted-being. With each numbered reference, I serve 
as a cobbler-architect, who uses and manipulates them for 
self-centred purposes and believes that they fit together.4 And 
thus I discovered the position of the author/researcher with the 
research process. Thereby the drawing/diagram of Two Self-
Portraits is formed. 

This report is rooted from the first, previous experiment of 
my research, titled Improbable Architectures: A Self-Quest 
in Peculiar Creativity. This chapter brings forth the necessity 
of redefining descriptions of the ‘self’ and the ‘other’, and of 

1  Jacques Lacan, The Four 
Fundamental Concepts of Psycho-

Analysis.

2  Linda Walker defines 
her writing in this way, in 

emphasizing the imaginative 
ways of constructing a text. 

Linda Marie Walker, ‘Writing, 
a Little Machine’, Architectural 

Theory Review 17, no. 1 (2012).

3  Grosz is particularly adept 
in describing Freud’s ideas 
of dream report. Elizabeth 

Grosz, Jacques Lacan: A 
Feminist Introduction (London: 

Routledge, 1990).

4  Holm uses this phrase 
to explain how he clashes 

different texts that does not 
seem to belong together, quite 

similar to Walter Benjamin 
in the latter’s Theses on the 

Philosophy of History. Lorens 
Holm, ‘Vignettes of Death: 
Architecture and the Death 

Drive’, Critical Quarterly 49, no. 
3 (Autumn 2007): 31–59.

1 Jacques Lacan, The Four 
Fundamental Concepts of Psycho-

Analysis.

2 Linda Walker defines 
her writing in this way, in 

emphasizing the imaginative 
ways of constructing a text. 

Linda Marie Walker, ‘Writing, 
a Little Machine’, Architectural 

Theory Review 17, no. 1 (2012), 
40.

3 Grosz is particularly adept in 
describing Freud’s ideas of dream 

report. Elizabeth Grosz, Jacques 
Lacan: A Feminist Introduction 

(London: Routledge, 1990).

4 Holm uses this phrase 
to explain how he clashes 

different texts that does not 
seem to belong together, quite 

similar to Walter Benjamin 
in the latter’s Theses on the 

Philosophy of History. Lorens 
Holm, ‘Vignettes of Death: 
Architecture and the Death 

Drive’, Critical Quarterly 49, no. 
3 (Autumn 2007), 31–59.
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the particular state of creativity that triggers the encounter 
between them. Here, the terms ‘self’ and ‘other’ both represent 
the architect and architecture. As I place architecture within 
the ‘self’ and the ‘other’ within architect, and vice versa, the 
normative perception of their relation irreversibly changes. 
Through peculiar creativity, the architect and their architecture 
can co-exist and reflect upon each other. Distractedness from 
this state frames them in their dispersed conditions.

In this state, the architect become alarmed and ludic in the 
pursuit of a secure ground for their creativity. As they become 
the ‘other’ their ego is split and architecture is irremediably 
bifurcated. The relationship between normative architecture 
and the Wide Fields of Architecture are implicit in nature. The 
latter are intentionally quite absurd, and they mostly reside in the 
imaginary. Their otherness emerges within themselves. They 
are ephemeral, weird, frivolous and indistinct. The Wild Fields 
of Architecture have no aim or reason, and echo certain other 
kinds of architecture in their sense of absolute uselessness.5

This chapter follows the self-quest process of the last one, and 
expands upon its outcomes to ponder on the probabilities 
of peculiar creativity. Two Self-Portraits and its map key, ‘my 
adventurous pursuit of the distracted-being’, seek to define the 
territory of my design research. Therefore, they act in parallel as 
guides for me in the ensuing experiments.

5  Wim Van den Bergh, 
‘Icarus’s Amazement or the 
Matrix of Crossed Destines’, 
in Lancaster / Hanover 
Masque, ed. John Hejduk 
(London: Canadian Centre for 
Architecture -AA, 1992). pp. 
83- 84.

3. 1. Two Self-Portraits

Exhibition, 2018.

coloured acetate print mounted on cnc carved 
transparent acrylic, 175cm x 60cm, from the 

exhibition of the Bartlett Research Conference 
2018, London. Photo by the author.

5 Wim Van den Bergh, ‘Icarus’s 
Amazement or the Matrix of 
Crossed Destines’, in Lancaster 
/ Hanover Masque, ed. John 
Hejduk (London: Canadian 
Centre for Architecture -AA, 
1992), 83-84.
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3.2. Meeting the 
Other 

no: 01. We cohabit with an unconscious 
double, which lurks around, stalks us, 
records hastily, and prowls till the very 
moment it finds a crack in our reason to 
bolt and baffle us with its strangeness. We 
might be surprised or neglect it, however, 
our unwanted, unconscious double is 
synchronically rooted from the exact 
component of our self. The relationship 
of the unconscious and the conscious is 
ambivalent. The unconscious summons 
impediment, split, failure at the moment it 
faces the conscious.6 I am interested in the 
exact moment of this encounter. 

no: 02. Sigmund Freud’s unconscious is 
a vacillation of an alien temporality; it is a 
phenomenon of disruption.7 And in this 
equation, conscious acts are profoundly 
fugitive8 Conscious knowledge is a limited 
temporal existence, which must have been 
part of a greater, yet latent structure that 
resides in the unconscious.9 In Freud’s 
psychical topography, when the unconscious 
transposes into a conscious act, this is 
recorded in the conscious. Meanwhile there 
remains another record in the unconscious. 
As a result, there are disparate records of 
the same that reside in different layers of 
the psychical topography.10 11

no: 03. The relations of the unconscious, 
the conscious, the other, the subject and 
the ego are quite complex. Situating them 

6  Jacques Lacan, The Four 
Fundamental Concepts of Psycho-
Analysis.
7  Jacques Lacan.

8  Sigmund Freud, The 
Structure of The Unconscious, 
trans. A. A. Brill (Hertfordshire: 
Wordsworth Classics of World 
Literature, 1997).

9  Sigmund Freud, The 
Unconscious.

10  Sigmund Freud.

11  See the image 3.3.e.

by their relations to the other however 
clarifies the connections and the structure 
becomes apparent. Other exists in 
consciousness; it is an act of becoming and 
therefore, an internal negation of the self.12 
And, my adventurous pursuit starts with 
tailing the Other. 

no: 04. In The Burrow, ‘the creature’ 
builds its den by logical acts to expel its 
fears of the unreasonable other. Then, 
realises that as it builds to push away the 
unreasonable, it is trapped in with its own 
fear.13 14

no: 05. Unconscious is definable upon 
encounters of the symbolic register, such as 
the formation of the language or the desires 
for the other. Prior to the encounters of the 
other, unconscious has no subject; the self 
is not defined.15 

no: 06. For Freud, there are two types 
of ego; the realistic and the narcissistic. 
The realistic ego is the shield for the social 
reality that buffers the unrealistic claims 
of the Id.16 The narcissistic ego, on the 
other hand, consists of various formations, 
images, and symbols that cannot be 
distinguished from the internal relations 
or the external object.17 Lacan uses the 
narcissistic ego model for his account of the 
‘mirror stage.’

12  Jean-Paul Sartre, Being 
and Nothingness: An Essay on 
Phenomenological Ontology. 
p.618

13  Franz Kafka, The Burrow.
14  See the image 3.3.q.

15  Jacques Lacan, The Four 
Fundamental Concepts of Psycho-
Analysis.

16  Elizabeth Grosz, Jacques 
Lacan: A Feminist Introduction.
17  Elizabeth Grosz. p.29

6 Jacques Lacan, The Four 
Fundamental Concepts of Psycho-
Analysis.

7 Ibid.

8 Sigmund Freud, The Structure 
of The Unconscious, trans. 
A. A. Brill (Hertfordshire: 
Wordsworth Classics of World 
Literature, 1997).

9 Sigmund Freud, The 
Unconscious.

10 Ibid.

11 See the image 3.3.e.

12 Jean-Paul Sartre, Being 
and Nothingness: An Essay on 
Phenomenological Ontology, 618.

13 Franz Kafka, The Burrow.

14 See the image 3.3.p.

15 Jacques Lacan, The Four 
Fundamental Concepts of Psycho-
Analysis.

16 Elizabeth Grosz, Jacques 
Lacan: A Feminist Introduction.

17 Ibid., 29.
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no: 07. The ‘mirror stage’ is almost 
spatial. Here, the ego begins to operate and 

creates situated positions among interrelated 
accounts of the subject, the other, and 

consciousness. In the beginning, ‘the I’ is 
primitive and pre-objectified.18 Lacan comes 

with his famous example to describe this 
phase; every infant undergoes a stage as 

they experience the absence of their mother. 
Therefore, Lacan initializes the ‘mirror stage’ 
with the idea of absence; the infant who no 
longer retains their unity with the mother, 

begins to look for identification as a necessity 
to fill her absence. In this phase, the infant 
begins to position themselves in the world, 

among others; this signifies the emergence of 
the subject, the object, the self and the other, 

which are the conceptual structures of their 
life.19

no: 08. The moment the subject is in 
question, it is already split. We are our own 

others. The narcissistic ego, when is not 
entirely exposed to the outside, delineates 
a vicious double that bears the undesired 

and unpleasant self.20 The uncanny21 of the 
outsider, the stranger is rooted from this 

undesired part of ourselves. In this equation, 
quite similar to the Beast in Franz Kafka’s 

story The Burrow, the benevolent double 
attempts to prevent the overshadowing of the 
uncanny other to have somewhat authority.22 

Therefore, the whole problematic of the 
uncanny of a stranger can be defined as a 

problem of the ethics of respect towards the 
strange and the disputed.23

no: 09. The distracted one cannot reflect 
on themselves and neither the observers can 

18  Jacques Lacan, Ecrits, trans. 
Bruce Fink (New York: W. W 
Norton & Company, 2006). 

p. 96.

19  Elizabeth Grosz, Jacques 
Lacan: A Feminist Introduction. 

p.35

20  Julia Kristeva, Strangers 
to Ourselves, trans. Leon S. 

Roudiez (New York: Columbia 
University Press, 1994).

21  Kristeva refers to Freud’s 
definition of the uncanny, 

how it always is rooted from 
the home and the familiar. See 
Sigmund Freud, The Uncanny, 

trans. David McLintock 
(London: Penguin Books, 

2003).

22  Julia Kristeva, Strangers to 
Ourselves. p.184

23  Julia Kristeva. p.182

understand their state as the distracted nestles 
in various masks.24 

no: 10. In the 1966 film The Face of 
Another,25 the two male characters have a 

heavy discussion on the morals of the selfless 
mask. The mask does not have the other 

and therefore the self. It therefore gradually 
creates a delusional reality where it fails to 

root into the world. In this scene, we see the 
two men confronting each other among a 

drifting faceless crowd.26 

no: 11. The uncanny strangeness comes 
at the moment we encounter the other; we 

tend to refuse the other that defines and 
manipulates us, meanwhile this act forces us 

to displace ourselves.27

no: 12. In Kafka’s novella, Description of 
a Struggle,28 the protagonist wants to go on 

an excursion to the mountains and dance 
with a pack of nobodies. “Just look at these 

nobodies pushing each other, all these arms 
stretched across or hooked into one another, these 

feet separated by tiny steps! ...We walk along so 
happily, a fine wind is whistling through the 

gaps made by us and our limbs...”

no: 13. Jean-Paul Sartre divides 
consciousness into two: unreflective 

consciousness – the knowledge of general 
consciousness in the self – and, reflective 

consciousness – the consciousness of the self; 
which is an object to itself.29

24  Paul North, The Problem of 
Distraction.

25  Hiroshi Teshigahara, The 
Face of Another [Tanin no 

Kao], 1966.

26  See the image 3.3.f.
27  Julia Kristeva, Strangers to 

Ourselves. p.187.

28  Franz Kafka, ‘Description of 
a Struggle’.

29  Jean-Paul Sartre, Being 
and Nothingness: An Essay on 
Phenomenological Ontology.

18 Jacques Lacan, Ecrits, trans. 
Bruce Fink (New York: W. W 

Norton & Company, 2006), 96.

19 Elizabeth Grosz, Jacques 
Lacan: A Feminist Introduction, 

35.

20 Julia Kristeva, Strangers 
to Ourselves, trans. Leon S. 

Roudiez (New York: Columbia 
University Press, 1994).

21 Kristeva refers to Freud’s 
definition of the uncanny, 

how it always is rooted from 
the home and the familiar. See 
Sigmund Freud, The Uncanny, 

trans. David McLintock 
(London: Penguin Books, 

2003).

22 Julia Kristeva, Strangers to 
Ourselves, 184.

23 Ibid., 182.

24 Paul North, The Problem of 
Distraction.

25 Hiroshi Teshigahara, The 
Face of Another [Tanin no 

Kao], 1966.

26 See the image 3.3.f.

27 Julia Kristeva, Strangers to 
Ourselves, 187.

28 Franz Kafka, ‘Description of 
a Struggle’, 39.

29 Jean-Paul Sartre, Being 
and Nothingness: An Essay on 

Phenomenological Ontology, 
7-10.
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3.3. Becoming the 
Other 

no: 14. In Kobo Abe’s The Face of 
Another,30 the protagonist journeys to the 
foreign in himself as he was physically 
and emotionally scarred from a laboratory 
accident. As an outstanding scientist, he 
makes the perfect imperceptible mask. The 
mask is a face of a younger handsome man. 
It emerges from his unconscious; seeking 
for a self therefore the other. And, all his 
efforts of becoming are only for one reason; 
to be accepted by his wife— his apparent 
other, as a person. 

no: 15. Humility emerges by self-opacity 
while recognition is a result of other’s 
opacity; and, responsibility comes with the 
relation of the two.31 

no: 16. When Meursault becomes the 
outsider, he is brutally sentenced to death, 
accused of murder, just because he refused 
to show the expected emotions in his 
mother’s funeral.32 Meanwhile, Bartleby 
enjoys being the outsider, and he uses the 
gap of the shock that he causes as he chants 
‘I would prefer not to.’33 34

no: 17. Stalker takes Writer and Professor 
to the Zone, the place that fulfills your 
deepest desires. The first encounter with 
it changes the black and white film into a 
coloured one. This is where Stalker feels as 

30  Kobo Abe, The Face of 
Another (London: Penguin 
Books, 2006).

31  Judith P. Butler, Giving 
an Account of Oneself (New 
York: Fordham University Press, 
2005).

32  Albert Camus, The 
Outsider, trans. Sandra Smith 
(Penguin Books, 2013).

33  Herman Melville, Bartleby: 
The Scrivener A Story of Wall-
Street (New York: Mockingbird 
Classics, 2012).

34  See the images 3.3.b. and 
3.3.c.

his home. Meantime, Writer and Professor 
feel both anxious and mesmerised. They 
are afraid of Stalker and find his behaviours 
strange. He tells them to be careful while 
they are there; “The Zone is a complex 
maze of death traps. l don’t know what’s 
going on here in the absence of man, but the 
moment someone shows up, everything comes 
into motion. Old traps disappear and new 
ones emerge. Safe spots become impassable. 
Now your path is easy, now it’s hopelessly 
involved… lt may even seem capricious. But 
it is what we’ve made it with our state of 
minds.” 35 And in here, everyone is called 
by a nickname, a fake identity, such as: 
Stalker, Professor, Writer, Porcupine-Teacher.   

no: 18. In the false self, the relation of  
‘(self/body) < > other’ 
becomes 
‘self < > (body-other)’.36

Here the self is demarcated from the 
encounters of the other, therefore goes back 
to its own reality that is unreal and begins 
to create things that are unable to connect 
with the outside world and others.37

no: 19. It’s been long since architecture 
lost its position as a necessity; and now is 
a pursuit of architecture’s object-different-
from-itself. Architectural unconscious 
desires the negation of its object.38 As 
architecture becomes the other; rather 
than its realities, the possibilities come into 
question.39 

35  Andrey Tarkovsky, Stalker.

36  R. David Laing, The 
Divided Self: An Existential 
Study in Sanity and Madness. pp. 
76-78.
37  R. David Laing.

38  K. Michael Hays, 
Architecture’s Desire: Reading the 
Late Avant-Garde (Cambridge, 
MA: MIT Press, 2010). pp. 
10-17. 

39  K. Michael Hays.

30 Kobo Abe, The Face of 
Another (London: Penguin 
Books, 2006).

31 Judith P. Butler, Giving an 
Account of Oneself (New York: 
Fordham University Press, 
2005).

32 Albert Camus, The Outsider, 
trans. Sandra Smith (Penguin 
Books, 2013).

33 Herman Melville, Bartleby: 
The Scrivener A Story of Wall-
Street (New York: Mockingbird 
Classics, 2012).

34 See the images 3.3.b. and 
3.3.c.

35 Andrey Tarkovsky, Stalker.

36 R. David Laing, The Divided 
Self: An Existential Study in 
Sanity and Madness, 76-78.

37 Ibid.

38 K. Michael Hays, 
Architecture’s Desire: Reading the 
Late Avant-Garde (Cambridge, 
MA: MIT Press, 2010), 10-17.

39 Ibid.
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no: 20. About the interrelations of 
becoming other with emphasizing ever 

complications of the state; “Broken lines are 
not autonomous little parts which have rent 

and fenced off their own little bit. Lines only 
break in relation to other lines. A line breaks. 

A door remains ajar. Open fences. The field 
can never be totally delimited beginning to 

end. Think about walking through the fields. 
Think of those fields where the boundaries 

can only be fixed in relation to the boundaries 
of other fields. Think of how the journey 

of walking through these fields make it 
impossible to say what in the last instance 

determines what. Think about mapping.” 40

no: 21. This is a kind of hallucinatory 
state, where the edges of self and of others 

become ambiguous, and you externalise 
yourself as if it is an object you see by 

chance. Encountering your unrecognisable 
self as a mere coincidence is in fact 

pleasurable.41 This is a rewarding phase 
because nothing is clear and stable; they are 

constantly taking on new meanings.  

no: 22. In order to enter into the reality 
of John Hejduk’s Masques, a mental 

preparation is needed for the ‘grown-up’ 
architects; this is an induction ritual to 

the conditioned and matured minds for 
the encounter with the fundamentals of 

‘aberrant’ architecture.42

40  Yve Lomax, Writing the 
Image: An Adventure with Art 

and Theory.

41  Wim Van den Bergh, 
‘Icarus’s Amazement or the 

Matrix of Crossed Destines’. 
p. 81.

42  Michael Ende, ‘The Mirror 
in the Mirror’, in Lancaster 

/ Hanover Masque, ed. John 
Hejduk (London: Canadian 

Centre for Architecture -AA, 
1992). p. 82.

3.4. Peculiar 
Creativity

no: 23. Many agree that creativity 
is interdependent to self-actualisation; 

we tend to actualise ourselves while we 
create.4344 Even self-actualisation tests 

show that people who score high describe 
themselves with some of these adjectives; 

‘capable, alert, intelligent, adventurous, 
clever.’45However, in the dark side of 

creativity, there are many who fail to self-
actualise themselves. Creativity can be 

hostile for the being.46

no: 24. ‘All that he does seems to him, 
it is true, extraordinarily new, but also, 

because of the incredible spate of new things, 
extraordinarily amateurish, indeed scarcely 

tolerable, incapable of becoming history, 
breaking short the chain of the generations, 

cutting off for the first time at its most 
profound source...’47 

no: 25. In a way, we build our selves 
through our narratives48; self-awareness 
is constructed through the links of our 
past and future as we tell narratives of 

ourselves. Similarly, our creative process is 
constructed through time and experience 
until designing becomes a part of oneself, 

and designing behaviour becomes 
instinctive. However, split subject/

distracted-being with peculiar creativity 
disrupts these carefully constructed 

narratives.

43  Abraham Maslow, Toward a 
Psychology of Being (New York: 
Van Nostrand-Reinhold, 1968).

44  Carl Rogers, On Becoming 
a Person (Boston: Houghton 

Mifflin, 1961).

45  Mark A. Runco, Peter 
Ebersole, and Wayne Mraz, ‘M 

A Runco, P Ebersole, and W 
Mraz, Self-Actualization and 
Creativity’, Journal of Social 

Behavior and Personality 6 
(1991): 161–67.

46  Mark A. Runco, ‘Self-
Actualization’, in Encyclopedia 

of Creativity, ed. Steven Pritzker 
Mark A. Runco (Elsevier, 2011), 

336.

47  Franz Kafka, The Zürau, 
Aphorisms.

48  Gary D. Fireman, Ted 
E. Mcway Jr., and Owen J. 
Flanagan, ‘Introduction’, in 

Narrative and Consciousness: 
Literature, Psychology and the 

Brain, ed. Gary D. Fireman 
and Owen J. Flanagan (Oxford: 
Oxford University Press, 2003).

40 Yve Lomax, Writing the 
Image: An Adventure with Art 

and Theory, 13.

41 Wim Van den Bergh, 
‘Icarus’s Amazement or the 

Matrix of Crossed Destines,’ 81.

42 Michael Ende, ‘The Mirror 
in the Mirror’, in Lancaster 

/ Hanover Masque, ed. John 
Hejduk (London: Canadian 

Centre for Architecture -AA, 
1992), 82.

43 Abraham Maslow, Toward a 
Psychology of Being (New York: 
Van Nostrand-Reinhold, 1968).

44 Carl Rogers, On Becoming 
a Person (Boston: Houghton 

Mifflin, 1961).

45 Mark A. Runco, Peter 
Ebersole, and Wayne Mraz, ‘M 

A Runco, P Ebersole, and W 
Mraz, Self-Actualization and 
Creativity’, Journal of Social 

Behavior and Personality 6 
(1991), 161-67. 

46 Mark A. Runco, ‘Self-
Actualization’, in Encyclopedia 

of Creativity, ed. Steven Pritzker 
Mark A. Runco (Elsevier, 2011), 

336.

47 Franz Kafka, The Zürau, 
Aphorisms, 201-202.

48 Gary D. Fireman, Ted 
E. Mcway Jr., and Owen J. 
Flanagan, ‘Introduction’, in 

Narrative and Consciousness: 
Literature, Psychology and the 

Brain, ed. Gary D. Fireman 
and Owen J. Flanagan (Oxford: 
Oxford University Press, 2003).
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no: 26. A theoretical mode of looking 
away;

This is to avert your gaze from the centre 
into the edges; towards instant encounters 
where you do not necessarily relay an 
allegiance to a certain thought modes or 
schools and therefore, eventually, result 
a reflective chain of theories echoing and 
explicating their conditions. Rather, you 
use theory as a space of making, pondering 
on the further probabilities, allowing 
‘momentarily shared imaginations’ 
where they become dear with ‘a bit of 
groundlessness.’49 This is where theory 
opens up for peculiarities and singularities, 
where unexpected can be rooted from. 
 

no: 27. The resilience of architecture 
‘at the end of its end’ is the iterations of 
dominant reflections from itself. This 
describes a striking phase, where objects 
of architecture are deliberately split and 
disrupted. The disruption, however, 
establishes a productive denial; as 
architecture becomes the other, it survives 
and, the inquisition shifts to its possibilities 
rather than its existence.50 

no: 28. The demarcation of the false 
self emerges with estrangement and 
derealisation. Meanwhile, the behaviours 
come automatically, and the body acts 
normally. But the self is extremely 
attentive to the process and observes 
extraordinarily.51 

49  Irit Rogoff, ‘Words in 
Advance...’, in Writing the Image 
An Adventure with Art and 
Theory (London: I. B. Tauris 
Publishers, 2000), preface.

50  K. Michael Hays, 
‘Repetition’.

51  R. David Laing, The 
Divided Self: An Existential Study 
in Sanity and Madness. p.78.

no: 29. For Elizabeth Grosz, the un-
thought resists assimilation, it stays alien 
even in the process of its identification.52 
This is the state of ‘thoughtlessness’; it is 
the tension of ‘pure appearance’, open to 
any formation, where for an instant reality 
is suspended.53

no: 30. Salvador Dali believed that by 
his ‘paranoiac’ sensitivity, he was able to 
create a chain of boundless images from 
a prior image.54 He called this Paranoiac 
Critical Method (PCM). Its definition is; 
“Setting down an obsessional idea suggested 
by the unconscious and then elaborating and 
reinforcing it by a perverse association of ideas 
and a seemingly irrefutable logic until it took 
on the conviction of inescapable truth.” 55 

This theory suggests a collaboration of the 
unconscious and the ‘paranoiac reasoning’ 
of the conscious.56 For Meryle Secrest, 
this was Dali’s greatest contribution to 
Surrealist movement, as the method 
creates a translucent threshold between 
consciousness and the unconscious, which 
was quite contrary to the already exhausted 
method of ‘automatism’ that solely roots 
from psychoanalysis.57

no: 31. Andre Breton entrusts our 
creativity into the ‘inexhaustible nature of 
the murmur,’ as he instructs us to write 
so impetuously that we leave the thinking 
behind. And without looking back, he 
tells us to maintain our position until we 
are incautious or disturbed. Because this is 
where the amusement ends.58

52  Elizabeth Grosz, Jacques 
Lacan: A Feminist Introduction. 
p. 66.

53  Wim Van den Bergh, 
‘Icarus’s Amazement or the 
Matrix of Crossed Destines’.

54  Meryle Secrest, Salvador 
Dali: The Surrealist Jester 
(London: Paladin Grafton 
Books, 1988). pp. 127-128.

55  James Thrall Soby, in 
Salvador Dali: The Surrealist 
Jester, by Meryle Secrest 
(London: Paladin Grafton 
Books, 1988).

56  Meryle Secrest, Salvador 
Dali: The Surrealist Jester.

57  Andre Breton, Manifestoes of 
Surrealism.

49 Irit Rogoff, ‘Words in 
Advance...’, in Writing the Image 
An Adventure with Art and 
Theory (London: I. B. Tauris 
Publishers, 2000), preface.

50 K. Michael Hays, 
‘Repetition’.

51 R. David Laing, The Divided 
Self: An Existential Study in 
Sanity and Madness, 78.

52 Elizabeth Grosz, Jacques 
Lacan: A Feminist Introduction, 
66.

53 Wim Van den Bergh, 
‘Icarus’s Amazement or the 
Matrix of Crossed Destines’.

54 Meryle Secrest, Salvador 
Dali: The Surrealist Jester 
(London: Paladin Grafton 
Books, 1988), 127-28.

55 Carlton Lake.

56 James Thrall Soby, in 
Salvador Dali: The Surrealist 
Jester, by Meryle Secrest 
(London: Paladin Grafton 
Books, 1988).

57 Meryle Secrest, Salvador 
Dali: The Surrealist Jester.

58 Andre Breton, Manifestos of 
Surrealism.
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no: 32. Communicating Vessels, a book 
of improbabilities, takes its title from a 

scientific law where homogeneous fluids 
always retain their balance at the same level 

in different vessel forms joined by tubes, 
because the mechanism is nondependent to 
the shape. Breton centralises this oscillation 

between modes in the Surrealist thought. 
For him, being isolated from the realities 

of time and place, acts as a mediator for 
perfection in the threshold of wakefulness 

and sleep.59

Later, Neil Spiller uses communicating 
vessels for architectural design theory, 

for him this is a psychogeographical site 
of memories where he finds himself by 

drawing.60 

no: 33. As expected, peculiar creativity 
deliberately fails to reach everyone. It is 
meaningless for common expectations. 

no: 34. Andrey Tarkovsky begins his 
autobiographic book with audience letters 

about his film Mirror. For some, the film 
fails to meet their expectations and for 
others, it is a mirror of their lives. ‘The 

disappointment letters are far more than 
the admirers’.61 As being accustomed to 

be called obscure and redundant himself; 
Tarkovsky believes that this is also 

necessary to strip oneself from the received 
ideas and create your distinctive view.62

no: 35. Architecture’s peculiar existence 
can only be retained when it becomes 

58  Mary Ann Caws, 
‘Introduction: Likings and 

Reflections’, in Communicating 
Vessels, by Andre Breton, 

trans. M. A. Caws and G.T. 
Harris (London: University of 

Nebraska Press, 1990).

59  Neil Spiller, ‘Transcending 
Geometry: The Longhouse’, 

Celebrating the Marvellous 
Surrealism in Architecture 02–88, 

no. 252 (2018): 106–13.

60  Andrey Tarkovsky, 
Imprinted Time in Sculpting in 

Time: Reflections on the Cinema.

61  Andrey Tarkovsky.

questionable, and abandons the principle 
of being a necessity.63 Rejecting the rules still 

positions us within the play of architecture, 
though manipulation of these constraints 
gives us pleasure.64 And if this pleasure is 

exceeded; it is linked to the unconscious, 
on ‘the edge of madness.’65 Peculiar 

creativity is cosy at the edge of madness, 
exploiting the pleasures of architecture. 

62  Bernard Tschumi, ‘The 
Pleasure of Architecture’, in 

Architecture and Disjunction 
(London: MIT Press, 1996).

63  Bernard Tschumi.

64  Bernard Tschumi.

no: 36. Las Meninas66 in brief is a 
perfect reciprocity.67 It is simple; we look 
at a painting where the painter of it looks 
back at us. This is an absolute encounter 
where we catch the other’s gaze, a pure 
reflective moment. However, this threshold 
of reciprocal encounter enfolds a complex 
maze of baits for uncertainties. We stand 
at the same position of the subject of the 
painting; we are fixated in the painting by 
Diego Velazquez’s definitive and dismissive 
gaze, then a constant oscillation between 
us initialises.68 “We are observing ourselves 
being observed by the painter, and made 
visible to his eyes by the same light that enables 
us to see him. And just as we are about to 
apprehend ourselves, transcribed by his hand 
as though in a mirror, we find that we can in 
fact apprehend nothing of that mirror but its 
lustreless back.”69 

no: 37. We can picture the effect of 
peculiar creativity as two self-portraits 
facing each other in a mirror as if both are 
observing themselves being observed. This 
is a strange formation of the playful act of 
becoming the other; making our reflections 
strange, almost delusional to delay the 
recognition of ourselves. 

no: 38. Entiamorphic Chambers70 is an 
ocular splitting sculpture, which at first may 
be misread as a single painting.71 As the 
observer approaches the chambers, they are 
fundamentally split.  What they see in their 
shifting gaze is that both of the chambers 
frame a slightly transposed mirrored image 
of their self. For Robert Smithson, subject 

65  Diego Velázquez, Las 
Meninas, 1656.

66  Michel Foucault, ‘Las 
Meninas’, in The Order Of 
Things: An Archaeology Of 
The Human Sciences (Paris: 

Gallimard, 1996).
67  Michel Foucault.

68  Michel Foucault.

69  Robert Smithson, 
Entiamorphic Chambers, H: 

24” W: 30” D: 31”, 1999 1965.
70  This work is a sculpture 
consisting of two chambers, 

mirrors placed inside the surface 
that meets us. These mirrors are 

slightly inclined with an angle 
towards each, creating a slight 
reflection of the observer that 
gives an illusion of mistaking 
own reflection to the sight of 

others. 

3. 5. The Self- Portrait59 Mary Ann Caws, 
‘Introduction: Likings and 

Reflections’, in Communicating 
Vessels, by Andre Breton, 

trans. M. A. Caws and G.T. 
Harris (London: University of 

Nebraska Press, 1990).

60 Neil Spiller, ‘Transcending 
Geometry: The Longhouse’, 

Celebrating the Marvellous 
Surrealism in Architecture 02–88, 

no. 252 (2018), 106-13. 

61 Andrey Tarkovsky, Imprinted 
Time in Sculpting in Time: 

Reflections on the Cinema, 8-12.

62 Ibid., 60.

63 Bernard Tschumi, ‘The 
Pleasure of Architecture’, in 

Architecture and Disjunction 
(London: MIT Press, 1996), 

82-93.

64 Ibid.

65 Ibid.

66 Diego Velázquez, Las 
Meninas, 1656.

67 Michel Foucault, ‘Las 
Meninas’, in The Order Of 
Things: An Archaeology Of 
The Human Sciences (Paris: 

Gallimard, 1996), 4-8.

68 Ibid.

69 Ibid., 7.

70 Robert Smithson, 
Entiamorphic Chambers, H: 24” 

W: 30” D: 31”, 1999-1965.

71 This work is a sculpture 
consisting of two chambers, 

mirrors placed inside the surface 
that meets us. These mirrors are 

slightly inclined with an angle 
towards each, creating a slight 
reflection of the observer that 
gives an illusion of mistaking 
own reflection to the sight of 

others.
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no: 36. Las Meninas66 in brief is a 
perfect reciprocity.67 It is simple; we look 
at a painting where the painter of it looks 
back at us. This is an absolute encounter 
where we catch the other’s gaze, a pure 
reflective moment. However, this threshold 
of reciprocal encounter enfolds a complex 
maze of baits for uncertainties. We stand 
at the same position of the subject of the 
painting; we are fixated in the painting by 
Diego Velazquez’s definitive and dismissive 
gaze, then a constant oscillation between 
us initialises.68 “We are observing ourselves 
being observed by the painter, and made 
visible to his eyes by the same light that enables 
us to see him. And just as we are about to 
apprehend ourselves, transcribed by his hand 
as though in a mirror, we find that we can in 
fact apprehend nothing of that mirror but its 
lustreless back.”69 

no: 37. We can picture the effect of 
peculiar creativity as two self-portraits 
facing each other in a mirror as if both are 
observing themselves being observed. This 
is a strange formation of the playful act of 
becoming the other; making our reflections 
strange, almost delusional to delay the 
recognition of ourselves. 

no: 38. Entiamorphic Chambers70 is an 
ocular splitting sculpture, which at first may 
be misread as a single painting.71 As the 
observer approaches the chambers, they are 
fundamentally split.  What they see in their 
shifting gaze is that both of the chambers 
frame a slightly transposed mirrored image 
of their self. For Robert Smithson, subject 

65  Diego Velázquez, Las 
Meninas, 1656.

66  Michel Foucault, ‘Las 
Meninas’, in The Order Of 
Things: An Archaeology Of 
The Human Sciences (Paris: 

Gallimard, 1996).
67  Michel Foucault.

68  Michel Foucault.

69  Robert Smithson, 
Entiamorphic Chambers, H: 

24” W: 30” D: 31”, 1999 1965.
70  This work is a sculpture 
consisting of two chambers, 

mirrors placed inside the surface 
that meets us. These mirrors are 

slightly inclined with an angle 
towards each, creating a slight 
reflection of the observer that 
gives an illusion of mistaking 
own reflection to the sight of 

others. 

needs to be split for a desiring vision.72 73

no: 39. The Large Glass74 is another 
kind of two self-portraits. This is the 
erotic encounter of the bride and her nine 
bachelors. Here, the bride’s ignorant desire, 
isolated with a halo of cloud meets the 
grinding process of frustrating male desire 
– the blossoming-effect of the electrical 
stripping.75 It is an utter formation of 
becoming where male and female forms of 
machinery meet and reciprocally complicate 
each other. The desire-filled gaze of the 
bachelors is ‘a gas cast in the mold of the 
Bride’s fluid nudity.’76 

no: 40. Every act we perform inevitably 
creates our self-images.77 This is to say that 
when we design, we also establish an image 
of ourselves. Throughout the performance, 
we are simultaneous formations, constructed 
by our encounters of each other. 

no: 41. The experience of being adapted 
to and seeing a stereoscopic image is a 
spatial act.  The two slightly dissimilar 
images overlap with the bodily position of 
the observer; 78 this is unlike monocular 
vision where image and the observer 
can meet without any definable spatial 
configuration.   

no: 42. Marcel Duchamp’s Given79 
is revealed from two peepholes, which 
basically creates a stereoscopic configuration. 
However, many representations of the 
work are based on the monocular right eye 
image.80 Penelope Haralambidou exposes 
the image of the ‘other’ eye; where the blond 

71  Timothy Martin, ‘De-
Architecturisation and the 
Architectural Unconscious: 
A Tour of Robert Smithson’s 
Chambers and Hotels’, in 
De-, Dis-, Ex, The Anxiety 
of Interdisciplinarity: Art, 
Architecture, Theory, Vol.2, ed. 
Alex Coles and Alexia Defert 
(London: Backless Books, 
1998).

72  See the image 3.3.t.

73  Marcel Duchamp, The 
Bride Stripped Bare by Her 
Bachelors, Even (The Large Glass) 
[La Mariée Mise à Nu Par Ses 
Célibataires, Même], 1923 1915, 
Philadelphia Museum of Art, 
Philadelphia, 2775 x 1759 mm, 
1923 1915.

74  Marcel Duchamp, The 
Essential Writings of Marcel 
Duchamp, Marchand Du Sel, 
Salt Seller, ed. Elmer Peterson 
and Michel Sanouillet (London: 
Thames and Hudson, 1975).

75  Penelope Haralambidou, 
‘Draft Pistons and Milky Way’, 
in Marcel Duchamp and the 
Architecture of Desire (London: 
Ashgate, 2013), 111.

76  Linda Riebel, ‘Theory 
of Self-Portrait and the Ideal 
of Objectivity’, Journal of 
Humanistic Psychology 22, no. 
2 (Spring 1982): 91–110.

77  Jonathan Crary, Techniques 
of the Observer: On Vision and 
Modernity in the Nineteenth 
Century.

78  Marcel Duchamp, 
Given: 1. The Waterfall, 2. 
The Illuminating Gas [Étant 
Donnés], Philadelphia Museum 
of Art, Philadelphia, 1966 1946.

79  Penelope Haralambidou, 
‘The Stereoscopic Veil’, Arq 11, 
no. 1 (2007): 44–47.

3. 5. The Self- Portrait 72 Timothy Martin, ‘De-
Architecturisation and the 
Architectural Unconscious: 
A Tour of Robert Smithson’s 
Chambers and Hotels’, in 
De-, Dis-, Ex, The Anxiety 
of Interdisciplinarity: Art, 
Architecture, Theory, Vol.2, ed. 
Alex Coles and Alexia Defert 
(London: Backless Books, 
1998), 99.

73 See the image 3.3.s.

74 Marcel Duchamp, The 
Bride Stripped Bare by Her 
Bachelors, Even (The Large 
Glass) [La Mariée Mise à Nu 
Par Ses Célibataires, Même], 
Philadelphia Museum of Art, 
Philadelphia, 2775 x 1759 mm, 
1923-1915.

75 Marcel Duchamp, The 
Essential Writings of Marcel 
Duchamp, Marchand Du Sel, 
Salt Seller, ed. Elmer Peterson 
and Michel Sanouillet (London: 
Thames and Hudson, 1975).

76 Penelope Haralambidou, 
‘Draft Pistons and Milky Way’, 
in Marcel Duchamp and the 
Architecture of Desire (London: 
Ashgate, 2013), 111.

77 Linda Riebel, ‘Theory of 
Self-Portrait and the Ideal 
of Objectivity’, Journal of 
Humanistic Psychology 22, no. 
2 (Spring 1982), 91–110.

78 Jonathan Crary, Techniques 
of the Observer: On Vision and 
Modernity in the Nineteenth 
Century, 122-131.

79 Marcel Duchamp, Given: 
1. The Waterfall, 2. The 
Illuminating Gas [Étant Donnés], 
Philadelphia Museum of Art, 
Philadelphia, 1966-1946.

80 Penelope Haralambidou, 
‘The Stereoscopic Veil’, Arq 11, 
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lock of hair is invisible.81 Apparently, the 
reason to choose the right eye image is that it 

is seemingly accurate to the actual experience. 
However, it is quite the opposite. Duchamp 

carefully diminishes the experience of Given’s 
monocular reproducibility.82     

The encounter with Given resides in the ‘other’ 
eye image. Duchamp weaves the stereoscopic 
veil by exposing the ‘other’ eye and creates 

delays in the monocular vision.83 Much later, 
Exposure84 installation strips stereoscopic space 
of Given and enables the ‘other’ eye by altering 

its physicality.85

no: 43. Self-observation is embedded within 
portraits and this timely framing is indeed 

what constitutes them.86 This is about shifting 
the position of self as the subject into object 

and become aware of your inner self.87 

no: 44. Bacon’s figures exert great contortions 
to escape from their bodies.88 This is pure 

athleticism; the self escapes from its container 
to become a part of the field. Usually, these 

contortions are accompanied by a voyeur 
like attendant; who acts as a mere presence, a 

constant in the painful escape from the body.89 

In Three Studies of Isabel Rawsthorne90 the 
figure is in three different places; the first as 

the portrait on the wall. The second is as the 
intruder. And the third is as the figure trying 
to shut the door to the intruder. The figure is 

in painful escape from herself as she pushes 
the door to chase away the intruder; who is 

her duplicate. The portrait of the both, hanged 
on the wall, acts as a passer-by, witnessing the 

efforts of the subject.91 92

80  Penelope Haralambidou. 
44-46

81  See the image 3.3.i.

82  Penelope Haralambidou, 
‘The Stereoscopic Veil’.

83  Penelope Haralambidou, 
Exposure, Installation, 2001.

84  Penelope Haralambidou, 
‘The Stereoscopic Veil’.

85  W. Ray Crozier and Paul 
Greenhalgh, ‘Self-Portraits as 

Presentations of Self ’, Leonardo 
21, no. 1 (1988): 22–23.

86  W. Ray Crozier and Paul 
Greenhalgh.

87  Gilles Deleuze, Francis 
Bacon: The Logic of Sensation, 

trans. Daniel W. Smith 
(London: Continuum, 2003).

88  Gilles Deleuze, ‘Athleticism’, 
in Francis Bacon: The Logic 

of Sensation (London: 
Continuum, 2003), 12–19.

89  Francis Bacon, Three 
Studies of Isabel Rawsthorne, 

1967, 1967.

90  Gilles Deleuze, ‘Athleticism’.

91  See the image 3.3.g.

no: 45. Yeoriya Manolopoulou writes about 
Albrecht Dürer’s self-portrait consisting of 

his face, his drawing hand and a pillow: “The 
parts are awkwardly positioned on the paper as 

if floating. There is a sense of fragmentation and 
incompleteness in the drawing that alludes to 

the idea of fractured self. Dürer wants to draw 
his portrait but it is not easy. His hand draws 

his face, trying to represent it as a picture to the 
world and to himself, but it looks like a mask 
that could cover his face. Curiously, the three 

parts of the drawing-hand, face and pillow- are 
drawn similar sizes, which suggests that they 

could potentially screen each other…” 93 If we 
speculate on this drawing, Dürer is all of 

them. His drawing hand – presumably how 
he identifies himself; his sleeping pillow – his 
hidden other; and, his face – how the others 

identify him as a person. 

no: 46. Peculiar creativity emerges at the 
strange encounters where the established 
suggestions of doing and implications of 

identification are obsolete. The peculiarity 
of it comes with its urge to shatter ourselves 
within the process and pushes us to become 

another –not a specific other—. This is an in-
between stage where our creativity is unleashed 
from any kind of expectation or actualisation; 
nothing is clear and stable; giving the strange 

the probability to emerge. It is the lurking, 
weird double of our established creativity. The 

two self-portraits frame this bifurcation process 
of denial and recognition. Peculiar creativity 

has always been here. However, it is not widely 
used or trusted as where it leads is a strange 

place. My journey embraces all the peculiarity 
and enacts by it.

92  Yeoryia Manolopoulou, 
‘Drawing as Event’, in 

Architectures of Chance 
(Routledge, 2013).

81 Ibid., 44-6.

82 See the image 3.3.i.

83 Penelope Haralambidou, 
‘The Stereoscopic Veil’.

84 Penelope Haralambidou, 
Exposure, Installation, 2001.

85 Penelope Haralambidou, 
‘The Stereoscopic Veil’.

86 W. Ray Crozier and Paul 
Greenhalgh, ‘Self-Portraits as 

Presentations of Self ’, Leonardo 
21, no. 1 (1988), 22–3.

87 Ibid.

88 Gilles Deleuze, Francis 
Bacon: The Logic of Sensation, 

trans. Daniel W. Smith 
(London: Continuum, 2003).

89 Gilles Deleuze, ‘Athleticism’, 
in Francis Bacon: The Logic 

of Sensation (London: 
Continuum, 2003), 12–19.

90 Francis Bacon, Three Studies 
of Isabel Rawsthorne, 1967.

91 Gilles Deleuze, ‘Athleticism’.

92 See the image 3.3.g.

93 Yeoryia Manolopoulou, 
‘Drawing as Event’, in 

Architectures of Chance 
(Ashgate, 2013), 111-136.



105

3. 3. Visual Map Key for Two Self-Portraits

3.3.a. Communication Vessels.

3.3.b. Bartleby the Scrivener, from the movie 
Bartleby, 2001.

3.3.c. Mersault in the trial scene, from the 
movie the Stranger, 1967.

3.3.d. Jorge S. Lewinski, Francis Bacon photo 
portrait, 1967 .

3.3.e. Sigmund Freud’s Human Psyche, 1933.

3.3.f. Two men among a drifting faceless 
crowd, from the movie The Face of Another, 
1966.

3.3.g. Francis Bacon, Three Studies of Isabel 
Rawsthorne, 1967.

3.3.h. Marcel Duchamp, Given: 1. The 
Waterfall, 2. The Illuminating Gas [Étant 
Donnés], 1966-1946.

3.3.i. Penelope Haralambidou, Exposure, 
2001.

3.3.j. William Kentridge, Parcours d’Atelier, 
2007.

3.3.k. Peter Wilson, Concept sketch for 
‘Comfortable Ninja House’, 1988.

3.3.l. Richard Hamilton, Typo/Topography of 
Marcel Duchamp’s Large Glass, 2003.

3.3.m. Curiosity Rover, self-portrait, 2013.

3.3.n. Ventusky App, Atmospheric pressure 
lines.

3.3.o. Diego Velázquez, Las Meninas, 1656.

3.3.p. The Book Cover of Kafka’s The Burrow, 
Penguin Classics, 2017. 

3.3.q. Weather Balloons. 

3.3.r. Arriving to the Zone scene from Stalker, 
1979.

3.3.s. Robert Smithson, Entiamorphic 
Chambers, diagram, 1999-1965.

3.3.t. Circular water irrigation, satellite view.

3.3.u. Piano action mechanism.

3.3.v. Piano action mechanism.

3.3.w. The Book Cover of Illuminature by 
Carnovsky, 2016.

3.3.x. Perry Kulper, Fast Twitch, Speculative 
Desert Dwelling, 2010. 
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This chapter discusses a whole series of experiments in my 
research process that expanded the ideas and territories of 
peculiar creativity. This combined series is referred to as 
Encounters with the Wild Fields of Architecture and continues 
on from where the inquiry in Chapter 2 into Improbable 
Architectures left the author as a distracted-being. I define 
the WFoA as a performative state of architecture and as such 
its realm opens up with every attempt at peculiar, creative 
designing/making. The experiments discussed here are set-
ups for various manipulations in the initial acts of creativity. 
In these experiments, engagements with the others/observers 
are an integral part of the series; their tactile encounters are 
recorded and irretrievably altered. The experiments have 
various methods of making, and each is another phase in the 
trespassing journey into the WFoA. 

The chapter starts with A Conversation from the Wild Fields of 
Architecture. The conversation is between John Hejduk and 
myself through his Masques projects and my own interventions 
in those works.  This experiment is an attempt of implanting 
weird into weird by a peculiar method that the study of the 
Masques seemed to demand. And the aim is to meet the other 
‘other’. The conversation is formed around a cubic box with 
sliding drawings/diagrams inside. These drawings are the 
visual transcripts. The conversation with Hejduk is built up as 
the others/observers operate the box and the drawings inside 
start to clash and collide. The authorship in creativity blurs and 
becomes irretrievably anonymous when we encounter the 
other ‘other’. 

The next experiment was an inevitable tactic in terms of 
treading into the WFoA. It is called, Mis-meet: Habitual Gestures 
for the Slightly Unfamiliar. Here the encounters with the foreign 
contain slight familiarities that trigger our automatic, habitual 
gestures and we mis-meet the strangeness of the place. 
Therefore, the resulting film, Mis-meet: Habitual Gestures for 
the Slightly Unfamiliar, attempts to shift our position to open 
up the actual realm of peculiar creativity; we reside within 
the strange by being multiplied, duplicated; the structures are 
unmasked by being mutilated. This experiment thus involved a 
speculative projection of encountering the unfamiliar. 
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The following experiment comprises an architectural board 
game that is aimed at further triggering peculiar creativity by 
pushing us to negotiate our own imaginary realms. The board 
game is called Unexpected Encounters (U E) and demonstrates 
the experience one has in the heightened state of creativity. The 
curiosity of this research project starts off with the mechanics 
of the imaginary, inquiring into the linkages between our 
imagination and our designing/making manoeuvres.  My 
view is that the task of this new board game is to help excavate 
the intimate frail imageries that we tend to keep private for 
ourselves. Therefore the sense of playing the game is not 
necessarily that pleasurable, but nor is it unpleasant either. 
How we each play becomes a fluctuation between observation 
and negotiation. The ritual of the U E game resembles our 
daily meetings with others; hence observation, conversation, 
interaction and negotiation are constantly at play. The board 
game became an instrument for creating a spatial language that 
could only be accumulated by playing the game. It is a language 
that materialises and records the ephemeral encounters of 
individual players’ imaginaries. 

The theoretical framework and the process involved in these 
design research experiments will then be explained more fully 
in Chapter 5: Logbook, The Reports of the Encounters.
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4.1. A Conversation from the Wild Fields 
of Architecture 

A Conversation from the Wild Fields of Architecture is a set of drawings that are conceived 
and built as a visual transcript. The imagined conversation was between John Hejduk and 
myself through the mechanism of his Masques project and by my interventions.
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Six Faces of the Conversation
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4. 1. Up View - Contingent Encounters Area.
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4. 2. Front View- The Plan of the Conversation with the Probability Triggers.
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4. 2. Front View- The Plan of the Conversation with the Probability Triggers. 4. 3. Right View- Contingent Encounters Area.
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4. 4. Back View- The Plan of the Conversation without the Probability Triggers.
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4. 5. Left View- Contingent Encounters Area.4. 4. Back View- The Plan of the Conversation without the Probability Triggers.
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4. 6. Bottom View- Wheel and Stumpy Legs
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4. 6. Bottom View- Wheel and Stumpy Legs

Text
The conversation contains a series of subject/object matrices. These were first retrieved 
from John Hejduk’s Masques that he designed for Berlin,1 Lancaster/Hanover2 and Victims3 
projects. Later, these subject/object matrices become something other. All told, there are 
three kinds of text within the conversation. 

The first is white coloured text on black; this being the original subject/object matrices 
from the Masques. The second is white coloured strikethrough text on black; these are 
Hejduk’s subject/object matrices that are refused for this drawing. And the third is ordinary 
black text; these being the subject/object matrices that I wrote for this conversation. 

Some quasi-facts for A Conversation from the Wild Fields of Architecture. 
A. Hejduk worked for three years on his Lancaster/ Hanover Masques designs. 
B. Keyboard Warrior (definition) n. inf.: A person who makes abusive or aggressive posts 
on the Internet, typically one who conceals their true identity.
C. Nearly 4000 Migrants Died Crossing Mediterranean in the year 2015.
D. In the UK, over 17 Million Selfies are uploaded to social media every week.  
E. ‘true friendship is when you walk into their house and your wifi connects automatically.’ 
F. The story of Zero Waste Girl is here http://trashisfortossers.com/ Her ‘Four Years of 
Trash: One Jar. What’s in Lauren Singer’s Mason Jar?” video on Youtube has been clicked 
833.271 times by November 2018. 
G. Cuddling kills depression, relieves anxiety and strengthens the immune system. 

In the conversation, there are three routes. These represent the sessions of our encounters, 
each nested within the other in a manner whereby they explicate the conversation, 
interweaving together. 

1	 	John	Hejduk,	Mask of 
Medusa, Works 1947- 1983,	
ed.	Kim	Shkapich	(New	
York:	Rizzoli,	1985).

2	 	John	Hejduk,	Mask of 
Medusa, Works 1947- 1983,	
ed.	Kim	Shkapich	(New	
York:	Rizzoli,	1985).

3	 	John	Hejduk,	Lancaster 
/ Hanover Masque	(London:	
Canadian	Centre	for	
Architecture	-AA,	1992).

4	 	John	Hejduk,	Victims	
(London:	Architectural	
Association,	1986).

1 John Hejduk, Mask of Medusa: 
Works 1947- 1983.

2 John Hejduk, Lancaster / 
Hanover Masque (London: 
Canadian Centre for 
Architecture -AA, 1992).

3 John Hejduk, Victims 
(London: Architectural 
Association, 1986).
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Route A 
Route A acts as a shell for the other two routes – Route B and C. Wind Tower, Observation Tower, Passport Building, 
Maze, Death House, House of the Suicide reside here. Wind Tower is now called Data Gathering Monster. Observation 
Tower is now Mindful self-observation Deck. Passport Building is now Scanning Hall. Maze stays as Maze. Death 
House is now Online Cemetery. House of the Suicide is now House of Wifi. 
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Object Subject

1.  House of the Suicide House of Wi-fi 
A cube unit with a niche. 
Suspended. 
It has bare steel bars on top. 

1. Wi-fi network
It has a six digit password, containing 
upper case letters, 
lower case letters and
numbers 0 to 9. 

2.  Wind Tower Data Gathering Monster 
To indicate the direction and presence of the wind 
hidden landscapes of digital waves and signals. Data 
Gathering Monster traces the invisible structure of 
the routers, satellites, wireless and radio signals, cell 
towers in order to gather up Big Data. 
height:120’ 
width:10’ 
Structure: reinforced concrete with glass block 
facing 
A hovering unit with gliders and stabilisers 
anchored to the ground with a lightweight metal 
frame. Steel tails of the unit are attracted to the 
invisible waves of digital data. It is a grand gesture 
in exposing the underhanded operations of data 
collection. 
steel interior ladder
steel support for thin leather tails and streamers. 
A sub-terrain supercomputer with a thousand 
processors is placed below the anchored ground.  
Location: At the triangular intersection of 
Stresemann Strasse and Wilhelmstrasse social 
media, freedom and privacy.  

2. Binary code. 
Surveillance Capitalism.
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3. Maze
n. 1. An intricate network of paths of passages; a 
labyrinth. 2. A state of bewilderment; uncertainty 
or perplexity; to daze or stupefy; bewilder. 
Maze has intersecting rows that make an unlinear 
grid. Metal legs with a height of 80 cm are studded 
in every intersection of the grid. Each metal leg 
contains rolled rubber belts. Maze-makers use the 
belts to create new routes anytime they want. 
Maze is connected to Scanning Hall. 

It is the tremendous bewilderment of waiting, 
standing and queuing.  

3. Inhabitants  Maze-makers 
Personnel on three shifts operate the Maze. 
They change the route, add new tracks or cancel 
rows, depending on the numbers of coming 
inhabitants. They do not give anyone priority, 
even if you are old, sick, pregnant or with 
children, there is no excuse for not being able to 
stand and wait.

   

4. Passport Building  Scanning Hall 
A zigzag building. The entrance to Scanning Hall 
is from the end of Maze. A consistent ramp follows 
the applicants all though the Hall. 
The ramp is metal mesh on V-shaped steel frames. 
Generic art installations about global warming, 
sustainability are placed all along the ramp for the 
applicants to see. The cross section continually 
expands and becomes tripled at the end of the Hall. 
This is to make the applicants feel more and more 
insecure and small, as they walk in the Hall, while 
their identity is scanned and questioned. The 
applicants reach the exit, then; they are insignificant 
as a person and just become data.  

4. The Application
Valid ID 
2 biometric photos
Marriage Status
Finger Prints
Birth place of your spouse
Birth place of your children
Birth place of your parents
Letter of the purpose of the visit
Invitation Letter
Financial Statement
Itinerary of the visit
2 copies each. 



123

5. Death House Online Cemetery 
Virtual counter for the dead who are only significant 
as numbers. 
A hovering unit 18m  x 18m x 10m, has paper 
sprinklers attached in its system. It drifts above 
Voided Centre. The death toll is written on its 
surface. The numbers change eagerly. From time 
to time, the unit sprinkles A4 pages with portrait 
photos of the dead along with an explanation of 
their death in parenthesis (drowned immigrant, 
exploded in a peace rally, civil war). 

5. The Dead

6. Observation Tower  Mindful Self-observation Deck 
Basically a public tower deck. It is near the Berlin 
Wall. It is open to the public 24hrs a day (around 
the clock). Only one person at a time is permitted 
up the ramp tower. The person walks in the ramp 
takes the elevator up to the top alone, the person 
then goes in one of the bed bubbles, shut in on by 
foot within a metal staircase that spirals around the 
granite tower. When the person goes in one bubble 
comes down, the other can go up the ramp. There 
is no time limit for one to stay. There is no internet 
connection. An intranet service supports mediation 
apps. The most clicked sessions are ‘anxiety, stress 
and sleep.’ There are water jugs with apple peels. 
Groups are not welcomed. 
height:180’
width:
Structure: Reinforced concrete deck and ramp granite 
stone faced. A pneumatic dome covers the deck, is 
supported with three vertical openings that are fixed to 
the deck with steel anchors. 
Stairway steel The ramp is fixed to the facades of the 
deck with steel lightweight frame on the inner side.  
Location: Friedrichstrasse Near the Wall. Outside 
of everything.

6. The self-observer. 
She likes to create time for herself, always 
complains about her piled up schedule. She 
plans to move out of here, but she never does. 
She often comes to the Mindful self-observation 
deck. She says it helps her a lot. Being away from 
her phone and others clears her mind.
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Route B
Route B almost shells Route C. Cross-over House, Useless House, Inhabitant’s Maze, Caretaker’s Unit, The Room for Those 
Who Look the Other Way, Room for Thought reside here. Cross-over House is now Activists’ Pit. Useless House stays as 
Useless House. Inhabitant’s Maze is now Inhabitants’ Maze. Caretaker’s Unit is now Caretakers’ Unit. Room for Those 
Who Look the Other Way is now Rooms for Those Who Look the Other Way. Room for Thought is now House of the 
Woman who Never Produces Garbage.
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Object Subject

7. Useless House
A bedroom, a living room, a dining room and a 
bathroom, each behind a locked door. The Useless 
enters a corridor and peers into the individual 
rooms through a circular glass light located in 
the locked doors. The wall opposite the doors has 
12 plaques suspended on its surface. The Useless 
cannot enter the room but is able to instruct the 
big led screen TV inside touch the plaques, thus 
sensing a resurrection.

7. The Useless
Useless. 

8. Maze
Sometimes mistaken for a labyrinth. See definition 
under maze. See definition under labyrinth. 
Filmmaker knows about both. 
Material: Hedges.
Maze is the settlement of Useless House. 

8. Inhabitants

9. Caretaker’s Unit Caretakers’ Unit
Located between the Crossover Bridge and the 
Hedgegate. Connected to Useless House, long 
narrow tunnels of concrete, with a right to have 
a window. 

9. The Caretaker
He trims the hedges, cleans the house, does 
laundry, takes out the trash. Collects thrown 
away books. Accepts unwanted clothes. He walks 
quiet—like a shadow. He uses shuttles from 
the Useless house to his unit, has meaningless 
records of the life of the Useless. 
He is ‘the eye and ear’ of Useless House. 
He knows better. 
He sits by his window with the little time he has 
left for himself.  
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10. Cross-over House Activist’s Pit 
Two nonidentical equal and exact replicas of 
each other but opposite facing houses on wheels 
running along a track pulled by a pulley system 
parts expanding over a crevice in the ground and 
a pit above the ground. The machinery for the 
pulley system is located at the four ends of the 
track. The bridge connecting the parts two houses 
spans over a wide ditch of Caretakers’ Unit where 
trunks of trees are planted and heads towards 
Useless House. In the crevice, there is a room to 
create 3d printed cubes of the people (citizens) 
holding a paper that has something written on 
it (universal sign of protesting). Above the pit, 
there is a prickly projector unit which projects the 
images of the cubes on the pit. 
Activists’ pit is a place to mute the guilty conscious 
for ‘not saying anything.’ 
A spatial formation, surrogating the act of 
protesting. 

10. The Convert Virtual Activist
Undecided.
Argues with himself.
Wishes to make a commitment.
Joins in with hashtag activism.
Asks for more time.
Wants dimensions of bridge. 
Adds gains, subtracts losses.
Changes his name on twitter to create awareness. 
On one side then on the other side.
Divided.
Signs petitions and shares his activism with his 
friends on social media. 
English system or metric system.
Tic Tac Toe.
Black & White.
How shall my house be built?

11. Rooms for Those Who Looked the Other Way
(ROOM, ROOM) n. 1. An extent of space used 
for some implied or specific purpose
A set of reinforced concrete silos trussed with a 
lightweight steel frame. Steel ladders to climb to 
the top. Rope ladders to go in. 

11. Roomer n. A lodger
Those who look the other way, go under the 
ground everyday. Then, choose one silo and 
climb up the ladder to the top. Then, to enter, 
they use a rope ladder. Inside the silo is cold 
and humid with one, sometimes two, locked 
window. 
There is a comfy chair and a screen. Mass media 
news is on. 

12. Room for thought House of the Woman who 
Never Produces Garbage

(THOt) n. 1. The act or process of using the 
mind actively and deliberately; meditation; 
cognition. 2. The product of thinking; an idea, 
concept, judgement, etc. 3. Intellectual activity of 
a specific kind: Greek Thought. 4. Consideration; 
attention: Give the matter some thought. 5. 
Intention or idea of doing something; All thought 
of returning was abandoned. 

12. Woman Who Never Produces Garbage
She uses glass jugs, used paper and never plastic. 
Never buys packed, processed food. 
She is vegan. 
She has a compost terrace, does urban farming. 
She makes her own toothpaste, wears same set 
of clothes. 
She sometimes, talks about herself. 
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Route C
Route C is the where the Voided Centre begins to expand. It is encased by the previous routes. Voided Centre, Arbitration 
Hall, Summer Visitor’s Place and Balloonist Unit reside here. Voided Centre stays as Voided Centre. Arbitration Hall 
is now Cuddling Hall. Summer Visitor’s Place is now AirBnB Unit. Balloonist Unit is Balloonist Unit, Property 
Management Unit.
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Object Subject

13. Voided Centre  
A court located between the Court House, Prison 
House, Church House and Death House. The 
ground of the court is an ochre-coloured earth. 
Voided Centre is flanked on two sides by long 
high wooden walls, triangular braced. One of the 
walls has 13 levels, each level has 13 cube-boxes 
and each has a sliding panel door and one swing 
at the centre. The levels are approached by a ramp 
at the back. Each wall has 13 suspended chairs: 
two sides +26 chairs.  There is a 2ft x 12ft x 8ft 
cantilevered plank for each chair.  A 2ft x 8ft door 
is located at the start of the plank in the wall (26 
doors, 13 each side).  The door separates the chair 
and plank from the passageway.  
The other wall is a reflective screen. It mimics the 
wall with the boxes. It goes under maintenance 
twice per year. 

13. The Voided
The Observers (all the Citizens) can enter the 
ramp passageway on one side of the wall. The 
Observer can slide open any door to see if the 
swing suspended chair is occupied; if it is not, 
the Observer (Citizen) can go in out onto the 
box cantilevered plank. It is almost like being on 
a diving board. The Observer then eases himself/
herself onto the seat suspended chair and swings 
sits looking out Voided Centre, Court House, 
Prison House, Church House and Death House. 
He/she also sees the opposite wall of (reflection - 
delusion) suspended chairs, cantilevered planks, 
and doors sometimes shut, sometimes opened, 
sometimes in movement. The old cloth of the 
spinning wheel is placed in Online cemetery is 
hovering above Voided Centre and through age 
the normal elements become dust.  

14. Cuddling Arbitration Hall 
For the arbitration and celebration of differences. 
This hall can be considered the counter-point 
to the masque one involved with the judicial 
and the other with a silent ritual. The structure 
is constructed of reinforced concrete (floor slab) 
and steel (metal clad). The medusa like light-wells 
(open to the weather) let in light and acts as a 
venting. 
A specific set of vertical interior elements are 
constructed installed of hard woods to enhance 
the act of cuddling and are carefully finished in 
beeswax. These are striped cushions made of soft 
fabric. The filling is shredded memory foam. They 
emit body temperature, c. 36°C. 
Location: Near Voided Centre cross over bridge. 

14. Free Hugs



129

15. Balloonist Unit , Property Management Unit
Selected from a manifacturer’s catalog. Ballonist 
unit is a giant Ferris wheel. The unit is launched 
from tower hill. It is used for as an observation of 
‘underused’ land and urban decay to determine 
the next urban regeneration land unit with 
reference to the change in the farms, landscape and 
boundaries.  The cabins are fitted to the rim and 
have an outer opening with leather tails. When a 
decision is made over a land, banners are placed 
on its borders. These banners are about promises; 
‘Prime location for young professionals…’   

15. The Balloonist
He manages properties on behalf of the owners. 
He looks smart. Always in three piece suits. He 
is a close friend and companion of the retired 
general. The retired general tells stories of the 
1914-1918 war and how military balloons 
were used. The balloonist also takes part in 
the festivities of the travelling performers. He 
accompanies the summer visitor in her arrivals 
and departures. 

16. Summer Visitor’s Place AirBnb Unit
AirBnb Units are a series of almost identical units. 
A hipped roof single unit cantilevered with a gentle 
oscillation mechanism red caboose. Fabricated 
in St. Louis, 1923. It has coloured flags on the 
roof. AirBnb Units share the view with Balloonist 
unit. They are accessible through a website and a 
valid credit card. The units are for giving promises 
of ‘unique homes and experiences.’ In them, 
everything is rated and commented upon. The 
top-rated experiences include; homemade pasta 
workshop; mountaintop yoga and meditation; 
dressing up in pure silk kimono; women and 
lgbtq comedy show; Balloonist Unit park photo 
shoot; great cheese experience.      

16. The Summer Visitor
She arrives by rail and is housed in  one of the 
AirBnb Units caboose car of a freight train. 
The freight train disposes its cargo onto the 
barge owned by the Bargeman. During the 
unloading the caboose is unhooked and left at 
a siding where it remains during the summer 
months, June – July – August. The caboose on 
the siding runs parallel to the canal and parallel 
to the barge. Once a year the caboose is painted 
train red, slightly lighter than barn red. Metal 
fittings are painted black. All in all, the unit 
is a very pleasant place to live for a summer 
while. A bouquet of farm flowers is delivered 
every morning to the Summer Visitor along 
with the daily schedule route of the Host Farm 
Manager. The Summer Visitor’s main study is 
Cezanne’s painting The House of the Hanged 
Man; sometimes it is called The House of the 
Suicide. On Tuesday evenings she invites the 
Farm Manager and the Fabricatior to play cards 
under the lamp of the caboose. 
She is a good friend of the Time Keeper. She has 
always admired his invention of dual-time. 
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Timeline
Object Subject

6:30 am to 6:30 pm   6:30 am to 6:30 pm   

1. House of Wi-Fi sweeps its 
metal rods in the breeze.
 

1. Wi-Fi network emits frequencies 
between 2.4GHz - 5GHz

2. Data Gathering Monster’s 
tails are soaring in the sky. 

2. 01001000 01100101 01101100 
01101100 01101111 00100001.

3. A rubber belt is pulled. 3. The Maze-maker frowns. 

4. The tapping feet echo in the hall. 4. The applicant holds the application 
documents in his hand. The 
documents get damp as he walks 
down the hall. 

5. The sprinklers buzz, A4 
pages glide. 

5. The Dead are dead.

6. The dome undulates, a 
breeze gushes in from the 
openings.  

6. The Self-observer drinks her green 
juice, eyes closed.  

7. A door is locked. 7. The Useless heads out. 

8. The Bushes grow. 8. Inhabitants get lost. 

9. The tunnel gets cold. 9. The Caretaker leans out from the 
window.
 

10. Purple, green and blue 
beams from the prickly 
projector colour the square. 
A robotic arm oscillates over 
a cube, pouring down the 
filament for printing. 

10. The Virtual Activist is online, 
signs a petition on a website, wears 
statement t-shirts.  
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11. The ladder taps to the 
wall. 
 

11. Lodger climbs up the ladder. 

12. The compost smells.    12. The woman who never produces 
garbage makes a video of herself for 
her vlog.
 

13. Voided Centre is split 
over.   

13. The Voided watch themselves. 

14. The cushions lay on the 
ground, it is quiet. 
The cushions smell fabric 
softener; spring flowers.  

14. He first touches the warm stripy 
cushion, studies it with his hands. 
Then, he gets comfortable and hugs 
the cushion with both arms, eyes 
closed.  

15. The Ferris wheel turns. 15. The Balloonist adjusts his tie, 
looks himself in the mirror. 

16. A comfy bed with a view. 16. The Visitor asks for Wi-Fi 
password, checks in on an app.  
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Contingent Encounters of the Conversation
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4. 7. The Virtual Activist goes to Scanning Hall, sees Voided Centre from afar. Data Gathering 
Monster lurks from behind. The Balloonist/Property manager puts up the banners. A4 pages 
glide.
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4. 8. Woman who never produces garbage is on the Mindful Self-observation Deck, recording a Vlog. 
The Visitor is on an excursion, enjoying the promised, ready-made experience. Online Cemetery hoovers 
over the Ferris Wheel.
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4. 9. The Silos for Those who looked the Other Way chants the mass media news, the self-observer 
is unsettled by it. Woman who never produces garbage prepares seed bombs.
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4. 10. The Self-observer spends her time in Cuddling Hall, Lodger feels intimidated by the idea of it. The 
Caretaker leans out from his window to get the Wi-Fi coverage.
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4. 11. The Caretaker sweeps the A4 pages from the ground, turning blind eye to the Dead.
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4. 12. The Useless gather around the prickly projector, the beams of colour reflect on their faces. They 
feel united. The Visitor watches from afar. Caretakers head back to their units. The Dead are dead.
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4. 13. The Robotic arms are printing the cubes for the trending protest campaign. The Data 
Gathering Monster samples the hashtags for the protest. Voided Centre is spilled over. A4 pages 
glide.
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4. 14. Cuddling Hall emits good vibes in the evening. The lodger climbs up the steel ladder, inattentive 
to it. Inhabitants walk up the ramp of Voided Centre, they swing on the upper levels, gazing across the 
land.
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4. 15. Woman who never produces garbage ploughs her roof-top garden. Balloonist Unit turns clock-
wise. The counter on the façade of the Online Cemetery drastically changes. The Virtual Activist adds 
gains, subtracts losses.
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4. 16. Data Gathering Monster collects email addresses, passwords, shopping trends, and political 
preferences; scans messages from group chats, tweets with hashtags; samples biometric data. 
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following page image

4. 17. Snapshot from the film Mismeet: 
Habitual Gestures for the Slightly 

Unfamiliar - I
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4.2. M i s - m e e t : Habitual Gestures for the 
Slightly Unfamiliar 

How do we experience the architecture of existential clumsiness?
How and when do we decide to walk but not crawl, hold but not push, bend under but not jump over? 
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following page image

4. 18. The Mutilated Structure
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The Slightly Unfamiliar 

The following piece is a depiction of a quasi-imaginary car journey on a February day with speed approximately 
50km/h. 

If you take the detour from Şarköy to Kumbağ, this is a serpentine-like side road that ascends and descends on the skirts of 
the fairly tall Uçmakdere.  When you have the glimpse of the first one – an unevenly pillared structure reaching towards the 
sea— it would already start disappearing as you turn the next bend, you would think that its existence is by chance. Then 
you see another one, and then another. And with every bend, you see one of these dream-like structures above the sea. These 
structures look as if they are abandoned and rotten because of their existential clumsiness; with their bendy platforms and 
uneven pillars. You would wonder what they are, or to be clear, you would wonder what they are for because it is not likely 
to accept them to be just as they are; they should be tools for some reason. Later you would see, there are dozens of them 
throughout the journey. Then the journey ends, as if like a weird dream. 
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following page images

4. 19. Snapshot from the film Mismeet: Habitual Gestures for 
the Slightly Unfamiliar - II

4. 20. Mismeet: Habitual Gestures for the Slightly Unfamiliar, 
2017.

4. 21. Mismeet: Habitual Gestures for the Slightly Unfamiliar, 
2017
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Habitual Gestures 

The following piece is a depiction of another journey that may have happened during early-autumn, on a winery 
hopping day. 
 
… After you see one of them, you are likely not to stop – you would think, it is a pity; it has already disappeared with the 
bend of the road. Then you would see another one, this time you would have an urge to stop – it’s not easy to stop here. The 
road is too narrow and bendy. By the time you find a proper place to stop, you would have already passed several of them. But 
still, you are able to walk to this one. Leaving the car by trying to close the door slowly, you see that this is a shingle beach… 
White and grey pebbles... The sea is unexpectedly quiet… No wind... As you walk towards it, the noise of the road is dimmed 
– all you hear is you, walking on pebbles with calm waves behind. The eeriness of the place unveils. As you approach, you 
realise that the proportions are slightly off. The sun ahead contrasts the structure; the details are dimmed in its shadowlike 
appearance. It looks almost like a drawing, lost its way in our world. Then, you would gather up your courage – decide to 
climb up. Here on, you guide yourself with the habitual gestures in your conscious collection.
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following page images
4. 22. U E - Unexpected Encounters Board Game Table – The sequence of 
preparation for the game - I. 

4.23.  U E - Unexpected Encounters Board Game Table – The sequence of 
preparation for the game - II. 

4.24.  U E - Unexpected Encounters Board Game Table – The sequence of 
preparation for the game - III. 

4.25.  U E - Unexpected Encounters Board Game Table – The sequence of 
preparation for the game - IV. 

4.26.  U E - Unexpected Encounters Board Game Table – The sequence of 
preparation for the game - V.  
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4.3. U E: Unexpected Encounters 
U E, Unexpected Encounters is an architectural board game for two players, in which the act of play creates a spatial 
language that records the unexpected encounters of individual imaginaries. Otherwise, the ostensible aim of U E is  
to ‘Build the Home You Imagine.’

 



162 EXPEDITIONS



163



164 EXPEDITIONS



165



166 EXPEDITIONS



167

Obligatory Steps Taken for an 
Unexpected Encounter:

01: Come closer to the table; the eggish-shaped top is wooden, has little square holes on 
it – roasted brown. A metal flag tries to split the top in two uneven parts. The table has 
five weird-angled legs.  

02: Take a look around it; the light seeps in from the little square holes, casts grid beams in 
the shadows of the table. It has a random height, not a desk or a side table. The table has 
two wings; they do not cover the table at all. There is an odd opening on the side. 

03: Lift up the eggish-shaped top; it is thoroughly sanded, almost soft.
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04: Unfold the top – rest it on the metal flag.

05: Look inside the table; there is a drawer, with all sorts of bibs and bobs; little pieces 
of hot pink, honey yellow, dark grey, stripes of white and black; metal, wood, paper and 
plastic; eggs, frames, circles, holes, pins and shells…

06: Look further; there is the drawer, topography of lines and hills with, again, little square 
holes – roasted brown.
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07: Pull the drawer; the wings open, pieces shake. 

08: Brush your hand over the pieces; touch the drawer.

09: Look at the high end of the drawer; these are the cards.
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10: Take the cards out of the slot. Palm sized, thick paper, with round-cut edges. 

11: Read the cards.  
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U E – Unexpected Encounters, architectural board game. 

The aim of U E is ‘Build the Home You Imagine.’

The rules
x Players decide who starts. 
x Talking is not allowed when playing. 
x There are no physical side boundaries; the board is accessible without any restrictions. 
x A game starts with an unoccupied board. 
x Every turn can have multiple pieces to complete the move. 
x When pieces are placed on the board, their ownership passes to both players. 
x Any previously played piece cannot be moved or removed from the board, but new pieces can 
be added to them. 
x The game can be built vertically and horizontally. 
x The game ends when players feel like it ends.

The pieces
x (dll) Dull – soft silicone, black, anthracite — causing boredom; tedious; uninteresting 
x (e) Expectation – clay, honey yellow, metal legs — the act or state of expecting ; anticipation
x (ly) Layer – acrylic, frosted clear — one thickness, course, or fold laid or lying over or under 
another
* layers tend to hide - conceal
* opaque - shell
x (m) Memory – hard plastic, ghost white, black-white striped metal legs — a mental 
impression retained; a recollection
x (mA) mass – hard plastic, baby powder white — a body of coherent matter, usually of 
indefinite shape and often of considerable size
x (iM) Immanent – hard resin, ivory white, hot pink, copper legs — existing within and 
throughout the mind and the world; dwelling within and throughout all things, all time, etc.
x (fe) First Encounter – hard plastic, ghost white —
* the first impession - vivid memory
x (de) Delusion – hard plastic, hot pink — a : something that is falsely or delusively believed 
or propagated.  b : a persistent false psychotic belief regarding the self or persons or objects 
outside the self that is maintained despite indisputable evidence to the contrary; also : the 
abnormal state marked by such beliefs 
x (Vo) Void – hard plastic, ghost white — containing nothing <void space> 
* places of derived experiences
* second hand memories
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12: Observe the pieces; touch them, remove them from their slots, shake them, 
weigh them. 

13: Think; what does ‘ build the home you imagine’ actually mean?

14: Look around – Grab a chair – Come closer – Sit. 
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15: Recollect the images of your dream home on your mind. 

16: Observe the pieces; they have something to say about the home you imagine; there 
is something peculiar under their happy, trivial appearances. The meanings could be 
equivocal.

17: Decide; do you want to play the game, do you want to build your dream home? 
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18: Choose your ‘other,’ or, let another pick you. 

19: Start to play. 

20: Reflect on your fragile imagination of the home you have on mind. The pieces talk back 
and sometimes, they unravel the ‘others’ – the unwanted, the buried – of your imaginary 
home. You would not want this. 
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21: Begin to build the home you imagine – or fear of. 

22: Wait for the other to play after your first move.  

23: Observe, your other fails to interpret what you are imagining; you want to 
comment on their move, but you cannot. You are not allowed to. 
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24: Decide; you have to negotiate for the home you imagine. 

25: Focus on your observation of your other. 

26: Look; the board becomes a place where you are forced to communicate about the 
home you dream of. 
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27: Try to manipulate the conversation. 

28: Now the home you imagine becomes something other.
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4. 27. U E Deck of Cards
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4. 28. (dll) Dull
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4. 29. (e) Expectation
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4. 29. (e) Expectation 4. 30. (ly) Layer
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4. 31. (m) Memory



183

4. 31. (m) Memory 4. 32. (mA) Mass
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4. 33. (iM) Immanent
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4. 34. (fe) First Encounter
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4. 35. (de) Delusion
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4. 35. (de) Delusion 4. 36. (Vo) Void
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There are two types of sessions depending on the pre-existing social relationships 
of the two players, called respectively: ‘The Day I Almost Had a Conversation 
with Someone I do Know’ and, ‘The Day I Almost Had a Conversation with 
Someone I do not Know.’ 

4. 37. The Day I almost had a conversation with someone I do know
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4. 38. The Day I almost had a conversation with someone I do not know
4. 37. The Day I almost had a conversation with someone I do know



Chapter 5: Logbook 
The Reports of the Encounters with the Wild Fields of Architecture 



191

This chapter discusses the research behind the design 
experiments/expeditions by referring to the making process 
through the thesis’s theoretical framework. Each section is 
respectively written with the experiments of the Expedition 
chapter. Logbook hence articulates The Reports of the 
Encounters with the Wild Fields of Architecture. I follow the 
linear alignment of the experiments in the writing up of these 
reports. Each section is also another phase of meeting and 
encountering the ‘other’. As a whole, it involves a gradual parting 
away from oneself to a state in which the self is diminished 
within the wider field. This chapter first positions the other 
‘Other’ and later deploys the tactics for how to experience this 
other, after which it then discusses a loose connection that 
does not demand any particular subject if we meet an other 
who is like ourselves. Logbook is the diary of my trespassing 
journey into the WFoA. 

The first section is called Meeting the other ‘Other’ and is 
where I will discuss the Masques project of John Hejduk as 
representing architecture’s otherness, set alongside Michael 
Hays’ discussions of the Late Avant-Garde and Roland Barthes’ 
ideas about the creation of the new. This section emphasises 
the blurring of authorship in an a-synchronous collaborative 
creative work in which the others/observers stimulate the 
outcome as a performance. A Conversation from the Wild Fields 
of Architecture is thus an experiment that aims to return to the 
thesis’s initial point of departure from normative architecture 
by meeting instead the other condition where speculation is in 
fact the only accurate act of engagement.  

The second section is titled Tactics for the Experience of the 
Strange, and here the discussion starts with registering an 
experience of the strange by viewing my short film, Mis-meet: 
Habitual Gestures for the Slightly Unfamiliar. The strange is 
indeed closely tied to the familiar. The relationship between the 
two is mostly defined within the interrelated positions of the 
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uncanny. The psychological dispositions of Sigmund Freud’s 
uncanny vary the theoretical framework of this thesis’s research. 
The film consciously mistranslates our spatial experience and 
how we perceive it, making the film a speculative projection 
about the experience of treading into the WFoA. And the 
experience of the strange demands alterations in our ways of 
interaction, which meanwhile explicates the strange realm of 
the site. The experience makes us face our own ‘double’ as it is 
multiplied, and as such we too also become others/observers. 

The last section of the chapter is about the architectural board 
game, Unexpected Encounters (U E), and is titled Meeting 
an Other. It seeks to materialise the ephemeral process of 
conceiving designs by stimulating the players’ imaginations. 
The pieces of the game act as catalysts for mental images in 
the players’ heads, and hence their behaviour while playing 
on the board produces an aggregate of circumstantial images. 
The game’s task is about daring players to expose and share 
their isolated imaginaries; in this regard, U E always invites the 
other. The innate behaviours of play and imagination coincide. 
Therefore, I will discuss this design experiment in comparison 
to Johan Huizinga’s definition of ‘play’ with Jean-Paul Sartre’s 
mechanics of the ‘imaginary’. I am mostly interested in a game 
that has been set up to expose how the imagination operations 
can react, and even be short-circuited, when other players 
step in and begin to claim and negotiate. Once the game 
commences, players can observe how the interventions from 
others influence their own imaginary realm. What starts out as 
vague moves within the game becomes a (mute) conversation 
sequence. Meanwhile, observers of each game act as the 
transcribers of these relationships in the imaginary realm. 
Unexpected Encounters enable us to meet an other, through 
play, in a situation where the concern of having a fixed identity 
is diminished – and indeed being in this state gives us a sense 
of peculiar enjoyment. 

This Logbook chapter therefore exposes the underlying aim 
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of this research by magnifying the interrelationships between 
others and myself as distracted-beings who are engaged in 
conceiving designs, or else are observers of the state of peculiar 
creativity. Each has their particular role in relation to this 
large research aim and each experiment/expedition explores 
respective phases by their set up and disposition. Chapter 6: 
Outcomes, Architecture’s Peculiar Creativity will then discuss 
these shifting positions with a final ‘writing image’ and a 
drawing/diagram that I call Three Performers.  
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5.1. Meeting the other ‘Other’
The self demands others for its internal negation1; it delineates its position 
from the contrasts it retrieves from encounters with others.2 3 Therefore, 
situating ourselves within another person’s context immediately defines a 
specific positional ground. Situating ourselves as others and encountering 
an other, on the other hand, loosens this contingent equation. This 
report magnifies the interrelations of meeting the other ‘Other’ to create 
unbounded positions, delineating the WFoA. The works of John Hejduk 
were much reflected upon and discussed during his lifetime.4 His projects 
were widely interpreted as critical responses to ongoing debates of the 
late-20th century. However, his Masques project was notably divergent 
from the rest of his works. They were conceived as a series of nomadic 
memory theatres that would remain non-assimilated in relation to the 
settled, more expected spaces of the modern city.5 Although they were 
conceived and concluded solely within their own terms,6 the designs for 
the Masques projects remain enchanting. They were radical inventions 
without an urge to position themselves too precisely, preferring instead 
to retain their openness so that they could be playgrounds through which 
to seek the otherness of architecture; the space they talk about is of our 
imagination and fascination. They are monstrously human, and only 
existent through their performative encounters. And this is the reason I 
believe that, the Masques designs represent the other ‘Other,’ and hence 
were the initial attempts to trespass into the WFoA. My aforementioned 
experiment, A Conversation from the Wild Fields of Architecture, was hence 
intended to greet this other ‘Other’ in the peculiar way that it demands. 
It was a conversation between the Masques and me – an asynchronous 
collaboration using weird implements. 

Any conversation is an ephemeral activity that accumulates fictionally 
as we speak. Sometimes its course is incoherent; shaped by disparate 
monologues, as if each participant were chasing their own tail. Even so, 
it remains as a mutual construction, a creative, collaborative making of 
ideas and things. There is no owner of the resulting sum, just two (or 
more) manipulators that meet each other among mountains of chatter. 
A Conversation from the Wild Fields of Architecture is conceived as a box 
on wheel that holds a whole set of visual transcripts for theatricalisation, 
thereby resonating with the Masques through its ultra-odd presence. It 
is an embodiment of an autonomous architecture teleported from the 
WFoA, demanding others/observers to perform and thereby spread its 
nomadic tale. The visual transcripts transmute the Masques into fleeting 
encounters in which the observers can materialise. Here architecture’s 

1  Jacques Lacan, ‘The 
Mirror Stage as Formative of 
the / Function as Revealed in 
Psychoanalytic Experience’.2  Jean-Paul Sartre, Being 
and Nothingness: An Essay on 
Phenomenological Ontology.

3  See Chapter 3, 3.2 Meeting 
the Other, no:02, no: 03, no: 07, 
no: 08. 

4  He died in July 2000.

5  Anthony Vidler, ‘Vagabond 
Architecture’, in The Architectural 
Uncanny Essays in The Modern 
Unhomely (London: MIT Press, 
1992), 207–14.6  Stan Allen, ‘Nothing 

But Architecture’, in Hejduk’s 
Chronotope, ed. K. Michael 
Hays (New York: Princeton 
Architectural Press, 1996), 79–99.
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otherness resides in the relationship created by 
the varied encounters between architectures, 
observers and architects.

Although the self requires – indeed demands 
– other people in order to be able to delineate 
one’s own contrasts, what I was seeking in 
these conversations with Masques was not 
any sense of internal negation. In this case, 
meeting the other ‘Other’ was not intended to 
offer any definition about my own designs. It is 
a rambling in the Masques projects’ otherness; 
a monologue on my side to disrupt the internal 
negation, thus creating an unbounded state 
among the two other ‘Others’. I enter into the 
latter’s realm in the search of signposts to the 
WFoA, stopping a while to speculate and create 
another new inside John Hejduk’s space of 
enchanting imagination.

The Other ‘Other’

My readings of Hejduk’s architecture7 in this report 
follow Michael Hays’ discussions about what he terms 
the Late Avant-garde. Hays uses Lacanian ‘triptych of 
subjective register’8 9 to seek out architecture’s desire within 
the works of Aldo Rossi, Peter Eisenmann, John Hejduk, 
Bernard Tschumi in a period from the late-1970s of 
architecture’s negation by advanced capitalism.10 Their 
architectures are seen as positional displacements that 
aim towards what Hays defines as the Big other (A). 11 This 
was for him the moment that architecture lost its role as 
a necessity, and the methods and processes for making 
buildings limited its potentials. This situation eventually 
triggered a systematic representational approach by the 
above architects that tried to manipulate architecture so 
that it became a language that expressed difference.12 13 
Time however has passed since then, and we moved on 
to something else. 

Now, when we talk about negation and a sense of lacking 
within things, Lacanian thinking suggests positional 

7  Hays defines Hejduk’s 
architecture as a chronotope; it can 
only be defined by its own time 
and place K. Michael Hays, ed., 
Hejduk’s Chronotope (New York: 
Princeton Architectural Press, 
1996).

8  Jacques Lacan, Ecrits.

9  See Glossary, Triptych of 
Subjective Register. 10  K. Michael Hays, Architecture’s 

Desire: Reading the Late Avant-
Garde.

11  Hays refers to a Lacanian 
term as the big Other (A), italicised 
French ‘autre’ that symbolises the 
symbolic register. Hays positions 
the architectural debates going on 
from the 1970s to the 90s, and 
Modernism generally as the big 
Other(A) in his discussion about 
the works of the Late Avant-garde. 
K. Michael Hays.

12  K. Michael Hays.

13  Jacques Derrida, Writing and 
Difference.
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experiment, A Conversation from the Wild Fields of Architecture, was hence 
intended to greet this other ‘Other’ in the peculiar way that it demands. 
It was a conversation between the Masques and me – an asynchronous 
collaboration using weird implements. 
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it remains as a mutual construction, a creative, collaborative making of 
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Unhomely (London: MIT Press, 
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displacements that occur simultaneously at the three levels of order: the imaginary, the 
symbolic and the real. The designs of the Late Avant-Garde can hence be defined as 
attempts of negation that turn against the mainstream architecture of the time by using 
instead their own realm of symbols and signifiers.14 Therefore, these other architectures, 
in Hays’ analysis, mostly reside at the Symbolic level of order in their reflections about 
‘Architecture’. 15 This is why we can trace various architectonic tropes among Late Avant-
Garde practitioners. In principle, any positional displacement nullifies the object and splits 
the subject in the process.16 17 This can be seen in Eisenman’s House VI, where somehow 
the architecture seems familiar but what it discusses soon unfamiliarises itself and expands 
its meaning at a fundamental level: thus the architectural object-in-itself metamorphoses 
into an object-different-from-itself. 18 In essence, what the Late Avant-Garde were pursuing 
in this manifestation of codes of symbols and signifiers was an establishment of their own 
ground, of their right to exist within a system that did not appear to need them at all.

The positional displacement of these Late Avant-Garde architects in relation to the Big 
other (A) resides in the fact that they kept with architectural precedent as their medium 
of interrogation and disruption.19 In Hejduk’s case, we can see a gradual stirring away 
from a concern with ‘Architecture’ over time. His series of Diamond Houses20 undoubtedly 
make reference to Modernist architects such as Le Corbusier, Piet Mondrian and Ludwig 
Mies Van der Rohe. Wall Houses use these same precedents as the ingredients to express 
ambiguity about one’s occupation of architectural space. Later, Hejduk moved on to a 
trilogy – Cemetery of Ashes of Thought, Thirteen Watchtowers of Cannaregio and Silent Witnesses 
– in which he sought to design architectural ‘things’ that could not be assimilated.21 In 
the opinion of Michael Hays, this trilogy of projects was however still mainly concerned 
with, and consists of reflections upon, the Big other (A).22 In these projects, the positional 
displacement from architectural precedents might have been necessary to initialise the 
bifurcation of the subject and to express the object-different-from-itself. Hejduk emphasised 
that the trilogy was the threshold of a definite split: soon after he began to dive into the 
world of the Masques as structures that could become the proper other ‘Other.’23 24

Hejduk’s Masques and Why He is a Citizen25 of the Wild Fields of Architecture
 
On the other hand, if we look at Hejduk’s Masques from today’s perspective, it is plausible 
to trace a shift in his architectural projects away from Lacan’s Symbolic order and towards 
the Imaginary.26 Now, the coded precedents lack any powerful significance; the Big other 
(A) has already regressed and so lost its importance.27 Therefore, if we see beyond the 
norms of Modernism and withdraw the Masques projects from a now-distant positional 
displacement, it became apparent that as new architectures they reside in a sense of 
otherness. Hejduk shows no interest in what these schemes might suggest; they just are. 
Their architectures do not mean anything by themselves. They are mask-like creatures; 
their existing conditions act as their voided centre, and they are only definable within those 
moments of their performative encounters. In this way, architecture is here subjectified by 
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displacements that occur simultaneously at the three levels of order: the imaginary, the 
symbolic and the real. The designs of the Late Avant-Garde can hence be defined as 
attempts of negation that turn against the mainstream architecture of the time by using 
instead their own realm of symbols and signifiers.14 Therefore, these other architectures, 
in Hays’ analysis, mostly reside at the Symbolic level of order in their reflections about 
‘Architecture’. 15 This is why we can trace various architectonic tropes among Late Avant-
Garde practitioners. In principle, any positional displacement nullifies the object and splits 
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the unpredictable position of the observers.28 It is possible 
to say that the encounter here is a kind of a ‘mirror stage’ 
in which we reflect upon the proper architectural other 
instead of ourselves. 29 My conversation with Hejduk sits 
within this realm; I suggest that the Masques are the first 
attempts to enter the WFoA.    

Masks have of course been used in many cultures for 
varied rituals throughout the history of the mankind. 
Johan Huizinga explains this interest in masks as 
stemming from the nature of play.30 It is a mysterious 
secluded act; play needs a kind of bifurcation and secrecy 
from the ordinary life to independently deploy its rules.31 
And, masks are part of the mysteriousness of play in 
terms of ceremonial games and rituals.32 These rituals are 
usually held in religious festivals where the event and the 
enchantment of the ceremonial game are rarely detached, 
since they have specific and rigid rules to obey.33 Masks 
enable individuals to act as if they were another being 
– and, moreover, this is not limited to ancient rituals.34 
Crucially, they are separate from their performers; their 
exteriority is unbounded from any interior.35 Therefore 
the identity of a mask can change with every narrative 
and performance. 
 
Hejduk’s Masques are rooted in 16th/17th century England, 
in a mode of performance initially called ‘Mummery’ 
that consisted of a theatre of play but without any story, 
ending or action.36 Likewise, Hejduk’s Masques projects 
were not intended to have any interiority, nor were they 
interested in assuming any identity – and yet they were 
not just superficial as if they were like a thin façade. The 
designs consist of drawings and texts that work closely 
together. The texts – which gave titles and also subject/
object matrices – did not introduce any Symbolic order 
like the schemes of the other Late Avant-Garde.37 The 
Masques were enfolded within the interrelationships that 
existed among each variant. Therefore the enchantment 
of Masques lies in an unanticipated, fluctuating, 
multiple series of implications that were otherwise quite 
unexpected from their appearance.38 Similar to the 
selfless mask in The Face of Another, the Masques projects 
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create a realm that is separate and unbounded from any conditional, normative encounters. 
There was an obligatory threshold for others/observers to cross if they wished to enter into 
Hejduk’s mental space.39 The configurations and operations of the Masques are the main 
reason that I regard Hejduk a distracted-being – a speculator – who moved within the 
realm of architecture in search of peculiar creativity. I think therefore that meeting Hejduk 
in his Masques enabled me to get an initial understanding of how the WFoA operate.

Wim Van den Bergh discusses Hejduk’s Masques projects through an analogy taken from 
Roland Barthes,40 41 which I also found fascinating to follow. He defines Hedjuk as one of 
the logothetes42 in his creation of the Masques. For Barthes, logothetes share some common 
activities in the process of creating original things: self-isolation, articulation, ordering, 
theatricalisation.43 Hejduk’s Masques can be seen as likewise informed.

Hejduk’s Masques projects are hence about architecture’s otherness; they are monstrously 
human, emotional structures. They can be interpreted as quasi-anthropomorphic 
transmutations: ‘a tribe of architectural animals, a travelling carnival of objects gradually 
assembled over the last decade; a tribe that now seems infinitely extensible’.44 How Hejduk 
treats the Masques is utterly divergent from his Late Avant-Garde contemporaries. He 
might share the sense of disengagement as the starting point of a critique, but his designs 
were not necessarily intended as tools for criticism. They were much more than that under 
the cloak of being playful nomadic charades.45 This links to the self-isolation mentioned by 
Barthes, which triggers in turn a material vacuum, an exterior that had bifurcated from the 
ordinary.46 The realm of the Masques projects is somewhere out of reach of commonplace 
architectural expectations. This is a state I am most curiously engaged with in relation to 
Hejduk’s Masques; an undefined realm of architecture where expectations and stereotypes 
are obsolete. I echo the way that the Masques subjectifiy architectures and baffle us in our 
encounters with them – making us rethink our positions in designing/making as architects 
and observers. 

This ephemeral existence of Hejduk’s Masques was especially witnessed through their 
narratives of performance: they needed crafty ports of accessibility so that observers would 
not hesitate to enter into. For Barthes, articulation follows self-isolation in the process of original 
creation.47 A boundless exterior for example is articulated through the rules, arrangements 
and combinations of assemblage.48 The accessibility of the Masques projects begins with 
the titles and the subject/object matrices that Hejduk produced. These consisted of a series 
of implications and probabilities written with elaborate details about time, behaviour, 
emotion, materiality, constructional method, structure, and lifetime maintenance. These 
texts help to animate and articulate the otherwise hollow-looking cladding of the Masques. 
In this setting, the Masques appear benign, making them easier to engage with by others/
observers.49 Nonetheless, the assemblage of the whole; architectures juxtaposing with 
titles and subject/object matrices; Masques gathering in a parade; composing of the time; 
each proclaim their sense of otherness. This is part of the subtle and witty craftsmanship 
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others/observers who performed within. Similarly, participation in the WFoA is guided, 
witnessed and recorded by the observers.

Hejduk’s Masques are thus the other ‘Other’. They belong to architecture’s sense of otherness, 
yet without any urge to position themselves thus. They were radical inventions – mythical 
configurations even – that confronted the prevailing order of reality by not necessarily being 
critical. Their space is that of the creative imagination in their absolute uselessness. What 
they trigger is an implicit stillness that sharpens our senses and enables the un-thought in 
architecture to become explicit.60 This is the realm that Hejduk expanded in his work: the 
creation of the new was established through theatricalisation. 61 It is obligatory for the creator 
to be diminished, and become almost anonymous, if we want others/observers to join in, 
intervene and speculate about such acts of creation. 62 Engagement with others nourishes 
and liberates the creative work from its creator. Masques were already designed without any 
‘master’ creating them; Hejduk seemed to breathe air into their hollow cladding with his 
titles and subject/objects matrices. He designed therefore by drawing and writing together. 
In return, his designing/making became a fluid, non-circumscribed discipline.63 I think 
that what he produced was a peculiar creativity – a perplexing, inexhaustible source to 
explore architecture’s otherness. This is where I joyfully enter into the realm of the Masques 
projects. I walk around along with a tribe of monstrously human architectures in search of 
the WFoA. I speculate upon the implications of subject/object matrices to create another 
new architecture. A Conversation from the Wild Fields of Architecture is thus intended as 
an experiment inside the realm of Masques that likewise privileges speculative designing/
making. 

A Conversation from the WFoA

This experiment was undoubtedly conceived as a performative act, an utter spectacle. A 
Conversation from the Wild Fields of Architecture is comprised of a box –a structure that 
resonates with Hejduk’s Masques in its odd presence, an embodiment of an autonomous 
architecture teleported from the WFoA to share its nomadic tale. The space of the 
conversation is a cube (400mm x 400mm x 400mm) made of clear acrylic. It resembles a 
printing machine, or a transcriber; yet there is no printing job to be done. Instead there are 
rolls of semi-transparent paper inside that slide and interweave and disappear. If the box is 
observed closely, there are hints of its nomadic existence and the need for operators to enact 
its mechanisms. The 15 paper rolls are connected by three sets of belts, with six handles 
operating them. The box stands on a wheel and two legs at the bottom and can be pulled 
along with one arm. The space of the narrative can be observed on all six faces of the box, 
each one telling their own version of the conversation. 

The main ingredient of the box is the set of visual transcripts. These are the layout of the 
narratives of the conversation with John Hejduk. They are recorded on papers with a height 
of 29cm. As records, they are digital, translucent drawings.  Their length is decided by the 
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duration of that part of the conversation. The linearity of 
these conversations resembles a seismic waveform record 
or a heartbeat monitoring report. They are as if they were 
endless, persistent recordings. 

My part in the conversation is as a form of mistranslation 
whereby I speculate about Masques in my efforts to 
comprehend and translate them. The Masques of Berlin, 
Lancaster/Hanover and the Victims are thereby retrieved, 
snatched away from their whole to help our conversation. 
Their subject/object matrices, titles and architectures are 
diligently speculated, crossed out, rewritten. The visual 
transcripts then form the records of this a-synchronous 
collaboration.

John Hejduk explains in one of his interviews that 
Masques demand studies about genuine programs to 
enable the new, saying that he would like anyone to test 
the authenticity of his programs in thirty, forty years’ time 
– a timespan that corresponds to us now.64 He mentions 
that the Masques were rooted in an American way of 
comprehension that did not resonate the dominant 
European understanding of placefulness.65 He describes 
his fascination of the mysteries of the female through 
his male gaze; this approach is inherent in the Masques 
projects.66 67 Therefore some kind of mistranslation was 
mandatory for my conversation with him.68 Today the 
necessity of open-ended programs is widely discussed. In 
addition, distinctions between the western or the eastern 
have become mixed, blurred, and thus something else; 
we cannot name a place and exclude it from the other 
parts of the world anymore. The North American way or 
European approaches cannot be defined so clearly either 
in their ways of comprehension. Moreover, as a native 
speaker of a genderless language,69 me being a female does 
not initially shape my way of thinking.70 There is no 
anticipated mystery of the male or the female. I gladly 
use these contingences and a-synchronous states to my 
benefit when speculating about Hejduk’s Masques. 

Mistranslations in our conversation transmuted the 
Masques over time. In this way the Masques still travel 
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66 Ibid.

67 John Hedjuk’s Works are 
collected under the title of 
‘Mask of Medusa.’ In Greek 
mythology, Medusa is a winged 
female figure with snakes for 
hair, and gazing into her face 
would turn any onlooker 
into stone. Hejduk was hence 
playing with mythology in his 
fascination of the mystery of 
female.    

68 These mistranslations started 
as I was reading the interviews 
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around the WFoA; they are nomadic in their interrelations and configurations. Their 
nomadism creates a disposition beyond an existing city, an utter exteriority towards all 
the cities in a way.  They still seek the other to emulate them, yet the others are from our 
times, from all over the world. The visual transcripts retain their otherness and remain in 
the exterior; they constitute a set of playful MRI scans of our times. 71  

From my speculations there arose three visual transcripts, and they each have different 
routes within the box. Therefore the visual transcripts are affiliated with these routes: Route 
A, Route B and Route C. The routes nest one within the other; this suggests a certain 
hierarchy of interiority and exteriority. If the box is examined closely, the linear expansion 
and the relationships between the routes suggest the fluctuating plan of our conversation.72 
Route A is the outer visual transcript that hoovers over the other two, enveloping them. In 
Route A, there are Wind Tower, House of the Suicide, Death House, Observation Tower, 
Application Passport Building, and Maze.73 Route A thus delineates the thresholds for our 
conversation; it acts both as a background that defines the general state and an overlay that 
the Masques are visible through. Route B is in the middle and almost encases Route C. 
Cross-over House, Useless House, Inhabitant’s Maze, Caretaker’s Unit, Room for Those 
Who Look the Other Way, and Room for Thought reside here.74 In the middle of the 
design for the Lancaster/Hanover Masque, there was nothing. Hejduk playfully creates a 
voided centre with an ochre-coloured ground. This is the core of the parade where the 
Masques gather around, to observe the void and each other. Respectively, Route C remained 
in the middle of our conversation and begins with the Voided Centre and continues with 
Arbitration Hall, Summer Visitor’s House and Balloonist Unit.75 In our conversation, the 
gesture of the linearity of the visual transcripts decentralises Voided Centre. The ochre-
coloured ground is stretched and spilt all over, but remains continuously visible. As the 
papers roll and slide inside the box, they merge and interweave one within the other or else 
disappear. Again, similar to the Lancaster/Hanover Masques, the Masques gather around to 
gaze on and observe the void and each other. 

This encounter in our conversation, this meeting with the other ‘Other’, resulted in several 
mistranslations of the Masques projects. However, how the observers materialised and 
subjectified our conversation was quite another matter. Their admittance is dependent 
upon the box, meaning that they only engage with our conversation by the performing the 
walking of the routes at their own pace. They use the handles –probability triggers— to 
operate the routes. Whenever the routes interweave, this is visible in the front and back 
views of the box; these constant shifts also suggest the plan scheme of the Masques. The 
routes collide, clash and hoover on the upper, left and right views of the box; these surfaces 
are for contingent encounters where the narrative changes depending on one’s viewpoint. 
And the bottom view of the box is only for the wheel and stumpy legs.  

71  In Lancaster/Hanover Masque 
Hejduk defines his drawings as 
x-rays, I update the technology 
and keep the same approach. 

72  See the image 5.1. The Plan of 
A Conversation from the Wild Fields 
of Architecture

73  Wind Tower is now called 
Data Gathering Monster. 
Observation Tower is now Mindful 
self-observation Deck. Passport 
Building is now Scanning Hall. 
Maze stays as Maze. Death House 
is now Online Cemetery. House of 
the Suicide is now House of Wifi. 

74  Cross-over House is now 
Activists’ Pit. Useless House is 
now Useless House. Inhabitant’s 
Maze is now Inhabitants’ 
Maze. Caretaker’s Unit is now 
Caretakers’ Unit. Room for Those 
Who Look the Other Way is now 
Rooms for Those Who Look the 
Other Way. Room for Thought is 
now House for the Woman who 
Never Produces Garbage. 

75  Voided Centre stays as Voided 
Centre. Arbitration Hall is now 
Cuddling Hall. Summer Visitor’s 
House is now AirBnB Unit. 
Balloonist Unit is now Balloonist 
Unit/Property Management 
Unit. 
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116–129, accessed 5 November 
2018, http://lera.ucsd.edu/
papers/.

71 In Lancaster/Hanover 
Masque Hejduk defines his 
drawings as x-rays, I update the 
technology and keep the same 
approach.

72 See the image 5.1. The Plan 
of A Conversation from the Wild 
Fields of Architecture 

73 Wind Tower is now called 
Data Gathering Monster. 
Observation Tower is now 
Mindful self-observation 
Deck. Passport Building is now 
Scanning Hall. Maze stays 
as Maze. Death House is now 
Online Cemetery. House of the 
Suicide is now House of Wifi.

between Hejduk and Wall in 
the Mask of Medusa. For a long 
time, I thought Wall in one side 
of the interview is Hejduk’s wall 
from his Wall House design, 
and so Hejduk was having 
an imaginary conversation 
with an architectural element. 
This seemed very appropriate 
within his discourse. I was 
mesmerised with the feel of 
the interviews, how Hejduk 
had constructed them, and his 
unbounded imagination and 
powerful writing. Only later did 
I understand that the interview 
was in fact between Don Wall 
and John Hejduk. Still, the 
imagination that was triggered 
from mistranslation and the joy 
of conversing with a wall stayed 
with me. John Hejduk, Mask of 
Medusa: Works 1947- 1983.

74 Cross-over House is now 
Activists’ Pit. Useless House is 
now Useless House. Inhabitant’s 
Maze is now Inhabitants’ 
Maze. Caretaker’s Unit is now 
Caretakers’ Unit. Room for Those 
Who Look the Other Way is now 
Rooms for Those Who Look the 
Other Way. Room for Thought is 
now House for the Woman who 
Never Produces Garbage.

75 Voided Centre stays as Voided 
Centre. Arbitration Hall is now 
Cuddling Hall. Summer Visitor’s 
House is now AirBnB Unit. 
Balloonist Unit is now Balloonist 
Unit/Property Management 
Unit.

69 ‘Genderless Languages’ does 
not include any grammatical 
gender, but this does not 
necessarily mean that genderless 
languages are egalitarian and 
gender neutral. Turkish for 
instance is a genderless language; 
however there are of course 
implications of gender inherent 
in certain words or actions. See, 
Friederike Braun, ‘Gender in a 
Genderless Language : The Case 
of Turkish’, in Language and 
Society in the Middle East and 
North Africa, ed. Yasir Suleiman 
(London: Routledge, 2013), 
10–14.

70 Lera Boroditsky and M. 
Brockman, ‘How Does Our 
Language Shape the Way 
We Think?’, in What’s Next? 
Dispatches on the Future of 
Science (New York: Vintage), 
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5. 2. The Extracts from the Process.

5. 2. a. The Refusal of the Internal Negation, Sketch.

5. 2. b. The Conversation Box, Sketch. 
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5.3. Route A.





5.4. Route B. 





5.5. Route C.
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*
A Conversation from the Wild Fields of Architecture is content with its existence as a box. 
It is the embodiment of an ephemeral, autonomous architecture that I presume arrived 
from the WFoA. The box is the record of how I greet the other ‘Other’ in the specifically 
odd way that is required. This experiment is a dialectic between me and Hejduk’s Masques, 
with various weird inferences. The box enfolds a nomadic tale in which the Masques travel 
around creating new interrelations and configurations that the others/observers perform.

I believe therefore that John Hejduk is a distracted-being in the realm of architecture with 
peculiar creativity. And, meeting him in his Masques projects would enable a particularly 
insightful understanding of how the WFoA operate. In A Conversation from the Wild Fields 
of Architecture, my curiosity about Hejduk’s Masques meant that I joyfully followed his 
nomadic theatre, creating speculative encounters along the way in the hope of also meeting 
the other ‘Other’. My experiment expanded upon the otherness of the Masques through 
speculative designing/making. I used our conversation as a creative act of accepting, 
denying, and implementing the new. In the end another set of Masques have been discussed 
and proposed. And they too are accessible for the observers to operate. 

The theoretical framework for my report relies on Hays’ analysis of the Late Avant-Garde 
and the way he defines this other kind of architecture in Hejduk’s works. I follow Hays’ 
definition of the fictional, whereby there is no necessity to seek a positional ground to define 
the work, which expands the realm of Hejduk’s projects and enhances their otherness. I 
imagined the WFoA in its encounters with the Masques as delineating the border-shades of 
what I wanted to pursue.

My experiment hence explores the position of being an other ‘Other’ in the realm of 
Hejduk’s Masques. These architectures suggest a position with no identity, dependent on 
the performances and narratives of others, and they also suggest fluctuating implications of 
architectural beings baffling those who meet them. These encounters however accumulate 
only in the memories of the observers. I conclude that for my research it is necessary 
to record these contingent encounters of architectural designing/making. The WFoA is a 
fugitive place, necessarily guided and witnessed by observers whose interest in architecture 
is fictional – one that does not offer any kind of positional disposition in relation to 
commonplace discussions of architecture. 

Having identified signs to the WFoA within Hejduks’ Masques projects, the next stage 
of my design research was then to seek a series of tactics that I believe are necessary for 
my engagement with and trespassing into the fictional realm of the WFoA. The next 
section examines this exploration through discussions about the experiencing of uncanny 
strangeness.
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5.2. The Tactics for 
the Experience of the Strange

Encounters with the strange resemble our experience of dealing with 
the unfamiliar. They trigger automatic, instinctive acts –  yet these acts 
fail to engage us with the strange. Thus the experience of the strange is 
undoubtedly something other. To explore this condition further, Mis-
meet: Habitual Gestures for the Slightly Unfamiliar is a short film that I 
made about our intrinsic experiences of uncanny strangeness.  The film 
is a recording of fishing structures. The ‘strangeness’ of this place is of 
course entirely conditional; I chose to describe it from the perspectives of 
a stranger. The fishing structures on the site impart a sense of strangeness 
and peculiarity in their architectural form: they are the architecture of 
existential clumsiness, similar to how I imagine the architectures in the 
WFoA would resemble if they were built.

My report on Mis-meet thus starts by registering my experience of the 
strange, tied as it is also to the familiar. The relation between the two 
was most clearly defined by Sigmund Freud’s remarkable psychological 
explorations and observations of the uncanny. The presence of the 
strange within a familiar setting provokes our habitual gestures, and it 
is these that refrain us from grasping the actual peculiarity of the event. 
Therefore, the working method I chose for my filmmaking reflects upon 
the engagement failures, adopting several tactics. These tactics started 
with an attempt to capture the strange sense of the experience in the 
place, by recording and editing the film stock, and by looking into how 
the term ‘strange’ is usually defined. Peculiar creativity operates within my 
filmmaking through mistranslations of the actual tactile experience of the 
strange into something that is only accessible by looking and hearing in 
a different way. Hence my tactics for making Mis-meet was by no means 
a straightforward process. It involved several delays, even failures, in the 
footage depending also on how others perceived it.

At heart, Mis-meet: Habitual Gestures for the Slightly Unfamiliar is a film 
intended to decipher our experience of the strange. As an experiment it 
mistranslates our spatial perceptions and experiences. Meanwhile, this 
sense adds to the already strange realm of the site. Now we reside fully 
within the strange by being duplicated and multiplied by the film, and the 
strangeness of the place is unmasked by being mutilated in this way.
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Architecture of Existential Clumsiness 

The sense of uncanny in a place is entirely subjective: what is unfamiliar to someone is 
familiar to someone else.

Mis-meet was filmed in the town of Şarköy, part of Tekirdağ City, where the aforementioned 
structures are located for coastal winter fishing. They are called dalyans; a more local 
name for them is ‘daldır-çıkar’, which can be translated as the ‘dip and lift’. 76  This site is 
well known to locals and to dedicated fishermen. Indeed, the dalyans are used and built 
by them. These structures are quite functional; the fishers know the possibilities and 
limitations in terms of their purpose. The locations of the structures are decided after a 
careful investigation to locate the deeper underwater channels along the shore. 77  Dalyans 
are used in bad weather with a hazy sea for three months of the year. On these occasions, 
the school of fish swim close to the shore to seek the deeper channels for protection. At 
this point the fishermen drop their fishing nets and wait in their huts. After a while – the 
waiting time varies from one hour to a day – they lift the nets to gather the fish. Although 
they differ slightly, the dalyans usually consist of a single little onshore hut along with two 
wooden slatted pathways from the shore that extend out to surround the fishing nets at the 
end of the structure. They are built with a meagre budget by using reclaimed materials and 
without using professional building equipment. Although they look accidental, it is the 
same men who erected most of the structures. Know-how and experience is thus embodied 
in each of the dalyans. Indeed, the diversity in the design of these structures is for a specific 
purpose, that of making do with recycled materials: wooden slats for the pathways and 
the hut; corrugated rusty tin sheets, left-over insulation membranes and carpets for the 
external cladding; rusty fridges for the fish holding-tanks; a pre-owned house door to lock 
up, etc. The reality of this place for the locals and the fishermen is hence an intertwining 
narrative that bifurcates once strangers like me step in.

The uncanny experience of this place for a stranger starts with the car ride to get there.78 
The route is quite unexpected and is entirely determined by the topographical layout with 
its shingle beaches, serpentine-like roads and dispersed dalyans. The latter structures are 
not always easily visible or accessible. Often they are situated along the cliffs of a dramatic 
hill with the road, ascending and descending, hiding the beaches with every turn. The 
Marmara Sea is a comparatively calm sea, with only small waves, and Şarköy is in a remote 
area in the region; it is most popular during summer for camping and swimming. The road 
here is narrow, and the shoreline extends in east-west direction. Because of this specific 
location, for most of the time, albeit depending on the day and the season, the sun casts 
shadows from the dalyans onto the sea’s surface, since the structures sit perpendicularly to 
the shore. This combination of the topographical and geographical elements – the sunlight, 
wind and sounds of the sea – is highly poetic. In such conditions, the dalyans contrast 
markedly as they are not poetic in the way that the site seems to demand; if anything, they 
remain exterior to the place. They look nomadic due to their thin bendy pillars. Although 

76  Cenk H. Dereli, ‘Şarköy’, 
31 October 2011, http://www.
arkitera.com/gorus/227/sarkoy/2.

77  Cenk H. Dereli.

78   The otherness of this place 
has deliberate likeness with 
Michel Foucault’s heterotopias. He 
emphasises a physically dominant 
threshold for these ‘other’ spaces, 
something common to the whole 
heterotopic experience. Other 
spaces interweave disparate 
places into one single place, are 
oddly timed places that refuse 
the common experience of 
time elsewhere, and teem with 
contradictions such as spatial 
illusions, and above all are 
isolated from the commonplace. 
Michel Foucault, ‘Of Other 
Spaces, Heterotopias’, March 
1967, https://www.foucault.info/
documents/heterotopia/foucault.
heteroTopia.en/.
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76  Cenk H. Dereli, ‘Şarköy’, 
31 October 2011, http://www.
arkitera.com/gorus/227/sarkoy/2.

77  Cenk H. Dereli.

78   The otherness of this place 
has deliberate likeness with 
Michel Foucault’s heterotopias. He 
emphasises a physically dominant 
threshold for these ‘other’ spaces, 
something common to the whole 
heterotopic experience. Other 
spaces interweave disparate 
places into one single place, are 
oddly timed places that refuse 
the common experience of 
time elsewhere, and teem with 
contradictions such as spatial 
illusions, and above all are 
isolated from the commonplace. 
Michel Foucault, ‘Of Other 
Spaces, Heterotopias’, March 
1967, https://www.foucault.info/
documents/heterotopia/foucault.
heteroTopia.en/.

there are dozens of them, they feel quite singular in their 
sites along the shore. The dalyans appear repetitively with 
every bend in the road. The journey thus becomes as if 
one is in a perpetual cyclical motion, always arriving 
at the same place. It creates an odd sense of repetition. 
And the nomadic structures look almost alive within 
this cyclical oscillation; the seem ready to move, walk, 
disappear. 

Apart from their contrast with the site, the dalyans 
create a sense of strangeness and peculiarity in their 
architecture. They stand in the sea as if they are unearthly 
beings, with the reality of everyday life bifurcated by 
their appearance. The existential clumsiness due to their 
odd proportions, oblique surfaces and bizarre feebleness 
make them improbable presences. The dalyans look like 
architectural drawings teleported from their paper realm 
without wearing the cloak of tectonics. You encounter 
them, not in your mind, or on screen or on paper, 
but on your way to somewhere else. This is precisely 
the architecture of existential clumsiness that I seek in 
architectures from the WFoA.

Mis-meet as a film hence tries to excavate the intrinsic 
experiences of this uncanny strangeness – treating the 
Dalyans as part of the WFoA that has lost their way and 
stumbled into our everyday life. Although their narrative 
is highly defined, their existence seems unlikely or even 
unreasonable from a stranger’s perspective. Enchanted by 
this improbable existence, strangers try to approach the 
dalyans with their habitual gestures, yet these acts only 
mis-meet the architecture on show. My film explores this 
encounter in order to understand the experience of the 
strange, and attempt to translate it, while the theoretical 
framework drew me back and back again to explore 
further Freud’s concept of the uncanny. 

For Freud, the uncanny resides in those encounters 
that trigger unintentional responses to our drives of 
compulsory repetition.79 80 The impulse to repeat an 
appalling encounter exposes our vulnerability and 
helplessness, a distressing state to be in. Such encounters 

79  The unintentional return 
discussed here is to something 
familiar that can be from the past 
that we regressed, which triggers 
helplessness. Freud exemplifies 
this with him getting lost in a red 
light district in Italy, as he gets 
lost and arrives to the same place 
again and again by following a 
familiar path “From what I have 
observed, this phenomenon does 
undoubtedly, subject to certain 
conditions and combined with 
certain circumstances, arouse 
an uncanny feeling, which, 
furthermore, recalls the sense of 
helplessness experienced in some 
dream-states... Other situations 
which have in common with 
my adventure an unintended 
recurrence of the same situation, 
but which differ radically from it 
in other respects, also result in the 
same feeling of helplessness and 
of uncanniness.”  Sigmund Freud, 
The Uncanny.

80  Hugh Haughton, 
‘Introduction’, in The Uncanny, 
by Sigmund Freud, trans. David 
McLintock (London: Penguin 
Books, 2003).

76 Cenk H. Dereli, ‘Şarköy’, 
31 October 2011, http://
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trigger the uncanny as the double (or multiplied) self. It is an instinctive way to prevent 
the disappearance of our innate distraught self. In Freud’s theory, therefore, the strange 
resides inside us in the discarded, repressed thoughts and associated with our undesirable 
encounters.81 Basically, Freud suggests that the uncanny has its roots in something habitual 
and immanent, yet later changes this so that it becomes exterior and foreign – and for 
him, this is why our confrontation with the uncanny is mostly horrific, concluding as 
he did later with his infamous observations about castration anxiety.82 83 84 85 Although 
Freud’s uncanny arrived at this somewhat weak endpoint, his observations along the way 
have helped to explain certain striking qualities of the uncanny – such as the strange being 
in effect the double or the multiple,86 and that it stems from our drive for compulsory 
repetition.

Julia Kristeva approached Freud’s concept of the uncanny from a different perspective; 
she defines any encounter with the ‘other’ as constituting the strange.87 Because even if 
the sense of the strange is within us, it still needs a catalyst, an unanticipated outsider, to 
trigger it. Therefore, for Kristeva, the strange does not belong to the once familiar that 
we know but instead resembles that which is familiar but which has become mixed with 
exteriority and otherness.88 Again, she suggests that the strange is a defence mechanism for 
our distraught self. Although this would appear to define a stressful state of being, Kristeva 
defines the double as an imaginary malevolent that serves to protect the benevolent self from 
the unknown.89 The uncanny is thus like a horrific fairy tale, and the architectural uncanny 
reside in a sense of horridness as well.90 

Mark Fisher introduces two words to ideas about the strange; the weird and the eerie.91 
He does this to explain another kind of strangeness in which the strange does not glimpse 
out from the cracks of what was once familiar to horrify us with its resemblances, nor 
is about encountering exteriority or strangers.92 In Fisher’s view, what he is describing is 
not scary, nor is there any sense of wrongness attached to it – instead, and inquisitively 
fascinating, it is created by the presence of the new. This sense of the strange is not an 
obvious pleasure either, yet neither does it necessarily displease. It is instead a balancing act 
between one’s anxiety and one’s enjoyment of witnessing the familiar becoming obsolete 
once the strange new appears. The strange here becomes disengagement – a release from 
our everyday encounters, whereby the commonplace realities of our everyday existence 
dim and the peculiar appeal of the strange commences. ‘The eerie concerns the most 
fundamental metaphysical questions one could pose, questions to do with existence and 
nonexistence’,93 says Fisher, and the sense of strange I am pursuing in filming the site of 
the dalyans is something similar.  

Indeed what I am seeking as the strange is very far from being horrific, forced or improper. I 
mistranslate the uncanny to open a space for the unexpected new to enter in. It does diverge 
from what we expect, yet this simply drives our attention further. The qualities resemble 
the uncanny; the unknown appears as a duplication of the known, and once can spot 
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The Eerie.
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of preventing the disappearance 
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the precise contrasts between them. These contrasts are 
shaped as subtle formations in our unconscious that later 
affect how we perceive the strange.94 It is this relationship 
of the strange to the familiar that gives us the chance of 
re-engagement. However, the way in which we engage 
with the strange must always be different. We approach 
a site with our habitual tendency to find the familiar, 
which of course does not work to plan, so we mis-meet 
that place. For this purpose, Mis-meet attempts to shift 
our understanding of this condition by opening up the 
unbounded realm of the site. In this film, we are seen to 
reside within the strange by being duplicated, mutilated, 
reformed. It is worth now describing the tactics I used in 
trying to remain strange while translating the uncanny 
strangeness of the dalyans into film. 

The Tactics of Filmmaking 

I arrived at the site on the Marmara Sea without any 
concrete plan. This was only the second time I had ever 
been to the place, although the site has recently become 
popular among the Turkish architecture community.95 
The first time I visited there was quite crisp in my 
memory, so I knew that I wanted to record the strange 
sense of the setting.96 At first, the idea of translating the 
tactile experiences of the strange seemed relatively easy. 
I had a vague idea of what and how to record;97 I would 
hunt for the desired viewing frame and start recording, 
then I would rely on editing to put my reading across 
to others/observers. This recording was however also 
dissimilar to my previous filmmaking experiences, in 
which I usually used films to aid the design process or 
else treat it like a diagram to indicate directions, thus 
focussing on the possibilities of a process rather than the 
film itself. 

Therefore, like all of the experiments in this thesis, I 
was now putting myself into an unknown and hostile 
environment to make the film. As might be expected, 
the start of the filmmaking process was not a pleasant 
experience. Prior to filming, I had thought that the main 
challenge would be to capture the encounters of the body 
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familiarity and unfamiliarity of the 
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to a detested foreigner. See Julia 
Kristeva.
95  ‘The making of architecture 
without the architects’ is the main 
charm for its popularity, apart 
from the general poetics of the site. 

96  I think it is important to 
describe the first encounter as 
well. It was not an architectural 
excursion, as I saw them on my 
way to somewhere else. It was 
spring light and colours. I was 
alone on the shore, and no-one 
else was in sight. 
97  See the image 5.3.
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with the dalyans within only a limited time-frame. Yet once filming started, I noticed that 
the hitherto uncanny strangeness of these structures, and their associated enchantment, 
slowly disappeared as I interacted with them. I got the feeling that I was losing the very 
thing that I was pursuing. The structures came to seem ordinary: even a concept of them 
being a simple stereotype began to emerge in my mind. Whenever I arrived at a new 
Dalyan, therefore, I would begin by trying to describe its unique architecture. This proved 
a complete failure. Therefore, the uncanny strangeness of a place is always a liminal 
experience; in this sense, it is fugitive. The recording of it is presumably what creates its 
disappearance. 

Then, I quickly developed several other filmmaking tactics. I had decided to record just 
the first encounters of the body with the dalyan in question, because coming back to 
any structure is quite different from going forward; the body immediately adjusts itself 
within what it knows of the place. So there could not be any retakes of the encounters 
with a dalyan using the same person. Meanwhile I was not too confident in my filming 
techniques; I was not sure my own recording would necessarily capture what I was looking 
for. Hence my film crew expanded to a total of five persons, for I realised that I needed 
three different recordings of the encounter with each dalyan: one as a master-shot and two 
close-ups focusing on the gestures of exploring and observing. Therefore, the new tactic 
for retaining the strangeness of experience was to change the encountering body for the 
same structure in each shot. Although sometimes we even lost the opportunity to film the 
chosen member of the crew because of their excitement in climbing upon the structure 
before we set up for recording. In the end, however, we managed to record encounters with 
five structures on a single windy winter day. 

Quite soon after the filming, I showed some unedited fragments to an audience of graduate 
architecture students, most of whom were unfamiliar with the site, to get their reaction and 
input. My main idea in the film was not to show the dalyans as a series of structures, but 
instead to merge them into one whole intertwined structure. I thought this would unbind 
the dalyans from their respective sites and shift the focus to studying their existential 
clumsiness. However, the reaction from the initial audience was totally contrary, and their 
curiosity was about the functionality (or not) of the dalyans. Moreover, they said the site 
was too poetic, since it made these structures appear weird in contrast to such a spectacular 
setting. There were many other things that also raised the audience’s curiosity, but none of 
them was at all interested in our efforts to capture an experience of the strange. Showing 
these fragments thus a necessary failure, since it helped me to understand that the chief 
challenge was to battle against the poetics of the site. This was rather ironic, given that the 
film recordings of the place had dimmed for me the sense of strangeness that I was pursuing. 
Therefore, the film Mis-meet, and our tactile encounters with the strange are distinctive 
things but with same roots. For a long time, I kept the recordings as they had been taken, 
and only began editing after I felt like they had become strange to me again, and regained 
its sense of the uncanny. This thus caused a necessary delay in the filmmaking, in which I 
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developed two further tactics that I call the Mystification 
of the Figures and Mutilation of the Structures.    

Mystification of the figures
As noted, one of the most enlightening explanations of 
the uncanny by Freud is in his definition of the uncanny 
double. The uncanny double provides secure ground 
against the extinction of self; whenever you encounter 
uncanny strangeness, you become insecure about who 
you are, and so you see yourself as the ‘other’ then the 
self is doubled.98 In this configuration, the duplicated 
self becomes the witness that prevents the disappearance 
of one’s original self. I find this notion of ephemeral 
recording rather interesting, so I used the uncanny double 
to my benefit for the filming the strange experience of my 
site, making a-synchronous multiples of the recordings 
throughout the editing process. The close-up recordings 
were slowed down, expanding the habitual gestures by 
endless repetitions, to a pace that was almost frozen in 
order to deploy them as agents in time. The figures in 
the film perpetually move and disappear on their journey 
across the dalyan structures, in the manner sometimes of 
double-stitching the footage. As the figures in Mis-meet 
were multiplied, I noticed that they become anonymous; 
their tactile experiences began to belong to that specific 
part of the place, rather than to themselves. The figures 
thus become a merged body with multiple body vessels 
in their experience of the strange, reminding me of 
Franny’s dream in A Thousand Plateaus:  
 

“l am on the edge of the crowd, at the 
periphery; but I belong to it, I am 
attached to it by one of my extremities, a 
hand or foot…This is not an easy position 
to stay in, it is even very difficult to hold, 
for these beings are in constant motion 
and their movements are unpredictable 
and follow no rhythm. They swirl, go 
north, then suddenly east; none of the 
individuals in the crowd remains in the 
same place in relation to the others. So 
I too am in perpetual motion; all this 

98  Sigmund Freud, The Uncanny.98 Sigmund Freud, The 
Uncanny.
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demands a high level of tension, but it gives me a feeling of violent, almost 
vertiginous, happiness.” 99

The figures in Mis-meet are hence multiplied, overlaid, cut and slowed down. This 
manipulation allows for neat repetition, creating gaps here and there in which the figures 
seem to observe their own next actions. Similarly to Francis Bacon’s painting of Isabel 
Rawsthorne, who tries to shut the door on herself while another version of her observing 
the scene as if a portrait on the wall,100 101 102 the figures in Mis-meet trail themselves 
by constantly mimicking their gestures of tactile inquiry –slipping, sliding, crawling, 
struggling. They seem to be walking past a set of arrayed mirrors, creating the joyful sense 
of A Pack of Nobodies103 in the story by Kafka. This results in a series of observers, and 
multiple additions of time in the film, which helped my attempts to record the fugitive, 
liminal experience of the strange on this site on the Mamara Sea.   

Mutilation of the Structures
In Orson Welles’s adaptation of The Trial,104 Josef K. experiences a loop of places, starting 
from his bedroom as he wakes, interlaced by the ultra-obscure plot and further distorted 
as he fails to grasp the situation he is in.105 How we imprint our memories and experiences 
within our imagination is thus quite different than the actual physicality of the object or 
place.106 The dream-like state of the cinematography of The Trial resembles a charade of 
equivocal images of how our imaginative process operates. In my view, the experience of 
the uncanny strangeness of a place is thus related to our imagination. And my tactics for 
exposing this experience are based on several reflections on how imagination operates. The 
title of this section, Mutilation of the Structures, may sound similar to Freud’s castration 
complex, but what I am suggesting here is something other. There are two chapters of the 
Mis-meet film – A: habitual gestures, and B: the slightly unfamiliar. In the first chapter, I 
digitally dismember the dalyans and magnify them in time by slowing everything down. 
Now, there only elements that are unbounded from the poetics of the place; a glimpse 
and a frown, a wooden slate, the back of a shoe, people holding tight, lingering winds, 
leaning down, the illuminating surfaces of the sea, part of a fishing net, a hand soaring in 
the air, getting ready to grasp, an oblique surface sliding, letting go of a hand, exerting a 
leg, rags of the fishing net, pushing forward, etc. They each become tools for expanding 
the performance of repetitive, habitual gestures. In the film I align them vertically to create 
a panning view for the audience. These vertical fragments are almost like still images, 
obstructing the expected horizontal view of usual cinematography, and expanding the 
experience of the strange in time. As our gaze pans over the images, fickle movements in 
each piece trigger involuntary returns in our memory, with gestures lingering on in what 
seems an infinite pause. For the second chapter, I manipulated all of the master-shots to 
reinforce the sense of architecture of existential clumsiness; it creates another architecture 
that contrasts with the actual due to its drawing-like nature. Hence the film recordings 
are merged to create another imaginary structure that consists of a flotsam of huts, slats, 
linings; its limbs are dark and its features are not perceivable. This arrangement also relies 

99  Quite ironically, in this 
chapter Deleuze and Guattari 
criticises how Freud simplifies 
the unconscious into singular 
inferences. For them Freud’s 
register is a reductive procedure of 
the multiplicities by uniting and 
making them into single objects. 
Gilles Deleuze and Felix Guattari, 
‘1914: One or Several Wolves’. 
p.29

100  Francis Bacon, Three 
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101  Bacon’s works include 
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however a rather vague recording 
of the event, which suggests an 
added sense of time within the 
scene. Gilles Deleuze, ‘Athleticism’.

102  See Chapter 3, Section 
3.5. The Self-Portrait, no:44.

103  See Chapter 3, Section 
3.2. Meeting the Other, no:12, 
Franz Kafka, ‘Description of a 
Struggle’.

104  Franz Kafka, The Trial, 
trans. Willa Muir and Edwin Muir 
(London: Vintage Classics, 2001).
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1962.

106  See section 5.3, where 
I discuss the operations of our 
imaginations and our dream-states. 
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on the manners of repeating and doubling, overlaying 
and shifting. While the landscape behind the dalyans is 
a constant overlapping of cliffs, the horizon line remains 
consistent and the sounds of the sea are carefully omitted. 
It offers a visualisation of the strange sense that I felt on 
site: the dalyans resonate in my imagination this way. In 
Mis-meet, mutilating the structures through the act of 
filmmaking reveals the strange quality of architectural 
drawings within. 

The film has since been shown at two film festivals.107 I 
also had the opportunity to have a Q&A session with 
the audience at one of these screenings. This audience 
consisted mainly of filmmakers, and their first comment 
was their bafflement about the kinds of films about 
architecture made by architects.108 In this session, Mis-
meet was mostly discussed by the audience in terms of its 
pause effects and its use of vertical fragments, as well as 
the panning of the camera’s gaze and the feeling of missing 
something as one moved from one frame to another. I 
felt a sense of accomplishment because the audience was 
not inquiring this time about the dalyan structures, but 
were rather commenting on my techniques of making.  
 

107  The film Mis-meet: 
Habitual Gestures for the Slightly 
Unfamiliar has been shown in 
two film festivals: a screening 
session in the Essay Film Festival, 
31 March 2017, ay Birkbeck 
College, London, and then as an 
installation in the Architecture 
Film Festival London, 7-11 June 
2016, in the OXO Wharf Tower, 
Barge House, London.

108  The session in Essay 
Film Festival was chaired by 
Penelope Haralambidou, and it 
included the works from our UCL 
Doctoral Research Network group, 
‘Film + Place + Architecture’.  

99 Quite ironically, in this 
chapter Deleuze and Guattari 
criticises how Freud simplifies 
the unconscious into singular 
inferences. For them Freud’s 
register is a reductive procedure 
of the multiplicities by uniting 
and making them into single 
objects. Gilles Deleuze and Felix 
Guattari, ‘1914: One or Several 
Wolves’. p.29

100 Francis Bacon, Three Studies 
of Isabel Rawsthorne.

101 Bacon’s works include 
elements of observing the 
exertions of the multiplied main 
figure. It is however a rather 
vague recording of the event, 
which suggests an added sense 
of time within the scene. Gilles 
Deleuze, ‘Athleticism’, 12-9.

102 See Chapter 3, Section 3.5. 
The Self-Portrait, no:44.

103 See Chapter 3, Section 
3.2. Meeting the Other, no:12, 
Franz Kafka, ‘Description of a 
Struggle’.

104 Franz Kafka, The Trial, 
trans. Willa Muir and Edwin 
Muir (London: Vintage Classics, 
2001).

105 Orson Welles, The Trial, 
1962.

106 See section 5.3. Meeting 
an Other, where I discuss the 
operations of our imaginations 
and our dream-states.

107 The film Mis-meet: 
Habitual Gestures for the 
Slightly Unfamiliar has been 
shown in two film festivals: a 
screening session in the Essay 
Film Festival, 31 March 2017, 
ay Birkbeck College, London, 
and then as an installation in 
the Architecture Film Festival 
London, 7-11 June 2017, in 
the OXO Wharf Tower, Barge 
House, London.

108 The session in Essay 
Film Festival was chaired by 
Penelope Haralambidou, and 
it included the works from 
our UCL Doctoral Research 
Network group, ‘Film + Place + 
Architecture’.  
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5. 3. Mis-meet, in the making



223



224 LOGBOOK

*
Mis-meet: Habitual Gestures for the Slightly Unfamiliar is thus a film about the intrinsic 
experiences of the uncanny strangeness.

The strangeness of this place is of course contingent, following my experiences of being a 
stranger there. The configurations of this encounter emphasises the strange nature of the 
dalyans in their strong contrast with the poetics of the site. I described these structures as 
the architecture of existential clumsiness because of the peculiarity in their design. In this 
I compare them to the architectures from the WFoA, with which they have some sort of a 
resemblance. Therefore the filmmaking tactics that I developed to express the experience of 
the strange in this site can also be seen as a mandatory toolset for my pursuit of the WFoA. 
Following the theoretical framework of Freud, especially his definition of the uncanny 
double, the dalyans become multiple in my filmmaking. In this way, the tactics to capture 
the experience of uncanny strangeness gradually appeared as I failed, redid, and altered 
my ways of filmmaking. The very title of the film refers to this act of engagement, which I 
believe to be peculiar in its creative ways. In the film, I mistranslate the uncanny to open a 
space for the unexpected new to enter in. The strange I refer to oscillates between anxiety 
and enjoyment of witnessing the new. 

Dalyans are unearthly beings; everyday experience is thus bifurcated by their appearance. 

I describe them like drawings, teleported from a drawn realm that is already detached from 
the everyday. Therefore one’s encounter with them is an unexpected, striking experience. 
Enchanted by their improbable existence, strangers try to approach them using habitual 
gestures, but struggle. I used my film of these encounters to understand the uncanny 
strangeness of our experience by duplicating, multiplying, mutilating the dalyan structures. 
In conclusion it is worth recapping the key discoveries. Firstly, and most crucially, the 
uncanny strangeness of a place is a liminal experience; it is fugitive. Failures and delays 
triggered changes in the tactics of making, leading to the Mystification of the Figures and 
Mutilation of the Structures. These are basically manoeuvres to embed the figures into the 
file and to transform the dalyans into disenchanted entities. For the film’s audience, they 
associate themselves with the multiples of the anonymous bodies that I asked to encounter 
the structures, inexhaustibly repeating and recording, as they became part of the place. 
By digitally dismembering the structures and stretching them in time by slowing the film 
down, a slow panning gaze allows the movement and gestures to linger. The recordings were 
merged to create another structure that is uncanny in its ways of repeating and doubling, 
evoking also the strange quality of architectural drawings.

With these tactics on my hand, the next section will now talk about the ways of Meeting an 
Other through the format of my architectural board game. 



225



226 LOGBOOK

5.3. Meeting an Other 
 
Unexpected Encounters (U E) is an architectural board game for two players. 
In the game, the act of play creates a spatial language that records the 
unexpected encounters of individual imaginaries. U E seeks to materialise 
the ephemeral imagining process by stimulating each of the players’ 
imaginations. The pieces of the game act as catalysts for their mental 
images, and their behaviour when playing on the board thus produces an 
aggregation of circumstantial images of the players’ imagination. The task 
of the game is about daring players to admit and share their otherwise 
isolated imageries; in this sense, U E always invites the other.  And I believe 
that this invitation is in turn able to expose the interwoven, complex 
relationships of our collective imaginations. Depending on our position as 
players or observers, U E enables us to act and observe a (mute) negotiation 
with the other players in fragile, immanent states of the imaginary. 

The innate behaviours of play and imagination coincide. Playing creates 
a liminal, fugitive threshold in everyday life by deploying its own rituals 
and rules. The imaginary does something similar; it is an aggregate of 
images, symbols that are strangely connected and yet remain alien to the 
reasoning of the everyday perceptions. Although the imaginary is visible 
to our conscious world, its matter and method belong to an unordinary 
reality. I think the similarity between the two opens up a delicate potential 
to research into the space of the imaginary, in order to understand better 
how our human imaginations operate. Here I am mostly interested in 
the way that the game set-up reveals how the imagination’s workings 
are short-circuited whenever others step in to intercede. As the game 
commences, the players observe how the interventions from the other 
players start to influence their own imaginary realms. What starts as vague 
moves in the game becomes a (mute) conversation sequence. Meanwhile, 
the others/observers serve as the transcribers of relationships, by observing 
the board and its pieces, and also the moves and gestures of the players. 
The performances of the players determine the imaginary realm, but 
to this the observers add their own narratives. Unexpected Encounters 
thereby enables us to meet another; our concern about our own identity is 
diminished, providing a sense of peculiar enjoyment. In my opinion, this 
is the state where peculiar creativity takes us to whenever we design. Thus 
the WFoA consist of frail beings that thrive when they encounter and join 
in with others. There is no significance what you have when you arrive; 
the importance lies in the resonances and reflections from the altered 
states of you-ness when you meet another.   
  



227

U E has now been played with various players of different backgrounds 
in many settings. The materiality of the pieces and game board changed 
throughout the research, yet the aim and rules stayed the same. I will 
discuss now how the game was designed, and touch upon the outcomes 
of the game sessions in the realm of the imaginary.
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U E Unexpected Encounters  
 
Playing is a fleeting bundle of acts guided by very precise rituals.109 All games benefit from 
the seduction of their format and rules, which begins the state of play and thereby enables 
the game to enjoy its reality.110 However, the experience of a game is quite ambiguous, in 
that its outcomes are not easily estimated. Games use simplistic instruments to induce 
complicated experiences in terms of the players’ interactions. Even a seemingly simple 
and approachable game set-up will invite unexpected contingencies that depend upon the 
players’ performances.111 Therefore the experience of playing, and the players’ subjective 
understanding of the game they have just played, will remain unpredictable. In this sense, 
game designers have no authority.112 With this warning in mind, I will discuss my game 
design and its anticipated outcomes. 

Unexpected Encounters can be most simply described as an abstract strategy game that seeks 
to unlock design creativity.113 114 115 It requires two players to play with and against each 
other, but unlike most other games it does not seek out a winner. 

The rules of U E are simple enough to follow. Players decide who starts. Talking is not 
allowed when playing. There are no physical boundaries to the playing arena; the board is 
accessible without any restrictions. The game starts with an unoccupied board. Every turn 
can have multiple pieces in order to complete the move. Whenever pieces are placed on the 
board, however, their ownership passes to both players. Any previously played piece cannot 
be moved or removed from the board, but new pieces can be added onto them. The game 
can be built either vertically or horizontally. The game ends whenever the players feel like 
it ends.

U E has 9 pieces and is played on a wooden board with an incidental grid of square 
holes. They are; (de) Delusion – hard plastic, hot pink; (dll) Dull – soft silicone, black, 
anthracite; (e) Expectation – clay, honey yellow, metal legs; (fe) First Encounter –hard 
plastic, ghost white; (iM) Immanent – hard resin, ivory white, copper legs; (ly) Layer – 
acrylic, frosted clear; (mA) mass – hard plastic, baby powder white; (m) Memory – hard 
plastic, ghost white, black-and-white striped metal legs; (Vo) Void – hard plastic, ghost 
white. These pieces are stored in a wooden shell drawer. The drawer and board are both 
secured by a 5-legged plywood bent table. The table however changes its form during 
gaming sessions. 

The ostensible aim of U E is to ‘Build the Home You Imagine.’ 

There are two types of sessions depending on the pre-existing social relations of the two 
players, which I call respectively: ‘The Day I Almost Had a Conversation with Someone I Do 
Know’; and ‘The Day I Almost Had a Conversation with Someone I Do Not Know.’

109  Johan H. Huizinga, 
‘Nature and Significance of Play as 
a Cultural Phenomenon’.

110  Miguel Sicart, 
‘Architects’, in Play Matters 
(London: MIT Press, 2014).

111  John Sharp, Works of 
Game On the Aesthetics of Games 
and Art (London: MIT Press, 
2015).

112  John Sharp.

113  Abstract strategy 
games are usually 2-player games 
with no hidden information, 
no chance element, and played 
with conditioned numbers of 
alternating turns, such as Go 
and Chess. These games provide 
‘perfect information’ for the 
players involved; each player 
can access all the current and 
previous data on the board before 
they determine their next move. 
These games do not have non-
deterministic elements that induce 
randomness, such as dices or 
reshuffled cards. 

114  J. Mark Thompson, 
‘Defining the Abstract’, The Games 
Journal, July 2000, http://www.
thegamesjournal.com/articles/
DefiningtheAbstract.shtml.

115  International 
Abstract Games Organization, 
‘Abstract Strategy Games and 
Other Genres Out of Scope of 
IAGO’, accessed 18 December 
2018, https://web.archive.org/
web/20110818060137/http://
iagoweb.com/wiki/game-genres.
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Abstract Games Organization, 
‘Abstract Strategy Games and 
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iagoweb.com/wiki/game-genres.

‘Build the Home You Imagine’ 

The curiosity for this PhD thesis started out with 
thinking about the mechanics of the imaginary. How do 
we imagine? How are our ways of imagining tied into our 
designing manoeuvres? Those were the key questions that 
lead me into designing a board game. I knew it would not 
be a simple quest. There are, of course, many explanations 
as to how we imagine, and so I chose to explore this 
process from its most fundamental psychological level, 
layering that in turn with observations about the reality 
of humans at play. 

The imaginary is a topic that was thoroughly discussed and 
defined by Jacques Lacan. He conceptualised his account 
of psychical subjectivity by positing three fundamental 
dimensions. These operate in an intertwined manner 
to explain the situations of any subject, and in Lacan’s 
terminology they are called the Imaginary, the Symbolic 
and the Real.116 117  Jean-Paul Sartre in turn deliberately 
focused on the realm of the imaginary. He defined 
several terms for the acts of imagination – including 
the image matter, mental image, irreal object – that can 
be explained by their interrelationships with each other 
and their links to the everyday, normative perceptions.118 
Both Lacan and Sartre began their analysis by looking 
at Sigmund Freud’s The Interpretation of Dreams, where 
interpretation as a method reconstructs and defines the 
peculiar relations of the dream-work.119 Here I will be 
following Sartre’s explorations of ‘phenomenological 
psychology’120 within this context.

Sartre connects the imaginary with the conscious self; 
for him, our imagination belongs to the reflective-
consciousness. 121 122 This means that imagining can be a 
tool through which we can consciously understand and 
discover ourselves. For Sartre, although the imaginary 
belongs to our conscious world, its matter and method 
belong to an unordinary reality.123 I am fascinated by how 
his register of the imaginary establishes the relationships 
of everyday images and perceptions that resonate in 
our imaginations. Imagining is intentional, but the 

116  Jacques Lacan, ‘The 
Purloined Letter’, in Ecrits, trans. 
Bruce Fink (New York: W. W 
Norton & Company, 2006).

117  Lacan’s triptych register 
of subjectivity resides both in the 
unconscious and the conscious. 
What happens in the ‘mirror 
stage’ is a visual and spatial 
transposing of the three levels of 
Real, Imaginary and Symbolic. To 
explain further, we can define the 
Real as the raw material that we are 
born with but as soon we meet the 
other (such as through the ‘mirror 
stage’), the Imaginary operates and 
conceptualises the Real in terms of 
links with the other. The Symbolic 
level (such as language) helps to 
trace and identify these links.

118  Jean-Paul Sartre, The 
Imaginary: A Phenomenological 
Psychology of the Imagination 
(London: Routledge, 2010).

119  Sigmund Freud, 
The Interpretation of Dreams, 
trans. A. A. Brill (Hertfordshire: 
Wordsworth Classics of World 
Literature, 1997).

120  ‘Phenomenological 
psychology’ is in the subtitle of 
the imaginary, which refers to 
Sartre’s methodology of reasoning 
whereby first-person description 
and third-person experimentation 
are both taken into account. 
Jonathan Webber, ‘Philosophical 
Introduction’, in The Imaginary: A 
Phenomenological Psychology of the 
Imagination, by Jean-Paul Sartre 
(London: Routledge, 2010).

121  Jean-Paul Sartre, Being 
and Nothingness: An Essay on 
Phenomenological Ontology.

122  See Chapter 3, section 
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tools that it uses have peculiar qualities. We can draw an analogy between imagination 
and Freud’s dream-work. For him, the elements within dreams are a horde of images that 
act like a charade of equivocal words.124 And he uses the term dream-report to interpret 
the pre-constructed relationships;125 thereby creating links with normative perceptions 
and memories that might actually be irrelevant to how our dreams operate. However, 
the necessity to interpret their possible connections and meanings is a curiosity, aimed at 
revealing the intricate operations of dreaming, which I chose to follow in my board game. 

Sartre beings his account by describing the matter used for imagination.126 It is an 
accumulation of various elements: known objects; tacit memories; sensory experiences; 
routine acts from our everyday life; movements of all sorts from objects to our self; and 
so on. However, the way in which these elements are recorded, related to, and later 
resonated within our imaginary diverges greatly from how we know of or define them 
in our consciousness. Imagination uses borrowed senses from this accumulation, so what 
we perceive as the actual matter is substituted for what we imagine, in the same way that 
a child – cramming in a cardboard box, pretending to be an astronaut, opening a round 
window and preparing for a launch – acts as if she/he is in a space rocket. The matter 
used for imagination thus does not necessarily resemble what we imagine it to be.127 In 
the operations of our imaginations, these matters are transformed to produce our mental 
images, meaning that they become both sensory and visual fragments. Yet these mental 
images are fugitive,128 in that they simply vanish when not used. The child later uses the 
cardboard box as a pretend car or an ice cream parlour. In other words, imagination does 
not layer up in our memory, but instead constantly establishes new connections from 
the matter available. And, when we imagine, we use what Sartre termed irreal objects: a 
multiplicity of connected mental images in which the time and relationships are different 
from our normative perception.129 To follow the example above, the irreal object of the 
astronaut play is an aggregate of the sense of the cardboard box, other materials added from 
the pictures from say the Space Explorers book, presumably in glittery rainbow colours, 
with galaxies shown in the background and with built-in kitchen equipment similar to the 
ELC Rocket Toy, a moon buggy attached to it. The countdown for the launch echoes the 
same pattern as does the toy: ‘five-five, four-four … we have lift off!!!’  

What is striking for me in this explanation is that, for Sartre, there are fundamental 
differences of perception between our everyday life and our imagination. Imagined objects 
can only be quasi-observed; there is no depth as such for us to discover, being created only 
with our knowledge of them as dream objects. The imaginary is something that resembles 
us and exposes us in its own peculiar way. Therefore the realm of the imaginary is as it is, 
and there is nothing more to it. I believe this is the perfect state to meet another to enact 
the design process together. 

Likewise, the sense of play is an innate act that individuals deliberately choose to pursue. 
It is interwoven with everyday life, yet bifurcates from the latter through its temporary 

124  Elizabeth Grosz, Jacques 
Lacan: A Feminist Introduction.

125  Sigmund Freud, The 
Interpretation of Dreams.

126  He also refers as 
‘analogon’ to the matter for 
imagination. Jean-Paul Sartre, The 
Imaginary: A Phenomenological 
Psychology of the Imagination.127  Jean-Paul Sartre.

128  Jean-Paul Sartre.

129  Jean-Paul Sartre.

sphere.130 Play constructs its unique disposition by 
employing a particular imagination in which the everyday 
is transformed and becomes a restricted background.131 
The intricate processes of play, therefore, are useful in 
tracing the ephemeral acts of our imaginations.

If we look at U E game within this theoretical framework, 
its methods of exploration become immediately 
apparent. Unexpected Encounters employs its nine pieces 
to stimulate the players’ imaginations. The names of 
the pieces are deliberately ambiguous. They also have 
differing materiality; their colour combinations, their 
sense of touch, and their masses vary with every piece. All 
have their own ways of communicating with the board. 
Some of them are used to anchor the incidental grid, 
some are densely positioned on the smooth surface, and 
some others hover over it. Furthermore, each piece has its 
unique ways of responding to the other pieces, precisely 
because I designed them to act as catalysts to release the 
mental images in the imagination of play. When playing, 
the pieces should be treated as the traces of irreal objects. 
My hope was that each player would develop their own 
individual sense of encounter with the pieces and board. 
What the pieces mean and how they interact would hence 
be shaped by each player’s methods of processing their 
imagination. And as the game is played, these meanings 
and symbols attained to the pieces accumulate. Each 
becomes multiplied with every unexpected encounter of 
the players. In this way, the U E game seeks to materialise 
the ephemeral imagining process. This creates a slippery 
surface for everyone wherein different interpretations 
expose a sense of imaginary places that have complex and 
indeed vanishing relationships.  

 ‘… the home you imagine’ 

Home nurtures refuge; it is a cosy place where we 
willingly expose our fragility and corporal desires.132 
It is also an accumulation of ‘private and collective 
memories’.133 The feeling of home thus comes from tacit 
perceptions. Furthermore, this derivative relation is quite 
intricate; what we feel is something that can never truly 
become explicit.134

130  Johan H. Huizinga, 
‘Nature and Significance of Play as 
a Cultural Phenomenon’.

131  Johan H. Huizinga.

132  Yi-Fu Tuan, ‘Place: 
An Experiential Perspective’, 
Geographical Review 65, no. 2 
(1975).
133  Peter Wilson, 
‘Sometimes Bachelard’, AD 
Architectural Design, Poetics in 
Architecture, August (1992).

134  Yi-Fu Tuan, ‘Place: An 
Experiential Perspective’.
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Likewise, the sense of play is an innate act that individuals deliberately choose to pursue. 
It is interwoven with everyday life, yet bifurcates from the latter through its temporary 
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sphere.130 Play constructs its unique disposition by 
employing a particular imagination in which the everyday 
is transformed and becomes a restricted background.131 
The intricate processes of play, therefore, are useful in 
tracing the ephemeral acts of our imaginations.

If we look at U E game within this theoretical framework, 
its methods of exploration become immediately 
apparent. Unexpected Encounters employs its nine pieces 
to stimulate the players’ imaginations. The names of 
the pieces are deliberately ambiguous. They also have 
differing materiality; their colour combinations, their 
sense of touch, and their masses vary with every piece. All 
have their own ways of communicating with the board. 
Some of them are used to anchor the incidental grid, 
some are densely positioned on the smooth surface, and 
some others hover over it. Furthermore, each piece has its 
unique ways of responding to the other pieces, precisely 
because I designed them to act as catalysts to release the 
mental images in the imagination of play. When playing, 
the pieces should be treated as the traces of irreal objects. 
My hope was that each player would develop their own 
individual sense of encounter with the pieces and board. 
What the pieces mean and how they interact would hence 
be shaped by each player’s methods of processing their 
imagination. And as the game is played, these meanings 
and symbols attained to the pieces accumulate. Each 
becomes multiplied with every unexpected encounter of 
the players. In this way, the U E game seeks to materialise 
the ephemeral imagining process. This creates a slippery 
surface for everyone wherein different interpretations 
expose a sense of imaginary places that have complex and 
indeed vanishing relationships.  

 ‘… the home you imagine’ 

Home nurtures refuge; it is a cosy place where we 
willingly expose our fragility and corporal desires.132 
It is also an accumulation of ‘private and collective 
memories’.133 The feeling of home thus comes from tacit 
perceptions. Furthermore, this derivative relation is quite 
intricate; what we feel is something that can never truly 
become explicit.134
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Meanwhile, domestic life inevitably veers between the very extremes of unbounded 
happiness and inexhaustible trauma. This dichotomy lies in the nature of the home. As 
Freud noted, the uncanny starts with the idea of a constant return to home.135  For Vidler, 
this uncanny emerges with the transformation of familiar to foreign and corresponds to 
modern nostalgia and forced nomadism.136 

In the U E game, this dichotomy is at an intrinsic level, akin to Kafka’s story The Burrow. 
In the story, the creature logically builds its burrow to expel its fears of an unreasonable and 
dangerous ‘other’.  Then, having come to understand that by building the burrow it also 
walling itself in, it is trapped by its own fear.137 While the home is layered with coziness 
and comfort, it is actually only built by banishing the unwanted, the feared. The imaginary 
home is an aggregate of memory; projections for the future; tacit knowledge of placeness; 
fears that need to be expelled. These aspects are interwoven without any order and the 
borders between them are not easily distinguishable. Home is a delicate place, and so the 
idea of ‘the home you imagine’ becomes its lurking double.  

I thus adopted the call to ‘Build the Home You Imagine’ as the task for Unexpected 
Encounters in order to kindle unexpected encounters both in minds and as places. The 
task tends to excavate intimate and frail imageries that we would not otherwise necessarily 
expose or share with others. There is a real possibility that the game set-up for U E will 
not perfectly respond to a player’s imagination of a home, or that the player would not be 
willing to share their imagination. However, I simply believe that the glossy appearance 
and ambiguity of the pieces allows an opportunity to leave things unexposed. If the U E 
game were played solo, it would just be an excellent self-promoting social performance. 
In such circumstance, it would be possible to reveal the nice, almost perfect ideal of home 
in one’s mind. However, the Kafkaesque nature of the U E game is such that it always 
invites the other, so as to destabilise things. The moment when someone trespasses into 
our imaginary realm and we have to negotiate with them, this then exposes the interwoven, 
complex relations of our imaginations.  

The Day I Almost Had a Conversation with Someone I Do (not) Know 

The ritual of the U E game resembles our daily meetings with others, in that acts of 
observation, conversation, negotiation, etc are constantly at play. Meeting others is a major 
data-gathering form of sociality that most people are rather keen on;138 however, the actual 
reality is seriously dubious. People deliberately or instinctively act (or lie) to impress when 
they meet, making this a self-controlling manoeuvre within a subtle ongoing intelligence 
game we play between us.139 Meeting someone by playing a board game, on the other hand, 
is utterly unexpected and removed from ordinary life. We become immersed in the game 
when we play and as such abandon our habitual self-controlling acts. The seduction of 
playing and the rules of the game take over, meaning that we enter another reality in which 

135  See section 5.2 for 
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every instrument is negotiated and created through our 
interactions.140   

Strangely enough, our meetings with the unexpected are 
actually intimate acts. What Kristeva defines as ‘uncanny 
strangeness’ is usually misinterpreted as foreign; more 
controversially, it lies in our neglected familiarities.141 
Moreover, in understanding this degree of intimacy, 
the feeble boundary between myself and other people is 
revealed as so stupefying that it leads us to mystify our 
identities.142 Although the other is seen as a trespasser, 
they are the key to our communication with our own 
desires.143 There are some games that intentionally make 
players become the other and question their identities.144 
Similar to Kafka’s The Burrow, the attempt in U E is to 
reveal the other inside us once our frail, intimate visions 
of home are exposed.  

One of the precedents of U E is ‘Play It By Trust.’145 This 
is an all-white (albeit still chequered) chessboard with 
all-white pieces. The initial position of the game is the 
same as with conventional chess. When playing, the two 
sides blend in with every move. By playing with trust, 
you begin to negotiate your position and pieces with the 
other player. Sequential manoeuvres become obsolete 
and indistinct as the game continues. Your claim of 
ownership of the pieces is totally blurred. This becomes 
an unexpected encounter where your differences are not 
something that individualises you, but instead create a 
vibrant embodiment of yourself and the other person. It 
is an attempt to unite two minds into one to the point at 
which neither is distinguishable from the other.

The other precedent is Stefan Zweig’s tale, ‘Chess Story.’ 
It is about a captive, Dr B, who plays chess against himself 
in his mind.146 This is a version of the game, however, in 
which your opponent is able to wander in your mind 
and catch out your initial manoeuvres. There are no 
gesture mechanisms to hide your acts. These unexpected 
encounters split the mind and create different identities 
that are in constant negotiation and conflict. This is a 
rather schizophrenic act that forcefully creates the other 
as being separate from oneself.
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The silence in the U E game incites the two players to focus upon each other’s movements, 
mimics or giggles, as well as on which pieces they choose to play. The players are hence 
under reciprocal observation. They are both individually engaged with the game. Their own 
interpretation of the pieces, rules and board forms the collection of mental images of their 
imaginary home they are creating as they play. Presumably, each player’s interpretation 
would be diverse and they would observe differences from the other within their own 
perceptions. This is likely to create a gap, an error in their imagination, because in reality 
the other player will play the game more unexpectedly – for instance, using a piece with 
contrasting meanings, such as (e) Expectation, in order to anticipate things that will come, 
etc. As the game progresses, each of the players observes how their imaginary realm is 
changing, being redefined by interventions from the other player. They then reflect on 
their own interpretations, questioning them, and probably beginning to doubt their ideas 
about their imaginary home. Indeed, playing the game should induce an uneasy feeling. 
I find this stage fascinating when our imagination manoeuvres are questioned as soon 
as we unexpectedly encounter the other. Now the players begin to react to these forced 
interventions, whether with pleasure or dismay. One’s imaginary home, a concept that is 
already fragile and ephemeral, would thus be perpetually regenerated through negotiation 
between the two players. As such, the ownership of their imaginary homes will vanish. 
What starts out as vague moves in the board game hence becomes a complex (mute) 
conversation sequence. 

The above are the outcomes that I anticipated when I was designing/making the game. 
However, the gaming sessions themselves revealed something slightly different about this 
experiment. For instance, the essential component of every game session was the pre-existing 
social relationships between the two players. Levels of competitiveness, self-promotion 
and self-consciousness during the game changed greatly depending on their level of prior 
acquaintance. Players played with and at other times played against each other. Some of 
the players were unwilling to lose their ownership of the played pieces, while others marked 
out a physical border on the board in their efforts to create their own imaginary home. 
The sessions involving players that knew each other from before tended to be peaceful, 
courteous and fluid. I talked with these players after each session, and they admitted that 
there had been a lot of surprises, in that they wouldn’t have thought that their friend or 
partner would use certain pieces or play in that way. They did say however that it was a 
joyful experience to engage in this kind of conversation.147 The sessions that involved total 
strangers, on the other hand, were comparatively tough and even bordered on hostility. 
Here the players were unwilling to expose or share their imaginations, and indeed they 
opposed any interaction or claims from the other player.148 After several sessions, therefore, 
I began to name each session according to the kinds of pre-existing relationships between 
the players.
Depending upon their background, all of the players interacted the pieces differently. Many 
players interpreted the pieces according to the latter’s physical appearance. Other players 
were more attentive to the words and definitions. Most of them however imagined the 

147  These interviews were 
carried out after the gaming 
sessions with the first prototype, 
titled ‘o1: U E’, at the conference 
titled Against Delivery: Imag(in)
ing Change held in The Slade 
School of Fine Art, UCL, EARN 
& LAHP, 12-13 November 2015, 
Slade Research Centre Woburn 
Square, London. 148  There was one session 

in which one of the players 
approached me and complained 
that her ‘opponent’ had made the 
game a very unpleasant experience. 
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board as being at the scale of an individual house. There 
were contrarily some players that envisaged the board at 
a city scale.149 This was interesting, as when designing the 
set-up for this board game I never intended it to be at 
any specific scale, let along an architectural scale. Instead 
I thought that the pieces and the board were drawn 
from an abstract realm of symbols. How the players then 
interpreted the shapes and colours were not tied up with 
the names of the pieces, which I quite liked because they 
were so vague, which then gave the pieces an infinite 
probability of becoming anything anyone wanted them 
to be.   

The Diagrams of the Imaginary 

When U E deploys its liminal threshold in order to 
start off the fame, another kind of participation was 
also deliberately added into the equation. This is the 
performance of the observers. They are not necessarily 
part of the game, as the players could proceed without 
any onlookers at all. However, in truth, the participation 
of the observers was vital for my research. In the U E 
game, the observers become the transcribers of the 
vanishing relationships between the players’ imaginaries. 
These recordings are the subjective interpretations of the 
(mute) conversation that takes place during the game. The 
observers know the pieces and how to play them. They 
observe the board, analysing how the pieces are being 
played, and watching gestures of the players. Similarly 
to Italo Calvino’s The Castle of the Crossed Destinies,150 
the performances during the game determine what the 
imaginary home might suggest; to this, the observers add 
their own narratives.

I therefore ensure that there were observers in two of the 
playing sessions. I gave these observers some A5-sized 
plain paper and instruction cards for the game so that 
they could look at each piece and be reminded of the 
overall rules. There was no stipulated way of for how to 
use the pieces of papers. Some of the observers just wrote 
an account about the performances, some used keywords, 
while others chose to draw diagrams to explain what was 
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tavern among travellers. These 
travellers lose their ability to talk 
after crossing a forest during 
their journey. When the travellers 
meet up, they need instead to 
tell their story using a deck of 
Tarot cards (two chapters use 
different style of Tarot card decks). 
Depending on how the traveller 
arranges their cards, the other 
travellers then interpret the story. 
Therefore, the tale of each traveller 
is reconstructed simultaneously 
by the narrator and by the other 
travellers. This is a multi-layered 
book in which we catch a glimpse 
of how meaning is created in the 
gaze of others. 
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happening. After each gaming session the observers were eager to talk about the game, 
being inquisitive about what the players had been thinking. In most of these sessions, I 
acted merely as a background observer. This I felt was the only way for me to engage with 
the board game, since I knew too much as I was the designer. Instead I tried to visualise the 
vanishing relations of the players’ imaginaries, as an attempt to identify the ephemeral and 
liminal. The diagram shown here151 is my record as a transcriber. 



237

5. 4. U E, Game Sessions

151 See the image 5.5. The 
Diagram of the Imaginary – with 
Someone I Do Know.
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5. 5. The Diagram of the Imaginary - with Someone I do Know
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*
Playing and how we imagine have remarkable coincidences, as both create a liminal time 
and place with their own other atmospheres that are stocked full with rituals and rules. My 
aim is to expose how our imagination operate, losing a sense of self and identity, through 
an experiment into the process of playing. The experience of any game is ambiguous; 
the perception of the players, and how they engage with the game, could well be utterly 
different to what designers had assumed. In my view this looseness in the equation is 
comparable to Roland Barthes’ concept of the creation of the new, and of course to John 
Hejduk’s Masques in the sense of how the observers were expected to enter into the creative 
process. 

Unexpected Encounters follows this same vagueness of connection between the game’s design 
and its mode or playing, and furthermore it removes one important constant as well – the 
U E game does not seek out a winner, and simply ends when the two players want it to. 
Therefore it is a game that is highly influenced by the sociability of the players involved. In 
this board game, playing becomes an act of interpretation for both of the players, and also 
for the observers. I describe this relationship through a theoretical framework based upon 
Sartre’s phenomenological explorations of the imaginary, which he describes as having 
similarities to the realm of play, drawing in turn upon Freud’s notion of a dream report as a 
set of configurations consisting from the interpretations of the dream-work.
      
U E uses varied pieces and an incidentally gridded board to stimulate the players’ 
imaginations. By keeping the names of the pieces vague, and giving them diverse materiality 
and modes of operation, this process is pushed further with the pieces multiplying their set 
of meanings as others play the game. In this sense I feel that the U E game oddly materialises 
the ephemeral process of imagination through its clear but quirky task to ‘build the home 
you imagine.’ As noted above, home is a delicate place, and ‘the home you imagine’ is its 
lurking double with an atmosphere of its own time and duration. The underlying idea is to 
show that unexpected encounters take place when we meet another, and the compulsory 
negotiations that follow are what drive the complexity of our imaginations. I thus designed 
the game tools and rules, and how they would be designed and presented to the players, 
with this very aim in mind. Here I was influenced by two precedents: Ono’s ‘Play it By 
Trust’ unites two minds into one, whereas Zweig’s ‘Chess Story’ bifurcates the other player 
in one’s mind. I chose to interweave these actions in U E.    

In doing so, I had in my sights the quote that A Thousand Plateaus begins with:

“To reach, not the point where one no longer says I, but the point where it is no 
longer of any importance whether one says I. We are no longer ourselves. Each 
will know his own. We have been aided, inspired, multiplied.” 152 
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In their book, Gilles Deleuze and Felix Guattari 
introduce nomad thought; this is as free as circumstances 
it finds itself in, lacks identity, so does not necessarily 
belong, and thus remains exterior.153 The hope of U E 
is likewise to suggest a feeling of ‘reaching to the point 
where it is no longer of any importance whether one 
says I’. The game creates a fragile state in which players 
and observers sense a lack, and so negotiate various 
processes within their imagination. This however is also 
a distressing state, being the moment when we realise 
the ‘other’ that is within us. For these circumstances, it 
is best to build trust with the other and welcome the 
uncanny strangeness that emerges from this encounter.154 
Throughout the U E game, therefore, the uneasiness of 
this encounter transforms the players to the extent that 
their two imaginaries become intertwined. While what 
you imagine is only known by yourself, your imaginary 
home multiplies its meaning once it also enter the other’s 
narrative. U E does not end with a winner; instead it is 
about the uncanny experience of the unexpected, and 
the negotiations this triggers with the other player.
 
The whole experience of the Unexpected Encounters 
game exemplifies what I describe as peculiar creativity 
in my design research. Our intellectual position, and 
thus our self-values, becomes insignificant when we 
meet another. In this state, the defining position of 
Lacan’s ‘mirror stage’ for starting off my design research 
is deconstructed. The pleasure of being aided by other 
minds, interweaving their imagination with ours in the 
creating of the new, is the point that I have arrived at 
to conclude this research process. Peculiar creativity 
always suggests inviting in the contribution of others. 
After all, the WFoA is a fugitive place, exposed as such by 
encounters between the distracted-beings. This is a place 
for them to engage with their dispersed, unconditional 
otherness. My research was thus shaped as a journey into 
this realm as an attempt to describe and define would 
betray the nature of the peculiar creativity of designing/
making.

The next chapter, Chapter 6: Outcomes: Architecture’s 

151  Gilles Deleuze and 
Felix Guattari.

152  Julia Kristeva, Strangers 
to Ourselves.

152 Gilles Deleuze and Felix 
Guattari, A Thousand Plateaus: 
Capitalism and Schizophrenia, 3.

153 Ibid.

154 Julia Kristeva, Strangers to 
Ourselves, 181-4.



242 LOGBOOK

Peculiar Creativity hence concludes my research by using a drawing/diagram titled Three 
Performers, which suggest the interrelationships of architectures and their odd, strange 
objects – as produced together by the distracted-beings and by the observers. 
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Chapter 6: Outcomes 
Architecture’s Peculiar Creativity
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6.1. Rambling in the Wild Fields of 
Architecture 

This doctoral thesis is shaped as an expeditionary journey into 
the Wild Fields of Architecture, which is viewed as an othered 
presence, a fictional place. There is no precise definition for 
these fields; all that I claim is that they are enabled through 
a peculiar sense of creative designing/making. My aim is to 
magnify the interrelations of the subjects of this peculiar creative 
making with various design experiments and delineating their 
theoretical relations to simply emphasise their fugitive, liminal 
states. This is an attempt to retain their un-identified, unshaped 
otherness. It may seem as quite controversial for a doctoral 
research, which I believe is probable with research by design. 

One of the objectives of this research is to investigate the 
location and probabilities of these fields. I believe that the 
first encounters in not-knowing are precious, unformed 
connections that not yet constrained by existing conditions or 
habitual tendencies. The othered, fictional place of the WFoA 
discloses as we perform our tales of encounters. Greeting the 
other, accepting it as it is, is not a straightforward process. A lot 
of manoeuvres of un-identifying, compulsory divergences in 
perceiving and witty tactics of acting are necessary.

I depend upon distraction in my trespass to the WFoA. 
Distraction, I believe, is an act of dispersing and diverting to 
disintegrate the relations of rational thought and instead include 
the other. In brief, it is a catalyst –a portal where removals, 
disruptions, vagaries and displacements become contingent 
in the encounters between subjects who are able to exert 
themselves from their mould in search of a boundless, distorted, 
disunified state in which the new can be created. Therefore, 
another objective of my design practice is to describe me as 
a distracted-being who pursues creativity with the audacity of 
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being an amateur, an outsider, and someone secure in the comfort of not-
knowing things. 

In my explorations in search of the WFoA, I engaged in several tactics to 
seek the other, and to meet with the strange unknown. Therefore the act 
of trespassing into the WFoA also served as a disguise to look for the other: 
it was a practical mode of looking away, with an effect of being distracted, 
and placing me into a mode of not-knowing. However, how do we realise 
it when we happen to meet the unknown? Therefore my research was 
always a struggle, situated always within the mechanisms of distraction, but 
also becoming disintegrated and dispersed in my efforts to bring in others 
to help pursue it. The process for my design experiments thus particularly 
introduced encounters with the strange in an attempt to understand how 
this can shatter our ways; in this sense meeting with the other, becoming 
other oneself, and otherness as a way of positive engagement, were all re-
established in the framework for my research.
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Encountering the Other 

The first step of trespassing into the WFoA was thus to learn how to encounter the other. 
This was an extremely tricky and wearying stage to establish. It involved discovering what 
and where was condition of otherness that is utterly subtle and unknown to us, and then 
working out how to pursue it. It was a paradoxical pursuit in that the very nature of 
otherness was about not-knowing. This stage thus alludes to the first three chapters of this 
thesis; Setting, Inquiry and Guidelines.  

Throughout my design research, I have embedded distraction in our ways of being creative, 
referring to the condition as that of peculiar creativity. Designing in a state of distraction 
is speculative and dispersive, which eventually reflects upon and alters us such that we 
become distracted-beings. It is rather straightforward to get lost in distraction, and this, I 
believe, sharpens our reception accordingly. Whenever we are lost in distraction, there is 
an offer for an unbounded infinity of unexhausted awareness. The thesis’s initial chapter, 
Setting, describes this distractedness mechanism in the form of an imaginary land. I call 
this formation the Topography of Distraction. It is seen as a vast place, harmonised between 
natural and anthropised topographical elements. The formation of these elements and their 
relationships enable various rambles on a journey to distraction. And, the drawing/diagram 
On Distraction is a map projection that delineates the various manoeuvres of engagement 
in this imaginary land.       

Here I was following Walter Benjamin’s idea of distraction as a mode of perception that 
can alter and disrupt the expected chain of events in everyday life. I therefore discussed 
distraction in terms of its contrasting, dialectical relationship to the state of being attentive, 
and the consequent tendency for distraction to disappear. After all it is a very particular 
portal, an unexpected spaceless extension of our minds, unbounded from the rest of 
ourselves. I find it fascinating to begin my design research at this extreme far end of our 
self. Here, in my view, there reside the categories of the strange, the uncanny and the other. 
I therefore speculated on these territories in regard to their peculiar creative contribution 
to designing/making.

Distraction is always referred to as something that we are not aware of while we are in that 
state. However, the design experiment, Improbable Architectures: A Self-quest in Peculiar 
Creativity, in the chapter on Inquiry introduced the concept of deliberate distractedness. 
Quite contrary to the primary condition of distraction, deliberate distraction is instead 
a dispersed, scattered state that multiplies as we intentionally enter into it, enabling us 
to sharpen our perceptions. My claim is that when one is deliberately distracted, then a 
sense of alienation, the feeling of being strange, the uncanny of the encounter with the 
unfamiliar are what one experiences. 

In summary, Improbable Architectures offers a viewing gadget that intermingles memory 
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and curiosity through the images of drawings and randomised poems. The mechanism of 
distractedness there lies in the making of and interactions with these elements. It is a solitary, 
self-reflective experiment that helped to explore the operations of peculiar creativity, and 
thus to understand and define my position in regard to otherness in the design process. 
A key aim for me was to learn how to get lost. This was a necessary approach to what is 
otherwise quite familiar and much discussed subject: the role of oneself as an architect/
designer/researcher. The process however was extremely isolated, and where estrangement 
and determined scepticism were the key behaviours required to trigger delays and bursts 
in creativity. I referred to these delays as mistranslations, which later were to become a 
fundamental way of creative designing/making in the design experiments in the following 
stages. The mistranslations in this initial experiment allowed very convenient delays in 
constructing new dispositions of myself. Therefore what started off with an influence from 
Benjamin found its way closer to the ideas of the Lacanian ‘mirror stage,’ in which peculiar 
creativity could redefine and distract me as its subject. 
  
Improbable Architectures also outlined the primary tactics of my pursuit, enabled me 
to set out on further design expeditions. I used the sense of estrangement as a mean to 
rethink my tactics, benefitting here from the dispersing effect of the accompanying written 
text. As I mastered the mechanisms of distractedness, I continued to explore notions of 
dispersion within architectures. These architectures I saw as existentially clumsy and weird 
creatures, mostly residing in the fictional, the imaginary, hence my term of the Wild Fields 
of Architecture. Their otherness emerges within themselves, containing no aim or reason, 
and yet also echoes with certain other kinds of architecture in their apparent absolute 
uselessness.  

IA refers to a distracted-being who seeks improbabilities of architecture rather than 
confirmation of the latter’s existence. This experiment emphasised the obligation of 
redefining the self, the other and of examining a particular creativity that triggers the 
encounter between them when designing in a state of distraction. The chapter of Guidelines 
traced this self-quest and expanded upon the outcomes to ponder about the probable 
characteristics of peculiar creativity. The diagrammatic image for this chapter, titled Two 
Self-Portraits, and along with its map key, sought to redefine the territory of my research. 
In this drawing/diagram, the act of meeting the other, becoming other and developing a 
sense of peculiar creativity were delineated with architectural configurations in a similar 
manner to that of Lacanian ‘mirror stage.’ The map key here formed a parallel text that 
explored what becoming the other, a distracted-being with peculiar creativity, might be 
like. Therefore, this diagrammatic image and its map key came to form the guidelines for 
the following experiments.
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Encountering the Other ‘Other’

Meeting the other irremediably places us in a condition of otherness, whether we wish it 
or not. This is a purposefully undefined, unstructured place that feels exposed within our 
various temporal encounters. The second stage of my design research was thus about the 
adventures of distracted-beings in their dispersed activities of creative designing/making 
when they encounter these other ‘Others.’ What is different about this stage is that I, as 
the design researcher, linger upon the distraction mechanism, playing with it in order to 
tread farther and farther into the WFoA.  Thus the chapters on Expeditions and Logbook 
were about this next series of design experiments. Each of the experiments uses distraction 
and mistranslations accordingly; their materials, methods and their interactions of the 
observers are deliberately diverse. For this stage, there were three key design experiments 
that followed the progress of finding and getting lost in the WFoA. The experiments 
began by finding out how to meet the other ‘Other,’ thereby describing the tactics for 
estrangement in order eventually to encounter another. As a whole, therefore, this stage 
was about a gradual parting from oneself to enter a state where the self becomes diminished 
within the field. 

My contention here is that encountering the other ‘Other’ diminishes one’s ownership over 
creativity. The Expeditions chapter started with a piece called A Conversation from the Wild 
Fields of Architecture. This experiment was conceived as an a-synchronous collaborative 
between myself and the Masques projects of John Hejduk – the latter being an ephemeral, 
autonomous architecture that I presumed had arrived from the WFoA. The resulting 
conversation was formed as a box, being the record of how I was able to greet the other 
‘Other’ with the necessary amount of weirdness.   

I find it fascinating that Hejduk’s Masques reside in the other, imaginary realm of 
architecture, gradually departing from any seeming reference and correspondence to the 
normative discussions of his day. The Masques projects are deliberately subjectified by their 
interactions with the others/observers; thus their identities change with every narrative 
and performance.  This unbounded position of Hejduk’s Masques aided me to plan this 
experiment as a means to blur the authorship in designing/making, so to push ourselves 
into a state of the otherness. Hence the experiment expanded the otherness of the Masques 
through the format of speculative making. I used conversation as a creative act in accepting 
and implementing the new, and thereby denying the existing. Therefore the experiment 
enfolded a nomadic tale wherein speculated forms of the Masques could travel around 
according to their own interrelations and configurations, with these again being those that 
the observers perform. 

The resulting architectures helped to delineate the possible state of the WFoA. After all, the 
latter is a position with no identity, which in dependent on the performances and narratives 
of others and which suggest fluctuating implications of baffling architectural beings. These 
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encounters are later accumulated in the memories of the observers. I conclude that for 
my design research, it is necessary to record these ephemeral and contingent encounters 
of designing/making as these constitute the only evidence of my pursuit. My design 
experiments at this stage explored several modes of recording and witnessing, in the search 
of new tactics that would be mostly based on the positions of the others/observers. 

My proposition is that our experiences of the strange demand alterations in our ways of 
interaction, for only then will we ever be likely to grasp the full extent of the strangeness 
lying underneath. This kind of experience reveals our lurking double, and in this strange 
place, we must reside together.  Mis-meet: Habitual Gestures for the Slightly Unfamiliar 
was hence a short film about the intrinsic experiences involved in encountering uncanny 
strangeness. It formed the second experiment within the Expeditions chapter, and led to a 
series of tactics that I believe were necessary for my engagement with and trespassing into 
the fictional realm of the WFoA.

Dalyans, scattered on the shores of the calm Marmara Sea, look unworldly. The everyday 
freezes and is bifurcated by their strange appearance. They are as if like displaced drawings 
that have been teleported without bothering too much about how they would be designed 
or constructed: ‘architecture without architects.’ They thus represent the architecture of 
existential clumsiness that I believe which is similar to that found in the WFoA. My film 
mistranslates the uncanny strangeness of the spatial experience to disclose a space for the 
unexpectedly new to enter. The strangeness I refer to is inquisitively fascinating, for it is 
nothing else then the embodiment of the new. 

Here I was following Sigmund Freud’s definitions of the uncanny, being doubled or 
multiplied, through my filmmaking. Our experiences of the strange has similarities with 
the familiar; however, their dialectical relationship also triggers failures of engagement 
between them, meaning that the strange appears as something outside of the ordinary 
and expected. Therefore some new tactics of how to express the experience of uncanny 
strangeness gradually appeared when I failed, redid, and altered my ways of filmmaking. In 
the film, the dalyan structures are unmasked by being mutilated, leading me to conclude 
that the filmmaking used for this experiment had raised various important insights into 
our experience of the strange. Most crucial of all, it showed that the uncanny strangeness 
of any place is a liminal experience; in this sense it is fugitive, and the recording of it would 
be about its disappearance. This realisation led me onto several acts of mistranslations in 
designing/making whereby I attempted to hide and reveal the experience of the strange 
by exploring different ways of engaging the audience in the film. Again, several failures 
and delays triggered the making tactics, which consisted of manoeuvres to implement the 
observers and to preventing a sense of disenchantment for the dalyan structures. 

By this stage of my design research, I had arrived at a point where I understood that 
peculiar creativity shatters the existing conditions in order to introduce speculations, thus 
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creating liminal places for wild architectures that are unbounded and not easily tracked 
down. I found this condition utterly useful in my efforts to meet an unconditional other. 
This position is similar to Roland Barthes’ idea of the creation of the new, which states that 
in order establish the new there is a need for detachment from its authors. Our position 
and self-values diminish as we meet another in the peculiar creativity of designing/making, 
but the latter becomes richer as a result. 

The last design experiment in the Expeditions chapter, Unexpected Encounters (U E), was all 
about ways of meeting the other via the format of an architectural board game. The game 
triggers peculiar creativity by pushing us to negotiate our imaginary realms in accordance 
with the other player. It thus becomes an instrument for creating a spatial language that 
can only be accumulated by playing. This language materialises and records the ephemeral 
encounters of our individual imageries. The pieces of the U E game act as catalysts for 
mental images, and the behaviour of those playing the board game thus produced an 
aggregate of circumstantial images. The task ‘build the home you imagine’ excavates the 
intimate frail imaginaries that we tend otherwise to keep to ourselves. Therefore the act of 
playing is not necessarily pleasurable, but is not unpleasant either. 

U E importantly removes one of the constants of games, in that there is no winner and 
the end depends on how the two players feel. Therefore it is highly influenced by the 
sociability of the players. Our pleasure of being aided by contact with other minds, the 
joyous blending of imaginations, is where I arrive through this last experiment. So in the 
end my claim is that peculiar creativity always invites the other, and is stronger as a result.  
 
The last drawing/diagram that I produced for my PhD thesis, titled  Three Performers, 
is intended to end the series of design research experiments in the form of an act. The 
Peculiar Creative Act1 involves the key performers in my research: distracted-being, observer, 
and the Wild Fields of Architecture. It has several acts and scenes where distracted-beings 
alter their forms as they wander around, chattering in the Topography of Distraction. The 
diagrammatic image depicts this play as the three performers interact with each other, and 
become blended within. The act of play enables liminal exposures in the form of fickle 
shadows; the three performers somehow are the same, yet they become altered within their 
performative encounters. All the performance is drawn by the notations; lines, dashes, 
rotations, circles, arrows, anchors... This is the play of peculiar creativity where fugitive 
shadows intersect and delineate the interrelated positions of the main ingredients of my 
research. 

1 The name is inspired from 
Marcel Duchamp, ‘The Creative 
Act’, in The Essential Writings 
of Marcel Duchamp, Marchand 
Du Sel, Salt Seller, ed. Elmer 
Peterson and Michel Sanouillet 
(London: Thames and Hudson, 
1975), 138–40.
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6.2. Three Performers 

The Peculiar Creative Act
Characters

Character #1  
Distracted-being

Distracted-being is one who pursues creativity with the audacity of being an amateur, an 
outsider, and someone who is perfectly secure in the comfort of not-knowing things
Three forms of distracted-beings (D-b) are visible in the Peculiar Creative Act; (M) Masks; 
(Ch) Cuddling Hall and (AEf-S) Autobiographic Effort of a False-self. 

Activities observed for Distracted-being: Doubt; Encounter; Be Strange; Mis-meet; 
Converse; Become an Other; Negotiate; Trespass; Meet an Other.

Character #2  
Observer

Observer is the witness of the interrupted, distracted peculiar creative act. It is the 
control mechanism of the Distracted-being. The Peculiar Creative Act demands bodily 
configurations from Observer (o).
The Peculiar Creative Act depicts the Observer as the shadow of the Distracted-Being.
Activities observed for observer: Transcriber; Scriber; Witness; Interpreter; Operator.

Character #3  
the WFoA

The Wild Fields of Architecture have no distinguishable physical aspect or boundary. 
They only perform and deploy their reality through unique, peculiar and creative acts of 
designing/making. And even then, the apparent realm of the WFoA can be easily distracted 
and displaced due to their degree of otherness. 
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Setting

The Topography of Distraction2

Time
The time of the Peculiar Creative Act is asynchronous; it is an incoherent accumulation of 
events and encounters. 

Act I
Scene 1

As a pack of nobodies, D-bs happily roam in the Eerie Badlands, in the 
pursuit of selfless engagements of delightful sensations. 

- AEf-S: Here we are, home at last.3 
Fields of Fold is a total blur. D-bs are doubled by exerting and doubting 
themselves. 

- M: We are no longer ourselves…We have been aided, inspired, multiplied.4
- AEf-S: Just look at these nobodies pushing each other

They enter farther and farther, Reflexive Swamps cover the vast land 
ahead. D-bs are immersed in an echo – dense as a fog –, of murmurs and 
shouts, whispers and questions. 

- …do you want to play the game, do you want to build your dream home?
- …choose your other, or, let another pick you…
- …go on as long as you like.5 
- …put your trust in the inexhaustible nature of the murmur.6
 
Act nx

Scene 1
Ch is lost in Uncanny Wetlands, talking to itself. Tides of the Unexpected 
stirred the surfaces of the lakes and Unconscious Vortexes has appeared.

- Ch: I lose myself for a moment in my own maze, and the work of my hands seems to be still 
doing its best 7…This is not an easy position to stay in, it is even very difficult to hold 8…all this 
demands a high level of tension, but it gives me a feeling of violent, almost vertiginous happiness.9 

Ch emits good vibes in the evening. It has striped cushions, vertically 
installed, that mimic body temperature heat. 

Scene 2
M settle in Plains of Un-thought. Here looks like abandoned and rotten 
because of their existential clumsiness.  

2 See Chapter 1, 1.2 Elements 
of the Topography of Distraction, 
1.3 On Distraction.

3 Andrey Tarkovsky, Stalker 
(Mosfilm, 1979).

4 Gilles Deleuze and Felix 
Guattari, A Thousand Plateaus: 
Capitalism and Schizophrenia, 
trans. Brian Massumi (London: 
Continuum, 2013), 3.

5 Andre Breton, Manifestos of 
Surrealism, trans. Helen.R. Lane 
and Richard. Seaver (Michigan: 
The University of Michigan 
Press, 1969).

6 Ibid.

7 Franz Kafka, The Burrow, 
trans. Michael Hofmann 
(London: Penguin Classics, 
2017).

8 Gilles Deleuze and Felix 
Guattari, ‘1914: One or Several 
Wolves’, in A Thousand Plateaus: 
Capitalism and Schizophrenia, 
trans. Brian Massumi (London: 
Continuum, 2013), 26–39.

9 Ibid.
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- M: …Then, we loose ourselves, remove the cladding that our friends know and turn into one 
of the shadows of the anonymous trampers…we glide on surfaces as we float smoothly down a 
stream; resting, pausing 10… 

Scene 3
AEf-S is multiplied and, all that they do seem to them, …extraordinarily 
new, but also, because of the incredible spate of new things, extraordinarily 
amateurish, indeed scarcely tolerable 11… In the place called lost, strange 
things are found. AEfs look around, no mirrors reflect back on them, so 
they talk… 

- focus on your observation of other, you have to negotiate for the home you imagine. 
-… the moment we name them, their meaning disappears, melts, dissolves like a jellyfish in the 
sun.12

- I would prefer not to 13…
- …try to manipulate the conversation!

following image
6.1. Three Performers

10 Virginia Woolf, Street 
Haunting (London: Penguin 

Books, 2005).

11 Franz Kafka, The Zürau, 
Aphorisms, trans. M. Hofmann 

and G. Brock (New York: 
Schocken Books, 2006).

12 Andrey Tarkovsky, Stalker 
(Mosfilm, 1979).

13 Herman Melville, Bartleby: 
The Scrivener A Story of Wall-

Street (New York: Mockingbird 
Classics, 2012).
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6.3. Drawing as a Constellation of Ideas 
I believe that the strengths of architectural drawing lie beyond being a sole signifier. In 
my research, drawings are extensively expanded, stretched, turned over and meticulously 
dispersed to a point where it begins to offer schizoid conditions. This is where ‘other’ 
and ‘self ’ do not occur within internal negations and therefore interior, or exterior is 
indistinguishable (architectural drawing misbehaves and becomes the architecture itself 
rather than representing it as projections). With reference back to Walter Benjamin,14 
the Wild Fields of Architecture are inhabited by drawing-like beings that are experienced 
only in a condition of distracted, peculiar creativity. The situation is not grave for 
those serious, confident and presumably close-minded persons who tend to carry on 
and develop habitual design routes for themselves. It is however uncanny and also 
amazingly devastating for the distracted-being who is trying to adjust to this state of 
peculiar creativity. There is a sense of arrival for the designer who is full of doubts; a 
form of trespassing into a wilder realm of as-ifs, not-yet-beings and ephemeral, clumsy 
architectures. Here drawing is quite ‘opaque,’15 almost plastic; tactile and malleable. It 
becomes ‘a beautiful anxiety of limitless suffering’16 that demands time input and profound 
engagement. I always work on my drawings in this manner, seeking to develop explorations 
and drawings that are constantly diverse.

In search of the  WFoA, occasionally  my experiments hunt in the realm of drawing, 
and therefore several moments of this expedition journey can be therefore observed as 
drawings. The stereoscopic reality of Improbable Architectures and how we perceive it, each 
has the particular qualities of a drawing. The Book of IA, the film, is a diagram of relations 
of lines, textures, titles and poems. The front and back views of the conversation box 
are plan projections of the ever-shifting, sliding conversation with John Hejduk from the 
WFoA. The drawing-like, clumsy architectures of Dalyans are exposed in the editing of the 
film Mis-meet. In playing the U E game; the pieces hover over, oscillate and encounter each 
other on the board, drawing intangible lines of a diagram of imagination. The drawing-like 
clumsy architecture has of course found its way into our everyday experiences before: for 
example, the Masques of John Hejduk,17 Free Spaces of Lebbeus Woods, The Large Glass of 
Marcel Duchamp,18 Tea Houses of Terunobi Fujimori, Nat Chard’s Drawing Instruments,19 
Diller Scofidio and Renfro’s  Bad Press: Dissident Ironing,20 Jonathan Hill’s  Index of 
Immaterial Architectures,21 Ben Nicholson’s Loaf House,22 Raumlabor’s  Spacebuster,23 
Another Generosity,24 and many others. The encounter with these projects and the narrative 
of their context bring out ephemeral, magnetic force fields of drawing within our conscious 
minds. They contain however also uncensored, explicit architecture of the wilder realm. 
This would be impossible if not for their drawing-like existence. 

I also dive into the realm of drawing to pursue yet another dimension of distraction. 
I use drawing/diagrams to extract the oscillating relationships between theory and my 
experiments. My expeditionary journey in this thesis can be explained through three 

14 “Architecture has always 
provided the prototype of a 
work of art that is received in a 
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collective.” Walter Benjamin, 
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are force fields of emotional 
complexities that result in 
disruption of known objects 
into novel architectures. John 
Whiteman, ‘Drawing Towards 
Building’, in Appliance House 
(New York: MIT Press, 1990).

16 Mark West comments on 
Mark W. West’s works and 
describes the sense in the 
observation of his drawings. 
He explains that the encounter 
with these drawings shatters 
our expectations yet, triggers 
another set of links to reset our 
imagination. We are almost 
recognised by the drawing, our 
pure foundations expand and 
therefore feeling disrupted, 
unsure how to process this 
encounter. Mark West, ‘Surreal 
Dimensions and Other Marks’, 
Celebrating the Marvellous 
Surrealism in Architecture 02–
88, no. 252 (2018): 118–19.

17 John Hejduk, Mask of 
Medusa: Works 1947- 1983, 
ed. Kim Shkapich (New York: 
Rizzoli, 1985).
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Glass) [La Mariée Mise à Nu 
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Philadelphia Museum of Art, 
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drawings. These are the vital elements of the research that introduce, guide and mark the 
trespassing into the Wild Fields of Architecture. How these diagrams are constructed and 
what they delightfully expose is an intriguing part of the process. They are formed in the 
two-fold creation of the ‘writing image’, with the latter’s text/image nexus and its map 
key both being essential, indeed complementary, in defining it. The writing of images is a 
manner of simultaneously drawing and writing to entitle drawing to discuss theory within 
its own realm. Architectural theory has of course long been discussed using diagrams and 
drawings before; in fact, they are exceptionally intertwined.25 But in most cases the drawing 
or diagram works conventionally, referring to what is known elsewhere; showing what the 
text says, emphasizing what we already know. Drawing is not let loose to roam freely on 
its own. To achieve that state, it needs distraction, existing in the chirpy territory of not-
knowing things. The writing of images is thus more about discovering than knowing; I am 
interested in getting lost within the realm of drawing, and in discussing theory without 
any urge to come up to clear results. These drawing/diagrams are thus the constellations of 
ideas that may be coherent in a limited way in relation to the observer’s position but which 
in actuality are tied to my own series of research experiments as guidelines or outcomes.

There are, of course, precedents  – and indeed accomplices – to this way of working with 
architectural drawing, all of them pleasantly extending the WFoA and exploring the wilder, 
untamed areas of possibilities for what architectural drawing could be. Peter Cook lets 
us loose with his voyage of discoveries26 and follow him are the cryptic/glyphic drawings 
of Perry Kulper;27 Antifacts and artefacts of Bryan Cantley;28 Half-lives in the collages of 
Ben Nicholson29 and the uncovering of the covered drawings by Mark W. West.30 Each 
of them explore different territories of drawing with their PCM-like31 approach, leaving 
behind the expectation of what an architectural drawing ought to be, smoothly working 
on their personal investigations without any urge to know/clarify, and creating their system 
of lines, colours, textures, text, letters, cuts and folds without any hidden agenda. This is 
precisely where I find drawing in its othered, schizoid presence; ready to burst open and 
spill over its territory to our very beings, baffling our thoughts and perception. Unlike 
conventional architectural drawing that suggests descriptions and projections in the absence 
of architecture,32 these freer drawings enable a divergent reality that is constructed from 
a flotsam of rules that are valid only to create themselves. In such cases, the autonomous 
architectural behaviours of the drawing become prevalent, and therefore manipulative in 
thinking. Here we encounter ideas in the process of becoming with multiple layers that 
suggest architectural associations.33 These layers comprise the frail and sublime uncertainties 
that these kinds of drawings thrive on; hence they can only be expressed via their internally 
cohesive architectural relations.34 35 36 37 38 39 40

In my attempts of to explore the writing of images, theoretical investigations trigger the 
‘choreography’41 of potential architectures. This enables me to pursue liminal delineations 
of ideas, only to conceal them again so as to develop another set of incoherent set of 
thoughts. In this way, the process continues and usually later becomes constellations of 
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ideas in the form of a diagram/drawing. Thus these diagrammatic images become the 
records of discovering, exploring and concluding my trespassing journey into the Wild 
Fields of Architecture. In a sense they even become a part of these fields, revealing the act of 
trespassing at different scales and in different states. 

In my view the observation of the drawing/diagrams that I have created in this thesis 
offers a very different experience to simply reading about my research. The map-key 
texts (Elements of the Topography of Distraction, My Adventurous Pursuit of the Distracted-
Being, The Peculiar Creative Act) and visual map-keys are the points of engagement with 
the diagram/drawings. The means for engaging with these images coincide directly with 
the intentions and findings of the experiments in my design research. This precise act 
of engagement; the observers reflecting on themselves and creating individual links; the 
setting up of constellation of ideas; is how I discuss my design research. To explain further, 
I will discuss the process of Two Self-Portraits as a case study in the following text. 

Anchors and Triggers 

Thus the recording of theory is not a straightforward process. The nature of theorising one’s 
own design practice usually suggests a superficial distance that one needs to create between 
the practice and the theory. In contrast, my design practice describes me as a distracted-
being. I am pursuing creativity with the audacity of being an amateur and in the comfort of 
happily not-knowing things. Through my various manipulations, my pursuit comes across 
with a sense of uneasiness and bafflement. When this is added onto the superficial distance 
between theory and practice, my journey becomes even more daunting and puzzling. 

This process can be seen in the case of the diagrammatic image of Chapter 3: Guidelines, 
Two Self-Portraits. Initially, I realised that I was using drawing for self-centred purposes, 
for my own acts of understanding and recording. Almost automatically, whenever I read a 
text, I would draw a scene in which the main elements from the text perform. Arranging 
my thoughts as drawings became an easy way for me to interpret what I was studying, 
suggesting also architectural forms and possibilities, in line with my architectural training. 
But I also came to realise ever more than how these drawings/diagrams interwove with the 
theory I was reading was extremely intricate. 

Gradually, therefore, these drawings/diagrams altered in purpose, ceasing to be simply a tool 
for understanding theoretical ideas. Instead these recordings become points of departures. 
This is because the act of drawing exposes another set of relationships that might well 
be irrelevant to the reasoning of a particular theoretical text. Instead, the architectural 
narrative in the drawings/diagrams begins to set up possibilities and implant micro-spatial 
relationships within it that behave with unexpected autonomy. During this phase, I was 
drawing on a virtual surface (a screen) using vectors and pixels. The beginning of these 
diagrammatic images mostly imitated the written records, but it began to differ as more 
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Tarkovsky’s Stalker 45,  at the exact moment the trio enters into the Zone. At the bottom 
there are two images, (F), 46 and (G), 47 and similar to these, The Book of IA is a record of a 
record, a process of a process. 48

A2 explains the ways of encountering with IA.49 There are key images on the top left; an 
x-ray film (A) exposing the inner structure of a stone-carved sculpture and Smithson’s 
diagram (B).50 Next to them, the storyboard (C) of the film of The Book of IA and the 
sketches for the record image (D) appear among the notes about how stereo-photographic 
images (E) work. There is a Viewmaster reel (F) on the right, with the words ‘Improbable 
Architectures’ laser engraved onto it, and dim images repeated in its sockets. On their top, 
is a key anchor51 (G), defining the nature of the encounters involved in this experiment. 
At the bottom left, there is one stereoscopic image (H), which seeks to disenchant these 
encounters. The reveal of the other eye52 53 (I) is attached on its right end. The very right 
bottom of the page has a sketch of the next encounter (J).

Phase B
Eventually, the experiment of the IA brought forth descriptions of the self and the other, 
and of the peculiar creativity that is triggered by their encounter. Phase B depicts the 
perpetual search of these terms and also their overlapping. B1 refers to the baffling and 
uncomfortable oscillations of what I was pursuing.54 During the process, the central image 
(A) reappears in several sketches (B), (C), (D) like an echo. The initial version (E) is on 
the left. Later on, this diagram evolves and the two self-portraits overlap (F), (G). On the 
top left, the Diagram of the Psyche (H) 55 is an anchor set to draw the background of this 
expedition. The adjacent images are triggers in this territory: the communicating vessels 
(I), 56 Bacon’s repetitive figure (J),57 and a drifting faceless crowd (K).58 59 Down on the left 
are the anchors for the self-portraits: an overexposed photo-portrait (L) of Bacon,60 the 
book cover of The Burrow (M),61 and Velazquez’s self-portrait (N).62

B2 is a sign of clarity emerging in the process.63  This is where I catch a glimpse of my 
pursuit. On the very top right, the sketch (A) has a hint of how I use text as a trigger for 
the drawing and how simultaneously the drawing constructs the drawing. The red excerpt 
(B) is from the text64 for the diagram (this is Phase Bx). The scribbles (C) on the sketchbook 
are the triggers extracted from the text. These guided the drawing below (D). It is the initial 
image of this text, the preliminary visual of Two Self-Portraits. 

B3 is the beginning of the perpetual search for autonomous architectures of the diagram.65 
There are key figures in the drawing that act upon their encounters with each other. One 
of the key figures is Unconsciousness (A), which is an intrinsic, subtle orbicular landscape. 
Another one is the Other’s Veil (B), 66  which resides between Unconsciousness and the Self. The 
Other’s Veil stitches together recordings and memories onto the surfaces of Unconsciousness 
and so triggers another key figure: Consciousness (C). Consciousness is a landscape of a circuit 
board; brittle yet striking, it overlaps with Unconsciousness. The Self (D) is a joyous farmer, a 
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connections appear, with architectural narrative eventually becoming dominant. Now, 
the act of drawing was not to explicate but to answer and push forward my theoretical 
framework. How I write and draw transforms each other relatively: the text and the 
diagrams are not peers. They do not describe the same things but together interweave to 
describe oscillations in thinking.

My expeditions into the realm of theory had precise itineraries. However, the encounter 
with difficult conditions might well set me off on a different track. It is hence a journey 
made to the unknown, although meticulously planned using all possible measures, yet 
shaped by the unexplored and the not-yet-seen. The recordings in this thesis interweave the 
unexplored with the route taken. 

There were two different types of discoveries during the research; which I call ‘anchors’ and 
‘triggers.’ Each type of discovery performed differently in the construction of the various 
drawings/diagrams. Anchors acted like key lodging stops that could scan and thus expand 
the territory.42 Triggers, in contrast, were short-lived sparkles that brought in vivid aspects, 
but at some other times acted more like traps, which you can fall into, and so change your 
route in that manner.43 

Case Study: Two Self-Portraits 

The drawing/diagram called Two Self-Portraits offers a close explanation of my adventurous 
pursuit in becoming a distracted-being. The main anchor is how an image can be created 
in a similar manner to the Lacanian ‘mirror stage’. Therefore the methodology for the 
drawing resembles how the self is constructed, by merging various ideas that might seem 
discrete. Here I was trying to address anchors and triggers by explaining the very process 
of recording and drawing. This process had four phases. Phase A is the initial experiment 
that started the diagram; Phase B involved the process of translating anchors and triggers; 
Phase Bx was a somewhat vagabond phase that brought in the interlocking map key text to 
coincides with Phase B; while Phase C reveals the studies of the digital construction of the 
drawing/diagram.  
 
Phase A
Two Self-Portraits is rooted in my first design experiment, Improbable Architectures. Phase 
A thus tells the story of that previous daunting experience which questioned my habitual 
ways of drawing/thinking. A1 image compiles the process.44 The ruler/timeline (A) is an 
indicator of mood changes based on various factors. The central image (B) is aligned with 
the ruler. This is the layout of The Book of IA, a two-volume book recording my initial 
experiment. Adjacent to this image, there is a screenshot (C) from the film of The Book 
of IA. In that film, the text I used for the theoretical input is overlaid as I flip through 
the pages of the book. Some remnants of the input text (D) are seen on the upper right. 
One of the key triggers is attached to these remnants. This image (E) is a screenshot from 
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Tarkovsky’s Stalker 45,  at the exact moment the trio enters into the Zone. At the bottom 
there are two images, (F), 46 and (G), 47 and similar to these, The Book of IA is a record of a 
record, a process of a process. 48

A2 explains the ways of encountering with IA.49 There are key images on the top left; an 
x-ray film (A) exposing the inner structure of a stone-carved sculpture and Smithson’s 
diagram (B).50 Next to them, the storyboard (C) of the film of The Book of IA and the 
sketches for the record image (D) appear among the notes about how stereo-photographic 
images (E) work. There is a Viewmaster reel (F) on the right, with the words ‘Improbable 
Architectures’ laser engraved onto it, and dim images repeated in its sockets. On their top, 
is a key anchor51 (G), defining the nature of the encounters involved in this experiment. 
At the bottom left, there is one stereoscopic image (H), which seeks to disenchant these 
encounters. The reveal of the other eye52 53 (I) is attached on its right end. The very right 
bottom of the page has a sketch of the next encounter (J).

Phase B
Eventually, the experiment of the IA brought forth descriptions of the self and the other, 
and of the peculiar creativity that is triggered by their encounter. Phase B depicts the 
perpetual search of these terms and also their overlapping. B1 refers to the baffling and 
uncomfortable oscillations of what I was pursuing.54 During the process, the central image 
(A) reappears in several sketches (B), (C), (D) like an echo. The initial version (E) is on 
the left. Later on, this diagram evolves and the two self-portraits overlap (F), (G). On the 
top left, the Diagram of the Psyche (H) 55 is an anchor set to draw the background of this 
expedition. The adjacent images are triggers in this territory: the communicating vessels 
(I), 56 Bacon’s repetitive figure (J),57 and a drifting faceless crowd (K).58 59 Down on the left 
are the anchors for the self-portraits: an overexposed photo-portrait (L) of Bacon,60 the 
book cover of The Burrow (M),61 and Velazquez’s self-portrait (N).62

B2 is a sign of clarity emerging in the process.63  This is where I catch a glimpse of my 
pursuit. On the very top right, the sketch (A) has a hint of how I use text as a trigger for 
the drawing and how simultaneously the drawing constructs the drawing. The red excerpt 
(B) is from the text64 for the diagram (this is Phase Bx). The scribbles (C) on the sketchbook 
are the triggers extracted from the text. These guided the drawing below (D). It is the initial 
image of this text, the preliminary visual of Two Self-Portraits. 

B3 is the beginning of the perpetual search for autonomous architectures of the diagram.65 
There are key figures in the drawing that act upon their encounters with each other. One 
of the key figures is Unconsciousness (A), which is an intrinsic, subtle orbicular landscape. 
Another one is the Other’s Veil (B), 66  which resides between Unconsciousness and the Self. The 
Other’s Veil stitches together recordings and memories onto the surfaces of Unconsciousness 
and so triggers another key figure: Consciousness (C). Consciousness is a landscape of a circuit 
board; brittle yet striking, it overlaps with Unconsciousness. The Self (D) is a joyous farmer, a 
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connections appear, with architectural narrative eventually becoming dominant. Now, 
the act of drawing was not to explicate but to answer and push forward my theoretical 
framework. How I write and draw transforms each other relatively: the text and the 
diagrams are not peers. They do not describe the same things but together interweave to 
describe oscillations in thinking.

My expeditions into the realm of theory had precise itineraries. However, the encounter 
with difficult conditions might well set me off on a different track. It is hence a journey 
made to the unknown, although meticulously planned using all possible measures, yet 
shaped by the unexplored and the not-yet-seen. The recordings in this thesis interweave the 
unexplored with the route taken. 

There were two different types of discoveries during the research; which I call ‘anchors’ and 
‘triggers.’ Each type of discovery performed differently in the construction of the various 
drawings/diagrams. Anchors acted like key lodging stops that could scan and thus expand 
the territory.42 Triggers, in contrast, were short-lived sparkles that brought in vivid aspects, 
but at some other times acted more like traps, which you can fall into, and so change your 
route in that manner.43 

Case Study: Two Self-Portraits 

The drawing/diagram called Two Self-Portraits offers a close explanation of my adventurous 
pursuit in becoming a distracted-being. The main anchor is how an image can be created 
in a similar manner to the Lacanian ‘mirror stage’. Therefore the methodology for the 
drawing resembles how the self is constructed, by merging various ideas that might seem 
discrete. Here I was trying to address anchors and triggers by explaining the very process 
of recording and drawing. This process had four phases. Phase A is the initial experiment 
that started the diagram; Phase B involved the process of translating anchors and triggers; 
Phase Bx was a somewhat vagabond phase that brought in the interlocking map key text to 
coincides with Phase B; while Phase C reveals the studies of the digital construction of the 
drawing/diagram.  
 
Phase A
Two Self-Portraits is rooted in my first design experiment, Improbable Architectures. Phase 
A thus tells the story of that previous daunting experience which questioned my habitual 
ways of drawing/thinking. A1 image compiles the process.44 The ruler/timeline (A) is an 
indicator of mood changes based on various factors. The central image (B) is aligned with 
the ruler. This is the layout of The Book of IA, a two-volume book recording my initial 
experiment. Adjacent to this image, there is a screenshot (C) from the film of The Book 
of IA. In that film, the text I used for the theoretical input is overlaid as I flip through 
the pages of the book. Some remnants of the input text (D) are seen on the upper right. 
One of the key triggers is attached to these remnants. This image (E) is a screenshot from 
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circular irrigation mechanism that harvests the productive stitching of the Other’s Veil. This 
depicts the simple ritual of meeting the other. 

B4 is about the key figures of the drawing that misbehave and split the self to become the 
other.67 The Masks (A) occur when Unconsciousness rejects the Other’s Veil and triggers an 
other separate from itself. When this happens, the circular landscape changes (B) – the 
subject splits, and becomes its own stranger. At the left top, there are two figures, the 
first one is Bartleby the Scrivener (C)68 69 and the second one is Meursault (D).70 71 The 
architecture of the Masks is very delicate; it is a constant loop of pressing and releasing of 
strings and platforms that is based on the piano act (E). The Masks are vigilantes; as they 
disturb the flow of meeting the other, they open an opportunity for us to become the other. 
The Ninja House (F) 72 is a different vigilante that protects us from the cyber attacks. The 
partner in crime is the False-self (G). Its mechanism of is studied from Weather Balloons (H) 
and Curiosity Rover (I). When the Masks give us the chance to become the other, the False-self 
records this act of becoming. However, these recordings are very different from the harvests 
of the Self. It records meticulously, only to release and erase the data after sampling. The 
False-self leaves wind-socks behind, as a feeble sign of sampling at the places it has been. 
What the False-self exposes is the peculiar creativity that constantly fluctuates. 

B5 is about the studies on how the diagram can work with the key figures.73 The trigger for 
this phase was a children’s book, Illuminature (A).74 The book has three filters that separate 
daytime creatures, night-time creatures, and the habitat they share. This idea introduces 
the chapters of the diagram. 

Phase C
After the expeditions of Phase B, this phase is based upon digital tools of drawing, adding 
another layer of survey in the form of vectors and pixels. Phase B and C thus overlap in 
time. The idea of having chapters in the diagram brings in studies of colour and filtering. 
C1 shows the filters.75 Red Filter is called Meeting the Other (A), and this is where acts of 
the Self and the Other’s Veil within Consciousness are mostly visible. Green Filter is called 
Becoming the Other (B), so this is where the Masks mostly operate within Unconsciousness. 
Blue Filter, which is very dimmed, is called Peculiar Creativity (C); it is where the False-self 
and its untraceable record become visible. The filters are designed as three monoculars tied 
all together. The two self-portraits are only exposed when the viewers use these devices. 
 

22  See the image: 6.7.

23  Bartleby enjoys being the 
outsider, and he uses the gap 

of the shock that he causes 
as he chants: ‘I would prefer 

not to.’ Herman Melville, 
Bartleby: The Scrivener A 

Story of Wall-Street.

24  Albert Camus, The 
Outsider.

25  Peter Wilson, Concept 
Sketch for ‘Comfortable Ninja 
House’, 1988, 1988.

26  See the image: 6.8.

27  Carnovsky (illustrator) 
and Rachel Williams, 
Illuminature (London: Wide 
Eyed Editions Publishers, 
2016).

28  See the image: 6.9.



267

circular irrigation mechanism that harvests the productive stitching of the Other’s Veil. This 
depicts the simple ritual of meeting the other. 

B4 is about the key figures of the drawing that misbehave and split the self to become the 
other.67 The Masks (A) occur when Unconsciousness rejects the Other’s Veil and triggers an 
other separate from itself. When this happens, the circular landscape changes (B) – the 
subject splits, and becomes its own stranger. At the left top, there are two figures, the 
first one is Bartleby the Scrivener (C)68 69 and the second one is Meursault (D).70 71 The 
architecture of the Masks is very delicate; it is a constant loop of pressing and releasing of 
strings and platforms that is based on the piano act (E). The Masks are vigilantes; as they 
disturb the flow of meeting the other, they open an opportunity for us to become the other. 
The Ninja House (F) 72 is a different vigilante that protects us from the cyber attacks. The 
partner in crime is the False-self (G). Its mechanism of is studied from Weather Balloons (H) 
and Curiosity Rover (I). When the Masks give us the chance to become the other, the False-self 
records this act of becoming. However, these recordings are very different from the harvests 
of the Self. It records meticulously, only to release and erase the data after sampling. The 
False-self leaves wind-socks behind, as a feeble sign of sampling at the places it has been. 
What the False-self exposes is the peculiar creativity that constantly fluctuates. 

B5 is about the studies on how the diagram can work with the key figures.73 The trigger for 
this phase was a children’s book, Illuminature (A).74 The book has three filters that separate 
daytime creatures, night-time creatures, and the habitat they share. This idea introduces 
the chapters of the diagram. 

Phase C
After the expeditions of Phase B, this phase is based upon digital tools of drawing, adding 
another layer of survey in the form of vectors and pixels. Phase B and C thus overlap in 
time. The idea of having chapters in the diagram brings in studies of colour and filtering. 
C1 shows the filters.75 Red Filter is called Meeting the Other (A), and this is where acts of 
the Self and the Other’s Veil within Consciousness are mostly visible. Green Filter is called 
Becoming the Other (B), so this is where the Masks mostly operate within Unconsciousness. 
Blue Filter, which is very dimmed, is called Peculiar Creativity (C); it is where the False-self 
and its untraceable record become visible. The filters are designed as three monoculars tied 
all together. The two self-portraits are only exposed when the viewers use these devices. 
 

22  See the image: 6.7.

23  Bartleby enjoys being the 
outsider, and he uses the gap 

of the shock that he causes 
as he chants: ‘I would prefer 

not to.’ Herman Melville, 
Bartleby: The Scrivener A 

Story of Wall-Street.

24  Albert Camus, The 
Outsider.

25  Peter Wilson, Concept 
Sketch for ‘Comfortable Ninja 
House’, 1988, 1988.

26  See the image: 6.8.

27  Carnovsky (illustrator) 
and Rachel Williams, 
Illuminature (London: Wide 
Eyed Editions Publishers, 
2016).

28  See the image: 6.9.

57 In Bacon’s Three Studies of 
Isabel Rawsthorne (1967) the 
figure is shown in three different 
places; first as a portrait on the 
wall, second as an intruder, and 
third as the figure trying to shut 
the door to the intruder. The 
figure is in painful escape as she 
pushes herself and the door to 
chase away the intruder, who 
is her duplicate. The portrait 
of the both acts as a passer-
by, witnessing the efforts of 
the subject.  Gilles Deleuze, 
‘Athleticism’, in Francis Bacon: 
The Logic of Sensation (London: 
Continuum, 2003), 12–19.

58 In this scene, we see the two 
men confronting each other 
about the morals of the selfless 
mask, among a drifting faceless 
crowd. Hiroshi Teshigahara, The 
Face of Another [Tanin no Kao] 
(Toho, 1966).

59 This is an adaptation of 
Kobo Abe’s book. Kobo Abe, 
The Face of Another (London: 
Penguin Books, 2006).

60 Jorge Lewinski, Francis 
Bacon, 1967.

61 Franz Kafka, The Burrow, 
trans. Michael Hofmann 
(London: Penguin Classics, 
2017).

62 Diego Velázquez, Las 
Meninas, 1656.

63 See the image: 6.5. B2, The 
Anchors and Triggers I.

64 See chapter 3, My 
Adventurous Pursuit of the 
Distracted-being.

65 See the image: 6.6. B3, The 
Anchors and Triggers II.

66 The name comes from 
Penelope Haralambidou, ‘The 
Stereoscopic Veil’.

67 See the image: 6.7. B4, The 
Anchors and Triggers III.

68 Bartleby enjoys being the 
outsider, and he uses the gap of 
the shock that he causes as he 
chants: ‘I would prefer not to.’ 
Herman Melville, Bartleby: The 
Scrivener A Story of Wall-Street.

69 The image is taken from 
the film adaptation, Jonathan 
Parker, Bartleby, 2001.

70 Albert Camus, The Outsider, 
trans. Sandra Smith (Penguin 
Books, 2013).

71 This is the trial scene in the 
film adaptation by Luchino 
Visconti, The Stranger, 1967.

72 Peter Wilson, Concept Sketch 
for ‘Comfortable Ninja House’, 
1988.

73 See the image: 6.8. B5, The 
Anchors and Triggers IV.

74 Carnovsky (illustrator) and 
Rachel Williams, Illuminature 
(London: Wide Eyed Editions 
Publishers, 2016).

75 See the image: 6.9. C1, The 
Filters.   
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6. 2. A1, About the Book of IA. 
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6. 3. A2, The Encounter with the Improbable Architectures.
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6. 4. B1, Prelude - Two Self-Portraits.
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6. 5. B2, The Anchors and Triggers I.



272 OUTCOMES

6. 6. B3, The Anchors and Triggers II.
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6. 7. B4, The Anchors and Triggers III.
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6. 8. B5, The Anchors and Triggers IV.
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6. 9. C1, The Filters.
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6. 10. C3, Scale Layering Studies.
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*
In this expeditionary journey into the WFoA, architectural drawing can be seen to misbehave. 
It loses its sense of ‘other’ just to become the ‘other,’ thereby embracing uncertainty and 
ephemerality in what comes across. The WFoA has always in this way sought to provide 
drawing-like beings that are experienced only by a state of the distracted, peculiar creativity.

Drawing in this sense becomes a necessary means for the distracted-being to adjust 
themselves in their pursuit of the existentially clumsy architectures. I claim that this type 
of drawing wishes to shatter our expectations of a drawing and to baffle our imagination. 
Throughout my research, I have therefore worked with such drawings both as experimental 
research and as the mechanism for theoretical discussion. Each offers particular profound 
ways of engagement with architectural drawing. 

I therefore use drawing/diagrams to extract the oscillating relationships between theory and 
my design experiments. In my projects I drew first to inspect the relationship of my route 
and then to explain what I was doing, producing these drawings/diagrams as my guides. 
These drawings act as a means to draw together intangible contingencies of connections, 
while also helping me to define the introduction, main body, and conclusion of my thesis. 
In brief, my expeditionary journey can be explained by three drawings/diagrams that were 
formed through what I call the writing of images. This consists of a simultaneous creation 
of text and drawing to devise the site for constellations of ideas. As such, it becomes an 
exquisite presence of another kind of drawing that inclines uncertainties and speculations 
rather than conventions. Here the uncensored, wilder architectural behaviours of the 
drawings manipulate and explore the formation of my ideas. 

The technique of the writing of images is more about discovering than knowing; I am 
primarily interested in getting lost in the realm of drawing in order to discuss theory 
and design. While the ‘writing image’ of the three drawings/diagrams construct the 
underlying framework of my thesis; my approach to design research is only really accessible 
by studiously engaging with these drawings/diagrams. They demand time, patience, and 
altered perspectives from the readers, and they also have their own devices of distraction 
within them – colour filters, map keys, instructions for observing, and so on. As a reward, 
they offer my own personal and fragmentary glimpses into the WFoA. 
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6.4. Distracted-beings who Linger in 
the Wild Fields of Architecture with their 

Peculiar Creative Ways.  
In conclusion, I have to admit there is no readily apparent reason for this 
PhD by Architectural Design. Perhaps it was not necessary or important to 
conduct it. Yet acknowledging this doubt is precisely the reason for having 
undertaken this process of design research at all. In the end, what my 
research is aimed at and what it pursues is very subtle and often difficult 
to explain rationally. Designing in a State of Distraction offers us a chance 
to explore the overlooked, seemingly unnecessary conditions involved in 
design engagements. For us to be aware of distraction is thus to understand 
the fluctuating, purer conditions of unexhausted encounters with the 
other.  Magnifying these liminal, micro-relationships through the format 
of creative designing/making is what alters each and every aspect of our 
interactions. 

The pleasure of being aided by other minds when designing – interweaving 
their imagination with ours, trusting the strange sense of the unexpected, 
doubting the comfort zone of knowing things – are the fundamental 
points that I have extracted from my design research.  Here, in a new 
light, we linger as distracted-beings, getting lost in peculiar creativity and 
encountering the Wild Fields of Architecture. This is a fugitive place for us 
to enact with dispersed, unconditional otherness; its rules and extensions 
perpetually change with every design manoeuvre. Therefore, this place, 
the WFoA, and its performers, the distracted-beings and observers, are 
the ones that demanded this PhD thesis needed to happen, and that it 
should do so in the shape of an expeditionary journey into design research 
because otherwise the usual descriptions and definitions would have been 
inadequate. 

This architectural design research thesis will find its main audience within 
the academic field, mostly in architectural design education as it engages 
with the initial acts of creative making and offers a different way of looking at 
architecture, conceiving it as a process in which being in a state of distraction 
provides the most fertile conditions for the pursuit of creativity. The effects 
of these particular creative acts can be implemented in the design studio 
in terms of establishing a highly influential environment for students. 
Moreover, this research tackles with an uncommon methodology; has a 
rather non-descriptive theoretical framework that suggests the writing of 
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diagrammatic images. These are the primary references as they set the 
guidance for my theoretical explorations; the discussions of my research 
are shaped within their architectural implications. This approach extends 
the extremities of design-related research as it explores the probabilities 
of the writing of diagrammatic images. And this attempt hopefully would 
reflect on an academic audience in graduate research level. I think that 
the experimental design projects of this research offer a specific kind of 
engagement to the general audience outside the academia as well. I refer 
to them as players or observers throughout the thesis; their positions 
and interactions with my work define the critical outcomes. I discuss 
their interactions with the projects in terms of ‘meeting and becoming 
other;’ which has the most emphasis in my research, as I find it as crucial 
in the initial acts of creativity. The interactions with my design projects 
would trigger a fugitive place for the audience to enact with dispersed, 
unconditional otherness, where the pleasure of being aided by other 
minds gradually emerges.   
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